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ABSTRACT

THE THEORETICAL AND PRACTICAL METHOD FOR CELLO BY
MICHEL CORRETTE: TRANSLATION, COMMENTARY,
AND COMPARISON WITH SEVEN OTHER EIGHTEENTH
CENTURY CELLO METHODS

By

Charles Douglas Graves

The Methode Theorique et Pratique pour...Violoncelle,

1741, by Michel Corrette is the earliest complete tutor for
cello in existence. 1Its preface discusses the new prominence
which the cello had attained and the reasons why it was
becoming preferred to the viola da gamba. The second sec-
tion deals with the principles of music helpful to the cel-
list and contains information relating to performance prac-
tices of the time. The main section of the Method treats

the technical aspects of playing the instrument.

The purposes of this paper are:

1) to present this work in its entirety in an English
translation. Most publications concerned with the develop-
ment of the cello in the 18th century mention the Corrette
Method. However, the only part of the work that is discussed
is his unique method of fingering which is usually condemned
or dismissed as an eccentricity without attempting to under-
stand it. A complete translation will permit the English

reader to make a complete evaluation of the work.



Charles Douglas Graves

2) to comment on all aspects of the method and dis-
cuss in what manner it gives evidence of the use of the
cello in the middle of the 18th century.

3) to compare Corrette's Method with those of his
contemporaries. The works of Pierre Hyacinthe Azais, Jean
Baumgartner, Robert Crome, Frangois Cupis, John Gunn, Salva-
tore Lanzetti, and Joseph Bonaventure Tilliere are compared
with the Corrette Method and appear in the Appendix.

The Commentary section of this paper is limited to
facts presented by Corrette. The aim of the Comparison
section is to make general comparisons rather than detailed
commentary on each of the seven other methods.

In this thesis the modern term '"cello" is used rather
than the antiquated "violoncello" which is no longer in
common usage. Since the shortened form without apostrophe
is now widely accepted, it seemed appropriate for both the
translation and the subsequent sections of this paper.

An attempt has been made to provide as literal a
translation as possible in order to preserve the style of

the original manuscript.
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THEORETICAL AND PRACTICAL METHOD

For learning, in a short while, the Violoncello to perfection

CONTENTS

The principles of music with some exercises for one
and two violoncellos.

The division of the string in order to place, if one
wishes in the beginning, some lines across the fingerboard
of the violoncello.

Moreover, a small method particularly for those who

play the viol and who wish to play the violoncello.
Composed by Michel Corrette
Opus XXIV

Price 6 pounds in silver

Available from: The Author — Rue St. Honoré, across

from the Auditorium next to the Villa Constantinople. Mr.
Boivin—Rue St. Honoré at the Regle d'Or. Sr. LeClerc—
Rue du Roule at the Croix d'Or. At Lyon from Mr. deBrotonne—

Rue Merciere

With the privilege of the King 1741
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PREFACE

For 25 or 30 years the large bass violin tuned in
"G" has been abandoned for the violoncello of the Italians,
invented by Bononcini, presently Kapellmeister to the King
of Portugal, its tuning being one tone higher than the old
bass which gives it a much wider range.

This instrument Example 1

i
s actually at the 0 tuning Vieloncello hnc’n?

octave below the alto 5O ©
- o 6

of the Italians or the o ©
bes 4

laquinte de violon of

the French which plays on the "C'" clef positioned on the
third line. This also, although always neglected in solos
(le Concert) is, however, very useful in the orchestra (les
Concertos).

The cello is much easier to play than the old bass
violin its ancestor, being smaller and as a consequence the
neck less thick which gives complete freedom to play the
difficult bass parts and even to execute some pieces which
sound as well on this instrument as on the viol.

Although most composers of sonatas and cantatas from
the beginning of the century composed the bass parts for
the viols (because before the cello was invented the large
basses mainly played music for large chorus), that does not

keep the cello from playing them with applause. This is



not meant to diminish the success of the viol which has shone
in France since Ste. Colombe, master of the viol, added the
7th string until the happy introduction of the cello in Paris
by Mr. Batistin Struck and L'Abbé—both virtuosos.

Presently at the King's Chapel, at the Opera, and in

concerts it is the cello which plays Example 2
the basso continuo. I&rm-cs
<
It is true that the sound of Oo—w—
Z [ -

this beautiful instrument carries much 5
farther than all others. This can be C’ﬂ'”

noticed when one listens to a concert at night at a distance
and the cello is the first to strike the ear. If one bows
on one of the open strings, especially the fourth, one hears,
besides the principal note of the string, the octave, the
twelfth, the fifteenth, and the major seventeenth which fol-
low the plan shown by the numbers: C(l1), C(2), G(3), C(4),
E(5). But the fundamental sound of the string is C —that
which carries the best, because for the others it is neces-
sary to listen closely.

However, it is certain that the perfect tuning, which
is composed of the third, fifth and the octave, gets its
origin only from harmonic sounds that the principal sound
of a bowed open string gives by its vibration and rebound.
Because when the sound C vibrates, the octave(2) sounds,
the 12th(3), the 15th(4), and the 17th(5) also sound. Thus
a single open string sounding makes audible all the con-

sonances—that which all reasonable and harmonic bodies cause



to sound—Dbut especially on the fourth C string of the cello
and on the four strings of the contrabass.

If all countries give preference to the cello to play
the basso continuo it is not without reason, the bass being
the foundation of the harmony. It is thus necessary to
choose the bass instrument which is the most sonorous and
with which one can play all sorts of music: powerful, sim-
ple, figured, etc. Because a music which lacks a strong
bass becomes insipid in such a way that the music without
bass always leaves much to be desired by the ear.

Those jealous of the cello will always lose their
arguments against the progress which it makes every day.

To all others, the cello satisfies ears sensitive to harmony.
Also, voices are charmed to be accompanied by it, realizing
that nothing makes them shine like the accompaniment of

this sonorous instrument which articulates so well its tones
and speaks so distinctly — so different from the instruments
which only make cymbal-like and nasal sounds to which it

is necessary to ask each minute the name of the note which
they have just played, the ear having heard only a confused
noise which forbids hearing all the beauty of the harmony

of which the bass is the principal object.

It relates itself also very well to the transverse
flute; and the violin could never be better accompanied
than by the cello which is its true bass being of the same
family.

Since until now there has not been a Method published



for this instrument which is so useful to music, I believe
that the public will not be angry to have the true approach
which is used now by the great masters. 1 even give a new
way to learn its fingerboard which seems to me very easy,
since by the knowledge of the fingering of a single string
one will know the others which are all tuned in fifths.
This will be explained and demonstrated in Chapter 6.

I give the division of the string so that in the
beginning one can have his luthier mark the notes or make
an engraving with ivory or mother-of-pearl with horizontal
lines on the fingerboard in following the division that I
have marked beside the string in fractions. This will give
much facility in learning to play correctly in a short
period of time.

1f one wishes to follow this method for two or three
months only, and until the ear can sense at what distance
from the nut the notes are fingered, it will be possible
to advance more than one could in six months while learning
to finger the notes by chance.

Also notice that those who play the viol learn the
fingerboard of the cello more easily than the others, having
already the mechanism of the fingers and nearly the positions
of the cello, which they have acquired by the use of frets
which are on the neck of the viol.

Thus I do not see what scruples one could have in
the beginning when everything seems difficult, against mark-

ing on the fingerboard the 12 half-steps of the octave.



It gives to the student the facility to be able to study
alone the lessons which his teacher has given him which he
would absolutely not be able to do when he is obliged to
search hesitatingly for the tones and half-tones on the
fingerboard where he sees nothing marked; In the case he
is already an accomplished musician the ear can guide him.

Thus, wishing to act without fault to anyone and
without prejudice, by following this system one will no
longer see students quitting the cello after a dozen les-
sons——the most part of them disgusted by having had to work
blindly and by chance.

To the rest of those whom new discoveries never please
in spite of the good which results, they can also learn the
fingerboard of the cello in Chapters 4 and 5 where the old
method is found which can be useful to teach them.

I also give another position which derives from the
old basses tuned to G which some have applied to the cello
having left the large bass violin without having left its
position. This group forms several sects among the cellists.
But the most general and the best approach is that of
Bononcini of which the expert masters of Europe avail them-
selves.

Lastly, I have attempted to put in this Method all
which appeared to me to be useful to students and to those
who are already advanced. It remains to me to wish that
under pretext of abridging it somewhat, a plagiarist dares
rob it of its content— the honor which they conferred upon

my Method for Flute.



Catalogue of the Works of M. Corrette

Solos for Flute or Violin with Bass
l. Method for violin
2. Opus I solo
3. Opus XIII solo for flute
4. Opus XIX solo for flute
5. Method for treble viol
(pardessus de viole)

Pieces for clavecin and for organ

1. Opus XII for clavecin

2. Opus XVI for organ

3. Opus XXV sonatas for clavecin with an accompani-
ment for violin or viol

4. Book of Noels for organ or for clavecin
The Amusements on Parnassus
Evening songs and pretty popular airs with varia-
tions for clavecin

5. Method for clavecin

6. Method for clavecin Book II

7. Second book for organ

For the Musette or Vielle

1. Opus V Duo and Solo

2. Opus VI Trio

3. 20 Comic Concertos

4. Opus VII 6 Concertos

5. The Master of the Clavecin for the art of accom-
paniment containing lessons for singing with
clavecin accompaniments

Sonatas for Two Flutes or Violins
1. Method for Flute
2. Opus II
3. Opus XXI
4. Opus XXII
5. Opus XXIII
6. English songs arranged for two flutes

Trio Sonatas for Flutes or Violins
l. Opus X
2. Opus X1V
3. Opus XV

Sonatas for Violoncello
l. Method for Violoncello
2. Opus XX for two Basses
3. Phoenix Concerto for four Basses



Catalogue - continued

Vocal Airs
l. Opus IX
2. Opus XI
3. Opus XVII
4. Jeanne, cantatille
5. The Relaxations of the Spirit
Book I
Book II
Book III
6. The Birth of the Musette, cantatille
7. The Return of the King, cantatille
8. The Butterfly, cantatille

Concertos for Flutes or Violins

l. Opus I1III

2. Opus 1V

3. Opus VIII— Comic Concertos

4. 20 Concertos

5. 5 Christmas Concertos

6. 6 Sonatas from Opus I of Giovanni Mossi arranged
as a Concerto Grosso for 4 violins, viola, violon-
cello obligato and organ

Pieces for French horn or Trumpet
l. Hunting Calls
First Collection
Second Collection



PRINCIPLES OF MUSIC FOR THE VIOLONCELLO
Chapter 1
The clef which is used most often for the cello is

the "F" clef situated on the fourth line.

Example 3
. 04 re
P2 $ \ H ‘ So! s ’a‘ CG-Q ;
. 0 &J a ) |
1Z pr—— ©
s+

The range of the cello without shifting; that is to
say without moving the hand toward the bridge, is a six-
teenth.

The lines (A,B&C) above and below the five of the
staff are to fill out the range of the cello. The lines
at A and B are for notes on the large string which is called
the fourth or C string. And those [lines] added above are
for the high notes on the first string called the chanter-
elle. But when there are many notes higher, one uses one
of the four clefs to avoid putting so many lines above the
staff. This makes it easier to read the high notes. Thus
it is well to know two C clefs: one placed on the third
line (ex.D) which the French use most often, and the other
placed on the fourth line (ex.E) which the Italians use.

See Corelli, Albinoni, Vivaldi, Valentini, etc. The other
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two C clefs—one on the first line and the other on the

second——are hardly ever used on the cello.

Example 4
fmc ° o 5 L2 ¢ L !; g.

Si ub ve w0 fa sd e

m

R

P
K
o)
$
()

m

la S\ ut YL ‘q sel
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Chapter I1II
The notes are divided into six different values:
whole, half, quarter, eighth, sixteenth, thirty-second.

The longest is the whole note.

Example 5
whele nole Whole s + ?cH:J whele nO'&.
© -~ -
Hald noles Half rest Dothed half acie
—le—le-— — ©-
|
Qu«kr noles Q““(j(, ,c;L h-,&.l cfuorlﬂ 'JOLE»
T " T
Eahth noles .
1 no E.alhu\ res t Detted eﬁkh\ nole
:m I v 1 -
v
Su(jdn‘u\ no“f.s Smluu““' nc* Da&‘ccl v.wbn‘(. v‘)ovlc
L) W oer ? n
T“\:"L‘-‘sft?:l A‘LS Tl‘"‘krseQMJ ns* D‘:M H\V‘L‘-S'(‘INJ .,.‘(’(
i !.“""?"”‘1 3 ';;;; q -
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Chapter 111

Sharps (#), Flats (b), and Naturals (§)

The sharp raises the note and the finger a half-step.
The flat lowers the note and the finger a half-step. The
natural returns the note to its natural form. Thus the
natural raises the note A flat and the same natural lowers

the note B sharp.

Example 6
4o bo
'.‘ i | IIID llla : :
2 —1 = —t

The sharps and flats near the clef sign at the be-
ginning of the piece serve for all the notes which are placed
on the staff and for those an octave higher and lower.

Remark on the Natural

The Italians put the natural sign at the beginning
of a measure when they wish to change from major to minor
mode in the same key in the same piece. See the First Book
of Sonatas of Mr. Geminiani, page 30, in the first Adagio,

third measure —London edition, and page 32—Paris edition.

Chapter 1V

The Signs Used in Music

The barlines, () mark off the measures. The double
bars with dots (:lF or H ) mark off the middle or the end

of a piece. Each half is played twice.
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The return jﬁ means to begin again at the place where
one finds the same sign elsewhere.

Sometimes the word da capo is found at the end of
ariettes, cantatas and at the end of concertos in the place
of the return.ﬁf. It means, like the return, to begin again
at the beginning of the piece and play until the word "fin"
is reached.

The guidon-1~/ is put at the end of the lines to indi-
cate the note which is found on the following line.

(For the cadence or tremblement see Chapter X.)

Chapter V

The Measure

The measure is beat with the foot and always on the
note which follows the bar-line.

There are three types of measures: those having two
beats, three beats, or four beats. All the other ways of
counting a measure [may be] reduced to these three.

The Measure with Two Beats

The measure with two beats is indicated in French
music by a 2 in putting four quarter notes [in a measure]
or the equivalent.

In this measure the Italians hardly ever use this
method to mark the measure with two beats, writing, under-
standably, two beats as the half of four beats. Thus, they
mark 2/4 with two quarter notes or the equivalent. This
is why this method is without doubt the easier: the quar-

ters and eighths are played as in a four-beat measure which
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will be explained below. See also the exercise on page 28
for the example of measures in two.

The two-beat measure marked in 2 is used in French
music for rigaudons, branles, vaudevilles, cotillions,
gavottes, etc.

It is necessary to play the second note faster.

The Measure with Three Beats

This measure is marked in Italian music by 3/4 and
in French music by a 3 alone, three quarter notes or the
equivalent. 1In each measure the eighths are played equally
in Italian music as in the Courante of the Seventh Sonata
of Corelli.

In French music, the second eighth note on each beat
is played faster as in the Chaconne of Phaeton of Mr. Lully,
but they are sometimes played equally when there are sixteenth
notes. That is frequently found in the chaconnes and passa-
caglias of which examples are the Passacaglia from Armide

of Mr. Lully and in the Chaconne from Les Indes Galantes

of Mr. Rameau. See page 28 for different ways of writing
measures in three.

The Measure with Four Beats

The measure with four beats is marked with a C. The
eighth notes are played equally and the sixteenths are joined
in groups of twos. That is to say that the first of each
beat is long and the second short. They are sometimes played
equally in adagios, allegros, and prestos of sonatas and

concertos. See the Adagio of the Fourth Sonata of my Opus
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XIV Trios in the cello part— page 6, measure 12. This
measure contains two measures of 2/4.

In order to more easily play the adagios and largos
with four beats in a measure one can beat twice. That is
to say, divide the measure in two and béat on the third beat
after having beat on the first. But in the fast movements
it is useless to divide the four-beat measures.

The ¢ measure is played with two beats by the French
and in the fugues da capella of the Italians, but some com-
posers designate the four-beat measure with a ¢ . See the
works of Guglielmo Fesch and the first Allegro of the XIth
Concerto, Opus VII by Antonio Vivaldi—Holland edition.

The Measure with Two Compound Beats

The first type is that which is marked 6/4 and has
three quarters or the equivalent for a beat. This measure
has the appearance of a ternary measure but is beat like a
binary measure or in two. This measure is used for slow
pieces like the loure; the Italians use it very seldom.

The second type of measure with two compound beats
is that which is marked 6/8. It has three eighths or the
equivalent for one beat. This measure is used for gigues
and other fast pieces. See the exercise on page 28 where
the examples of two and four compound beats are found.

Note

In all types of movements which one would call lop-

sided, it is necessary to emphasize the third note of each

beat a little more with the bow— the first two executed
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a little more gracefully than the third, especially in the
pleces in a slow tempo like adagio, largo, andante, af-
fettuoso. Examples are the affettuosos of the sonatas of
Mr. Senaillé and Mr. Aubert.

Gigues in Three

Gigues with three beats per measure are notated or-
dinarily with 9/8. There are three eighth notes per beat.
This measure contains one and one-half measures of 6/8 or
three-quarters of a 12/8 measure. See page 29.

The sign 3 above or below three notes means that

they are given the value of one beat.

Chapter VI
Ties

A tie is the name of the mark /\ above or below two
notes situated on the same scale degree. The first note
is found on the up-beat and the second on the down-beat.
This sign shows that it is necessary to hold the same stroke
of the bow but giving a little more force on the second
note to highlight the dissonance which is always found
above.

l. If the tie is found on the tonic note, the note
above the second tied note produces the interval of a sec-
ond (ex.c).

2. When the tied note is the fourth [note of the
scalel, the note above it forms an augmented fourth called
a tritone or sometimes a second which is the accompaniment

of this sound.
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There are tied passages which are difficult to exe-

cute.

Example 7

W ‘I“Ii L4 AJ
} - .'_&:‘F_J_l'_._q o]
- 4 } +— +

- ~
=
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CELLO METHOD
Chapter I

How to Hold the Cello

Article 1

In order to play the cello well, it is necessary to
sit on a chair or stool of a size proportional as much as
possible to one's height so as not to be seated too close
to the edge. Then one must place the cello between the
two calves, hold the neck with the left hand and slant it
a little to the left side. Hold the bow in the right hand
and see that the instrument does not touch the ground,
since that would dampen the sound. Sometimes a stick is
put at the bottom to hold the instrument when it is played
standing up. Not only is this position not very handsome
but it is also the most contrary for difficult passages.
Thus the best way to hold the cello is in the seated posi-
tion holding the body erect, the head straight, and the
feet pointed out. Never point them straight ahead. See
the illustration.

Article I1II

The neck must be held between the thumb, which is
held straight, and the second finger of the left hand.
It is necessary to curve the hand which holds the neck
only as much as necessary for the fingers to touch the

strings. Because, to play correctly, it is necessary that

18
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the fingers press down firmly so that one does not make
harmonics sound-—like the tromba marina.

If the hand holds the neck too tightly, the fingers
won't be able to work with freedom in fingering the pieces.
Besides, sometimes one has to put the thumb on the strings
for certain unusual positions. This will be explained in
chapter XIII.

The most ordinary position of the hand is to place
it near the nut which we will call first position. The
hand, in this position, can encompass two octaves and a
whole tone from the C of the fourth string (open) to the
D on the first string. And when the hand moves from its
usual place it is called shifting. That is to say, when
the hand descends toward the bridge. In playing on the
fourth string one can extend the range forward especially

on final notes and when the bow stroke is down-bow.

Chapter II1

How to Hold and Move the Bow

Article I

ABCD HIK
. J At ol
_ = pl

It is necessary to hold the bow in the right hand.

One may hold it in three different ways. The first, which
is the way used most often by the Italians, is to place the
second, third, fourth, and fifth fingers on the stick at

points A,B,C, and D with the thumb below the third finger
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at E. The second way is also to place the second, third,
and fourth fingers on the stick at A,B, and C, the thumb
on the hair at F and the little finger poised on the stick
opposite the hair at G. The third way of holding the bow
is to place the second, third, and fourﬁh fingers on the
side of the frog at H,I, and K, the thumb underneath the
hair at L and the little finger on the side of the stick
at M. These three different ways of holding the bow are
equally good and it is best to choose that with which one
has the most power. To play the cello it is necessary to
have power in the right arm to pull out the sound.

When one is bowing it is necessary that the wood of
the bow leans a little towards the fingerboard so that the
right hand which holds it will be less impaired. But it
is also necessary to be careful that it does not lean too
much.

Those who already play the violin easily learn the
cello, the bow stroke being the same. But for those who
play the viol, they have a little more difficulty in the
beginning—the bow stroke being the opposite of that of
the viol. That is, what the viol achieves in pulling, the
cello does in pushing; and what the cello does in pulling
the viol does in pushing. But a little practice easily
surmounts this difficulty. Even so, those who play the
viol have many advantages in playing the cello, being al-
ready in the habit of playing bass parts. Three or four

months with a good teacher should suffice.
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Article 1II
It is necessary to play at the middle of the bow,
to bow back and forth without stiffening the arms, pulling
" and pushing with large, firm strokes of the bow so that the
sound will be distinct. Be sure also tb bow on the string
at three or four fingers above the bridge; bowing too close
to the bridge makes the tone dull and false. Ordinarily one
plays the notes by pulling and pushing alternatively when
the notes are of the same value. However, there are certain
times when it is necessary to push two notes in the same
bow stroke; and other times when it is necessary to pull
two; but the latter is less frequent.
Article III

The Bow Strokes One Makes by Pushing

One pushes two times in the same bow stroke for two
eighths or double eighths when the first is required to be

pushed (see example at A & B).

T PPT P T PPT P T T

Example 8
A 8 :
D f,.*:ﬂ‘h’_ﬁ: e e n1
.[ : L} lv?i -
P piy TroTeP

If, at the end of a phrase of a song (as in the example
below at C), the last note is pushed and followed by an
eighth rest, the eighth note following will always be pushed,

the eighth rest representing, in this occasion, the silence
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of an eighth note. Thus, all eighths or double eighths
must be pushed; the bow stroke which one gives in pushing
being naturally shorter than that which one gives in pulling.
When one pushes twice in succession for two notes
it is not necessary to retrieve the arm to make the second
note. That is to say that the bow stroke divides into two
equal parts with this difference. 1If it is for two eighths,
then it will be necessary to bow faster on the second part
of the stroke to express the short eighth. If, in the course
of a plece a dotted quarter is pushed, it is necessary again
to push the following eighth (see D). One also pushes a
quarter preceded by a half note played by pushing (E).
However, these same passages can be executed by pulling
twice in a row then the second bow stroke pulling will be
for the long notes (F,G). Thus the two pushed notes in
the same bow stroke are found only in the case of two
eighths or double eighths when the first of the two is

pushed (A,B).

Example 9
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Article 1V

The Bow Strokes One Makes by Pulling

Regarding the execution of two successive pulled

bow strokes, when at the end of a phrase of a song, the last
note is pulled (H). As this note represents one of a pair,
it is necessary to pull the one that follows which is also
one of a pair (I). But, to the contrary, if at the end of

a phrase of a song, the note is not one of a pair (K), the
bow stroke of the following note is in the ordinary manner
(L). Thus two successive pulled notes are found at the end
of a phrase only when the first note is one of a pair and

the second is also (L,M,N).

Example 10
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In 6/8, 9/8, and 12/8 time the bow strokes alternate.
However, if there is a quarter note on the first or second
beat of the measure and it is pushed it will be better to
push the eighth which follows (0O) especially when it leads
to the end of a phrase or the end of a piece. It is also
necessary to say that if the piece begins on an anacrusis
it is more proper to push the first note rather than to
pull (P). One also pulls on all notes after quarter rests,

half rests and entire measure rests (Q) which are found
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quite often in concertos. Besides, it is not necessary in
such movements to be a slave to the bow strokes provided

that one observes the note values. It matters little to
those who listen how the bow stroke is made. I have even
heard some Italians who play as the bow strokes come with-
out being concerned about pulling and pushing twice accord-
ing to the rules that we have just given. Others, to the
contrary, sometimes play seven or eight notes in the same
bow stroke either up or down as Lancetti, the famous cellist,
does. All that goes to show that there is hardly any rule

without exception.

Example 11
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Chapter 111

Tuning the Cello

Example 12

The cello has four Tuning the Gello
A

~——o

first is tuned to A, the second —Ji——44—9
3o+6

to D, the third to G, and the ot "-é‘-qmlr;m,

strings tuned in fifths. The

fourth to C. It is on the A

of the first string that one
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takes the tone from the other instruments. Then one tunes
the other strings in fifths. Two different ways are given
by which one will be able to hear if the instrument is in
tune.

First Method: Place the little finger on the first
string at the place where one will have already learned to
make D. Then touch with the bow the first and second strings
together which should sound octave Ds (see example at B).
But if the octaves are not right, it is necessary to raise
or lower the second string until one has found the true
octave which is, according to Zarlino—Italian author of
the sixteenth century-—the most perfect consonance. The
tuning of the first two strings having been tested by the
octave Ds, one will next sound the two open strings so that
the ear will become accustomed to the fifth (see example
at C). Then one will test the tuning of the other strings

in the same manner (see example).

Example 13
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Second Method: One may also test the tuning of the
cello by use of the unison (see example at D,E, and F) on

the three unisons possible on the cello.
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Example 14
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It is necessary to shift and put the first finger at the
third position and make a unison with the second finger.

See chapter VII for the positions. The word unison means
the same sound bowed together on two strings without altera-
tion or augmentation of a schisma which is the thirteenth
part of a tone or half a comma, according to M. de Brossard.
See his dictionary under the word comma. Thus the unison

is made on two strings bowed together——one open and the
other fingered with the second finger, the hand in third
position. When one plays final notes on G,D, and A, it is

good to make a unison. That doubles the sound of the final

note.
Example 15
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Chapter 1V

Demonstration of the Diatonic Range of the Cello

The numbers show the fingers which are necessary to

use to play the notes written in the example below.

Example 16
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Fourth String

C is the open string—that is to say, without using any
fingers of the left hand. D-—the first or index finger;
E—the second or middle finger, and F-—the little finger.

Third String

G is the open string. A——the first finger, B—the second,
and C—the little finger.
Second String

D is the open string; E—the first finger, F—the second,
and G—the little finger.
First String or Chanterelle

A is the open string; B——the first finger, C—the second,
and D——the little finger.

One must notice that to play the C on the first
string and F natural on the second string, it is not nec-

essary to advance the second finger as much as to play the
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B on the third string and E on the fourth string which are
also played, as demonstrated above, with the second finger.
It is necessary to be sure to play with the bottoms
of the fingers and see that they touch only one string at
a time except when one plays some pieces Qith chords or
when the fingers and bow play on two strings.
It is also necessary to guard against raising the

fingers too high. That hinders execution with precision.

Chapter V

Demonstration of the Diatonic and Chromatic

Range of the Cello

where the manner of playing all the steps and half-steps
is explained. V
It must be pointed out that each finger may raise

the sound of the string by a half-step.

Example 17
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Fourth String

The fourth string open gives C. One makes the string
sound D, which is one step higher, by using the first finger.
By putting the finger back a half-step towards the nut, one
will play C# or Db. The second finger at the interval of
one step from D plays E. Between D and E, Eb is played by
pulling the second finger back towards the nut. D# can be
played by advancing the first finger a half-step towards
the bridge from its usual place. Thus the same place be-
tween D and E natural is for D# or Eb. By placing the little
finger a half-step above E, one gets F; and if the finger
is raised again by a half-step towards the bridge, one will
get F# or Gb. See chapter VI.

Third String

The third string open gives G. The first finger
positioned a whole tone from the nut gives A and the same
finger is used to produce G# or Ab by pulling it back a
half-step towards the nut. The second finger at the dis-
tance of a whole step from A natural in the direction of
the bridge gives B; and by pulling the same finger a half-
step in the direction of the nut, Bb is played. A# is
played in the same place according to the tempered system.
The little finger a half-step above B natural gives C and
by advancing it again a half-step towards the bridge, the
C# or Db is made.

Second String

This open string gives D. The first finger placed
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at the distance of a whole tone from the nut raises the
string to E; and the same finger brought back a half-step
towards the nut gives Eb or D#. The second finger placed
a half-step above E natural gives F; and the same finger
advanced a half-step towards the bridge gives F#. The
little finger a half-step above F# gives G. To make Gb

it is necessary to pull the little finger back a half-step.
That i1s to say, place it on the same place as F#. To play
G# or Ab it is necessary to advance the little finger a
half~step above G natural. But most often one shifts to
play it. This will be explained in the following chapter,
article 1IV.

First String

The first open string gives A. The first finger at
the distance of a whole tone from the nut gives B natural
and the finger pulled back a half-step towards the nut
gives Bb or A#. The second finger at a half-step above
B natural gives C and the same finger a half-step higher
gives C#. Then the little finger placed a half-step above
C# gives D. To play Db it is necessary to pull the little
finger back a half-step which will be on the same place as
C#. When the little finger is on D natural it is still
possible to play D# by raising the little finger a half-
step towards the bridge. But it is better to shift to play
it with the first finger when it is followed by E or F#.
But when the music goes only to E it is necessary to put

the first finger in the second position which begins on C
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in order to play D with the second and E with the fourth
finger. If the music rises to F or G, it is necessary to

put the first finger in third position which will be on D—
the second finger will be on E, the third on F and the fourth
on G. See chapter VII, then it is possible to pass on to

the exercises on page 25; but first see the following system.

Chapter VI

New Presentation of the True Cello Position

Article 1
According to the presentation which I give here, it
is necessary to know how to finger only one string to know
the others. The same fingering of the first position on
the fourth string which gives C open, D with the first finger,
E with the second and F with the little finger, gives on
the third string G,A,B,C; on the second string D,E,F#,G;

and on the first string it gives A,B,C#,D.

Example 18
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This manner of learning the scale is very easy since this
instrument is tuned in fifths. It is easy to see that the
first finger which plays D on the fourth string will give
A, which is a fifth higher than D, when placed on the third
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string on the same horizontal line-—that is to say, with-
out changing position. That same finger placed on the third
[sic] string also in the same position as the preceding notes
will give E which is a fifth from A of the third string.
Finally, the same finger in the same position played on the
first string will give B natural which is a fifth from E

of the second string. The same observation may be made for
the E of the fourth string which is played with the second
finger. At the same distance from the first finger on the
third string, B is played which is a fifth from E. The same
finger at the same position on the second string will give
F# and the same finger placed in the same position on the
first string will give C#. In like manner, the position

of the fourth finger placed on the fourth string which

plays F, also gives C on the third, G on the second, and

D on the first. By this system which uses only three fin-
gers in the same position on the four strings, one already
knows how to play the sixteen notes above which make two

octaves and a tone.

Example 19
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When one has thoroughly studied these sixteen notes scale-
wise ascending and descending, one will play them next in

fifths which will illustrate the simplicity of the system.

Example 20
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Article II

At present the only other thing to learn is how to
finger the Eb on the fourth string, the Bb on the third,
the F on the second, and the C natural on the first string.
This is easily done by backing up the second finger a half-
step towards the nut and the fingers in the same position
on the same horizontal line of the fingerboard makes the
four notes without changing the hand's position.

Exercise to learn the Eb on the fourth string, the
Bb on the third string, the F natural on the second, and

the C on the first string.

Example 21
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Article III
To play C# or Db on the fourth string, the G# or Ab
on the third string, the D# or Eb on the second, and A# or
Bb on the first string; it is necessary to stretch the first
finger back a half-step towards the nut. The first finger
in the same position on the same horizontal line will give

the four notes of the following example which ascend in

fifths.
Example 22
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Exercise to practice the C# on the fourth string,
the G# on the third string, the D# on the second, and the
A# on the first string.

Example 23
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Realize that the natural sign serves to return the
note and the finger to the natural note.

It is necessary to move the hand towards the nut to



play C#, G#, D#, and A#.
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The hand in this position can

still play two additional notes scalewise.

Example 24
th shei 3ud shing dnd slei It shing
it "" 9 D ™ E. de. o +
- I a 1 Ll i N
,l‘ ! "mg hd 1l 111 v u
R T4 3.'E ﬁ::
7% $3°3% T ndig w12 MR
13432 1Yid g

This technique is very useful when it is necessary to return

to one of the four sharps through groups of thirds (see ex-

ample at A) or through roulades (B) after having played the

C# on the fourth string with the first finger, the D with

the second finger and the E with the little finger.

The

same position is used on the other three strings (see C,D,E).

But if one of these sharps is found as an accidental on only

one long note and this note is followed by one or several

notes ascending scalewise, one can play the sharped note

(see example at F) and the following note (see G) with the

same finger;

that is to say, by raising the finger a half-

step towards the bridge which will be in regular position.

Example 25
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Article IV

For the F# or Gb on

on the third, the G# or Ab

on the first string, it is

finger a half-step towards

on the same line will play

the fourth string, the C# or Db
on the second, and the D# or Eb
necessary to raise the 1little
the bridge. 'The finger placed

the four notes (see example at

A or B), but it is necessary to advance the hand from its

normal position to do it easily.

Example 26
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Exercise 27 containing the preceding notes
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Now all the steps and half-steps have been demon-

strated-—that which is necessary to study until the hand

is accustomed to play them well and the ear to hear the

difference between one half step and another. After that

one can pass on to the exercises on page 25.

There are some passages where it is necessary to

shift to play F# on the fourth string, C# on the third
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string, G# on the second string, and D# on the first. For
that, it is necessary to place the first finger a half-step
above the third position—on the same horizontal line the
four sharps are found. This manner of playing the four
sharps with the first finger may be practiced:

1) When it is necessary to follow these notes with three
stepwise notes (see example at C,D,E) of which the first

and third notes make the interval of a third.

Example 2§
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2) When the F# on the fourth string, the C# on the third
string, the G# on the second are played with the first fin-
ger in order to make a unison with the neighboring string
to the left with the second finger (see pages 13 and 22).
3) After having played the double unison on the tonic note,
the dominant may be played on the next string without re-
turning the hand to first position. This may be done on
the string to the left with the second finger when the music
rises a fifth and on the string to the right when the 1line
descends a fourth. This rule is infallible when playing

in the keys of D and A, but when the line descends a fourth
after a double unison on G, it is necessary to return to

the first position in order to play D on the fourth string
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with the first finger.

Example 29
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Demonstration

On the manner of notating steps and half-steps

Example 30
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The slur on the two notes in the above example is
to show that the two notes are played on the same place on
the string, the change of fingering being only for facility
of execution.

As a result, the sharps and flaté are played on the
same horizontal line in the tempered system which all fin-
gered instruments follow, such as viols, lutes, guitars,

theorboes, contrabasses, etc.

Information

In the beginning one may mark the twelve half-steps
of the octave on the fingerboard of the cello according to
the division below. Marking horizontal lines on the finger-
board will show immediately on which line to play each note.
In order to hear the fractions I have put on the side of
the string, it is necessary to know that the figures below
the bars called the denominators, show in how many equal
parts it is necessary to measure the string; and the numer-
ator, or the figure above the bar shows the part which is
necessary to cut back toward the nut.

It is necessary to begin with the twelfth, fifth
and seventh lines because the twelfth horizontal 1line which
gives the octave above the open string is found by measur-
ing the string into two equal parts. The fifth line divides
the string into four equal parts and the first division (1/4)
transposed back to the nut gives the fifth line which is a
quarter of the string and gives a fourth above the open

string. Then, to place the seventh line, divide the string
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in three equal parts and go back to the first division
close to the nut—that is a third. This will give a fifth
above the open string. Thus the others follow by fractions.

The sixth, tenth, and eleventh lines are placed last
since to get the sixth line it is necessary to divide the
string from the first line (A) to the bridge into four equal
parts and to move back to the first division from A.

For the tenth line it is necessary to divide the
string from the third line (B) to the bridge into three
equal parts and the third near line B will give a minor
seventh above the open string. To get the eleventh line
it is necessary to measure from the fourth line (C) to the
bridge in three parts and the third near C will give the
eleventh horizontal 1line.

It is necessary to note that the first three lines
are the most essential because the others are used only when
one shifts which hardly ever happens on the fourth, third,
and second strings but quite often happens on the first

string when the line passes the D above the F clef.
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Chapter VII

How to Shift and the Names of the Positions

Article 1
Each position begins with the first finger and is
begun on diatonic tones except for the Second position on
the third and fourth strings which begin with a flat. On
the first and second strings, when the first finger begins
a position on a sharp or a flat, it is called a false posi-
tion (see example at A, B, and C).

Example 31
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The second position (see D) is found at the half-
third or 1/6 of the string which gives the minor third above
the open string. The third position (E) at 1/4 of the string
which gives a fourth above the open string; and the fourth
position (F) is at 1/3 of the string which gives a fifth
above the open string. Consequently all the horizontal
lines on the fingerboard which give the third, the fourth,
or the fifth above the principal note of the string gives
the same intervals in fifths on each one of the other strings.
On the first string one often shifts, especially when one
plays on the C clefs. On the others one shifts only rarely.

Note

In placing the fingers beginning with the first fin-
ger on the third position, the 1little finger plays G; but
since the fingerboard keeps getting wider towards the bridge
and the little finger being shorter than the others, it may
be used at the end of the fingerboard only by rearranging
the arm; so for that reason the little finger becomes use-
less past the first, second, and third positions. If it
is necessary to go higher than the G, put the first finger
a third below the written note and one will never make a
mistake—the three fingers easily playing the interval of

a major or minor third for the fourth position.

Example 32
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Article 2
When shifting up from one position to another, one
often plays both notes by shifting with the same finger
(see example at A), but when there are two notes on the
same degree, one can change the finger 6n the second note

in order to shift (B,C,D,E,F).

Example 33
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Chapter VIII

How to Return to First Position by Degrees of Steps

and Half-steps After Having Shifted

Sometimes the second finger plays two notes when
descending by steps, especially on the first string on which
one shifts the most. That must be done when one has shifted
and the line descends a fourth by steps (B).

Example 34
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One may also descend two steps with the first finger (A)
but it is better to do it with the second finger, since

the first may be too short (C) and since it is much easier
to shift back on the long note rather than the short. 1In
order to play the two notes well with the same finger, it
is necessary to shift the hand back towards the nut, by
degrees of step and half-step according to what the music
demands. Thus when the notes climb, the hand descends, and
when the notes descend, the hand climbs either by scale de-
grees or all at once—the hand returning to the usual posi-
tion (some call this "sault de main") according to the in-

terval from one note to the other.

Chapter IX

Some Intervals One Can Make from One String to Another

Without Changing the Position of the Hand

The hand, in whatever position it might be, can play
the intervals of a fifth, sixth, and seventh by playing the
lower note of each interval on the neighboring string to
the right on which one finds easily and without moving the
hand from its position, five notes in common with those on
the other string—that is, three diatonic and two chromatic
notes.

Example 35
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For example, if the line moves the hand to the third posi-
tion on the first string to play a fifth from G to C, the
fourth finger, which will have played G on the first string
will also play C on the second string, being on the same
horizontal line on the fingerboard. This C will be the
same or a unison with the one the hand would have played
with the second finger on the first string if it would have
shifted back toward the nut to its ordinary position. The
interval of an octave by repeated figures is played also

with the first and fourth fingers (see example at E).

Example 36
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Chapter X

How to Play Cadences and Pincés

The cadence is composed of two tones struck alterna-
tively. It is marked by a "t" in Italian music and by a
"+" in French music. It is necessary to begin the execu-
tion of the cadence on the upper note. For example, if
there is a cadence on A on the open first string (see ex-
ample at A), it is necessary to place the first finger on
the B (B) to prepare it and then raise and lower the finger

until the end of the cadence which is long or short according



to the value of the notes.
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For the cadences on D on the

first string, G on the second, C on the third, and F on the

fourth, it is necessary to shift.

Example 37

| @ 3
s S s PN 3 SR 207" W
> I o —riitd - g; I mun
A L
PR " [Vgatdime
T R oy e

The pincé is the alternation of two tones struck

two or three times according to the value of the note.

It differs from the cadence only in that it uses a half

step below the principal note.

on notes of long duration.

music.

Example 38
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Chapter XI

Demonstration of Different Bow Strokes

All the notes below or above the slur are played
with the same bow stroke and the dots above or below the
notes show that it is necessary to articulate and detach

them well in the same bow stroke.
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Chapter XI1

Chords Which Necessitate a Change of

Fingering and the Arpeggio

The chords which make a change from the ordinary
fingering necessary are the augmented fourths and diminished
fifths in the first position. To play the augmented fourth
or tritone, it is necessary to raise the finger which plays
the higher note a half step. But for those on the E on the
second string and A# on the first string, it is ordinarily
necessary to put the second finger on E in order to play
the A# with the first string. That is called crossing the
finger. The same is true for those which are on the same
horizontal 1line.

To play the chord of the diminished fifth, it is
necessary to cross the finger above that which ordinarily
plays the perfect fifth. For example, if it is necessary
to play F# on the second string with C on the first string,
the F# must be played with the third finger and the C with
the second as usual (ex. A) because the F# (ex. at B) is
a half step above the horizontal line of C. The other
diminished fifths are played in the same manner.

The diminished fifth is always followed by the major
or minor third. Since the diminished fifth has one half
step less than the perfect fifth, the same finger cannot
be used for the diminished fifth since the cello is tuned
in fifths and as a consequence, a finger being in a hori-

zontal line on the fingerboard, it always plays perfect fifths.
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On the fourth string chords are hardly ever played,

the sounds being very low and consequently too indistinct.

Example 39

Note that the same fingering for the augmented fourth
on E on the second string is used also for the diminished
fifth chord of the same notes. The same is true for the
other diminished fifths which I have put below the augmented
fourths in the above example (see also p. 43). Thus the
augmented fourth and diminished fifth are played on the
same horizontal line according to the tempered system.

To descend by sixths and sevenths, it is necessary
to move the hand toward the nut by degrees of whole steps
or half steps according to the notes. It is also necessary
to note that the finger doesn't change on the tied note.

These passages are sometimes found in batteries.
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The Arpeggio

The arpeggio is notated as chords (C) and is played
as batteries (D). But since one can arpeggiate a chord
in several different ways, composers sometimes notate the
first measure of the arpeggio according to how they want
the arpeggio played. This serves as a model for the rest
of the notated chords which are to be arpeggiated as the

following examples will easily show.

Example 41
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When the fundamental note of the arpeggio begins
with C# on the fourth string or G# on the third string,
it is necessary to move the hand a little towards the nut;
thus the notes (E,F) which are ordinarily played with the

first finger are played with the second.

Example 42
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If the two upper notes of the arpeggio make the in-
terval of a diminished fifth (G) or augmented fourth (H),

it is necessary to cross fingers as we have mentioned above.

Pieces to illustrate the arpeggio with some passages

with difficult fingerings.
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Chapter XIII
When to Use the Thumb and How to Play in the

Upper Register of the Cello

When the bass line rises stepwise or by leap from
E on the first string to A on the same string, it is nec-
essary to put the thumb on the E. Thus, one begins to use
the thumb at the fourth position which is 1/3 of the length
of the string. Then the cello is played like the violin,
since the thumb, in this position, puts the four strings
of the cello at the octave below the four strings of the

violin.

Example 43

Dl

EN (¢
Ha|
an
K |-
SE
Dk
9| R
‘ I8 | [w
o[
|
eﬂ%

T
Fhe hand s h position 3
" o S{J.{‘: 41 pos 200 Shving Brd Shring Yt String

And if it is necessary to go even higher, as to B,C,D, etc.,
on the chanterelle of the violin, it is necessary to raise
the thumb to a fourth below the note to be played. This
rule is foolproof. By using the thumb one will easily

play the range of the violin sonatas——the thumb taking

the place of the nut; this gives complete freedom to the
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three following fingers. This would not happen if the in-
dex finger is preferred to the thumb, because then it would
be necessary to use the little finger which becomes useless,
as already stated, past the first three positions——being
too short. However, one can use the little finger without
moving the thumb from fourth position for B or Bb on the
first string (as on the chanterelle of the violin); in like
manner the little finger can be used for the Eb on the sec-
ond string, Ab on the third and Db on the fourth——all with-
out moving the thumb from the fourth position, as stated
before. One can play on the cello, with the thumb in fourth

position, the three unisons which are played on the violin.

Example 44
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When one plays arpeggios past the middle of the
string, it is necessary to place the thumb at the side

of the fingerboard and use the little finger.

Chapter XIV

Regarding Another Position

This position differs from that which we have just
demonstrated in the preceding chapters only in the first

position which its advocates call "premier manche." And
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this difference is only in putting the third finger in the
place of the second to play E on the fourth string, B on

the third, F# on the second, and C# on the first which is
always in a progression of fifths as in the other manner

of fingering. Thus, according to this poSition, the first
finger will be, as in the other manner of fingering, at the
distance of a whole step from the nut; the second finger

is used to play a half step above the first, the third
finger at the distance of a whole tone from the first finger,
and the little finger a half step above the third finger.

According to this rule, all four fingers are used.

Example 45
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Note on This Position

Those who play the violin can hardly get accustomed
to this position which is completely contrary to that of
the violin instead of the other which resembles it——that
which was clearly demonstrated in chapters IV, V, and VI
with this one difference: that on the violin one plays A
on the chanterelle or first string with the third finger,
D on the second, G on the third, and C on the fourth—all
with the third finger. On the cello, in the place of the

third finger one uses the little finger to play D on the
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first string, G on the second, C on the third, and F on the
fourth. It is necessary to note that the chanterelle or
first string of the cello is an octave below the second
string of the violin (see example at A,B).

By using our first position explained in chapters
Iv, V, and VI, those who play the violin only have to learn
the fourth string of the cello, the other three being an
octave below the last three of the violin. The first string
of the cello (B) being an octave from the second of the vio-
lin (A). The second of the cello (C) at an octave from the
third of the violin (D) and the third string of the cello

(E) also at an octave from the fourth of the violin (F).

Example 46
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This second position which one could call false is
useful only in playing the interval of the diminished fifth,
whether by batteries or as chords. The diminished fifth
is composed of three whole steps and the perfect fifth of

three whole steps and a half.
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Example 47
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Therefore, this position is useful in giving facility
to play F# with C (see example at A), B natural with F nat-
ural on the third and second strings (B) and E natural with
Bb on the fourth and third strings. This false position
is relative to that of the violin which one uses when one
crosses the third finger above the second to play the dimin-
ished fifth chord (D). Thus the position of the ancients
can be admitted only in the case of the diminished fifth
because in all other occasions it falls short when speed
is necessary. But as we have already said in the Preface,
this position is a gothic remnant from the bass violins
tuned in G which are excluded from the Opera and all foreign

countries.

Chapter &V

Useful for Those who Know how to Play the Viol

and who Wish to Learn the Cello

Since most people who play the viol are now interested

in playing the cello, I believe that in giving them the range
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of the two fingerboards in parallel it will facilitate their
learning the fingering of the cello. It is certain that

in glancing at the demonstration of the two fingerboards
pictured below, one will recognize in a moment the relation-
ship between the seven strings of the viél and the four
strings of the cello on which one plays the notes with even
more facility than on the seven strings of the viol; the

bow articulating better and pulling more sound on the four
strings than on the seven. Also, in concert one cello alone
makes more effect than six viols.

Nothing is simpler than the fingerboard of the cello
which is composed of four strings tuned in fifths—C,G,D,A.
On each string one can play four diatonic steps without mov-
ing the hand from its position. The fourth string begins
with C—the same note which is played on the seventh string
of the viol. The D, E, and F on the sixth string of the
viol are played also on the fourth string of the cello by
placing the first finger on the D, second on E, and the little
finger on F. The G, A, and B on the fifth string of the
viol are played on the third string of the cello; the G
played open, A with the first finger and B with the second.
The C which is played open on the fourth string of the viol
is played with the little finger on the third string of the
cello. The D on the fourth string of the viol is played
open on the second string of the cello. The E, F, and G
on the third string of the viol is also played on the sec-

ond string of the cello—the E with the first finger, the
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F with the second and the G with the little finger. The

A, B, and C on the second string of the viol is played on
the first string of the cello—the A open, B with the first
finger and C with the second. The D,E,F,G, and A on the
first string of the viol are all played on the first string
of the cello—the D with the little finger and all others
above D are played by shifting which is explained in chapter
VII. Thus the viol has very little that the cello does not
have. The range is the same except for the A and B on the
seventh string which the cello does not have. But these

two notes are hardly ever found in cantatas, sonatas, and
concertos of Italian composers who have always written their
pass lines according to the diapason or the range of the cello
which begins on C and not on the seven stringed viol.

txample 48

Chapter XVI

What the Cello Must Observe in Concert with Regard

to Accompaniment and Rhythm

when the cello accompanies a cantata it is necessary
to follow the voice in the recitative. This demands much
sensitivity on the part of the cello because it must cor-

rectly strike the bow note which supports the chord, otherwise
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the recitative is poorly accompanied. Those who know the
composition have much more advantage in accompanying the
recitative even though they might realize a mediocre execu-
tion. It is not a question of embellishing or doubling and
tripling the bass; it is necessary, to the contrary, to play
the notes just as they are written and have an attentive ear
for the harmony. This cannot be done if the ear is not ac-
customed to the sounds of different chords and the manner
of preparing and resolving the dissonances which the com-
position calls for. However, one can accompany the recita-
tive passably without knowing the composition by following
the words and the notes of the singer. The cello is also
obliged to follow the voice in the more strictly measured
airs when the singer does not sing in rhythm.

The cello observes the same things when it accompanies
a sonata for a high instrument which is not sure of the rhythm
because the bass follows the upper line more often than the
upper line follows the bass. The reason is that the upper
line is more easily carried by the melody or has difficult
passages to play which makes it rush the rhythm if it does
not pay attention—the upper line always being more melodi-
ous and melismatic than the bass. That is to say, the cello
holds the reins at a concert, making itself heard better
than all other instruments by its harmonious sounds. In
a solo concerto or in a violin sonata, if the upper line
rushes the rhythm, the cellist, being a good musician, must

play with force and beat out the pulse for a measure or two
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in holding firmly to the same tempo which began the piece.
That will return the upper line to correct rhythm and keep
it from going any faster. Although the capable violinists
play the Adagios and Largos without beating the time, this
does not mean, however, that they do not play in time. This
the cellist must also do. The Italians do this so well that

they beat time only in music for large chorus.
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Biography

The following biographical information is a transla-

tion of the article by Eugéne Borrel which appears in Die

Musik in Geschichte und Gegenwart, volume 2, pp. 1692-1695
(Kassel:1952).

Corrette, Michel, born 1709 in Rouen, died January 22,
1795. His father Gaspard, born in Delft, date of birth un-
known, place and date of death unknown. Only little is
known about the life of Michel Corrette. In 1726 he ap-
plied for the position of organist at Saint Mary Magdalen
Church; on January 8, 1733, he married Catherine Morizet;
in 1737 he was organist to the Grand Prior of France. From
1750 on, he called himself Knight of the Order of Christ
and organist of the Jesuits. This title he maintained al-
though in 1759 he calls himself organist to the Prince of
Condé. In 1780, he became organist to the Duke of Angouléme.

His work is considerable. It includes a number of
works with opus numbers and many works which are dated but
include no opus number. All were published in Paris. Many
of Corrette's works are lost; for this reason it is impos-
sible to form a complete picture of his capabilities. It
is known that he became wealthy through his profession and
that he, by reason of this fact, aroused jealousies.
Boisgelou states: "Corrette has written a great deal,

but all his works have died before him.'" This opinion

73
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has been held by the newer critics as well. Corrette de-
voted himself especially to teaching. Fifteen instructional
works, most of which appeared in numerous editions, testify
to this. Gavinies who was unable to refrain from joking
even at the expense of his friends coined an untranslatable
pun in calling Corrette's students "anachoretes" (asses of
Corrette). In the Mercure de France of 1775 it is said of
Corrette: '"His name is well-known and his reputation is

well established." Gerber praised his Canons Lyriques

highly. His Ecole d'Orphée offers a valuable collection
ghly

of older pieces for the violin by various composers. His
instruction books almost all contain historical remarks and
information about the music of his time. From a pedagogical
point of view, the total of these instructional works offers
a summary of the instructional practices in France during
the second half of the 18th century. He is, for example,
responsible for the introduction of scordatura violin tun-
ing to France which Tremais and Lemaire used in their works.
From a purely musical point of view, it is important that
the Fifth Sonatille of his opus 9 (about 1739) is clearly
bi-thematic. Corrette helped to popularize the concerto

in France by publishing several works under this title or

by arranging the works of Mossi as concertos. Finally, he
gives evidence of how the symphony has developed. In his

twenty-second and last comic concerto La Prise de Port-Mahon

(1756) for Violins, Flutes, Oboes, or Pardessus de viole,

and Bass, he makes the following comment, very informative
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for us: "In order to properly execute this concerto with

a large orchestra, it is necessary to add kettledrums and
side drums. The composer will be pleased to play the trumpet
and drum parts." These sentences are very enlightening for

the history and performance of the symphdny of this period.



76

The Preface
In the Preface to the Cello Method Corrette makes
interesting observations on the status of the cello in 1741.
He correctly refers to the bass violin [hot the viola da
gamba] as the predecessor of the cello. ‘Bass instruments
of the violin family developed in conjunction with, and not
after, the treble member of the family. As early a writer
as Zacconil gives a complete violin family with the same
tuning for the bass (BBb,F,c,g) that Corrette describes.
This same bass violin is described by Mersenne2 and he gives
an identical tuning. The type and size of bass violins was
not standardized even by the time Leopold Mozart wrote his
treatise on violin playing.
The seventh kind (of fiddle) is called the Bass-

Violin or, as the Italians call it, the violoncello.

It is customary to play the bass parts on this instru-

ment and although some are larger, others smaller, they

differ but little from each other excepting in the

strength of their tone, according to the fashion of

their stringing.3
These and similar references to the bass members of the
violin family give the impression of a lack of standardiza-

tion of size and nomenclature even as late as the middle

of the 18th century. Yet the term "violoncello'" had begun

Lodovico Zacconi, Prattica di Musica (Venice, 1592),
fol. 218.

2Marin Mersenne, Harmonie Universelle (1636), Livre
Quatriesme des Instruments, Prop. I (p. 180).

3Leopold Mozart, A Treatise on the Fundamental Prin-
ciples of Violin Playing (Salzburg, 1756), translated by
Edith Knocker (London: Oxford University Press, 1948).
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to be applied to a specific instrument and Corrette realized
the distinction between it and the older bass violin tuned
a whole step lower.

The reason for Corrette's attributing the invention
of the cello to Bononcini is difficult té understand.
Giovanni Battista Bononcini (or Buononcini), the member of
the family to whom he refers, was a cellist, although his
greatest fame was achieved as an opera composer and compet-
itor of Handel's in England. He received lessons from his
father, Giovanni Maria, from G. P. Colonna in Bologna, and
from the renowned Giorgio before becoming cellist at San
Petronio in 1687. At the age of twenty-three he was cellist
in the Imperial Chapel of Emperor Ludwig in Vienna. Corrette
undoubtedly made his acquaintance after Bononcini left Eng-
land in 1732 for Paris. Bononcini is said to have played
cello before Louis XV in 1740 during a performanée of a
motet which he wrote for the King. Van der Straeten reports
that in 1735 he paid a prolonged visit to Portugal and in-
structed the King in cello playing.4 Bononcini's style and
technique undoubtedly influenced Corrette to such an extent
that he gives him credit for the "invention" of the instru-
ment as well as for being the master of the finest school
of players.

The Mr. Batistin Struck whom Corrette credits with

the introduction of the cello to France is Johann Baptist

4Edmund S. J. Van der Straeten, History of the Violon-
cello (London: William Reeves, 1915), p. 151.
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Struck, born at Florence in 1680 of German parentage. Since
he appears to be the first cellist to play in the orchestra
of the Paris Opera Orchestra (1709), the assumption that
he was responsible for the instrument's introduction is well
founded. The nickname Batistin may havevbeen due to his
small stature or to an attempt to relate his name to that
of the "grand Batiste," Lully.

L'Abbé was the nickname given to both Philippe and
Pierre de Saint-Sevin. The elder Philippe was often called
L'Abbé Afné (the elder) and his brother L'Abbé Cadet. This
name was applied during the time they were both church mu-
sicians at Agen and, consequently, had to wear clerical
dress. Philippe traveled to Paris in 1727 where he was
appointed cellist at the Opera and seated next to Batistin.
'Pierre joined his brother in 1739 and the three so demon-
strated the superiority of the cello in this type of ensemble
that the gamba lost its place in spite of attempts to de-
grade the cello by such persons as Hubert LeBlanc.5

While praising the merits of the cello highly,
Corrette does not openly speak disparagingly of the viola
da gamba. The cello's smaller size and thinner neck made
it easier to play than the old bass violins, which were
used mainly to accompany choral music. As a solo instrument
it sounds as well as the viol and has replaced it in the

Chapel Royal, the Opera, and in concerts. Yet his preference

SHubert Le Blanc, Défense de la Basse de Viole, re-
printed "Revue Musicale," vol. 1IX, 1928.
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is made clear when he begins to extoll the sonority and
clarity of the cello. Being the true bass of the violin
family, it is the best instrument to accompany the violin
and the transverse flute. He does not name the instruments
which he refers to as making "cymbal-like and nasal sounds,"
but seems relieved that the cello has superseded them.
Corrette advocates the use of frets, either marked
on the fingerboard or engraved in the wood. He considers
it a great aid to the beginner and goes to the trouble of
constructing a table showing the exact places to mark.
However, he does confine the use of frets to the beginner
and says that the ear of the accomplished musician can be
his guide. Quantz, in his Flute Method of 1752, does not
consider frets necessary on the cello. However, he does
advocate their use on the bass violin—not as an instruc-
tional aid, but to raise the string when the finger presses
on the space between them. This would eliminate the buzz
of the string against the fingerboard which often happened
when the early basses with their lower, flatter bridges were

played loudly.6

Principles of Music
Corrette's "Principles of Music for the Violoncello"
gives interesting insights into what a cellist of this time

was expected to know about music theory and practice.

6Johann Joachim Quantz, On Playing the Flute, trans-
lated by Edward R. Reilly (London: Faber and Faber, 1966).
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Throughout his discussion of rhythm Corrette alludes
to the French practice of "notes inégales." His first men-
tion of playing notes of equal value in an unequal fashion
is in his description of the two-beat measure used for
rigaudons, branles, vaudevilles, cotillibns, gavottes, etc.
He simply says to play the second note faster. He cautions
against playing "inégale" in Italian music marked 3/4. The
eighth notes should be played with equal value, as in the
Courante of the Seventh Sonata of Corelli. In French music
marked 3, however, the second note on each beat is played
faster while sixteenths are sometimes played equally. LEx-
amples from Lully and Rameau are mentioned. In his explana-
tion of the four-beat measure, he explains that the eighth
notes are played equally but the sixteenths are played un-
equally—the first long and the second short.

Another interesting performance practice mentioned
by Corrette is the emphasizing of the third and sixth eighth
notes in 6/8 time. This is done especially in slow move-
ments. Examples of the affettuosos of the sonatas by
Senaillé and Aubert are given. He also advocates emphasiz-

ing tied notes where a dissonance occurs on the note above.

The Method
The Method proper begins with instructions on how
to hold the cello. Corrette's remarks on the seating posi-
tion of the player are concerned with the size of the chair
or stool. He cautions the player to find one of a size

relative to his height so that he won't be seated too close
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to the edge. 'This should not be taken to mean that Corrette
advocates sitting far back on the chair—only that it would
be unwise to choose a stool so high that it would be impos-

" sible to place the feet on the floor without the hazard of
falling off the front edge. On the othér hand, a chair which
is too low would hamper the proper holding position. Corrette
mentions the possibility of using a stick placed in the bot-
tom of the cello when the cello is played in a standing posi-
tion. He does not prefer this playing position and considers
it unattractive as well as a hindrance in difficult passages.
It is remarkable that the idea of using an endpin in the
seated position did not occur to him and waited for another
hundred years to pe adopted by Adrien Frangois Servais.7

The reader is referred to the illustration which appears

on the frontispiece as a demonstration of the correct posi-
tion—the body erect, the head straight, and the feet pointed
out.

In reference to left hand technique, Corrette warns
against making sounds like the tromba marina,8 which could
happen if the fingers are not properly curved. Yet, grasp-
ing the neck too tightly would hamper the freedom of the
fingers. He is not specific about the placement of the left

hand except to say that first position is near the nut.

7Gordon James Kinney, [The Musical Literature for

Unaccompanied Violoncello, vol. 1, unpublished Ph.D. dis-
sertation, 1962, pp. 169-170.

8The medieval stringed instrument whose entire tech-
nique was based on the playing of harmonics by using the
thumb and third finger——much as artificial harmonics are
played on the cello today.
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Bowing

None of Corrette's three ways of holding the bow
coincides with 20th century practice. The first method
places the fingers a third of the length of the stick from
the frog, with the thumb below the fingers grasping the
stick. The second method positions the fingers at the
same place (except that the little finger is now on the
side [of the stick], rather than on top), but the thumb
is on the hair. The third method resembles modern practice
to a greater degree than the other two. The fingers are
closer to the frog, but the thumb is placed under the frog.
Each of these methods employs the overhand grip which per-
mits more weight to be applied to the strings than was pos-
sible with the gamba bow grip. In fact, Corrette does not
seem to prefer any one of these methods to another. He
advises the player to choose the one which allows him the
most power. Another departure from gamba bow technique is
his advice to lean the wood of the bow towards the finger-
board rather than to play with the hair flat against the
string. This allows more freedom and comfort to the right
hand and also helps to produce a more '"centered" tone
quality.

Corrette comments on the relative ease with which
a violinist learns to bow the cello, compared to the viola
da gamba player whose technique is contrary to that of the
violin family. On the other hand, the viol player is af-

forded the consolation that a little practice surmounts
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this difficulty. Besides, he has an advantage over the
violinist in being acquainted with the execution of bass
parts.

Corrette advises the cellist to play at the middle
of the bow, pulling and pushing with firm distinct strokes.
The player should bow at the distance of three or four fingers
above the bridge. No mention is made of the necessity for
connecting alternate strokes in a legato manner. Therefore,
it must be assumed that a legato effect was not a primary
concern and would be achieved only through slurring.

Corrette's explanation of when to push (up-bow) and
when to pull (down-bow) are quite detailed, but at the end
of his instructions he warns against becoming a slave to
the rules—what is more important is that one observes the
note values. His basic concern is that the primary accents
receive a down-bow. The items below summarize his rules

for bowing.

Bowing Rules
Up-Bow
1. When the first of a group of two eighths is played up-
bow or an eighth note is preceded by an eighth rest, the
second eighth must also be played up-bow.
2. When an eighth note is preceded by a dotted quarter
note, it must be played up-bow.
3. When playing two eighths up-bow, the bow must be divided

into two equal parts unless they are to be played "inegale."
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4. A quarter note which precedes a half note may be played
up-bow.

5. Anacruses should be played up-bow.

Down-Bow

l. When a phrase ends on a weak beat and is preceded by a
down-bow on a strong beat, the last note should also be
played down-bow.

2. The first beat of every measure should be played down-
bow.

3. In compound meter (6/8, 9/8, 12/8), the eighth note fol-
lowing a quarter note should be in the same direction as
the quarter note.

Corrette notes that some Italians play all notes
single-bow without regard to where they occur. However,
Lanzetti is mentioned as a cellist who plays seven or eight
notes in one bow, either up or down.

A compilation of bow strokes, including the slur and

detached notes in the same bow, appears in Chapter XI.

Tuning the Cello
In his discussion of ways to tune the cello, Corrette
shows his acquaintance with musical reference sources. He
cites Zarlino as a theorist who described the octave as
the perfect consonance, and refers the reader to de Brossard's
description of a schisma as 1/13th of a tone, or half a comma.9

This minute and inaudible interval is used by Corrette when

9The interval of two cents in modern calculation.
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he discusses the unison, which should be perfect without
even a deviation that slight.

The first method he gives for tuning the cello assumes
the student's ability to find, in good tune, the fourth note
in first position on each string. The A string is tuned
to the other instruments, then the open D string to the
fourth finger on the A, the open G to the fourth finger
on the D, and the open C to the fourth finger on the G
string.

According to the second method, the second finger
in third position will play in unison with the next higher
open string. Both methods for tuning seem difficult-—per-
haps more difficult than the present method of tuning in
fifths. But it must be remembered that Corrette advocates
fretting the cello. On a fretted cello both his methods

are highly efficient.

Fingering

In Chapters 1V, V, and VI, Corrette presents a system
for fingering the cello. 1In the Preface he states that he
has presented in Chapter VI a new way to learn the finger-
board which is easier than the older method. He has also
presented the old way for the use of those who favor the
traditional approach. The difference between these two
systems lies not in the use of the fingers but in the pre-
sentation of the material-——the fingering in both cases being

the same. The old system first presents, in chapter IV,
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the fingering for the diatonic notes in C major from the

open fourth string to the fourth finger (D) on the first
string. Since the hand position is different on the two
higher strings than on the lower two, the student must
remember at this stage to change the poSition of the hand—
from the spacing of a whole step between the first two fingers
to that of a half step on the upper two strings (see example
1).

Example 1
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In Chapter V the old system completes the scale by explain-

ing the chromatic tones on each string. Corrette obviously
sees shortcomings in this presentation and attempts to sim-
plify it in Chapter VI. Instead of using the diatonic scale
as a point of departure he presents a hand position—a whole
step between the first and second fingers and a half step
between the second and fourth. This hand position is then
applied to all four strings. Instead of resulting in a C
major scale for two octaves and a tone, the student learns

a C major scale for one octave and a one octave D major

scale (example 2).
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After the student is able to play these sixteen notes as-
cending and descending, he is directed to play them in
fifths across the string. The next step is to learn the
notes which the second finger plays at the distance of a
half step from the first finger (Eb, Bb, F, C). The tech-
nique is to move the second finger a half step towards the
first without changing the position of the other fingers.
An exercise is given to illustrate. Following the mastery
of this technique the student learns to extend the first
finger back to play the chromatic notes which are a half
step below the first finger's usual position. In addition
to this backward extension Corrette realizes the need for

a true half position—that is, a position in which the whole
hand moves back a half step to enable the execution of the
minor third and intervening notes without shifting or using

an extension of the hand (example 3).
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Example 3
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The last notes to be demonstrated are those a half step
between the fourth finger in first position and the next
higher open string (F#, C#, G#, D#). These notes are played
by extending the little finger forward a half step. The
student is advised that this extension is made easier by
advancing the hand a little. This completes the demonstra-
tion of all the chromatic tones which can be played in half
and first positions. Corrette advises the student to prac-
tice these examples until he can play them well and in tune,
then proceed to the exercises to be found before Chapter
VII.

While he is dealing with these notes (F#, C#, G#, D#)
in Chapter VI, Corrette proceeds to explain the circumstances
under which one would shift to play them with the first
finger, rather than extend the fourth finger. Chapter VII
would seem to be a more appropriate place for this informa-
tion since shifting is discussed there. However, it seems
as though Corrette is mentioning it prematurely in order
to complete his discussion and doesn't wish the stu-

dent to practice it at this point—having just directed him
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to practice the more simple exercises preceding Chapter VII.
Chapter VI closes with a demonstration of all the chromatic
notes with their fingerings in first position. It is to

be noted that Corrette is inconsistent in his use of the
slur to indicate enharmonic notes.

The system for fingering notes in first position
which Corrette presents in these three chapters is the as-
pect of his Method which has evoked the most comment. His
avoidance of the third finger in first position seems unex-
plainable to the modern cellist since its use is such an
integral part of today's technique. Although Gertrude ShawlO
attempts to link it to double bass technique, this seemingly
logical conclusion is ruled out by Corrette's own descrip-
tion of the possible use of the third finger under another
system. In the Preface he mentions his inclusion of this
system using the third finger and describes it as being
used by players of the old bass violins tuned in G. In
fact, he includes it in the Method precisely for those
players who have "left the large bass violin without having
left its position." 1In Chapter XIV, which is devoted to
this position, he describes it as "a gothic remnant from
the bass violins tuned in G which are excluded from the
Opera and all foreign countries." Therefore, we have the

ironic situation of Corrette's cello fingering system

loGertrude Jean Shaw, The Violoncello Literature in
France During the Eighteenth Century, unpublished Ph.D.
dissertation, 1963, p. 23.
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resembling the modern bass technique, while the old bass
technique is closer to today's cello fingering system.
Corrette obviously saw his system as an improvement upon
this older technique, which has become universally accepted,
despite his opposition. |

Van der Straeten seems on firmer ground when he
states that "Corrette's first position fingering was taken

11 Corrette himself implies this in Chap-

from the violin."
ter XIV when he writes that the bass violin system using
the third finger is difficult for the violinist to adopt—
whereby the system he advocates resembles the violinist's
own fingering system.

It is most natural for the violinist learning the
cello to want to retain the slanted position of his hand
and his habit of playing a whole step between the first two
fingers. However, for all but the violinist with extremely
long fingers, the slanted hand does not permit the player
to adapt his old position to the cello since the third and
fourth fingers cannot be used conveniently in this position
on the larger instrument. Squaring off the fingers so that
they are at right angles to the fingerboard and putting the
thumb under the hand allows both fingers to be used. How-
ever, the problem of playing a half step between the second
and third fingers is aggravated by this squared-off posi-

tion. The natural inclination for the third finger to

1lyan der Straeten, op. cit., p. 269.
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remain close to the second is made more acute by this hand
arrangement. In fact, it takes a special effort and much
practice to be able to get the separation between the sec-
ond and third fingers needed to play a half step in first
position on the cello. This is even more true when the
first finger must stretch back in order to play a whole
step between the first and second fingers. Corrette, in
all probability, noticed this problem and, rather than pre-
scribe practice for the adult violinist whose muscles and
bones were already set, suggested his system to overcome
it. By positioning the second, third, and fourth fingers
lightly touching each other in first position, a half step
is played accurately by most cellistslz——thus eliminating
the need for the use of the third finger. While one might
argue with Corrette's solution, it is entirely feasible and
does facilitate transfer from the violin to the cello. It
is also to his credit that Corrette includes in this Method
the system using the third finger, even though he does not
prefer it. His chief concern is clearly with popularizing
the cello and making it more accessible to more players—
violinists, gambists, and players of the older bass violins.

This purpose is more to be commended than condemned.

Fretting the Fingerboard

Between Chapters VI and VII Corrette gives an

12These three fingers of the author, who has what
might be considered an average-sized hand, span 1 3/4" and
can physically adapt to the Corrette fingering with ease.
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explanation and diagram which explain how to mark off the
fingerboard in the twelve half steps of the octave for the
purpose of placing frets there. Since the divisions are

given in fractions of the string's sounding length rather

than in specific numbers of centimeters, these directions
would apply to any stringed instrument regardless of size.
While it is suggested that all twelve lines be added, Corrette
mentions that the first three from the nut are the most im-
portant. By this statement he emphasizes his point that

frets are intended as an aid to the beginner.

Exercises

Following the instructions for fretting the cello
some exercises (leqons) have been inserted. These eight
studies progress in difficulty of technique and key. They
are followed by an elementary sonata for two cellos which
is at the same level of difficulty as the last of the exer-
cises. In the first three exercises each bowing is given.
Fingerings are given for only two-thirds of the first exer-
cise. As the difficulties and, hopefully, the proficiency

of the student increase, fewer indications are given.

Shifting
Corrette names his positions as we do today by as-
signing a new position number each time the first finger
moves to another note name. For example, on the A string
one is in first position when the first finger is on B or

Bb, second position when the first finger is on C or Ci,
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third position when the first finger is on D or D#, etc.
However, he makes a fine distinction by calling the posi-'
tions beginning on chromatic notes false positions. In his
system the fourth finger is not used past the third position.
The reason given is that the little finger is shorter than
the others and can be used on this portion of the fingerboard
only by rearranging the arm. It is common today to avoid
use of the fourth finger only above fifth position. The
difference of two positions is dug mainly to the different
dimensions of the neck of the cello of Corrette's time with
that of today. The table below shows some of the essential

differences between the 18th century cello and the modern

instrument.
Comparison of Laborde Dimensions
with Modern Measurements13

Laborde 1780 Modern Change
Neck length 10 1/6" 11 1/4 -1 1/12
Neck overlap on top 374" 3/8 -1/3
Top shoulder to
bridge foot 14 2/3" 16" 1 1/3
Top width of fingerboard l11/6 1 1/4 1/12
Bottom width of finger-
board 2 1/4 2 5/8 3/8
Length of fingerboard
over belly 8 5/6 12 3/8 3 13/24
Length of fingerboard 19" 23 3/4 4 3/4

13shaw, op. cit., p. 7.
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Corrette's general r&le for arranging the hand in
a higher position is to have the first finger placed the
interval of a third below the highest note; then a major
or minor third may be played. He advocates shifting on
the same finger or changing fingers on a repeated note.
His preference for shifting back on the second finger re-
veals another possible influence from violin technique.
The reason given is that the first finger may be too short
to move back a whole step. This seems to indicate that the
thumb did not move with the finger as is common practice
on the cello today, but that the finger stretched back and
was followed by the rest of the hand.

The short chapter following the two concerned with
shifting and positions points out to the student some of
the intervals which may be played on two adjacent strings.
It is surprising that Corrette only demonstrates the fifth,
sixth, seventh, and octave (in third position), since it
is also possible to play the intervals of a second, third,
and fourth in the same position by '"crossing the fingers"l4

as illustrated below.

14That is, by using a low finger on a higher string
and a higher finger on a lower string. An example would
be playing B on the A string with the first finger while
fingering or playing F on the D string with the second
finger.
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Ornaments
The only two ornaments Corrette mentions as applying
to cello music are the "cadence" and the "pincé." The for-
mer resembles the modern trill which begins on the next
diatonic note above the principal note. The pincé is iden-

tical with the short mordent marked/‘{'v.l5

Chords and Arpeggios

In Chapter X1I Corrette gives the one situation where
he advocates using the third finger in first position. This
use is permissible when playing the interval of a diminished
fifth such as F# on the D string with C on the A string.
He states that this interval is always followed by a major
or minor third. Therefore, a proper resolution of the dis-
sonant interval is facilitated. If Corrette's preferred
fingering system were used the player would have to finger
the upper note with the first finger and the lower note with

the second. Wwhen resolving to the major or minor third the

lsFrederick borian, The History of Music in Perform-
ance (New York: W. w. Norton Company, inc., 1942), p. 103.
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first finger would have to extend backward towards the nut
for either a half or a whole step (in the case of the minor
third). while not difficult to execute by modern standards,
the technique suggested by Corrette which uses the third
finger is much easier and, in fact, the one most commonly

used today.

gxample 5
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Corrette recognizes the augmented fourth as the same inter-
val as the diminished fifth but with a different notation.
His examples showing the fingering of this interval are

given in both notations.

Thumb Position

Corrette again illustrates the kinship of the cello
and the violin in his demonstration of the use of thumb
position on the cello. He advocates beginning the use of
the thumb on the note £ a fifth above the open A string.
In this way the cello has the use of an & string like the
violin's, since his thumb may serve as a movable nut. The
cellist, using this position, may now play many violin so-
natas (one octave lower) since his range may be extended

even further upward by moving the thumb to A—an octave
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higher than the open string—or to any note a fourth below
the highest note to be played.

Corrette, in this instance, makes an exception to
his prohibition of the fourth finger above third position.
when the thumb is used in fourth position on the A string,
the fourth finger may be used to play B or Bp. Higher than
this, however, only the thumb and first three fingers are
used.

While Corrette's prime reason for beginning the use
of the thumb in fourth position may have been to simulate
violin technique and range, he might have chosen this place
because of the dimensions of the 18th century cello. As
was shown earlier, the neck of the 18th century cello was
shorter than the neck of the present-day instrument. There-
fore, while it is comfortable for today's cellist to leave
his thumb on the back of the neck opposite the second finger
in fourth position, the 18th century cellist's thumb would
have been behind where his fingers had to be placed to play

&, F, and G on the A string.
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Illustration
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By placing the thumb on the fingerboard behind the fingers,
as is done today in seventh position, the stretch of the
fingers ahead of the thumb would be eliminated and the
position would be as Corrette describes as the thumb posi-
tion on E.

Another use of the fourth finger above third position

is suggested when playing arpeggios past the middle of the



99

string. In this case, the thumb would rest at the side of

the fingerboard so that all four fingers could be used.

Viol Players

In Chapter XV, Corrette observes that most viol
players are now interested in learning how to play the
cello and provides them with an aid in doing so. He gives
a diagram which shows the ranges, open strings, and finger-
ings of both the cello and the seven-string bass viola da
gamba paralleling one another. Thus it is easy to compare
the techniques of the two instruments. After praising the
cello over the viol he gives a thorough explanation of the
differences in the fingering systems. The only notes that
the viol has which are not playable on the cello are AA and
BB. However, lItalian composers hardly ever write these

notes——adopting C as the lower 1limit of their range.

Accompanying

In his hints to the cellists with reference to ac=-
companying, Corrette stresses the need for following the
soloist and playing the notes without embellishment. He
emphasizes both the obligation of the cellist to follow
when a singer or violinist makes a mistake in rhythm—their
part usually being more difficult than the cellist's——and
his duty to hold the ensemble together and keep the others

from rushing by playing forcefully and beating out the pulse.16

16This is understood to mean literally giving an in-
dication with the body—not merely counting.
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He notices that some capable violinists play without beat-
ing time, but this does not mean that they play in good
rhythm. In the last sentence of the Method, the Italians
are praised for their ability to play in time without beat-

ing=—except in music for large chorus.



COMPARISON
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Principles or The Technique of the Violoncello in

All Keys in The Easiest Manner, 1736, by Salvatore Lanzetti

is the only cello instruction manual found to predate the
Corrette Method. However, rather than being a comprehensive
method dealing with many aspects of pefformance, the Lanzetti
work is primarily a fingering guide. Thirteen scales with
fingerings indicated are followed by one, two, or three ex-
ercises in the same key.

Lanzetti gave the cello a somewhat higher range than
Corrette. Lanzetti's F major scale reaches f" while Corrette's
highest note is an a'=—a minor sixth lower.

Lanzetti's fingering system in first position is the
same as that which Corrette describes as belonging to the
old basses. As such, it resembles the system in use today
with each adjacent finger placed one-half step higher than
the preceding finger. The lower voice in many of Lanzetti's
exercises gives evidence of the whole step extension between
the first and second fingers. His third position fingering
resembles the system preferred by Corrette. This may be
evidenced by comparing Lanzetti's fingering for the second
octave of the G major scale with Corrette's third position
fingering given in Chapter VII, Article I. Both encompass
the interval of a fourth between the four fingers. While
this is rarely done in present-day practice, it would be
comfortable and convenient on the 18th century cello.
Corrette considers the fourth finger useless above third

position, Lanzetti uses it extensively in the upper range
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of the cello.!

In summary, Lanzetti's work shows evidence of a more
advanced technique—his range more extended and his exercises
more difficult than Corrette's. Yet its lack of narrative
and its limited scope make it less 1nf§rmative to the present-
day reader.

The Complete Tutor for the Violoncello, 1764, by

Robert Crome resembles the Corrette method to a greater
degree than the others discussed in this study. In Crome's
brief Preface he comments, as does Corrette, on the growing
popularity of the cello and explains that this popularity
has caused the viols to be laid aside. The reason given

in both cases is that the bass of the violin family is more
powerful than the bass viola da gamba and, therefore, more
suited to accompany the violin.

Surprisingly, in the first paragraph Crome advocates
the use of the end pin for the beginner, but suggests that
it be removed when the player progresses enough to be able
to hold the instrument without it.

In the second paragraph Crome presents his fingering
system which is identical to Corrette's. He explains his
avoidance of the third finger in first position by stating

that it is too short to span the necessary distance.2

1See the second exercise in G major, the second exer-
cise in A minor, and the scales of Bb major and B minor.

2The fact that Crome was a violinist at the Covent
Garden Theater in London is documented by Edmund van der
Straeten in The History of the Violin, vol. I, p. 405. This
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Crome, possibly following Corrette's example, advo-
cates fretting the cello as an aid to the beginner in tuning
and placing the fingers properly.

His discussion of bowing presents only one method
of holding the bow. This direction is not very detailed
and is not accompanied by an illustration. However, his
explanation of different types of bow strokes is more com-
plete than Corrette's. His regular bowing is comparable
to modern détaché; slurring is the same as the technique
practiced today; feathering the bow is similar to portato
bowing. It is unfortunate that Crome did not make an attempt
to explain the execution of the springing bow. While he
mentions this type of bowing, he concludes that it can only
be explained by demonstration. In addition to the indica-
tions backward and forward (b. and f.) for the direction
of the bow, Crome gives directions for the foot (down and
up) to beat time.

A rudimentary example of shifting technique is given.
Only the fingering for a major scale on each string is pre-
sented without any real explanation of the technique.

Forty—-four short pieces are added as exercises and
recreation for the student. They are moderate in difficulty
of both left hand and bow technique,with the highest note

written being an f#'.

would explain his preference for this particular fingering
system. It is also interesting to note that an owner of
the copy which appears as Appendix C changed the fingering
on page 7 to conform to the more modern system.
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The similarities between the Crome and Corrette
methods seem almost more than coincidental. While Crome
might have arrived at the same solutions to pedagogical and
technical problems as Corrette, it is also quite possible
that he had access to a copy of the Corrette method. Van
der Straeten states that parts of Crome's violin method

The Fiddle New Model'd were taken from The Art of Playing

on the Violin by Peter Prelleur.3 Crome might have again
followed this not uncommon practice in the case of his cello
method. However, another possibility is that both Crome
and Corrette were influenced by the playing and teaching
of the same person——Giovanni Battista Bononcini.

Jean Baumgartner had a dual purpose in writing his

Instructions in Theoretical and Practical Music for the Use
4

of the Violoncello, 1774. As stated in his Preface, he

wished to make his teachings available to more than just
his own students. However, his dedication to Prince William

of Orange hints that he may also have hoped for some support

3Bdmund van der Straeten, The Romance of the Fiddle
(London: Tne London Press Company, 1911), p. 207.

4plthough 1774 is the publication date of this work,
Baumgartner's remark concerning the Prince's coming of age
which appears in the dedication would place the date of
writing approximately eight years earlier. According to
Hendrik Willem van Loon in The Fall of the Dutch Republic,
(Boston: Houghton Mifflin Co., 1924), Prince William came
of age on March 8, 1766, after being under the guardianship
of the Duke of Brunswick since the death of his mother in
1759.
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from the young Prince.S He also offers a tribute to Jean-
Jacques Rousseau whose Dictionary was of assistance to him.

Baumgartner's concern with the theoretical aspect
of music is evidenced not only by the title of his method
but by his allotment of the first seveh chapters to a dis-
cussion of the rudiments of music. He gives more attention
to an explanation of the major and minor modes, the inter-
vals which make up the various degrees of these scales, and
consonance and dissonance than does Corrette.

Baumgartner's approach to fingering is identical to
that of Lanzetti, except that he gives an alternate finger-
ing in third position which avoids the two whole step stretches
used by both Lanzetti and Corrette.

Baumgartner attempts to impress the reader with the
importance of the knowledge of a good shifting technique
but gives few instructions on its execution. His only ad-
vice is to shift in groups of twos if the notés are so ar-
ranged and in threes if that is the grouping. ©On the other
hand, his instructions for the playing of double stops are
detailed——giving the fingering for each chord and its reso-
lution.

The thumb position technique illustrated by Baumgartner
is quite advanced. He extends the range to a'' and includes
double stops for each interval from the second through the

tenth. One example is given to illustrate shifting with

5Upon arriving at the age of 18 he was besieged by

many artists and politicians seeking favors. It is entirely
probable that Jean Baumgartner was one of these.
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the thumbbwhich he calls "capo tasto volante."

No advice is given on how to hold the bow but the
importance of the contact point between the bow and the
string in determining quality is stressed. While Corrette
states that the beSt spot to place the‘bow is three or four
fingers from the bridge, Baumgartner advises the student
that the quality of the sound will change depending on how
close to the bridge the bow is positioned. He gives an
illustration of the different bowing marks (Il ,—, 7T,
..+) but there is no instruction given on their execution.

The most interesting and perhaps controversial sec-
tion of Baumgartner's method contains his instructions for
accompanying a recitative. Corrette's suggestions for ac-
companying consist mainly of warning the cellist to follow
the soloist, to help keep time by accenting when the solo-
ist rushes, and to play the notes simply without improvisa-
tion. No special rules are given with regard to recitatives
of interpreting the bass line. However, Baumgartner dis-
cusses the technique for both the accompanied and ordinary
recitatives—the latter in special detail. In the accom-
panied recitative, in which many instruments realize the
figured bass, the cellist sustains the bass note only if
the word '"sostenuto" is present. When there is no sostenuto
indication the notes should be played as in the ordinary
recitative. In the ordinary recitative the cellist plays
dry, detached chords. A table is given which shows which

notes may be added to the bass and solo parts when no
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numerical symbols are provided. His figure 9 for Chapter

14 shows his realization of the bass and gives a clear in-
dication of how this type of accompaniment was to be per-

formed.

The material in the last chapters gives further evi-
dence of Baumgartner's concern with harmony. In fact, his
treatment of this aspect of music overshadows his regard
for the practical necessities for learning to play the in-
strument. While this information for the cellist regarding
music theory is informative and especially valuable today
as a clue to what the 18th century cellist was expected to-
know, it is regrettable that he does not explain more of
the technical aspects of playing the instrument. On the
other hand, Corrette provides only what seems necessary
from a theoretical standpoint but explains in detail all
technical matters presented in detail.

Frangois Cupis makes no attempt to explain the rudi-

ments of music in The New and Systematic Method to Learn

to Play the Violoncello, 1768. However, the practical and
technical aspects of playing the instrument are treated
sufficiently and succinctly. His instructions on holding
the instrument are very clear but, unlike Corrette and
Crome, he does not mention any possible use of an end pin.
Cupis' method of holding the bow resembles the first, or
Italian, style described by Corrette. He advocates placing
the fingers close enough to the center of the stick that

the second and third fingers may touch the hair. Since he
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does not give further indication that these fingers actu-
ally touch the hair or manipulate it while playing, it is
assumed that this instruction is given solely as a guide

in positioning the fingers. His advice to raise the elbow
enough to give the wrist more facility, his warning to avoid
constraint in the arm, and his instruction to keep the fin-
gers down whenever possible indicate a high level of sophis=-
tication.

Cupis' fingering system is more modern than any of
those discussed so far. It avoids the whole step stretch
between the second and third or third and fourth fingers
in third position. He also gives a slightly more thorough
explanation of the extension between the first and second
fingers by stating that in order to play a major third be-
tween the first and fourth fingers, the second finger moves
up to take the place of the third.

The range as represented in the examples given in
the text and in the exercises at the end of the method ex-
tends only to a'=——the same 1limit placed by Corrette. There
is no discussion of thumb position.

The Method for the Violoncello, 1774, by Joseph

Bonaventure Tilliere follows the plan of the Lanzetti tutor
in giving scales and exercises in the most common keys but
with little narrative. There is no information given on
the use or acceptance of the instrument; neither are there
instructions on how to hold the instrument or bow. Since

Tilliere was himself a cellist and student of
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Bertau,6 he probably intended the book for the use of his
own students whom he would guide in these preliminaries
himself.

His fingering system is the most modern encountered
thus far. He extends the range to a"; This is demonstrated
in his thumb position sc:ales.7 The exercises are thorough
and challenging; they include every conceivable technical
problem which a cellist of this time would encounter. A
comparison between these studies and those presented in the
Corrette method show how much the technique had advanced
in thirty-six years.

The Bass Method...for the Violoncello, 1790, by

Pierre Hyacinthe Azais incorporates the narrative style

of Corrette with the scale and exercise presentation of
Lanzetti and Tilliere. All technical details presented

in the exercises have been fully explained and demonstrated
in examples throughout the text.

Holding the instrument and the bow, the proper left
hand position, fingering, shifting, and thumb position are
all clearly illustrated. Special attention is given to
bowing technique with great emphasis placed on using the
forearm and wrist. The student is advised to bow with

large strokes using the entire length of the bow, and to

®Eduard Nogué, Le Violoncelle, jadis et aujourd'hui
(Paris: 1937), p. 106.

7See exercise 23, measure 25, of his method which
appears as Appendix G.
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bow closer to the bridge in the higher positions.

The forty-six exercises are comparable in difficulty
to those in the Corrette method. The highest note given
in the scales is b'; the highest note which appears in the
exercises is e'. |

While Lanzetti's tutor contains less than what would
be expected in an instrumental method book, John Gunn's

Theory and Practice of Fingering the Violoncello, 1795,

contains much more. The first thirty-three pages, '"Disser-
tation on the Origin of the Violoncello," discuss the his-
tory of stringed instruments from their possible beginnings
to the 18th century with special attention given to the
cello. The next seventeen pages, "The Theory of Fingering,"
present a thorough explanation of the acoustics of a vibrat-
ing string, the construction and fingering of the twelve
major and minor scales, and general rules of fingering.

"The Practice of Fingering" constitutes the most practical
section of this long treatise and treats each aspect of
technique in great detail. Gunn criticizes the scale-and-
exercise approach of earlier methods, stating that they
progress too far too soon and lead the student into bad
habits. His solution to this is to give, as exercises,

the bass parts of suitable literature, allowing the student
to concentrate more easily on the fundamentals of tone
production, finger placement, and the study of rhythm.

The remainder of this method concentrates on these exer-

cises in explaining how to use them to their best advantage.
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Included are excerpts from the bass parts of works by
Corelli, Haydn, and Marcello as well as those of lesser
known composers.

This is by far the most exhaustive and inclusive
18th century text useful for acquiring'information about
the cello and for learning the technique of playing it.
While its length and cumbersome format would make it dif-
ficult to use and less practical than most of the tutors
discussed above, it could serve as a complete reference
and guide to the student who does not have the advice of
a teacher.

In the second edition of this work the contents are
abridged—the '"Dissertation on the Origins of the Violon-
cello" omitted entirely—and the explanations of playing
technique include examples to illustrate what is explained
in the text. This constitutes a great improvement in clar-
ity over the first edition and renders it even more useful
to the student wishing to learn to play the cello. On the
other hand, the first edition would be more valuable to
the scholar interested in studying the pedagogical and
playing technique of the cello during the 18th century.

In comparison with the other 18th century cello
methods discussed in this paper, the Corrette method is
distinguished as the first comprehensive method for cello
which gives information to the present-day reader pertain-
ing to the status of the instrument, its playing technique,

and its use as a solo and ensemble instrument in the 18th
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century. While many of its ideas are outdated and seem to
have had little effect on succeeding generations of players,
it is interesting because this method presents unique solu-
tions to cello technique at this point in history in which
the manner of playing the instrument was in its formative
stage. Contrary to what might be assumed at a more cursory
glance, Corrette had firm bases in constructing his finger-
ing system. It was designed for the mature violinist who
wanted to study the cello and proved practical in facili-
tating the switch to the larger instrument. Thus, it should
be viewed as an early attempt to provide a means of popular-
izing this instrument which was becoming recognized as being
more suitable than the bass viola da gamba for providing

the bass voice in the string ensemble. This was the stated

purpose of Michel Corrette which he executed admirably.



BLBLIOGRAPHY



BIBLIOGRAPHY

Dorian, F. The History of Music in Performance. New York,
1942.

Kinney, G. J. The Musical Literature for Unaccompanied
Violoncello, vol. 1. Unpublished Ph.D. dissertation,
1962.

LeBlanc, H. DLeéfense de la Basse de Viole. Reprinted in

"Revue Musicale," vol. IX, 1928.

Loon, H. W. van. The Fall of the Dutch Republic. Boston,
1924.

Mersenne, M. Harmonie Universelle. Livre Quatriesme des
Instruments, Paris, 1636.

lMozart, L. A Treatise on the Fundamental Principles of
Violin Playing. Salzburg, 1756. <Translated by
Edith Knocker, London, 1948.

Musik in Geschichte und Gegenwart. £dited by F. Blume,
Kassel, 1952.

Nogué, E. Le Violoncelle. Jadis et aujourd'hui, Paris,
1937.

Quantz, J. J. On Playing the Flute, 1752. Translated by
Edward R. Reilly, London, 1966.

Shaw, G. J. The Violoncello Literature in France During
the Eighteenth Century. Unpublished Ph.D. disserta-
tion, 1963.

Straeten, E. S. J. van der. The History of the Violin,
vol. 1. London, 1933.

. The History of the Violoncello... London, 1915.

. The Romance of the Fiddle. London, 1911.

115



116

GENERAL REFERENCES

Bessaraboff, N. Ancient European Musical Instruments.
Boston, 1941.

Broadley, A. The Violoncello: Its History, Selection,
and Adjustment, in "The Strad" Library, No. XX1.
London, 1921.

Brossard, S. de. Dictionaire de musique... Paris, 1703.

Cowling, E. The Italian Sonata Literature for the Violon-
cello in the BarAgue Era. Unpublished Ph.D. disser-

tation, 1967.

Fetis, F. J. Biographie universelle des musiciens...
Paris, 1860-1865.

Hayes, G. R. Musical Instruments and their Music, 1500~
1750, vol. II. London, 1930.

Liégeois, C., and Nogueé, E. Le Violoncelle. Son Histoire,
ses Virtuoses. Paris and Bordeaux, 1913.

Mahillon, V Ch. Catalogue descriptif et analytique du
Musee Instrumental du Consezvat01re Royal de Mu51qge
de > Bruxelles, vol. I11. Ghent, 1900.

Rousseau, J. Traité de la Viole. Paris, 1687.

Vidal, A. Les Instruments a Archet, Les Feseurs, les Jou-

eurs d'instruments, vol. 11l. Paris, 1876-1878.




MICHIGAN

i

312



AN A e

N 4
ahy w0 A
IS

v 1 ¢/9%
sasflas?



THE THEORETICAL AND PRACTICAL METHOD FOR CELLO BY
MICHEL CORRETTE: TRANSLATION, COMMENTARY,
AND COMPARISON WITH SEVEN OTHER EIGHTEENTH

CENTURY CELLO METHODS

Volume II

By

Charles Douglas Graves

A THESIS

Submitted to
Michigan State University
in partial fulfillment of the requirements
for the degree of

DOCTOR OF PHILOSOPHY
in
Applied Music, Literature, and Theory

Department of Music

1971



o

€~

=

APPENDIX A



APPENDIX A

Principles
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The Technique of the Violoncello
in all keys
in the easiest manner
composed by

Lanzetta

Amsterdam at J. J. Hummel, printer and merchant of music
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'BREFACE )

As the Bafs Violin is in great Eﬂeem 1 have hen gven fome
uhful and pluin Inftructions for the Learner, as this lnﬁmment
sppears to be:-Built on the Ruins of another ;I mean the Viol
or fix l\ring:d Bafs ,which in the laft Century was ‘lu;ld in
great Efteem yand of general ufe in Concerts.Viols where of
three forts ,Viz .Bafs Viols ,Tenor Viols ,and Treble .Viols ;The
Violin in thofe Days was look'd on as a contemptible Inftru—
~ment ; it was harfh and tno loud , they coud not bear to have
their Viols over 'po\ver’d however ;s the \'iolin beca;no mc\br.o
general it was Judgd neceffury to ufe Ba{‘s Violins or Vio_

~loncelld’s , (that is four ftringd Ba!‘fe:) as bemg much more
powerful and @1tablo to the Fiddle , and fince thefe laft have
been in fuch !;rcqueut ufe ,the former have been entirely
luid afide , Tho' there are Books of Inftractions in a1l the
liberal Siences and Grammars in all iangmges,yet the Lear.
-ner will advance but ﬂovly without a Preceptor ; but as
\'erbal !nftructxom ‘nll be of great ufe when feconded by
A Tutor ,fo ﬂ\el‘e Inftructions , I flatter my_feclf will be of
great Service to thofe ,who from their fituation or cir_.
" —curaftances in Life cannot convcnicnﬂy have the affiftance

of a guod .Ma!‘ter . .
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INSTRUCTIONS
for the

ViOLOVCELLo

or : S T

QBA$S’VIOiIN;

. Yy e
."A-

The Violoncello is an Bxcéﬂentinftrnmen(, mif'only

in Concert, but alfue for playing Leffons %c. This lnﬂ.mme_n_'

and the fourth String is next the Bow-Hund, as the Body is turid

. dmm-ard the lower purt is to reft om the Calves ofctl\e Legps

* " fupported with the Knces, but for the greater eufc of 2 Learner

J=

wg wow'd advize Nim to have an hole made in the 'lanl-pm

" and @ Woodenbl’eg to fcrew into it to reft on the Floor

which muy be taken out when he Pleafes ¢ And firfy .

. will be very nu;t!‘nry for the Learner to get the Namt.s of

ftand.. on, us defcribd in the manner foli(»ving o

RN
.

.

‘the. Notes in the Gamnt, alfo what line and fpace eath Nute.

y-
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.2 ‘- - . . - - . ~. . ) .
The: Ga'm:i}- for ﬂxe Violoncello

- 013+ o124
s 1 U 1

LSessaSers

CC.DD.FE.FF.G.A.B.C. D.FK.F.G. A.B.C. D.

The Leurner will obferve that O over any .Note in the Gamut
is open, ‘or no Finger: the figure 1 is the fore Finger: 2 the
" fecond: and 4 the little Finger. the l‘ea{"on we omit the third
Finger is, begaufe the diftance is great, and the Finger .
_ fhorter . If your Inftrument is perfectly in Tune » (For *tis
_to be ﬁlppofd the "Learner is not uble to tune it himfel§ )
you ua’ try to play off the Natursl Notes of the Gamut;
you muft’ obfcrve there are four Note> belonging to cuch
String , Thof. on the 4% or great Stnng are Double C,
double ’D, double E, and double F. the loweft Note, or
double C, is Playd open, which is» done by drawing the Bow
crofs thc.é'.h String about 2 Inches from the Bridge ;
double. D is ftopd with the firft Finger about three
Inches from the Nut; Double ¥ is ftopd with the
Scdmd, Finger. nearly the fume diftunce from the firft
Finger or rather lefs, Double F is ftopd with the
fourth. F‘nger about an Inch and quarter from t!‘:c' N
Sdcond, the reafon why the diftance of the laft is
fhort . is, bcc:nfc it is but a Semitone or lul“{ Note .
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S &
“Thofe on the {ﬁrd s:iing are G,A, B,and C. G, is
play'd open: A, is ftopd with the firft Finger: B, with
the Second: and C, with the A Finger, at the fame dif-
-tance 35 on the 4" String. Thofe on the Second Striiag
sre D, E, F,and G. D,1is playd open: E is ftogd with
tlle firft Finger about three lnches from the Nnt, - By
with the Second Finger about an Inch and half from
the firft, F being but a Semitone or half a Note above
E: G, is ftopd with the little Finger about tvo Inches n\d
qunrtcr !'rom the Second. Thofe on the !‘uft Strmg are
A, B, C, nad De. A,is playd open. B, with the firlt Finger:
C,with the Second: and D, with the little Finger at the
fame diftance ss on the Second String . Bj thefe direc-
‘«tions the Leuruer may foon ftop- the Notes in tune .
The Learner muft obferve that the <+  between the
Notes E snd P, likiwife between B and C are o‘u]y
Semitones, or half Notes, as they fall in the Natursl .
Gamut: but we will hereafter introduce a ycrfect. Scale
of Natural an‘ul Artificial Semitones, which we may com-
-pare to.avMagg-ine or Store Houfe of Sounds, and to
take and difpofec of Occufionally; for the Scale muft be
. form'd into Kcys and then the firgering will alter as
tho Key changes : "Ai} Mufic is known by the firft feven
letters of the Alplubet and the Eighth is the fame, fuch
s from C to C, from D to D, from Eto E, from F toF, from G
to G, from A to Ay and l’mm B to B,lugtther with their Semmmes o
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~

e ..

- T Of tnncm:! the Violoncello

The Violoncello (as the Fiddle) is ~
taM by fifths in the fullowing manner: i P & i
the ¢#Por lngge& String open when in . : Y- 63 D20 AT
tune is. double C . the 38openisG. 2 n |

the Second is D.and the Firftis A . -4 B |

Eiamplc

.P-L

~. Bat if you cant put ’Oﬂl.' Inftrument in tun-ebythefe direc-
<tions you muft have recourfe to the Reprefentation of the
Finger Bcurd‘!‘oll'owing (\lﬁch from Nut to kridge fhould
be 26 Inches and half) with lines drawn acrofs and mea-
-fure out the 7 or laft line i‘rom the Nut, and when you
have got the exact J:ftance tye a piece of Fnddle Stnng
t\ght on the Neck nhdcr the Striags, which will m\ke a
Frett, _lgul will be a ftundard for tnnemg all the Strings .
And firft, yt;u muft fcrew {xi: the firft String till it is
in tune with the upper A in the Bafs of the Harpficord,or
the 'upyci A 6.f the Baffoon, or 4n Fighth below un A, tune.
;ing Pdrk._the.n ferew up the Second till by pu'tting the
Finger juft below the l‘rett on the Second strixxg it has
“the fame found as the, Plrﬂ String open, theu if you ftrike
tho Second open it will he D. the fume Method will do for
the Third and Fourth Strings . But the beft way of leurning
" to tune is by the Eur, that is, b; Solmifation if the Learner
" has any Xind of Kar or Voice to Soi-h five Notes uf-
-aemlmg or defcending, if he has not, we can give him
Imt fmall encouragement to learn this Inftrument « Kf he

- R
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: R L
has .an Bar, in the firft place he o o - ‘ -
muft fcrew up the Second String ‘to . E xamplc _
be in tune with the middle D in - oY

" the Bafs of the Harpficord, or Proof

) Baf-foo.n,wl\ich is the foun@ n -y == ——'_———p'—‘
quired, next he is to get .the ———+—— i -
firft String in tune to.the ~* Do Re Mi Fa Sol - Do Sol
Second, Solfaing thus . - ) ~~‘ ’ ’

Do, the found given, Scl the found required; the Learner muﬁ
practife continually till he can fing tke five founds well in tune

which are sfcending, and then fing them defcending, thus

7 | T . Proof N S A‘Pro'of.' .
. : y :  § 'L T ! : 14
Ex: - . "ﬂ:ﬂ::“;l:—d
- T ~ *—

Sol FaMike Do Sol Do  Sol Fa Mi Re Do ‘Sol Do.
| - 1:.'5@ :
 Now by Singing thc Notes defcending the Learner will be
enabled to tune the third and fourth Strings by fixing the
Sol on D, thus, for thd the Voice might not reach fo low as
G, yet he will be able to diftinguifh the found :'njquired .
.- The only thing now is to prove whether the Second and £irft
String» are in tune to each other, which is done by the Kur
diftinguifhing what we call Concord or a perfect agreement
of found» between the two firft Strings,and is done by drus —
ing the Bow crofs the two Strings at the fume time thus -O-

.
- . —

if there is a perfect agrecment all is right , ==

-
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A ferfect Scale for the Violoncello .

n
| 119344 q_x_x"**oussu.;m}lﬁ&
2 S :fiﬁg - =

T

Thefe .au ‘all the Notes Natural and Artil"icial‘ necefiary for a

- beginner in the Bufs Cliff, the Artificial are calld Flatts and
Shurps, a Flatt thus b, a Shurp thus §,and « Natural thus. §,
which brings the Note to its place after a # orb, ‘But there .
are two other Cliffs, Tenor, and Counter Tenor,und as they'
aré very -ufefull vxll fet them bod\, The Tenor tranfpofes
the Notes a fn!'th lugluer, the Counter Tenor a feventh,
but. wre very feldom uf'd on the 4.“ String .

Tenor - Counter Tenor

3950 s“su-. ) smng ofstrs 1 String .

N

- Of Stoppmg the Notes in Tune.
‘l'lu? the Learner may have a guod Far, it will be fome time
befure he can ftop the Notes perfectly in tune,and therefore
if will be u great help to him at firft to have his Finger
“bourd Fretted, like that of the Guittar, and when the Fingers
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are ucqclmted uth tie Fmgcr board, have the Fretts l'aled down;
but for pla)mg off the Gamut, and to fhew the right ufe thereof,
we.will form it into Octaves,which are calld Keys, in order to

introduce sll the Semitones proyerlv‘, -(‘cemiing,& def.cending,!!\-}h'

' ofg';‘.’ q",{f?”
11

. "~
b p ~ . ~ : ‘LJ %“-
- Tt .

g AT

D - Key
— am ~|5
rrf1~ AJ { l!
F Key
3 | Y
g
v 1 v F
T :
. A ‘.cy
M F
?m T e :

Thefe are the practical Keys where the Learner may fee how the Fin-

~ gers. differ in foping the Notes in the different Keys; which this

Reprefentation of the Finger board will explain as having all
the Semitones or half Notes drawn crofs with lines. and the' we have
fufficiently expluind the tuncing part,it is not poffible to teachit by role,
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Oi' Txme

- Time is the great Foundahon on which oIl Muficul Perfor—
-sances are Built, and the want of it is the reafon why fo many
are csft away, having no foundation to build on. Time in Mufic
is Eifficult except it is begun very.garly, but Time in itfelf is
ﬁ-yly pluin, fuch as in 6ur ordinary Walking, for thd we think
-othulg of it when we Walk, Yet we keep pretty regular Motion.
we n..n call each ftep a unit,or one time,but before we proceed
further we will introduce a Time Table of Mufical Notes , with
the. proper Name and the Length of each CIgaracter o .

- Time Table .

t

. -

Gﬂlk 4 ﬁeps.
A Seulbnevc . is a5 long as one can moderately count. -l» or

Crotchets. J JJ J as 1 each or the unit

' .Quavgﬂ | mlrj\ﬂ o as ‘%‘ each or 2 to a time

ﬁemiqmwen.m @wggg as 3" each or 4 to a tigﬁe

- - .

But tlus is no hxd Rule, as the Notes often mcreafe snd decreafe
in their value of ’l‘lme, for which reafon it will be neceffary

to:introduce a Seconci Time Table where the longeﬂ Note
will be the Minim, as follovs )

£y
. . =
. . . s
.-

g



A Second Time Tablé .

A My,
[T ’\t (L)
Qravers

4

Semiquarers

. -

i}
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J
y

|

‘.

as’

.'“

2

4+

ST

T N P
D mif miquavers g%’%’g;g

—

2

a7

Exgﬁnp!c of Refls or marks of Silence .

Minim Crotchet Quaver Semiquaver

Sumibrieve
. o~ ’, Y ] i
§;;:‘.::_:::__.::_j—_i; = 2 =
.~ Reft R {1 Redt Reft Reft
1 Barket 2 4 8 9 ‘10
=TT H——H— T

-

APt oDt (o) after ariy Note makes it half as Joug again as be fore

Example

tqual

eqal
- —= _
T T =83
49 RrpsSuiiuns (bl B Sl
- t .-.1'1:_.1
hed

.

+
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BT §

.
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-

The reafon of the Notes incresfe, and decreste i the Thne iy
i-; introducing new Characters inf}ead of the old «res, vhich in
a courfe of muny Years are quite out of ufe und the fhape: almaft
forgat, for in the Autient Mufic their qu;gdl Character was call'd
a ‘.nl’g“,“_?‘! a Long, at. Bricf, which by the appellati- n is fhort,

5'.“ 2 Minim little or fharteft Tine but the”

41 4 Semibrien ’
the Characters differ yrt we may fuppaofec Time 1 hoalways the
fame, aud now moft mode rn Mufic l\ play’d by e Second Table.
Time muft be equal,even, exauct, like the Iu“.anre ota g dCluck,
whether the._"!‘«':tcs be long or fhurt or nune at all: Cmwon Time,
or even Time containe 4 units or fi-ps of Time which are co11d
Bars {0 § the shole tune is divided into fows, und is the frand—
ard «f Time, it l\as this C sign. Triple Time, or odd Time
is & l'rlchm\ or part of the Common, and has this 2 Sign ,

the athers dsﬂu' but little except in appearance ,

£ ’Ji TapatpaaCongpa12pa00aseasrpn
SOt peee Cpsatencores)

" The Learner will fee that all other Times are a Fraction of Com-
mun Tine, that they are of {wo fores |l‘u;-l‘f.allf‘ improper, and
indeed we ma.y make any number in a Bare with an improper
Fraction fuch as 6 2 : 186 204 S o only they contain o
BNy mGre ina I}.u'r hut Fractions are generally play'd froam the
!bc;{uml Table of Tiwes A Paufeis marky thus N jt is for
A% Intirumnents to fro, thort a moment in order to Jein again with
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n
the greater effect it is alfio fet at the fivithivg «Fa Song oe Ledl. .
. Barrs A o Doable Baris
B Tp FIEET
=== SEE=CS s,

The Single Rarrs dwnde the Time ecuall., the Dactble enls the

part,and if dotted. that part is to be plyyd twice.

Of Bowing .

As _the ufe of the Bow is pra.cdf:l various wavs by d.ir'f'vrem jee-
_furmers and being of the greateft Cunfequence we will endeavorr
+_to put the Learner in a regular way; The Bew may be confide & as
“the .‘l'ong\'te of the Inftrument as all the ExprefCicn is tromm the
l.tuw; the Bow in playing is always in Action, but the Fingers are
often of no ufe; there are various was s of uﬂn'g‘thc-lh.u Lut the
principal ways are four. Bowing, which i drawing the Row
tackward ard  forward r ¢ eveey Nute, Sluering ,wkich is
by draving the Bow but unce tur two or any number  of
Netes; Feuthering the Bow, which is dune like the Slur, only
it muft be tuken off the String afier tuuching it ¢ The
Spﬂng, which laft cunt be explaind but by Demaonftratiin.
the Bow mui_t be held neur the Nutt with the Thumb and Core
Finger, und fupported with the other Fingers neur the 1l ut
a fmall diftance fron: cach other, The Bow muft be drann crofi
the Strings puralled to the Bridge at the diftance of an Bieh & hali
or thereabouts buckwurd und fornard us fmooth as youcanto brizy
the Tone out,but withuut any Fivgors on the Strings at firfy, that 3 o
may not firike teo Strings together, for in fo doing you will £o.

each String out,and nit irike one String for uncther .
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12 o
OF Reating and Counting Time.

There are two \ajs‘ of Learning Mufic, that is, by Kule o-t"li'me
.h-q'ing, and by l-ar, if by Rule,the Perfurmer cant failir Le-
u-mnng a juft Player, if by Ear, he can never play but by
hlmﬁ.lf.AI] Mufic al Performances muft be dune by the Rule
of ‘l‘hne keeping euher with the Han'id or Foot, but vn. an

Infirument with the Foot, In Commaon Time you mult Leat
duwn the fore part of the. Foot when you count vne,and lex it
" remain till you have counted two, then takhe it up and count
three,and remain up till you have counted four,thus

. Common Time by the Firft Tuble .
| XAX 8N A b.f.b.?‘.l'_).".ht'.ht'.b.f.b.f‘.b.t’. b, bbbt bthth,
o — 1 —1

P =01 pos "rr.a
- T {3 e‘r" b':'.-‘l-—‘—
U, dO n. d. Ue do Ue (' e do u. “ Ue

d. u.

The letters over d\e Nutes are tor thc bowing, b, for drawing
the Bow hackwards, and the f, for drau ing it forwarly the lecters
umfer 'thc.lines d, fur beating the Fout down, and u, fur taking
it up,which the Learner muft practice continually, for it he
neglerts at firft he will find it very difficult to do hercatrer
the.Learncr may obferve this Example is playd from the firft or
ConmmeciTime Table. we will now Fet the fame by the Scoeud Tuble, thus

.
-

Common l'mu by the Secom( l‘nble .
whr. h.f. bf'»rbrhfbt'm XA XA TEA XA NS ~
D% smecped sinsl oo sl g | sen werl
=4{-Tiprlay w!'f F—ﬁ} S T

. du.d u. d. u. qd. u.du.

d. u.d. ue.
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" Here the Learner might think this Exumple was us faft sgain,ad fo
it wodd if it was playd from th: Common or Firft Time Tuble, he
sy now fee how neceffary it is ta introduce a Second Time Tah'.,
and indeed it put muny Per{..rmers to s ftand not knowing theval. .
of the Notes . We will now introduce an Example in Triple Time, 10
Triple Time you muft beat dvwn the Fout when you count one, und 1 ¢ =+
vemain till you have counted two, then take the Foot up keocrt 3, th-o

Triple Time by the Firft Table .

b. f. bf.bfb r.b.f. b, fb f.b.f. bL.E.b.f, b e b N

- # N ‘m - ) S 1 1 E_1—.:‘
- 11 | ] ™ =N 1
d.u.d. u. d. \E.d.‘u.d. v.d, u. 4. w.

The Letters over and under are ufd the fame way as in the
former Example, We will fet the fame Example to be ph g
from the Second Table, thus

'.l‘riple Time by the Second Table .

b.f. bfh.iht befh. £.bf. b.f. b.f.b.f. b.Lf.b.f. o

[ & \J
D o tssseentssst paei oo 21
. o 0 G - T z 1 ) I G S S B O ¢

== — e

ad.ue. trn- . do ll.d a.d. u. do u. “o Ue

It is needlefs to make any further obfervations’on the forego-
ing Exampir:, only we may wmparc them to the intérvals of
Time in beating the hrum,and itisas impofsil, ‘e to learn Mufic
without Time, as fura Carpenter to Work vudmug his Rule,¢r a
Pilot ¢ S:er without a € ipafs; and ths the n»re&:-mg rules muy
be uf-full, yet sny onc will be deceivd i€ he thinks -he, g.m 1. ~any 7% himfel{ with
buving it 2%:";»: Rook: However we will fet fome fe\ Ufefnl Exaniph
wd i .chas ihe Learner will be able to play, for Biftruct o Bucks are e
Tally, N €3 CEdifficale Leffons which can be of adufk to the lc. ATHE o

-



149

14 I .
- & Key by the Firft Table . ‘

b.e. hebsBE b —F—‘F#-P— )

F
PP T ?rr_g:
| GEEE NS S X L‘ | L 1T 1
L i

1 1T
L LR L

J
o D Key by the Second Table

bh.£.b.f. beheb. £. bEd.f. Leoe
L

M

e e

' b "b."

We. will now give.ﬁmm further directions for the Bowing, th.e
sl.nring;and the Feathering the Bow, When the number of Notes
in . Barr are equul or even, fuch as 9, 4, 8, %c. the Bow muft
be druwn backward and forward continually, the Arm eeping in

.muticm like the Pendulum of a Clock « The firft Note in each
.ll‘arr is to be ylafd with a back Bow us may be obfervd in the
foregoing . Exumples, we will now fet an Example for Slurring
and ?eathe-ring the Bow; the Slur is known by this femicircle

“put over the number of Notes it contains, thus & the fame
fign ferves for the Feather, only dotted - the difference is
this, for the Qlur; the Bow is to keep oun the String, and
qor tlm Puther, it is Juft taken off the String, but with
the fame Bow. We will fet an Example which will explain

h«o!\, in the manner following o ) .
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. . : -.*.‘-l:'." 15
Minuct in C Key by.t.l.xe Second Table .
 f. b, £. b, € BE BEBE, o0 g bE

ot b, f. Da N £ -
— T F

. bo f b r R
* [ 3 ° ﬁb
-\ Iqq! . £, r)
‘ﬁ':_gg: L g%j p! :%
RS Da Capo,or begin %.end with the firft Part
A ; ) - " . ,

.

By this Example it will appear how necefiary it is to regulute the

Bow, and the fome may think the Bow is of no great Confequence
they may be afsusd *tis much more difficult than the Fingering,
after the Fingers huve rightly found their places, for the Fingers
ripen much fooner thun the Bow, and indeed we cun perfurm with
the Fingers what is not poffible to be dune with Bowing,

which we can make appesr by the following Octuve o

T

A Shake. expluind . Ap:fgiamn above Apoggistura below -

Pae - 0 " ’ -
dAnE S — 123 e
=% _gr\ L < :3:;¥

the fame ﬂw'l.nm..
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. Of Ornaments or ;Graces .
The Notes in Rafles ﬂu_m’d be alwuys piajd plait:, Tune, and
Time are all that is vequird; the only apd principal Grace we
i uld make ufe of is the Shake, which borrows the found from the
Nete sbuve it. = in the toregniné Example. The Apoggiatura
i~ akind of Slur, fometimes from the found above, and fome -
tiiﬁés from the found below, and ‘takes half theTime of the Note it
fraads bef‘urei which if it does, woud it not te the fame without
t wean to fet it plain.as in the Example. e fufpofe itis 2 Minim
with an Apcggiatura, is not two Crotchets with a Stur the fame?
wm. it certain . for we look upon the Apoggiatura as unaecefsary

- and Anfuer no end except puzzling the caufe, the Apoggiatura ge.

werally is a retardation of fome Difcord, and may be done.
as well with the plain Notes . S

<

of Sharp Keys and Flat Keys .

We have fufficiently explaind what is meant by the Key, namely, =
the, dcgree‘s of an Octave in which are two Semit. nes,But pro —

‘ perly fpeaking, there are two Natural Keys in Mu(ic, that is, the

tlat hey,and the Sharp Key, which two Keys are to produce two
“lelslies or Harmonies in order to expre(s the two Paffions,
CThearful, and Melancholy, the Sha.qi Key to exprefs the Chearful,

~ and the Flat Key the Melancholy Mufic. Sharp Keys sre proper

for Trumpets and Morns, which are confind to the Slurp Key o uly.
The Flat Keys ure more foothing and complaining , yet the ‘ure
|nquently mind one with the other in the Modulation. Al kt\s
1+ known,not by the Fluts, ner the Sharps frt az the ’begm::u.g-c f.
th., Stuves, but by the third und fixth oF the Key, a greater third,
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| BIRRES 2
. - )
or Third Major contains five Semitones, and is culld « Sharjs b2
a lefTer Third,or Third Minor, contains but four, snd RIS 1Y R

Flat Key, which we {hall explain by the fellowing Exanplt\

A.\atu-a' "luv. l'ruof.

' 'c , Natura ll# Key o }'rooft
e e ||
] .

1 28 4 b ThirdMajor 1 2 3 4 Third Vinor

-

ATl other Keys are only a Trunfition from thefe Nataral Keys,it i
to be obfervd thut in ufcending in a Flat Key, the G'hamd',’.vl" the:

Key muft be Sharp, but in de!( ending all muﬁ be Natural, thus

Wﬁﬁ: aSEE=o55 S

A' 'O have fet a Vumher of Fxamples in the Natiaral Key of
c, M.um',ur greater Third, we will fet one in the N.tural Ke,
of A, .\!innr, or leﬂ‘et Third tims R

Mmuct in A, Mmor Key. by the 1°¥ Time Table,

i | \ :'\;-- . ' .
TR e e

-\-!

gt

b.

". b- S o N ¢ c.
— g 5 {oe ."b' Py B g
; ; :i'_
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It may he obfervid that we have fit but few Leffons 'lu;t re--
quire ﬂne ﬂnftmg the hand, yct we will form each String into
un Octave,'lnch i» done by Tranfporting or ﬂnl'hng the hand
mgher up the Fingor Board,as will be feen by the following
Example, which will give the Learncr an Idea of Shifting o

.o

An Octave (;c\ t.he 4'!';$tring . the fame on the 8"
: 1 2 3

e =

0

the (tme on the 29 " the fame on thet™t-

To |l.\y the Eight Notes of C, Key é_n the founl: String, the
Learncr muft pliy the loweft four as they ftand as | before
wentiond, then he mufe Shift his hand fo as to make. the
“urth String an unifon with the Third String cpen, which 4P
String is to be fropd now with the firft Finger; the Second
Finger i< ftﬂ?d almoft two Taches from the firft, the méd
iix-.(,cr is to be fropd about an Inch and half from the 29
and the little Finger is to be ftopd about an Inch ‘from
the Third Finger. As forming the Octaves on all the other

S:cings are dune the fame way, they need no further Explanation.

- .
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ADicriovaly

a3

Explaining fuch Greek,Latin Italian and VYrench Words ya-
generally occur in Mufic,

A
Adagio .2 flow Movement
Affettuofo ,very tenderly
Allegro. Rrifk or Quick
Alto Viola,. Counter Tenor
Andante.fignities thatall theNotes
muftbe playd equal X diftinctly .
Affai .enough

M
Men .ﬁgnifies Iufs as Men Allegru '
not fo quick as Allegro
Mod%rMad: rato . Modcratel y

N .
Non.mot.as Non troppo Prefto .
not too quick.

4]

B ® Organo ﬁgui fiesproperly an Orgun

B.C.orBaffo Continuo . thethorongh butwhen it is written over any

[S)

Bafs for the Organ  Harpficord ,
or Spinnet %c.
Bene placito . at Pleafure,

C

Canto . the firft Treble
Canzonetta ;a Song in general,
Camera.(hamber .as Ariede Camera
Chamber Airs

D

D.C.orDaCapo.begin again and

end with the firft Stryin
’ E
F.ocho.orEcchus .inImitation of a
naturalEccho, this Word is fome -
-times ufed inftead of Piano
| 4

F.or Forte.ﬁg,ni!‘iee. lbud or ﬂrun%

KEF.or piu Forte Jouder than Forte
Fortif{imo .very loud '
Fuga .or Fuge .is when fome of the
Parts begin a certuin Air ;and the
other Parts begin fome time after
that,imatating the firft Srepeating
the fume Air throughoutull the Parts .
G

Galliurda.Gay Brifk Lively, %c
Grave .a flow Movement
Gratiofv .Slow and Pleafin%

L
Largo .very Slow
Lﬂfﬂl_b“l) <ot fo{low as Largo
Leut.LentoorLentemento .Slow

Pic& of Mufick then it.ﬁgu ifies
the 'Dmmugh Bafs

. P
P.Pia.or Piano.Soft
Pianifdimo.or PPP.very foft
PirtAliegro .more brifk than AIL?
Puco Al lt‘:gro not fo brifk as AINY -
Prefto. fuft v quick
Preftif{imno ,very faft

) R

Recitativo.or¥e e v exprefs a
fort of {peaking in Siuging
Ritornello.a fhore Sy nphony

[ ) .
Seuza,without «s SengaViolino
without Violins
Solo.alone as Violins Solo the
Vielin alone
Spirite .with Sypirit
SteccatoorStaccato.in a plain
and diftinet manner
Subito . Quickly
Symphony .that which commenly

begins or ends a Song

Tutti.all.or all together
Tacet. fignifies let it be falent
| 1] .

Unifoni, a1l the Parts alikc
v .

Vivace with Life und Spirit

VoltiSubito..turn Gy quit My

-
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. A TABLE ;
os}.u the Tunes contained in this Book
n . ) - . : - .
Bellifle March' _ - —~27 Les Portraits —. = _ _ 21
) - - Lovely Nymph - _ _ _ 30

Come roufe BrotherSportsmm 34+ Cct (-a\ ones ik great . -97
Come hafte to the Wedding - - 25 Ludy Coventry’s Minuct —,~ 28
Coldftream March - —~ _- _~ 29 Lovely Nuncy with \nr. - =924
: D < M . .
Duer - - - - -=-2 Mulbery Tree - ~. - _ 20
Deureft Creature - = = = 32 Mufquerade Minuet . . _ _29
N A Murchin the Occé Oratori'o - 84
Farcwell ye'green Fields - - 27 Mr» l!ukers: Hornpipe - . .31
Fltons _G_a;nt -~ = = = =31. Marionets c = = = - =920
l"untb.'-hinllet- - = = - 20 ¥

T e ¢ Sce the Conquering Hero - - 23
Gavot in-Thomas bally - =33 Swegqp Willy Ol . . . _ .82
(.emmums Minuet . - _ _ 38 o T

) H "~ This cold flinty Heart = - 23

Hund <l Gavot = — _ _ -29 The Pricft in his Boots = — 926

| : The Echoing Horn = . - _28
Joes llnrnplpe- = = = =20 The Sun from the Euft . _ 380

Yohny Magil. - _ - _ _81 The Queens Mmuet- - - 80

R S "} v .
La Nlnome; - (_5.6?_‘:7 -91 Vicar & Mofes . _ _ _ 32
La Novﬂle Holandoise _ -..29 w

] "Water Parted . . - . 26
Iakofahl-- - - - =12 : Y

L.a Prominade - — -~ - - 22 Ye fuir Poffefi’d — — _ _23
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Monseigneur

Being flattered to be the first to have the honor
of offering some evidence of his talent to Your Serene High-
ness, it is also with a great deal of pleasure that 1 offer
you this small work. I hope, Monseigneur, that having ar-
rived at a mature age You will dare take it under Your pro-
tection and that Your Serene Highness, following the example
of His Illustrious Ancestors, would wish to encourage all
those who devote themselves to the Arts and Sciences when
they read the name of such a great prince on the title page
of a work of which the author would never have ventured to
flatter himself.

He has the honor, Monseigneur, with the most profound

respect and devotion to subscribe himself, Monseigneur,

The most respectful and the most humble servant,

Jean Baumgar tner
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To the Reader

The cello or the bass, being of all the instruments
that with the most extended use, I have found it necessary
as well as beneficial to compose this little work in favor
of my students who would wish to be instructed in the dis-
coveries and principles founded on theory and practice.
Since the work has appeared clear and methodical to them,

1 have resolved to bring it up-to-date in order to be use-
ful and render service not only to my students but also to
other amateurs and to those who wish to make a profession

of this instrument and do not have the occasion or the means
for instruction. Since no one, as far as I know, has taken
the pains to treat the practice and use of this instrument
in depth, I give in this method the most sensible and easi-
est approach, not only to play pieces but even to accompany
well since that is its primary role and consequently the
essential thing to know. I have felt necessary, in favor

of true amateurs of music in general and of the cello in
particular, to analyze this instrument. It is true that
there are a very few among the amateurs and even among the
musicians who take pains to read books which deal with music.
However, 1 know of few arts where reading and speculative
thinking are more necessary.

The good masters who join solid theory to successful
practice are not found everywhere; and if they are found,

they do not all have the patience and do not always take
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the trouble to instruct their students as is necessary. 1
have thought that such a work as this one would be precisely
what could diminish their trouble, if ambition and jealousy
does not prevent their using it with their students. Mean-
while, I desire that my work, composed for the use of my
students, may serve other amateurs of the cello as well.

I have applied myself to it in favor of not only
those who wish to limit themselves to a simple accompaniment,
but also of those who wish to progress to substantial pieces.
I have furnished them with the necessary insights to be able,
with a little diligence and exercise and with the aid of
their well-intentioned masters, to play some music which
is given to them—to read it exactly and fluently and to
execute it according to the rules, the applications, and
the most proper positions. I have taken the care to prove
and to illustrate each one of my teachings with an example
so that all beginners who have the natural dispositions
which are necessary for music with the aid of this treatise
and the help of an intelligent master, may learn to play,
according to the best practice and with the best positions,
all the diverse passages which will present themselves in
whatever key they might be. I will guarantee them all this
success if they read and apply my principles often, in the
same order with the same attention and the same zeal for
art with which I have written them. If I have succeeded,

I must wait for time and the good taste of a respectable

Public to bestow the justice which is due good ambition.
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I owe to the memory of Mr. Rousseau, this wise and
illustrious man, a tribute of recognition. It is he who
lent me assistance and enlightened me with reference to
what I needed concerning articles and terms which are found
in his Dictionary of Music which 1 recommend to all amateurs

of music and to musicians no matter how great they might be.

Opus laudat Magistrum
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Chapter 1
On Notes
The notes which are used in writing music are seven
in number:
ut re mi fa sol 1la si
in German: C D E F G A B or H
The notes have a double object in representing sounds
l. According to their diverse intervals of lowness
and highness which make up melody and harmony
2. And according to their relative durations of
slow and fast which determines tempo and meter.
In order to read notes there are many things to
consider—for example: the clef and its position; the sharps
and flats which may accompany it; the position of each note—
its interval, its shape which determines its value (see fig.
1l); the tempo in which it is found and the place it occupies;
the dot, which is worth one-half the note which precedes
it (see fig. 2); the sharps, flats, or natural accidentals;
the type of measure and the character of the movement. All
that without counting the accent or the expression suitable
to the sentiment to be expressed. The omission of just one

of these observations can throw it out of tune.

Chapter 11
On the Relation of the Clefs
The clef sign is put at the beginning of a staff
to determine the degree of elevation of this staff and to

indicate the names of all the notes which it contains in
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the lines of this clef.
There are three clefs: the F or fa clef, the C or
ut clef, and the G or sol clef (see the example, fig. 1).

Figure 2 is the scale of notes in unison in all clefs.

Chapter 1II
On the Measure
The measure is a division of the duration or time
into several equal parts. Although there are only two kinds
of measures in our music, there are so many subdivisions
that one can count at least thirteen types of which these

are the signs:

2 or C,2 2/4, 6/8, 6/4, C,12/8 3, 3/2, 9/4, 3/8, 3/4, 9/8
But there are really only two kinds of measures in
music—those in two and those in three equal beats. As each
beat can be divided into two or three equal parts, that makes
a subdivision which gives four types of measure. We do not
have any more.
It is very difficult to learn how to play in time;
it requires much practice. I will give you advice and a
way by which you will learn easily and with little pain how
to play exactly in time. For example, since you are not
able to use your hand to learn to keep time, as those learn-
ing to sing do, it is necessary for you to use the foot in
the following manner: realize that in a long, slow measure—
when accompanying or playing adagio, it is necessary to tap

your foot for all the eighth notes and to pay attention to
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the value of each note. In short measures or in allegros,
you will tap your foot for all the quarters. I1f you follow
my counsel, you will become good in rhythm. (See figs. 1

& 2.)

Chapter 1V
On Sharps and Flats

Modulation and transposition from one key to another
are reasons for having to use sharps or flats to correct
the differences between keys. Although there are three
types of sharps, the enharmonic, minor, or simple sharp
is only used chromatically. The sharp, as with the flat,
is placed always to the left—before the note of which it
is a part. The sharp raises the note a half step. The flat
lowers it a half step. The natural renders the note natural
(see the transposition table).

The half tone or semitone is the smallest of all
the intervals admitted. in modern music; it has the value
of nearly half a tone. Those which are marked by a flat
or a sharp and hardly change the degree are called minor
semitones. Those which form the interval of a second are
called major semitones. Although a difference is made be-
tween the two semitones in the manner of notating them,
there is none, however, on the organ or clavecin and the
same semitone is either major or minor according to the key

used.
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Chapter V
On Modes

The mode is a regular disposition of the melody and
accompaniment relative to certain principal tones on which
a piece of music is constructed. The third determines the
mode and modifies the entire scale on this fundamental sound.

The essential chords of a mode are three in number
and together form a perfect accord: 1) the tonic which is
the fundamental chord of the key and of the mode, 2) the
dominant—a fifth from the tonic, 3) finally, the mediant
which properly constitutes the mode and is a third from the
tonic. As this third may be of two types, there are also
two different modes. When the mediant forms a major third
from the tonic, the third is major; it is minor when the
third is minor (see the example of transpositions).

The mode being determined, all the tones of the scale
take a name relative to the fundamental, appropriate to the
place they occupy in that mode. Here are the names of all
the notes relative to their mode, taking the octave from C
as the example of major mode and that from A as an example

of minor mode.

ut re mi fa sol la si ut
la si ut re mi fa sol la
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It should be noted that when the seventh note is
only a semitone from the octave, that is to say, when it
makes a major third from the dominant--as B natural in major
or G sharp in minor—the seventh note is called the active
(sensible) tone because it announces the tonic and indicates
the key.

Not only does each degree take an appropriate name,
but each interval is determined relative to the mode. Here
are the rules established for that:

1) The second note is a major second from the tonic, the
fourth and fifth dominant are perfect fourths and fifths

in both modes.

2) In the major mode, the mediant or third, the sixth, and
the seventh must be major intervals from the tonic——this
gives the character to the mode. By the same reason, these
three intervals must be minor in the minor mode; however,
as it is necessary to recognize also an active tone which
cannot be made without false relation with the sixth note
as it is also minor, that causes exceptions which one takes
into account in the course of the melody and the harmony.
But it is necessary always that the key with the transposi-
tions gives all the intervals determined with regard to the
tonic according to the type of mode (see the examples with

transpositions).
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Chapter V1
On Intervals

The interval, of which there are seven, is the dif-
ference between one tone and another in highness or lowness:
the second, the third, the fourth, (the fifth), the sixth,
the seventh, and the octave. The second is major or minor:
the major consists of a whole tone, the minor of a half tone
(see fig. 1). The third is also major or minor: the major
consists of two steps, the minor of a step and a half (see
fig. 2). The fourth is perfect or imperfect: the perfect
consists of two and a half steps, the imperfect is called
tritone and consists of three steps (see fig. 3). The fifth
is also double (perfect or false); the perfect consists of
three and a half steps—the false of two steps and two half
steps (see fig. 4). The sixth is major or minor: the major
consists of four and a half steps, the minor of three steps
and two half steps (see fig. 5). The seventh is also major
or minor: the major consists of five and a half steps, the
minor of four steps and two half steps (see fig. 6). The
octave is produced when a note is placed five steps and two

half steps above the other (see fig. 7).

Chapter VII
On Consonances and Dissonances
Consonance is the effect of two or several tones
heard at the same time whose chord is pleasing to the ear.

There is only a small number of them which produce consonances;
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all the others shock the ear and therefore are called dis-
sonances. There are only several of these which are not
used in harmony but they are used only with precautions
which consonances, always agreeable in themselves, do not
require. |

The consonances are the unison, the third, the fourth,
the fifth, the sixth, and the octave-—double or triple; and
the many transpositions of all the other intervals without
exception within the range of the sixteenth. One can dis-
tinguish between the consonances which are perfect and im-
perfect——which can be major or minor. The perfect consonances
are the octave, fifth, and the fourth; the imperfect ones
are the thirds and sixths (see fig. 1).

The dissonances are the second, the fourth in its
use in the outer parts, the tritone, the false fifth, and

the seventh (see fig. 2).

Chapter VIII
On the Position of the Fingers

The principal rule in fingering concerns the differ-
ent positions of the left hand on the neck; it is that which
makes the same passages seem easy or difficult according
to the position and according to the strings on which the
passages may be taken. Thus, it is necessary to be able
to play quickly, with accuracy and precision in all differ-
ent positions in order to have a good technique. The cello

is not difficult to deal with when one has rules for the
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positions and techniques.

The fingerboard and the strings are long and, as
a consequence, the spaces from one tone to another are
large, especially in the first regular position. There-
fore, it is necessary to know where to pléce the fingers
and how to move them in such a manner that it does not im-
pede the technique. 1In order to move the fingers on the
cello with ease and without tiring the nerves, it is nec-
essary to place the fingers in the following manner: (see
fig. 1—Scales in major mode according to the order of ut,
re, mi, fa, sol, la, si).

Note

The figures indicate the fingers to be used and the
0 indicates the open strings. You will find all sorts of
ways to finger——it is necessary to know when to choose the

best because there is hardly any rule without exception.

Chapter IX
On Technique and Shifting
In order to play all sorts of figures and passages
well and with ease without being hampered, it is necessary
to know the technique of shifting and the places to shift
of which I will give you the rules.
1) It is always necessary to reflect on the chords if there
are any, and on the highest note in order to prepare for it.
2) When the notes are grouped in threes, whether in ascend-

ing or descending, one can also shift in groups of threes
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(see fig. 1).

3) When the notes ascend or descend in twos, it is conveni-
ent to shift also in the same manner (see fig. 2).

4) The tremblements also have their proper execution. One
always puts the second finger on the note of the tremblement

and with the third or little finger, plays the tremblement

(see fig. 3).

Rules on the Execution of Double-Stops

It is difficult to play double stops because it is
necessary to finger very accurately; and to learn to finger
accurately it is necessary to practice double notes. When
fingered inaccurately, it can be heard more easily when
playing on two strings than on one. I will give you the
rules for playing chords with two notes.

The unison may be played with any finger depending
on the position and execution. It is usually pléyed with
the second finger and an open string (see fig. 4).

Seconds are played with any finger but the first,
since the resolution is to the third. It is necessary also
to use an open string and usually the little finger is placed
on the lower note (see fig. S).

The thirds, major or minor, are always played with
the first finger with the little finger on the lower note.
When the higher note descends to the open string, the hand
stays in the same position (see fig. 6).

Fourths are always played with the little finger

and the second finger since the resolution is to the third.
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The lower note is played with the little finger and the
higher note with the second (see fig. 7).

The tritone is played differently according to its
position. It must resolve to the sixth (see fig. 8).

Fifths may be played with any finger according to
the position because the instrument is tuned in fifths.

As a consequence, the fifth is played with one finger (see
fig. 9).

False fifths may be played in only one way if the
hand does not stay in its ordinary place. The third finger
is used for the lower note and the second finger for the
higher note. The false fifth resolves to the third (see
fig. 10).

Sixths may be played with any finger except for
the little finger on the lower note (see fig. 11).

For the seventh, if there is no open string, play
the lower note with the first and the higher note with the
little finger or the third finger in higher positions. The
seventh resolves to the sixth or the third (see fig. 12).

Octaves are always played with one open string (see
fig. 13).

Since you have now been instructed in the techniques
for playing notes on two strings, I recommend the exercise
(fig. 14) where you will find all kinds of chords or double
notes because it is not sufficient to know the rules. It
is also necessary to have the technique which is the effect

of exercise and practice which depends on you and not me.
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Chapter X
On the Capo Tasto
That is, The Application of the Thumb in Playing

Because the cello has such a wide range, it uses
all four clefs—G clef and C clef for thevhigh notes.

If cello pieces were written only in the F clef,
one would not be able to read the notes in the high passages
since it would be necessary to draw many lines under the
heads of the high notes and would inconvenience the player,
especially if he were given a piece to play at sight.

In order to play solos, one must pay attention to
the facility of execution and the ease of the hand in order
to express all sorts of passages and figures. Most require
a particular way of fingering and there are passages espec-
ially high which necessitate the use of the thumb. Thus,
it is necessary to know the rules for the use of the thumb
in order not to be impeded in attitude and execution.

Ordinarily, the thumb is placed an octave below
the highest note of the passage (see fig. 1) according to
the plan ut,re,mi,fa,sol. Sometimes there is no need to
change the capo tasto; when there are one or more notes
higher out of the capo tasto, one can jump with the third
or first finger, leaving the thumb in place (see fig. 2).

Double stops have their own technique; as long as
one observes the following rules they will be easy in all
cases.

There is only one way to play unisons. Use the
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thumb and the third finger which is placed one step higher
than usual (see fig. 3).

There is also only one way to play seconds. Use
the thumb for the higher note and the third finger for the
lower (see fig. 4).

Thirds may be played in any position (see fig. 5).
When there are many thirds following one another either as-
cending or descending, then the position is changed for each
third until the last two, but it is always necessary to note
whether the third is major or minor (see fig. 6). In each
position there are three to play which comprise the tritone
(see fig. 7).

Whenever there are fifths, it is necessary to use
the thumb (see fig. 8). In each position or capo tasto,
two false fifths can be played. For the higher note use
the finger, according to the position, which is on the place
and for the lower note use the nearest. For the resolution
to the third, return to position (see fig. 9).

Three sixths may be played in each position (see fig.
10).

Two sevenths may be played in each capo tasto with
their resolution to the sixth (see fig. 11).

There is only one way to play octaves (see fig. 12).

For tenths, put the thumb on the lower note and the
third finger on the higher (see fig. 13).

For the Capo Tasto Volante see Figure 14
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There are also techniques or positions which you
will not play easily, but remember the open strings (see
fig. 15).

Chapter XI
On Bow Strokes

There are many things to observe in guiding the bow
because everything depends on the arm and the right hand.
It is with the bow that a good tone is pulled from the in-
strument and accent and expression are given to each note—
fortes and pianos, crescendos and diminuendos, etc.

It is possible to pull several qualities of tone
from the instrument; it depends on the spot on which the
bow is placed. When the bow is pulled near the fingerboard,
a sweeter sound will result; this is good for playing piano.
Sometimes this tone quality is used while playing pieces
to achieve a change of tone or to play some passages more
tenderly. In playing, one can bow near the bridge produc-
ing a more penetrating sound——especially when pulling and
pushing quickly with long bow strokes. In addition, it is
necessary to observe the signs which are found above the
notes, for example:

When there are none, one may usually pull one note and push
the next, but it is necessary to know which to choose be-
cause it is claimed that both the accompanist and soloist
should have the same competency in bowing.

Practice makes perfect.
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One pulls the first note of the measure and, con-
sequently, the last is pushed. When the notes are unequal,
which always happens when there is a rest before one or
three notes, or a half rest before one or three half notes,
then one pushes (see fig. 1).

Exercises
In all types of bow strokes (see fig. 3) the T means

pull and the P means push.

Chapter XII
On the Accompaniment of Reéitatives

There are two kinds of recitatives——accompanied
recitatives and ordinary recitatives. The accompanied reci-
tative is that to which, besides the basso-continuo, one
adds an accompaniment of violins and other instruments.
This accompaniment is usually made up of long notes sus-
tained over the entire measure. The word sustenuto is
written on all the parts, especially the bass. Without
sustenuto, the bow strokes on each change of notes would
be dry and detached as in the ordinary recitative which I
will treat later. 1In accompanied recitatives it is neces-
sary to sustain the sounds according to the full value of
the notes. If you wish, you may play a figure with the
bass note; but that is not necessary in this sort of reci-
tative since the chord is already complete and filled by
the other instruments. Just pay attention to the words

and the first violin so that you will play together.
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The accompaniment of ordinary recitatives is more
difficult, especially for the amateur or the musician who
does not ordinarily play the bass, because of the chords
which must be played. However, 1 will give you a guide by
which, aided by practice, you will be able to surmount this
great difficulty.

Guide in Learning to Accompany Ordinary
Recitatives with Chords

In the beginning it is necessary to notice in which
clef the melody is written because it is necessary that you
know how to read the notes in all the clefs quickly and ex-
actly. Otherwise, it is not possible to accompany with
chords except when the figures are written.

When you are very competent in all techniques and
you play correctly enough to accompany recitatives, begin
the recitative by giving the singer the note which I will
give in the later examples.

It is against the rules to sustain the tone in this
type of recitative. It is necessary to wait until the bass
note changes. While waiting, you will look for the note
which follows. Wait for the last word then give a dry
stroke with your bass note at the same time as the prin-
cipal chord note of the melody. You have enough spare time
while following the melody to search for your concordant
note. But it takes a great deal of practice for that.

Changing the note of the basso continuo in the

fundamental bass is not permitted; it is always necessary
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to play the note as written. When the bass note is written
high, it is permissible to play the note an octave lower
because otherwise you would not be able to play a chord.
It is not always necessary to use a triple stop
since you will be extremely constrained énd liable to play
false. Instead of playing a triple stop, use a double stop.
Be careful not to play a wrong chord; that would
make a bad effect. If you do not know how to find or to play
the chord quickly, then play the single note. In addition,
it is always necessary to observe major and minor.
It is good, when accompanying recitatives with chords,

to know the common rules of accompaniment.

Table of Accompaniment with Each Figure
The second is accompanied with the fourth and the sixth
The third with the fifth
The fourth with the second and the sixth when the ligature
is in the lower part. When the ligature is in the upper
part with the fifth and the octave

The tritone is treated as the fourth with the ligature in
the bass

The fifth is accompanied by the third
The false fifth by the third and the sixth
The sixth with the third

The seventh with the third and the fifth and sometimes also
with the octave

The ninth with the third and the fifth and it can also exist
with the seventh
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Explanation of Cadence Chords

Cadence chords are nothing other than the passage
of a dissonant chord to a consonant one since one can never
leave a dissonance except by an act of cadence. But since
every harmonic phrase is necessarily joihed by expressed
or assumed dissonances, it follows that all harmony is no
more than a string of cadences.

That which is called an act of cadence always re-
sults from two fundamental sounds of which one announces
the cadence and the other ends it.

Finally, there are hardly any dissonances without
cadences and there are hardly any cadences without disso-
nances expressed or understood.

Consonant chords are the perfect chord and its de-
rivatives. All the other chords are dissonant. Here is

the table of all chords accepted in harmony.

Table of All Chords
Fundamental Chords
The Perfect Chord and its Inversion (see fig. 1)

This chord determines the key and is only played
on the tonic. 1Its third may be major or minor and it is
that which determines the mode.

Active or Dominant Chord and its Inversions (see fig. 2)

None of the tones of this chord may be altered

Seventh Chord and its Inversions (see fig. 3)

The third, fifth, and seventh of this chord may be

altered
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Diminished Seventh Chord and its Inversions (see fig. 4)

None of the tones of this chord may be altered

Chord with Added Sixth and its Inversions (see fig. 5)
Augmented Sixth Chords (see fig. 6)

This chord is never inverted and.none of its tones
may be altered. This is really a chord with a major sixth,
sharped by accident and in which a fifth is sometimes sub-
stituted for the fourth.

There are many other chords; for example, the chords
of substitution, which I do not 1list here because they re-
quire too long an explanation and it is not my intention
to discuss composition. But if you wish to learn them, read

Rameau or Rousseau, etc.

Rules for Playing Cadence Chords

It is not sufficient to know which are consonant
and dissonant chords, it is also necessary to know how to
play them on the instrument for which I will give rules and
examples in all keys.

In the perfect chord with four notes the lowest note
is always played with the first finger unless it is ut or
C, and, consequently the fifth also with the first finger.
The tenth, then, is played with the third finger if in the
major mode; in minor, the tenth is played with the second
finger. The second octave is always played with the little
finger.

The dissonant chord is played differently. One al-

ways has to observe the rules just given for playing chords.
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See examples for playing cadence chords in all major
keys according to the order ut,re,mi,fa,sol,la,si. The same
rule must be observed in minor mode, but the third must be
minor (fig. 8).

See example for accompanying ordinary recitatives.

The third line has been added to show the effect (see fig. 9).

Chapter XIII
On General Bass

Since you are now instructed enough to play chords
in all keys, I will also give rules for accompanying the
basso continuo with chords although the individual notes
are not written. Because it is very good, when you accom-
pany a symphony or other large ensemble music, to sometimes
play chords if there is occasion and if you are not too
occupied with technique and shifting.

In order to accompany with chords, there are some
observations to be made concerning the movement of the basso
continuo—how it rises and falls by step or leap and also

by the most prevalent motion: stationary.

Observations on the Movement of the Bass
If the bass is stationary you will not know how to
realize the figures—the ear must guide you; and if you do
not know how to distinguish and understand the harmony, play
the simple notes (see fig. 1).
When the line rises or descends by degrees, one may

use thirds or sixths; but it is necessary to notice whether
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there are slurs on this sort of bass, because this bass
movement depends on the slur which I will discuss later
(see fig. 2).

If the bass leaps up a third or down a sixth, one
plays a sixth (see fig. 3).

When it leaps up a fourth or down a fifth in prep-
aration for a cadence, one plays a fifth or a sixth (see
fig. 4).

If the line leaps several fourths higher or fifths
lower, sSlurs are usually used; then play the simple notes
or play the third (see fig. 6).

If the bass leaps up by fifths or down by fourths,
there will be a slur used (see fig. 7). In this case use
octaves or unisons if possible, or play the simple note.

If it leaps up a sixth or down a third, one may
play the sixth (see fig. 6).

When the bass note is sharped, one usually plays
the false fifth. Sometimes the seventh is played instead
of the sixth; in this case, it is better to accompany the
sharped note with the false fifth or the third (see fig. 9).

When it rises or falls by a half step, it makes a
cadence (see fig. 10).

When the bass is stationary and makes a cadence,
one plays figures as shown in the example (see fig. 11).

Sometimes one retards the resolution in the third
(see fig. 12).

If the bass is highly figured, it is better to play
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simply without ornamentation (see fig. 13).
When the line is tied, it is not necessary to ac-

company with thirds, but with a second or a fourth (see

fig. 14).

General Observations
It is possible to accompany all bass notes with
thirds except when they are tied 4, 2, - 2. In this case,
it is best to play the note simpli (see fig. 15).
In the other ties you can always accompany the bass
with thirds, but you must know whether the third should be

major or minor. The ear, if you have one, will guide you

(see the example with ties, fig. 16).

Chapter XIV
On Modulation

1f you do not know how to modulate, you'are not a
good musician. In order to rescue you from your ignorance,
I will give a small explanation and some short rules to
teach you to modulate with little difficulty.

Modulation is the art of leading the harmony and
melody successively through several modes in a manner agree-
able to the ear and conforming to the rules.

The laws of modulation stem from the mode produced
by the harmony: these rules are simple but difficult to
observe well. Here is what they consist of:

It is necessary in order to modulate well in the

same key:
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l. To note that the dominant and tonic chords are
used frequently but with different figuration and with dif-
ferent approaches in order to avoid monotony as may be seen
in my caprices which I have written according to the order
of ut,re,mi,fa,sol,la,si and in all the hajor and minor
keys, where I stay for a long time in the same key and you
will see all sorts of passages and figures adapted to the
instrument.

2. To make cadences or points of repose only on
these two chords or more often on the dominant.

3. To never alter any of the notes of the mode
since one cannot play a sharp or flat which does not belong
to it or leave out some which do belong without leaving the
mode.

But for passing from one key to another you only
have to alter the scale of the tonic by a sharp, then you
will see that the scale of the dominant is formed. And to
pass from the tonic to the subdominant, you will add one
flat to the scale of the tonic. That is the whole secret
of passing from one key to another by using a single sharp
or flat.

Let us say, for example, that you want to modulate
from the tonic to its dominant and take, for example, C
(ut) as the tonic and G (sol) for the dominant. You know
that the scale of G has F#. Then add your F# to the note
of your tonic C; you will see that the scale of the dominant

G is formed. C and F# form a tritone. You know enough
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about accompanying with each figure and you know that dis-
sonances must be prepared and resolved. The tritone must
resolve to the sixth, since all sharps want to rise; so let
your F# rise a half step to G. Now, play the note a sixth
below (B). That is the modulation from C to G, that is from
the tonic to the dominant by the nearest route (see fig. 1).

To pass from the tonic to the subdominant; that is,
from C to F, add your flat to the fundamental note, because
you know that the scale of F has B flat. C to B flat is a
seventh and the seventh resolves to thg sixth or the third
since flats want to descend (see fig. 2).

There are other ways of modulating-——by the major
sixth and the diminished seventh—which I will not place
here since they require a long explanation. It is suffici-
ent that you can modulate to all keys by use of the sharp
or flat method.

Paucis multa

I have given you the theory; the practice is up to

you.

Vita et labor

General Instructions for Good Accompanying

Have a good instrument, cost what it may, if you
can find one. It is necessary that the cello always be
well equipped with good, well-proportioned strings—at least
some that are of the correct size. Never hazard to accom-
pany a solo, trio, or a quartet. You might try to accompany

in symphonies because there will be several cellos which
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will cover the mistakes that you will make. When you are
ready to accompany, situate yourself well so that you can
see the notes. Before beginning, notice the measure sign,
the key of the piece, the sharps and flats. For the tempo,
watch the first violin or whoever is the soloist so that
you will play together. If you are not sure of the tempo,
ask the soloist. There are many inexperienced composers
who do not know the difference between an alla breve C and
a C measure with four beats which embarrasses the accom-
panist especially if the bass is stationary because then
it is impossible to figure out the tempo from the harmony.
In this case, if you do not know the tempo, it is not your
fault. It is necessary to observe the pianos, the fortes,
crescendos, diminuendos, etc. If the first violin, or singer,
or another soloist rushes or slows down the tempo somewhat,
do likewise in order to stay together. It is especially
important to follow amateurs. Nothing helps staying in
time more than the bass accenting the first note of the
measure.

To accompany softly, you may pull the bow towards
the fingerboard and for forte, bow near the bridge. It is
good to play figures when accompanying a symphony or a choir.

When accompanying a symphony or other large ensemble,
it is necessary to play the notes an octave lower if there
is no contrabass and, if possible, also play chords; but
you must know which ones to choose.

If you accompany a solo, duet, trio, or quartet
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where each one plays alone, play the notes exactly and ob-
serve well the dynamics and all the written signs. Always
accompany neatly and with detached strokes if there are no
bow markings.

It is absolutely forbidden to add ornaments, pas-
sages or other things in the accompaniment. If you do so,

you will show your ignorance.

End
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APPENDIX D

METHOD
New and Systematic
To learn to play the violoncello, in which is treated the
way to tune it, to place the instrument, and to hold the
bow; the position of the hand on the fingerboard, the touch,
the extent of the neck, the fingering in all the major and
minor scales, down-bow and up-bow with a number of Exercises,
Romances, Ariettes, and Minuets with variations, etc.
by
Mr. Cupis, the younger
Professor of Cello and Student of the Celebrated Bertaud
price 7 1t 4f
at Paris
At Boyer's, the Music Store, Rue de Richlieu at the Clef d'Or
Passage du Caffe de foy
At the House of Made. Le Menu, Rue du Roulle at the Clef d4d'Or

A P DR
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Principles for the Cello
Tuning the Cello

Example 1
Chanlerelle
: _ Bourdon
nl‘f ":,'} odsd ’4"'"‘[ 1.d .S“lv;n? b s#n'v\y -
- o—
la re sf% —_ Jt

9

Hold to Place and Hold the Cello

It is necessary at first to sit forward on a chair,
in order to be able to hold the cello with ease. Place it
between the legs in such a way that the corner of the in-
dentation in the bottom left portion of the cello (bottom
left bout) is situated in the bend of the knee so that all
the weight of the instrument is placed on the calf of the
left leg with the left foot outside. If the knee, on the
contrary, is placed in this indentation, it will hinder the
bow from passing easily when using the chanterelle. The
right leg is placed against the side piece at the bottom

of the instrument to hold it securely.

How to Hold the Bow
The bow is held in the right hand near the nut with
the four fingers above the stick and far forward enough so
that the index and ring-finger can easily touch the hair.
As it is the index which gives the force to the bow, it

must be placed farther advanced than the others on the hair.
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The thumb is found on the other side of the stick between
the index and the ring-finger, the hair towards the bridge
and the stick raised enough so that it doesn't touch the
strings.

Nothing gives more ease to the wfist or more grace
in playing than holding the elbow a little bit raised in
getting used, from the beginning, to using all the bow—
pulling and pushing.

There is no need for constraint in the arm. It is
a fault which takes away all the pleasure of bowing and
hinders the production of beautiful sounds. It is always
necessary to keep a natural suppleness of motion in the

wrist while pulling and pushing the bow.

To Make a Full Sound

It is necessary to place the bow on the string on
which one is going to play, at the distance of two thumbs
from the bridge. That is the natural position of the bow
at which one can pull all the sound that the instrument must
produce in making the string vibrate by pulling the bow in
a straight line. And, to the contrary, if one wishes to
get softer or sweeten the quality of the sound, one moves
away gradually from the bridge until nearing the fingerboard
and diminishing also the force of the weight of the bow on
the string. This is what leads to sweetening the sound of
the instrument to such degree as one wishes—the more one
brings the bow toward the fingerboard, the more the sound

weakens.
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Position of the Hand on the Fingerboard

It is necessary to place the thumb of the left hand
in the middle of the length of the neck (at right angles
to the neck) opposite the fingerboard in such a way that
the thumb corresponds to the index witho&t grasping the
neck. If this is not done, the fingers will be positioned
badly and one loses the advantage of using them with facility.

The Touch of the Left Hand Fingers
on the Instrument
1. It is necessary to hold the fingers rounded as much as
possible.
2. Touch the string with the tips of the fingers in press-
ing it to the fingerboard.
3. Raise the fingers as little as possible while playing.

All these observations being followed exactly and
combined properly suffice to attain a good technique and
beautiful sound quality.

After having treated the way to hold the cello, the
bow, the position of the hand on the fingerboard and the
touch, as succinctly as possible, so as not to overtax the
attention of the student and so that he will be able to
follow them exactly; I am going to give rules necessary
for gaining the knowledge of the range of the neck, the way
to finger in all the major and minor keys for accompaniment—
always making sure to push and pull the bow in a straight
line at the distance of two thumbs from the bridge in order

to pull full sounds as I have said before.
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It is necessary to note that when playing the major
third from the first to the fourth fingers, the index (sec-
ond?) must always take the place of the ring-finger. This
must be observed when ascending (scalewise) to the note G
from the fourth to the third strings, to the note D from

the third to the second, the note A from the second to the

chanterelle, etc.

Example 3
P
g *
S e
F= —— i

q | L=
c__...

+——
> ©

In general, the index is used only when from the
first note to the second there is only a half step and from
the second to the third notes is a whole step. The ring-
finger is used when from the first note to the second is a

whole step and a half step from the second to the third.

Example 4
{ 2 M v 3 : ]
T e
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It is necessary to note this manner of fingering
in shifting to G on the chanterelle, to C on the second
string, to F on the third string and to Bb on the fourth.

All the sharps and flats which are to be played from
the first finger to the fourth are fingered by spreading or
bringing the fingers together according to whether the thirds

are major or minor.

Example 5

TRi-
Hel.
H o

—‘P ¢

+

1
4
|4

If the note which is played with the third finger
is followed immediately by a sharped note a fourth below
it or an octave below which must resolve to its fifth, it

is necessary to play this note with the second finger instead

of the third.

Example 6
2 M v+ d L 3
—- #-0—— —t
gii':;L:'T'a-.i‘,'c ‘I::QE
*

It is necessary to note that all the sharped notes

are the same as the next higher note when the latter is
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flatted. The same sound is produced by both.

Example 7

I e "1'
\ o130

T—
L4 ] A A \ 1 1 1
J 1 L] M M
-/ =

Even high on the fingerboard these notes are often

played with the same finger.

Example 8
13 * |
4 “ I}
Efi > v ) 1 1 TV
1 1 ITHBR 1 U '
I — & qa \
.ﬁuymgen#m

dﬂwfﬂnﬁs

All the perfect fifths are always played with the
same finger by placing it across two strings at a time, and
the false fifths are played by crossing the higher finger
to the other string. It is necessary to observe this manner
of fingering false fifths as much as possible when the two
notes follow each other quickly in batteries and when it
is necessary to hold them as a chord. This method cannot
be dispensed with when one is not used to shifting quickly.
It is necessary, in such cases, to use the little finger

raised a half step above the other finger.
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Example 9
.
ﬁ#; 1 YTy
e e el
ket {fths  False biths Plie fiftns ohucls mn bepleged
Jd
ord, e 231 o 32,
s Tt T #
EESESiS R P

wih Hhe Same $nner extended
One is sometimes obliged to change the ordinary

manner of fingering because of the circumstances.

Example 10
[ ) 1 2 3 ) ' 34
mﬂ.&‘ L9 '! L E 31 "! Ty oLl el Lo
4 i 9 9,9 10.¢ g Vi pl10,.90 L1 a1 hd
2 111 IR AN TR | N l-b_%

It is necessary to get used to looking ahead as much

as possible when placing the fingers on two strings——look-
ing ahead two or three measures ahead of execution so as
not to be obliged to throw the hand to grab one note which

would be embarrassing and could cause a false note.

It is necessary to take care not to raise the fingers

which can stay in place—especially when passing from one
string to another, and not to place the little finger alone
on one string when one has several notes to play descending

diatonically.
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Note that unisons are played with each of the fingers
according to the circumstances. The following examples show
the different ways of shifting.

Example 11

. ¢
¢ 4224 b e 233
%I a o i d 1 P4 W | . 4
Y oaoa T e s TIMTT e a1 Tcaaa T 1
] Y VV 11 L Nl Y°©v l f YVvY©Y LI - fyve
—- | — T H i
[~
'S ] . ¥
O a1l E e LT VO L ;
— Tt O —_ T 111
| I A4 1 | | | N \ammm— i | 1
— v 1 d — 1
N e ]
a2 ¢ - a " a ' \ "
+L 2t e = L4422 43 2 + ¢
ﬂ._+’_ii T 1 —t—t—% N 1
2 L | I L 1 1 1 1. [ %
et { . - ¢
-*

How to prepare the E on the chanterelle which is

the first note above the regular extension.

Example 12

Mo g

) ' 2
-2, + e el
1 1. 1

N
-
-?‘—

i

fo ~
1. X"
Hins
1l —
L) 4
fo
RENY
L1Li¢ &
R
- *
&
(e
N

}\" ;

When playing several ascending thirds in succession

on the chanterelle, the first finger is always put on the
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first note of the third. The fourth finger is placed on

the first note of the pair when descending.
Example 13

LI IR
4,3+, Y2ty ' £ o
'3 + ""q :‘=e! 2 40 O o * ,+ 8
> o?T*St:.i MRANE B SIS M SN W 5 —t—
o 1 I A - v >
8 - — z
1-3 ;“ K
P L + \ i_.: ot LI \
X T T L 6
m. 111 1
i SEaEasms

The same rule is observed when there are several

trills to be played in ascending thirds.

Example 14
] R} £ 8
v . ) 1 &3 by 'y @ .
Qo o": ‘Lo e :4..!. L0, 42F T o237 Jo 2ty S $
—y iy ei Mt 1 - ) 11
TEaiima T, BSSEEZEES

When after having played a descending third there

is an ascending third, the first finger is always used on
the first note of the ascending third.

Example 15

N\
3 -L .‘ ) -‘L 1. | l ‘(\.".l { | R
T } 1 o o
L -
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When four notes descend diatonically and the first
three notes are slurred, the first finger is drawn back to

play the fourth of the descending notes.
The little lines which are found above the first

notes are to show when to push the bow and when to pull.

This (|) means to pull, this (—) means to push.
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APPENDIX E

Method for the Cello
dedicated to

Mr. Rigaut, Navy Physician

composed Dy
Mr. Tilliere

student of the celebrated Bertau

Price 7.4

ln Paris from Mr. Bailleux, Master of Chamber Music for
the King

Rue St. Honoré at the Regle d'or

In Toulouse, from Mr. Brunet

And in the Libraries of the Realm and Foreign Countries

A.P.D.R.
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APPENDIX F

BASS METHOD
Containing Some Elementary Exercises
Followed by Eighteen Sonatas or Duos

FOR THE VIOLONCELLO

Dedicated to Monsieur De Boisset Glassac

Viscount of Paulin, Lord of the Vergue, Masnau, and
Connac

Venerable Captain to the Regiment of the Crown

By Mr. Azais
Master of Music of the Royal Military Academy of Sorese

price 41t16s

At the Author's in Sorese, by Revel
In Paris at Bignon's, Place of the 0l1d Louvre
At the Perfect Chord
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Principles of the Cello
Article I
Holding the Instrument
It is necessary to hold the bass, or cello, between
the legs, with the left foot turned outwards and leaning
to the right in such a way that the instrument is supported
and held by the calf of the left leg and the tendon of the

right.

Article I1I
Holding the Bow
The bow must be held with the four fingers in such
a way that the little finger is about the distance of a thumb
from the frog. The thumb is positioned opposite the second
finger—observing that the hair, while bowing on the string,

is turned a bit towards the bridge.

Article III
Position of the Hand

First Rule—The hand must be positioned in such a
way that the first finger is about three thumbs' distance
from the nut (this the ear must decide), and that the four
fingers are well rounded in firmly pressing the strings so
that the strings are touched only by the tips of the fingers
and pressed firmly against the fingerboard. The thumb must
be placed under the neck, between the first and second
fingers: This hand position is called Ordinary Position

or "Dans le Manche."
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Article 1V
Fingering
Second Rule--From the nut to the first finger there
should be a whole step, except when the first finger is used
to play a flat or a sharp. From the first to the second
is a half step; from the second to the third is a half step,
and from the third to the fourth is a half step. This rule
is followed when there is a minor third from the first to
the fourth finger. But when there is a major third, it is
necessary to have a whole step between the first and second
fingers so that the other fingers can play a whole step be-
tween the second and fourth. The reason for this is that
the second finger is longer than the fourth and can more

easily stretch the distance of a whole step.

Example 1
- 5 14#
- — L +— 1 1 t—1 .:_:—
1 1 1 1 1 | )| l!l
t e
+ Y 3 r3 |
5 I'AI =r I 1 1 I‘
¥ —t 1 i —& ! @)
; %;‘n. o ] e

Third Rule—Once the hand is placed in the manner
indicated below and the fingers placed at the proper dis-
tances for good intonation, it is necessary to be careful
to raise the fingers in such a way that they don't move from

their position and have to be repositioned; in letting them
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fall two at a time, they should return to where they were
before being raised—moving only the fingers and never the
hand.

Fourth Rule—One must raise and lower only those
fingers which are needed to play the wriﬁten notes, whether
on the same string or on a different one. This means that
when a note is played with the second or third finger, one
must use only the second or third finger; therefore, the
notes found marked with a 2 or a 3 will be played with the
second or third fingers. Only with the notes that are to
be played with the fourth finger can one add the third—the
little finger being too weak to adequately depress the string
which would whistle each time that it was not held firmly

against the fingerboard.

Example 2
A to v . \
< oy > > <+ \ vt ]"
H_ 1 L 01 | | AN P J
S e as A e e S e e e
M 1 I S —0 hdf
‘l
Lt e« L <+ N )
ZF:FI;ZZI{lef 1  — T o —— T
7=t H—+t Il:F' 7 - . :;tl. +——t=—1
L Y Aﬂ

+ * 7
Do net réire *'\‘«(m-,er "l““"f"‘" the nofes macked wilh i siqn (1),
Fifth Rule—When some notes are encountered which
cannot be played without changing the ordinary position as
for Ab,Db, etc., it is necessary to position the hand over
these notes. This is called shifting in which the position

of the hand stays the same as if it had not shifted; that
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is, the thumb follows the hand.

Example 3

Sixth Rule—The unison is always played with the
second finger grasping the neck in order to give more force
to the sound, unless there is a third to be played above.
In that case, the thumb is left in position as though one

had not shifted.

Example 4

0] 1 PN G |
1 vy ﬂ'
L ;L_—D " | WA |
1 —+= :" 4 LI | —6—11
[
X s DU TR SN YA
v 20 o s o 111 1
T3V el IR | PR | P N P
" T 11t M B s 'ad N ASrum
1 | AR ) 111 vV W ) 11
LA -

Note The examples have been placed in this discourse only
to demonstrate what has been stated in the rules to which
they are joined and are not to be executed at present by
the student who might try in vain to play them. He should
not do so until he has acquired the knowledge of the instru-

ment and the necessary strength.
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Article V
The Use of the Bow

Seventh Rule—It is necessary to pull and push the
bow its entire length always in a parallel line at the dis-
tance of two thumbs from the bridge. Take great care that
the bow touches one string at a time unless obliged to play
chords or unisons. Also be careful to use only the wrist
and forearm, never the shoulder.

When bowing, one must use more or less weight ac-
cording to the occasion-—the deciding factor being the ex-
pression, whether soft or loud. Finally, one must neglect
nothing in pulling the greatest tone possible from the in-
strument. This can be accomplished by long periods of
practice-bowing with large strokes and pressing firmly
with the fingers on the strings without which the sound
would be feeble and disagreeable. One cannot practice
this rule too much before progressing to other things.

One is warned that when using the higher positions, it is
necessary to move the bow closer to the bridge.

Eighth Rule—It is customary to pull the bow on
the first note of a group of two and to push for that which
is not; but one need not observe this especially in three-
beat measures and in certain passages in which experience
teaches better than all that could be said on the subject.
One must, however, follow the rule in the beginning of

pieces.
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Example 5
. > | ©
Jan T \'—'_'1‘1 T 1 ’_!_._*-
e = et e e e
te 14
- Y ] -“ i
23 '1"" P A A A 9] 2] !:r‘ 3 |
llf:.li{ 03 £— —‘—1—5 l¥l,‘:l [.1§ uj‘i
| S S . 11‘5/ 1 A ;0 ll'
2 ~ Y
te te

Ninth Rule-—When, in playing batteries, the first
note is low and the second is high, it is necessary to push
the first and pull the second. One should do just the op-
posite if the first note is high and the second is low.

The same is true in arpeggios (see the table of Arpeggios).

Example 6
g - *

an ——— »

X —ate +— 17 7
A!]; :L[': - T C
;___.r ATENIR T ¥ - TF
—-H T

eI

— -— 4 4 |i \‘i U VvV 3

Tenth Rule-——All the notes slurred together are
played in the same bow stroke whether pulling or pushing,
and those which also have a little mark between or above

must be detached and in the same bow stroke. But when they
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are not slurred, the little mark means that they should be
played staccato or detached without having to play them in
the same bow.

Example 7

~ 'O,
o ,2"'\.’\ L vee '.."’L'.' ‘,‘__
— = ‘allllﬁ vt * 1 i t
+—eo—+—4+ - -+ 1 *- =1
7*__":'l 1 — []’\gl ll
Joy b 1 MY P 4 P tP tp tp tp
*o, PaX|
e L o
=sstSensnaie S
Yo
i trie

Article VI
Some Different Positions or Shiftings
The first position has already been discussed in
Articles Three and Four; it remains to indicate those others
which are also useful. Usually, six different positions
are counted which are a half step or a whole step apart.

They will be demonstrated below for each string.

Example 8
vq ' P | 3'4' q d4 \ 2‘+
° A-O-Q e 2¢ g2 - 6.;.9 o a¥
6 .4 ° 1 r

= = E ]
F
¥ Y Pos. S+ fou. b Pos.

Ohﬁnaq

?Dil“'wn 3\'\‘ ?OSJ’«M 3'J ?05.
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For facility in execution, the thumb is often used.
It is placed on its side pressing firmly on the strings.
This gives the effect of a nut and only the first three
fingers are used. By this method (the thumb making a nut
on two strings at a time) it is found that the octave may

be played without having to change the position of the hand.

Article VII

Tuning the Cello

-~

xample 9

b gdrem . . .
- lg 1 an; ‘4'"'\" 3!‘5"'»‘1 Q""cgfou\.'
VA O

7.\

handere e open :Fm

'3
open

The four strings are tuned in fifths. One tests

the string by sounding the second with the first, the third
with the second, and the fourth with the third. A perfect
fifth should result each time. This method will not fail;
however, since it could be that one does not have the ear

to recognize fifths, the tuning can be tested between the
Second and first strings by putting all four fingers on the
first. Then the sound that results should be an octave above
the second string. The same can be followed for the other

strings as is shown in the following example.



290

Example 10
Is4 and
q‘"\ (X} 1"
st ‘E N Andomn  3wepen N 11‘ imers A finqers
L 117V ” A L o] —
y ©- —6— /= © -
and oen B dnd open p @
open 30 ope” “;o‘-r‘ . P drd optn qzorm

Explanation of Signs

The figure (0) designates open string or no fingers
used. The (1) means that the first finger is used; the (2)
the second, the (3) the third, the (4) the fourth or little
finger. The (t) to pull the bow, the (p) to push it. The
(f) means loud, the (p) softly or sweetly, the (ff) very
loud and (pp) very soft. (8Y%) means that it is to be
played an octave above the written notes. The (b) that
the thumb should be used (see the Art S5th). The (a) means
harmonic. A harmonic sound is made by lightly placing the
finger on the string so that it hardly touches. The bow

is used in the usual way (see the Seventh Rule).

Note
One must not skip from one exercise to another until
one can play the first one perfectly—especially with the
Scales with which one must become very familiar before leav-

ing them.
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ADVERTISEMENT

Tnt-umu.m—-mumcmﬁnmhm-emuﬂ
circumfiances, thet this treatife contains, in the beginning of the fecond part, or the praice of fingering §
after which, the theory contained in the firft part will be better underflood : but if any dificulty thould occut
In thae, which can only arife from the figns made ufe of in explaining it, this will be eatirely dooe sway by
porufing the fourth chapter, on the general rules of fingering. The author having oblerved, in the courfe of
Mis seaching, the greated uncertainty and embarrafiment to arife, from his pupils having boen taught diffevent
mathods of fingering, by difcreat maflers they had been under, and that the perpleaity arifing from the
oguipeils of suthorities lod them genenally to conclude that fingering was direted by caprice catiffr thaa
By principle )—the author, fenfible that every thing that depends oa bers and ded fpace, can be
fobjofind 0 3 better criterion than the ewrberity of any man, b fpeQabl pted to inveftigaes
the priaciple on which fingering, avowedly fuperior to every other method, and adopted by the beft maflers,
was founded ; and be hopes he has not been uafucce(sful.—The fudent, theref: rh his refped for
Sutherities mey be, need not be alarmed st the feeming hypothetical foundaticn of our method, s it is
mothing but the priaciple of the beft fingering known in pralice, ded, and made univerfal; and, inflead
of complicasion, sad diverfity of ngering, be will be furpeifed to find the Gmplicity and wniformity that
prevails throughost. A complete analyfis of the Gnger-board, in akcending and defcending fcales, ad rules
of fagering of genenal application, have oever been before peed ; and the novelty of the (ubjed is the
Soft apology the author can make for any imperfelions or repetiti there may be in the explanations, as
ﬂ.hh&mﬁuhln;mpn‘mmn&di&ulchdﬂi&.hn&lm might aot
Dove bosn entirely by perfoms greatly fuperior to the suthor in attainments.

The differtation on the erigin and improvemeats of fringed infiruments, down t0 thole mow in wfe, will
8ot it is hoped, be thought improper to precede a treatife of this kind, a8 it is chicfly meant us a fhort account
dhl’-uhhdthm.anduyfcmuuinuodu&imm-mmphhihqeitkmm
feicnce of mufic, to many into whofe bands this treatife may fall, who may met have an opportunity of
" ewbaltiog the original, or larger works on the fubjed:—There will be found ia it feveral circumfiances,
which the suthor has beea ceatent to glesn, after the more fe and faderable harvct of his
Mh&ﬁudmﬁeﬂw;ludtheauth«'sptulhrbm-lhuigindmydth
Infirements and their improvements, is (ubmitted with all due deference to fuperior learning and abilities.
&hpunlly‘imthwhdthewi‘iudamnthelmdtkp;e.mlynmt\c
wmﬁ-mﬁn‘h:w‘hiﬂkiqofm.ndbyuwuw-ahneﬁumdifphyd
“%W’&tmhbﬂu&unmuhwlumillhmﬂ'cd‘unvyﬁw
Mn&mmmumum.uauwyduvmu«o-m.au.
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DISSERTATION

ORIGIN or tae VIOLONCELLO;

&

SECTION L

' Of the Invention and rude State of Mufical Infiruments:

Tﬂ! Moechanic Arts have, by the sccumulated experience of a long fucceffion of ages,
aad by the affiftance reccived from the Sciences, arrived at their prefent high degree of perfe@tion
from the rudeft beginnings. Thofe branches of knowledge that we dignify by the name of the
Sciences, have themfelves fprung from the Arts and their fucce(live improvements. Maxims and
tules of the Arts have, by cuntinued obfervation and refic®ion, been gradually matured and
refined into principles and theory, and thus have become the elements of the Sciences: Hence

the acar relation that fublifts between the Arts and the Sciences, and the reciprocal advantages
they confer o each other.

Mufic therefore, confidered either as & praftical Art ot 8 Science, muft have had ies infancy )
and the frfk aczempus in its pratice were undoubeedly swhward and ardefs.
B The

o
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3 OF THE INVENTION AND RUDE STATE

“*The Bnging of birds may ave fuggefted to mankind the firft idea of Mufic, and the whitlinig

“seeds perhaps the firfk notion of & mufical inftrument(e). Such materials as Nature herfelf had
formed, were long made ule of, and were the only inftruments before the manual arts h:d made
amy progrefs. An caten ftalk, a reed, or cane, ferved for a pipe or fute; and the thin-bone and
horns of animals anfwered a fimilar purpofe. The trumpets founded by the Hebrew pricits at the
Bege of Jericho are exprefsly mentioned to have been rams-horns(8): and the repeefentations of
the Maews, or fingle pipe, in the Sculpture of the Ancients, thow thefe inftruments © have been
the horns of dead animals (¢).

Inftruments of thefe and fuch like materials feem to have been invented and ufed by every
sation at & certain period of its progrefs from barbarifin to refinement. The inhabicants of the
sewly-difcovered iflands of the Pacific Ocean have in common ufe among them inftrunenes
fimilar ™ thofe ufed in remote ages by the Egyptians, Jews, and Greeks. An inftrument
compofed of a aumber of reeds of different lengths, tied together, and exaétly like the tyrinx or
Paa’s pipe of the ancients, is ufed by the natives of New Amfterdam ; and Garcilaffo de la Vega
informs us, that the natives of Peru had among them a fimilar intrument made of canes of
different lengths glued together. Flutes, drums, and trumpets, have been found in coinmon
wie in Onaheite and New Zealand. The Aute of Otaheite conlifts of one joint of cane, ana Jiffers
ia chis particular from any of the flutes of antiquity, that it is founded by breath iffuing fiom
oot of the noftrils, the other being ftopt by:bethumbolthepenbrm; at leaft it was in that
manner Omai, a native of the ifland, played on the Oraheite Butc in the library of 1rinity
college, Cambridge.

It is therefore beyond a doube that infiruments refembling each other in conftru&tion and
propertics have been invented in different ages by nations fo remote from each other in fituation,
shat it is fcarcely poffible there could have been the leaft communication between them.

Notwithftanding this, we find the Greeks, ever fond of artributing to their own nation, as well
the nobleft inventions as the moft ancient origin, have alfo elaimed the merit of being the parents
of Mulic. They not oaly boaft that they were spoecrmos and avrexSese, (that is, that they exifted
before the Moon, and fprung from the foil they inhabit,) but by making Grecce the native foil of
nway of their Gods, who were faid to be the inventors of feveral mufical inftruments, have
ardfully affomed to therfelves the credic of their inventions.

- To Apollo has been attributed the invention of Mufic itfelf, of the Lyre or Cithara, and uf the
fuee(d); co Pan, the invention of the Syrinx, already mentioned(e.) Ovid has accounted very
E for the origin of this inftrument and its name(f). To Minerva has been given the
imvention of the flute with equidiftant foramina or holes(g) 5 an improvement on the Syrinx; as
the

) Ac Equides sviem veces imitasicr ore s $ ador @ pon D wSaps Asvien, e)As am eheniens
Ante fale meled, quam levia carming cantn o upres opres § Gonr.
Conselsbrase homines pofient, sureifque jevare Pruv. de Mufica, d.x;lud. v ii. por1gg.
It Zephyri cava per calamorum fhiks primem (l) annh--dwrw-
Agreisis dosnsre savas iallare cicetas. Inficwie. Viao. Ec.IL. a3,
Lucastivs, Lib. V. n Arcadies geli “ i- "
) Jolhmn, a0l v. 4. 5, 66 Inear i X N
Nain-ﬂ-n.l:e. Meam. Lid. L
(7] Dt.huy'lOQ.l'l‘iLJl‘ic.Vd.l.p.n‘;. © P per rars foramins buse
) Vpmy Yo abpane vos cupbalopn apre v v po- Ut daret, offeci®, tibia leags fonce.
omy ayale, e v Surey e aperey amespew Gus, ATk Ovis. Fatt. Lib. VL 69;.

R, o yoy Magsw, © Gopmes, ¢ Yoyndy (of vooy cwvm) © Misarve lagaines.
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OF MUSICAL INSTRUMENTS. H
the fame variety of sotes were now produced by a fingle pipe, a8 was before done by 2 aumber of

pipes tied wogether. And; laflly, 10 Mercury has beea afcribed the iavention of the Bute and
the lyre. :

To any coe who does not with the celebrated Thomas Aquinas belicve that the Arts and
Sciences were communicated all at once by the Deity to mankind in thelr full perfeion, the
exclufive claims of thefe divinities to the different inventions above mentioned will appear doubeful,
and ought by no meaas w be fet up againt the jult pretenfions of any other claimants. By this
deduition of their origin, however, is (hown the fenfe the Ancients entertained of the Art, and of
ies high antiquiy.

§ ECcT 10 N i

Of the Lyre of the Greeks.

"THE Lyre is the parent of almoft all the inftruments of the fidicinal kind. There is certainly
more ingenuity and art difcoverable in the invention of this inftrument, than in that of any of the
others before mentioned. It is true that the materials of which it was originally conftruted, the
fhell of & tortoife, and the horns of an animal, required little art in the preparation; yet to have
produced three or four different notes from the like number of firings by different degrees of
tenfion, difcovers more knowledge of the nature of mufical founds, and a greater fiep made
sowards the difcovery of the principles of the Science, than to have given any form to the Flute
which it had in early times affuincd{8). Tubes of different dimenfions, fuch as reeds or oaten
falks, would immediately give notes differing proportionally with the fizes of the pipes; but to
make ftrings produce that varicty by different degrees of tenfion, muft have required fome
preconceived notion that this effe would neceffarily follow that caufe. '

. The prefent enquiry kas for its end, the invefligation of the principles that have led to the
invention, conftruition, and ufe, of the Violoncello; and this cannot be effe@ed otherwife than

by tracing the firft fRate of ftringed inftruments, and the fubequent alterations and improven cnts
that have been made oa them.,

The sccounts delivered down to us by the Ancients of the origin and improvement of the Lyre;
merit particular artection, not only becaufe the fidicinal inftruments now in ufe appear to have
arifen from fucceflive alterations and reformations of the Lyre, but alfo on account of its having,
by the tenfion and tuning of the ftrings, fuggefted the firft ideas of a fyflem of Mufic, and led
® the difcovery that the principles of Mulic are founded in geometrical truth and in the general
laws of asture; .

The

(8) OvidPs sadherity for giving fo very early and hosour-  Sir Johe Hawkias i bia Hilory of Mefic, Val. 1. p. 457.
shis an erigia ® the improved fuee with fo ina, may callcd the Book of St. Albas's, writen by Dame Jelyass
very sexfonsbly be called is quetion. Althoogh be is very  Berses, priorehs of the auasery of Sopwell, aear St Albaa's,

fparing of the number of holes (foramina rara), yet the
Md’i&uhﬁn‘&u-‘kd box-wood, fuppoles
&mdhiqlms.hnhulhakm; and that
the mechanic arts arvived ia 8 Bart time az thae progrefi,
ks extromely imgroboble. A vory curitus bosk, quoted by

defcribes the metbod of makiag an sagling-rod in the year
1496, The mechasics of that time, it feems, thought the
meateft metbod of hollowing a fick for that purpole, was the
barniag it through with & red-bot fpit—How were they
@ahags without & (pit, and befire the metals were in oo ?
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& OF THE LYRE OF THE GREEKS.

“The Greek writers are almoft unanimous in afcribing the invention of this inftrument to the
Geecisn Mercury, foa of Jupiter and Maia. In the hymn to Mcrcury afcribed o Homer (i),
Mercary is faid © have found 2 tortoife feeding at the entrance of a cave in Mount Cyllenc in
Arcadia, the place of his nativity ; having killed the animal and prepared the thell, be formed it
imee a Lyre of feven firings (&), which he immediatcly played upon with a ple&trum. Apolludorus
Athenicafis (/) gives nearly the fame account of the invention; and differs from the hymn, chicfly
i fxying that the firings were made of the inteftines of fom= of the bulls belonging to Apollo
which Mercury had flolen, and he makes no mention of the number of firings; whereas in the
bywma w Mercury the feven ftrings are (aid w0 have been of fheeps inteftines (m), which are the
wery materials that firings for violins and feveral other inftruments are made of at this day, and
st of cague, as it is commonly thought. In the hymn alfo the Lyre is faid to have been
favented before the bulls were flolen; but according to the relation of Apoliodorus it was after
BMercury had Bolen the bulls that be invented the Lyre(x).

The suthenticity of the hymn to Mercury has been doubted by the learned 5 and the circimflance

* of the Lyre of Mercury having feven ftrings, is contradi®ory to the account of the firft ftate of

thae iaftrument as given by others of the Ancients, who contend that it had but three, or at moft

four frings ().

= The additions t this number are varioufly accounted for. According to Suidas and others it
vemmined a tetrachord or four-ﬂnngcd inftrument till the time of Terpander, wi.o by the addition
of three more ftrings changed it into a heptachord ; and this account is confirm.d by a couple of

wverfes faid t have been written by Terpand

his Harmoaics (p).

himfelf, quoted by Euclid in the introduétion to

Diodorus Siculus, after relating the mufical conteft of Apollo with Marfyas, adds, * that the
& former immedistely repenting of the cruel manner in which he had weated Marfyas, beuke the

- ) Vesg.

' (4) Punfaniss in 8 very fow words corrobrrates the Game

hﬁ-uﬂ“«wyﬁmmc‘ the invention ;

Puufen. in Bosce. M&Mkmnhnm
Saied by giviag the iavention of the Lyre to Mercury,
ond dhat of the Cithara ®© Apollo, peve & rerw, fays

ilMewon§3
() oo D supponns oo masmevers pde. V. g1,
(-)‘l'hﬂd:ydﬂ-—y’nlnhmﬁlldhinﬁ.
in the moraieg, 8t acon he contreficd aod learned
m-unn.uhmmqumm.d
Agelle fem e Piiriaa monstaine.
Whang yoymus, pavy o cypuSaple
Wownpes fog Sasww bnfde Aouhronns.
Siyma. ia Mee. v.18.

| frings

(s) Nicamaches, s Pythagoresn, and owe of the Groek
writers oa Muic ia the collettion of Meibomiss, is amoag
thofe who give fevea firings to the Mercurean lyre. He
gives the following account of the matier in the beginning
of his fecond book. ** The Lyre made of a tortue’e is (aid
** to bave been the invention of Mercury ; having prepared
*jt, ard givea it feven firings, be communicated the
¢ koowledgpe of it to Orpheus, who taught it © Tbamyris
¢ aad Liaas ; Lisas taught it to Hercules, by whom ..« was
* killed.” (The latter was extremely dull and obitinate,
and Lisus being once provoked to frike him, the hero
feized bis Iyve, and beat out his brains). ** Hercules taught
“* it @ Ampbion, who built Thebes with feren sates to the
** feven friags of bis lyre. Orphews being killed hy the
** Thracian womes, hey are faid o have throwi bis lyre
* inseo the fes: it was cat on fhore at Antiffs, s city of
* Laftes, aad being found by fithermen, was broupkt to
* Terpander, who carried it into Egypt exquifitcly imprured,
** and thowed it 1 the Egyptian priefs as his owa invention;
* and thus Terpander has been (aid 0 be the inventor of
* the Lyre. Others a3ain give the iaveation 0 Cadams,
* fou of Agenor.**

() Moo v ey oworylorn ande
Y Prgeryy weg cdaderp fmmy.
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OF THE LYRE OF THE GREEKS: s

® fringd of his Lyre, and flopt for fome time the progrefs of the newly-invented inftromenc.
* (¢) The Mufes afcerwards added the ftring called mefe, Linus that of lichanos, and Orpheus(r)
'd'l\nym*lnnpmdhyp-nmdpuhypam"

‘The aote mefe aafwers t our A on the fifth line in the bafe, and was the acuzeft found of the
e seerachord of the Ancients; and this account implies that the Lyre which Apollo ufed had but
dhres firings, the tuning of which muft have been E, F, G, correfponding to the Greek names
hypsse mefon, parhypate mefon, and mefun diatonos or lichanos mefon.  Mefe being added will
make the moft ancient teerachord, and the Lyre before the time of Terpander tuned to the notes
E, F, G, A.

‘The firing lichanos being added, correfponding to our note D on the third line of the bafe,
sad the two firings bypate and parhypate, anfwering to our B and C in the bafs, would make the
B, C, D, E, F, G, A, making two conjoint tetrachords or fourths; namely,

B,C, D, E,sdE, F, G, A.

‘The account of Boctius differs much from the above, and is unfupported by any other authority.
He foems o think that the Lyre of Mercury had originally four ftrings: the firft or graveft note
being parbypate hypaton or C; the fecond, parhypate mefon or F, a fourth more acute; the third,
Bichanos mefon or G, onc tonc higher than the fecond ; and the fourth trite or C, a fourth to the
third, and ofave to the firft. He gives the invention of the fifth ftring to Chorebus, fon of Atys,
King of Lydis; the Gxth w0 Hyagnis, cotemporary with Erichthous, who lived 1500 years before
the Chriftian mra; the feventh w Terpander; and the cighth to Lychason of Sanws.

The sccount given by Nicomachus the Pythagorean of the flate of the hepeachord is more
particular, aad appears more corre& and deferving of credit. According to this Author, the
mdﬁgmmhudsl.C.D,E.mnotu&isdme:pmofthefyﬂm;a.ndd\el..yre
coafified of the other tetrachord E, F, G, A, which was probably the ancient tetrachord before
the time of Terpander; and the notes paramefe, parancte, and nete, or B fiat, C, and D, of our
fyfiem; (orming the two conjoint tewrachords or fourths E, F, G, A, and A, B flat, C, D. This
hepeachord was by the addition of another note by Pythagoras, and regulating anew the intervals
of the former acute tetrachord, changed into an oftochord or oftave; that is, by leaving the
graver wetrachord E, F, G, A, in the fame flate, and altering the acuter to the intervals B, C, D, E.
‘Thus the o&ave of Pythagoras, like that of the moderns, confift of two disjoint tetrachords or
fourths, differing only in the fituation of the femi in each hord; in the o@ave of the
“ﬁ:mm*wmdwwhthhdw*w
mose of

The manner in which Pythagoras made this addition, and his views in making it, are related
by Nicomachus; and Mr. Stanley, in his Hiftory of Philofophy, gives the following tranflation
of the vext of Nicomachus (s).

* Pythagorss,

(o) Tmp b povapsalown (Aeiems) ae flaper 0 vog and Virgil, whe places Orphons ot the head of the legifissers
3" avwe epylase, soymeve va; wSegas syl va xopher, aee in ElyGam, alledes o0 the feven founds of his Lyre in the
> appew igpme cpure. Torn ¥ wys Mave; po  following verfes :

Sy 0 pare, Asw & v Mg, Oppan b e Gapope ivave Nec asa Threicios lsags cam vefie facerdos

e» espawe. L IIL Oblaguitar sameris feptem dicriming vocum,
Jumnyes cadem digitia, jom podine paliat charna.
() Soveral wviters affirt that Orphom added twe friags &s. VL 6ys.

© the Lyre, which befire bad feven; but this io cont Ses fome very well fovaded remarics of Dr. Bursey ea
&'-‘l-‘lh—dhhn& Dryden’s and Pirt’s tranflations of the :love verfes. Ges.
© thet of shmad the whale of saci icy, who allew Pyth Hif. of Mefic, L 339,

©0evs invented the eltacherd or sigheh friog of e Lyves (1) B4 1701 iy
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* Pythagerss, left the middle found by conjunition, being compared ® the two extremes,
@ fhaould sender the dissefferon concent both to the nete and the hypate, and that we might have
* & greater varicty, the two extremes making the fulleft concord to each other, that is to fay,
# g diapafon, which confifts in duple proportion, inferted an eighth found berween the mefe and
* the paromefe, pla:uguﬁuuthemefe-whdem,amlﬁunxhepamm&afmum. fo that
* what was formerly the paramefe in the heptachord is fill the third from the nete both in nane
* and place, bue that now inferted is the fourth from the ncte, and hath 2 concent to it of &
@ dispefleron, which before the mefc had to the hypate; but the tone between thefe, that is the
“t mefe, and the tone inkrted, callcdd\epuamcfe, inftead of the former, to whichfocver tetrachord
® it be added, whether to that which is at the hypate, being the lower, or to that of the nete,
* being the higher, will render the concord of diapentey which is cither way s fyflem, confitting
* both of the tetrachord itfelf, and of the additional tonc; and as the diapente proportion, vir.
® the fefquialtera, is found to be a fyftem of fefquitertia and felquio&ava, the tone therefore is
® elquio®ava. Thus the interval of four chords, and of five, and of both conjvined together,
* called che diapafon, with the tonc infcrted between the two tetrachords, compleated the
« oftave.” (1) .

It appears, by this account of Nicomachus, that the proportions of the fifth, kfquialtera, of
the fourth, fefquitertia, of the tone, fefquio®ava, and of ‘the oftave or duple proportion, were
pefeltly known w0 Pythagoras. The difcovery is attributed to him by the concurring teftirony
of the Aocients. The manner in which he is faid to have made it is related by Nicomachus,
Geudeative the philoflopher, another of the Greek writers oa mulic, Jamblicus, Macrobius, and
others, t the following purport.

Pythagoras (fay thefe Authors) one day meditating on the fubje@ of a rule to guide the ear,
Such 2 had been ufed to help the other fenfes, happened, as he paficd by a blackfmith’s thop, te
obferve that the iron hammers, which were firiking on the anvil, produced founds that were very
harmonious, ard.in concord with one another. The hammers were four in number; he confidered
ﬁ-mvdy. and found their refpe&tive weights to be in the proportion of 6, 8, 9, and 13,
Oa recuming home, he fufpended four firings, equal in length and thicknefs, and applying
mbdmnmdnabovtpmpomons. found that they produced founds in the fame proportions
chat the hammers had given, viz. the three ftrings ftretched by the weights 8, 9, and 13, were
he fousth, fifih, and 0&ave, to the graveft tone or firing ftretched by the weight 6.

The belief and propagation of this flory is a remarkable inftance of eafy credulity in ancients
and moderns, as the truth of the relation never appears to have been called in qucftion before the
okt ceptury. It is indifputable, that in the cafc of an anvil and hammers, however different the
Josser may be in their weights, the found of the anvil will ever remain the fame as to pitch or tune:
and with refpel ® the tenfive puwers of weights differing in the proportions of 6, 8, g, and 13,

S

" () Oolpgas, b Gupmpore, oo po e ewade § e
Soyyns o apforys vs ange § aove viepepe, datappan
agagp pue 1o da Nevepn Cvpfones, Y T TO WWaTS, s
W Y0 e Gundrrages & Seapues mpme cxvpe, -'--r-
R chibe v y i

o» Aosuows, v detase sxnem Myw* &q-v-hmp
Wk onlon = deors, vapdme de ne $dye,
Povals peres nes Gapapires nedec aas evIresar, avs poo Tvg
b B vwr owe A vw Tagepirel, YpeTenes® Sy ver oo
Syporges, © vy levergply Sapapire ores, TS I avy mrw
aterdn n an ole irve crde vo b veprrvburns, vepre

o ave soves ivapgs evppue b oy avve vo Ae revape

.

ovpponcs, vy ees of apxet pere oy Yo lvare oy § &
perale apferiee Tust, peowt T am var vapeniuse, cepare
Snev e vor wperges wepeperer, levrgp a0 Sempexydy oy
niy o vy vy 7y ivuve, sevmsdirapc, -w-nnﬂk—
Siryn, vo da vem ovpe Aln, evreps &
veagxeew, avve w W vmpexvyle, —wwn—'
Sowyg am I Yo da Sum Aoyer, § (e, Svreps prneves
e N aps am sovpder | age Twe semyda Yo b aor’
ﬂnmmmhwnﬁ-mm
Ao Gun, an & sov’ apPrrygm svede,
mw-ﬂu‘tnbmm&o_.“-
W&.w%-ﬁ-—w“ .
Dissmaches, p o
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T is vqually certain thae inflead of giving the concordant intervals sbove mentioned, they will
produce intervals altogether different(x).  The detection and formal refutation of this cgregi
miftake was it made by the great Galilco(x) : and from experiments made by him, and other
writers fince his time, and by the principles laid down by them, it is now made evident, that to
produce the sbove confonances, weights differing not as-6, 8, 9, and 13, but as the fquare of
thefe sumbers, that is, 36, 64, 81, and 144, mult be applicd.

Bot bowever aftonithing it may feem that fo many philofopkers and ancient writers on mufic
fhould have blindly reccived this tradition on truft, without putting it to the teft of a very eafy
experiment, and however miftaken the firlt Phythagoreans may have been in delivering this as the
maeoner in which thewr maiter difcevered the ratios of mufical founds, thic honour of the difcovery
ikelf, and of making Mufic rank among thc Scicnces, can never be denicd him.

The numbers fo often mentioned above, although they do not juflly exprefs the tenfive forces
requifite o produce the confonances of the fourth, fifth, and oftave, are neverthcle(s expreflive of
the ratios of their vibrations; and in the inverfe order to that in which they ftand, they exprefs
the different lengths of ftrings of equal tenfion and thicknefs that will give the above intervals,
It is therefore probable that the difcovery of Pythagoras was that of the proportionate lengths of
firings ; and that this was dooe by the monochord or harmonic canon, is evident from the account
given by Gaudentius.  After relating the ftory of the anvil, hammers, and the ftrings diftended
by weights, he adds, that Pythagoras, not fatisfied by thefe experiments, divided a ftring into
twelve equal parts; that ftriking it at the half or fix parts, he found it give the o&tave or duple
atio, compared with the whole length; at the three fourths, the fourth to the grave found; and
2t two thirds, the fifth compared with the tone given by the whole length (7). .

. Pythagoras is accordingly allowed by ancients and modems to have been the inventor of the
Monochord. He is faid to have recommended the ufe of it on his death-bed (2), as the beft
method of af g every mulical interval with truth and exaltnefs; and it appears to have
been ufed for that purpofe by the ancients after the time of Pythagoras. Thus the ftrings of the
Lyre, which before this gra of the difcovery of principles in mufic, had been tuned by no other
rule than what feemed agrecable to the ear, were henceforth afcertained and fixed in their different
ficuations in the new fyftem, and 2 proper criterion eftablithed to regulate the voice, and the exa®
degree of intonation of each ftring. :

Accordingly the fyftem of Pythagoras is the bafis of all the fucceeding theories of Euclid,
Puwlomy, and other writers, on the principles of Mufic, both ancient and modern; but in refped
0 the aumber of ftrings afterwards ufed on the Lyre, it does not appear that the Greek muficians
in their pratice adhered ftrictly to the number eftablithed by this fyftem. His follower
Nmm,diﬁmadd\cufeofapmnmb«thmdght. and fays that

(s) Donsempi (ays, that the weights 12, 9, 8, 6, spplicd
 firinge of equal lesgth, produced the tribemitone inflead
of the furth, the ditons infiead of the 6fib, the tritone
Infiend of the ofiave, and the defclive femitons infead of
s ne.

(=) ln o werk of bis, intidded, Diferl ¢ Dimoftrasions
matematiche intores A dus Neove Sciensie, atteasnti ula
Mocanica, od i Movimenel locali.

0) 408" ok op argp soves aqmeliog posp farants, syeow -

. : .

Aw.re phde xyhe yag Tea W seeny ey, s w0
aoomn b w¢ e £, SpUT® pe Garme ywong, wre v
rv arve, ™ v il papw, Ceppen wprw Te Suem vy
urn, ave dosurn oy s @ veu eEreq pobhde ®
Satanem Mpp coriaplonr sowsn Gure wm Yo 9ps pgy Te
Surw qevng v Aomeoyw loge onupue Garws A ass e
g0 TV Surw sTvmurar, Yo e Swn cupfuiae nwprus, am
vus el ipner.  Gasdent. od. Meib. p 14,

(a) Ariides Quinuil.
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thele Who have added any e that aumber did not conform to any rule or fyfhem, but were gided
merely by their own caprice (o).

" We find froquest complaints made in ancient authons of the many innovations that were made
in their mufic. Ia fome of the (tates of Greece the public magiftrates feem tw have confidered the
m-dmmadeintbeirmuﬁcudmgrmwchetmnlsoftheiryou:h;and
l.hfltli&nefayh‘lngubonalimiwdnumbeno the lyre, was taken public aotice of, and

. The post Terpander appears w have been one of the firft innovators ; and although Plurarch

felmes of him($), that on occafion of a revolt at Sparta, he appeafed the feditious, and brovght
them back to a fenfe of their duty, by his perfuafive Rrains ; yet the fame author informs us, in
another place(c), that he was fined by the Ephori of Sparta for his innovations ; a circumftance
which is alfo taken aotice of in the Oxford marbles. .

Phrynis is alfo faid to have had two ftrings cut off his lyre, by one of the Ephori, in order to
reduce their mumber t feven(d), which was the efablihed number at Sparta; but it does no¢
appear that the lyre was limited to that number of ftrings in any of the other States: and, with
refped w the nine-firinged lyre of Phrynis, it appears by the teftimony of Athenaus (¢) that fuch
a infirument was in common ufe in other parts of Greece.

There bs extant 4 fenanls-confultum (f) or decree of the Kings and Ephori of Sparta againft
Timothews, the Milefian, for introducing into their city a lyre of eleven ftrings, for dihonouring
their ancient mufic, and corrupring the tafte of their youth. The Kings and Ephori pafs public
ceafure oa Timotheus, and order the four additional ftrings to be cut from his lyre, leaving only
the remaining feven; and, a3 & wamning to others not to introduce improper cultoms into Sparta,
they banith Timotheus (g) from their city.

‘With refpef o the inftruments called the Magadis, of twenty ftrings, mentioned by Anacreon;
the Simicum, of thirty-five ftrings, mentioned by Athenaus and Julius Pollux; and the Epigonium,
of

«®
.

NOATOONIAN RITATON AYMAINETAI TAP AROAP TRNW

(0) Oom o3 s xph Spmalveves, ¢ deyy T, wn &
$oampepy epexh

N = ey XX
Nicem. od. Meib. p. 35.
(5) Dialeg. de Mafica,
&) Lasmic lnfionisns.

() Tl Rampan oo wonny, k pym, Spndi W poeore
onmupy vas &e wn ana yuphe fory, 5o ey B Tomsdey
Suhe ™ aove o eyalares et & pyds, TP am Sw-
"0nm an dafenm @ v Teagre; asaguvres.

Prur. ia Vie. Agid.

() LALIV. & XTV. where the Resaysgde ogyese is men-
dened.

/) This dscres is profarved ia Boithiss de Mefica,
anp. 8. and the 6 is mentioned by many of the Aacients.
Cafinben, in his Asimadverfions ea Atk Lib. viul.
Sus inforesd the whols Gresk sext, with correftions, which
Sor the fisaftion of the carions ia mafical satiquities jo
have given.

ERXIAS TEMOSEOP O MIANIIOP BAGON AMETTPAN
EOANE TAR GAAIAN MOADIAN ATIMAZAR, KAl TAM
A4 TAN SUTA ZOPAAN RIGAPLIIN ADOSTPEGOMINGS,

NEQN AIA TAP NOATXOPAIAP KAl FAP KAINOTATA
TR MRAIOP ANITKE [OIKIAAN ANT! ATIACAP, KAS
TETATMENAP AMOIENNTTAL TAN MOAMAN ENI XPR.
MATOP, TYNITTAMENOP TAN TL MEALOP AIAITAILIN
ANTI TAP ENAPMONIN MOINN ANT!ITPOSON AMOLBDAN.
TIAPAKAAAOGLIT AR KA! EN TON AffINA TAT EARY.
IINIAP AAMATPOP ANPLIIZA AIEIKEIAATATO TAN TO
MO0 AIAAXAN. TAN TAP IIMRAAP AN A OTK IN
AIKA TOP NEOP RAIAAIKE.

ARAOXOAI NIPT TOYTON TAP BAZIALAP RAl TOP
L0OPOP MEMPAIOA! TIMOOLON LRIIANAKTALOA! at
RAI TAN ENARKA XOPAON IKTAMONTAP TAP OIPIT-
TAP TTIOALITIOMENAN TAN INTA: ONAP IKAITOr TO
‘TAP NOAIOP SAPOT ONITAN TETAPENTA!I ETTAN INAP-
TAN EMIGLPEN TI TAN MH KAANN 26N, MM TOTR
TAPATTHTAI KAZOP ATAXAON.

(2) Not the celebrated player oo the fute, fo mud
efloemed by Alexander the Grest. Timothens the Milefan
was cosemporary with Philip of Macedos, and is (aid s
have dicd in the frurth year of the 105th Olympiad, twe
years before the binth of Alezander.
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of forty firings, named after its inventor Epigonius(b); it has with much probability been
comjeltured, that thefe ftrings did not form a fcale of fo many different founds, but that they were
tuned unifons or o&aves o each other, likc the double harpfichord, and the otave flop of other
harplichords. Epigonius lived at a time when there was but lictde refinement or complication in
mufic; and as to the Magadis, its very name implies a feries of otaves: when a man, with a boy
or a woman, fung the fame pare, it was called magadizing.

To give an idea of the moft general form the Ancients conceived the Lyre to be of,
Fig. 1. and 2. of the annexed Copper-plate are judged the moft proper examples : the firtt is the
reprefentation of a Lyre in the hands of an antique ftatuc of Apollo in the Matthei garden near
Rome ; the fecond is a copy of the Conftellation Lyra in that verv curious piece of an‘iquity, the
ancient Celeftial Globe, in the Farnefe palace, in which the fhape and compartments of the
ceftudo, or tortoife, fhow that the Romans conceived the Lyre and Teftudo to be the fame
inftrument.

(3) He wes 3 mathematicisa of Sicyom, and is faid to  oaly the points of his fagers: egvies rora(orrns wve @rpvre.
hove bosn the it whe played withous & ple@irum, uisg  Porivx, Lib.1V. c. g.

8 ECTION I
Of the Lyre, and firinged Infiruments, of other Nations.

AN account of the invention and improvement of the Grecian Lyre has been preferred, not fo
much for its greac antiquity, there being undoubred evidence of fimilar inftruments, ufed by other
mations, in confiderably mere remote ages; but becaufe more particular defcriptions are tranfmitted
% us, of this inftrument and its improvements, than of the mufical inttruments of any other country,
and becsufe it appears to have been the parent of moft firinged inftruments in ufe at this day,
which have arifen from a fuccefBon of improvements of the ancient Lyre.

The Egyprian and Jewith nations have juft pretenfions to a much earlier poficflion of the Arts.
The Sacred Writings of the latter, which the great Newton (4) has proved to be of all hiftories
the moft ancient and authentic, thow their early knowledge and practice of Mufic. A variety of
mufical inftruments are there frequently mentioned; but although feveral learned writers (4) have
undertaken to treat profeffedly of thefe inftruments, the want of reprefentations in ancient feulprure,
will ever render it a vain attempt to recover any jult idea of their figure or conftru@tion. On the
arch of Titus, at Rome, where the fpoils brought by him from Jerufalem, after the deftru®tion of
that city, are fuppofcd o be reprefented, are feveral trumpets and homns(¢); but this arch is
known not to have been ercéted cill after the death of that Emperor.  The tranflators of the Old
Teftament, unable to afcertain the real conftrution of the mufical inftruments of the Jews, have,
according to the country where the tranflators lived, given to thefe inftruments, the names of fuch
a8 were molt commonly knowa and ufed in their own country(d). Of thefe inftruments,

bowever,
() Sier Mase Newson's Chrosology. harp ead orgen s the Freach trantlators reader it * le pirs
(5) Do Calmet, Kircher, &c. * da tous cenx qui touchent le violoa & les orguer.” The
() Dr. Barney’s Hit. of Make, Val. L p. 255 Sopemagint has dahps oo wibopm, plitcry and Iyre. The

Arnibic has names correfpondiag w dram and lyre. 1In the
() 1a Genehis, ¢ iv. v. 21, for example, Jubal is faid 44, 4th, and gth verfes of the 15oth Plalm, are esumerated
h--h.hthﬁhdlllﬂ-hln‘blk almof the whole of the Jewidh inflruments. La ow verboa

D she
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Detser known, feems to have been the ten-ftringed infirument, or Nablon, which has beea rendered
by the sames of plaleery, lute, harp, and others.

20

" Theve are monumenss of the remorct antiquity, Rill exifting, which inconteftably prove the
Ares o have made a great progrefs among the Fgyptians. - An obelitk, fuppofed to have been
eofied az Heliopolis, or ancient Thebes, by Scfoftris, near 405 years before the Trojan war, was,
by the command of Auguftus, after reducing Egypt to a Roman province, broughe to Rome,
and placed ia the Campus Martius; being thrown down and broken, st the facking and burning
of Rome, ia the year 1527, it Rill lies in the Campus Martius, known by the name of the Guglia
Rota, or broken pillar. Among many hicroglyphicks, is reprefented on it 8 mu(ical inftrument,
wich 8 neck, conftrulted to carry two ftrings, of which Dr. Bumney caufed a drawing to he made
" wnder his own infpeQion, infereed in his very ingenious and valuable Hiftory (¢).

Mr. Bruce, celebrated for his travels in Egypt and Abyflinia, difcovered in a grotto near the
seins of the Egyptian Thebes, the piture of a man playing upon the harp, painted in frefco,
and quite entire. The inftrument has thirteen ftrings; and Mr. Bruce obferves, from the elegance
of its form, that it is an inconteftable proof that geometry, drawing, mechanics, and mufic, were
s the gresteft perfeQion when this harp was made; that is, before and at the time of Sefoflris,
who adorned Thebes, and probably caufed it to be painted there, as well as the other figures in
the fepulchre of his father, as a of the fuperioricy of the Egyptians in Arts over other

‘That Mufic was at the time of Sefoftris in thar great degree of improvement smong the
Egyptians which Mr. Bruce imagines, is made ftill more evident by the mufical inftrument on die
Egyptian obelifk in the Campus Martius at Rome, as well as by monuments of their progrefs in
other sty fill exifting; and as Pythagoras is allowed to have acquired the principles of his
philofophy in Egype, it is not improbable that he may have alfo got there, fome knowledge of the
philofophy of founds. The conftrultion of a dichond or two-ftringed inftrument mult have
proceeded from a knowledge of the method of producing different notes on one firing, by taking
it aliquot parts; and the conftruction of a harp with ftrings, differing in their lengths, like the
thirveen Rrings of the Theban harp, would alfo naturally lead an ingenious people to the difcovery
of that principle, if it had not been previoully known.

. . Mir. Bruce has alfo given an account of mufical inftruments in Abyfinia; to wit, the lum. the
mhlmbdnm the tambourine, the fiftrum, and the lyre. -

A

e sames are thes rendered : * Praifs bim io the fouad of
* the crampet, praife him spon the late and barp; praife
* bim in the cymbals and dances, praifc him upoa the
-hdﬁrlmhlwﬂtnﬂlmﬂ'q-‘
% hala, praife him spes the lowd cymbals.” In the Freach
wenflacion, ** Loves-le svec be foa de la trompette ; loses

® I gvec la mafetre, & la harpe.  Louez-le avec le tam-
© bosr & Ia Buse ; lones-le far Uépinctre, & fur les orgues.
& Loven-le svec I cymbales retentiffantes; lovez le avec
© i cymbales de rejoniffances.” The Sepeuagint sgrees
‘with the Erglifh verfion, excepting in the word late, which
bd-dﬂ..-&-. Ia the Arabic, Latin, and other

Edarabl

in the Freach verfon, are merely trankribed from the

Greek word syens of the Septuagine, which by 0o means

refers 10 any isftrument like the modern orgas, but is efed

by all the Greek writers on Mulic merrly w0 experchs sm

inlrument in general, withowt difinguihing the (pecies:
oyess @spen in Plato are implements of war.

(v) Vol L. p. aug.

(/) There is a very good engravieg of this elegant piece
of mufical antiquity is Dr. Baraey's Hutlory of Muix, Val.§.
P-333. And Mr. Bruce's very curious and intescling leties
oa Wbe fubjc@ of this basp and the wufical infrements of

the of thefe infiraments vary
-Ih-uh-hnh.q-n&-pu-dlmh
diosed ap. The tirm organ in the Raglih, aad les erguss

the Aby& is inferted In the (ame voleme, p. 304
‘The aatiquity, howsver, of this Theban borp, has besa
Gace grealy dupused.

3
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Ascdeantq;purd\: the Greeks ever penctrated fo far as Abyflinia; or that one of the
Puolomics, ia an excurfion made to difcover the fource of the Nile, could have introduced Mulic,
or other arts, iato that country, where he remained but a fhort time, and was confi:lerid as an
esemy; their Lyre, from thefe circumftances, and that of its name being derived from the
language fpoken in the country, muft be confidered as having been originally invented among
.them. The kingdom of Tigré furmerly extended to the Red Sea, which coaft they have fince
relinquifhed o other nations, The inhabitants, according to Mr. Bruce, fay, * that while they
# were in pofieflion of that couft, it furnithed them with tortoile- fhells, with which they made the
¢ bellies of their lyres; but having now loft thar refource, they have adopred in its place
¢ particolar fpecies of govnd or pumpkin, very hard and thin in the bark, fill imitating with the
* kaife the fquares, coinpann:ents, and figure, of the fhell of the tortoife. It has fometimes five,
* fometimes Gx, but fometimes feven ftrings, made of the thongs of raw fheep or goat :kins, cuc
* emremely finc: they rot foon, are very fubje® to break in wet weather, and huve icace any
& found in dry. It is never played fulo, but always in accompanying the voice, with which it
* plays conftantly in vaifon. The fides which coaftitute the frame of the lyre were anciently
* compofed of the horns of an animal of the goat kind, called Agazan, about the fize of a fimall
* cow, and common in the province of Tigré.” Mr. Bruce 2dds, that he has feen « feveral of
* thefe inftruments, very clegantly made of fuch horns, which nature fcems to have fhaped on
# purpofe; but after fire-arms becume common in the province of Tigré, and the woods were
* cut down, this animal being more fcarce, the lyre has heen made of a light red wood, cuc
* however into & fpiral twifted form, in imitation of the ancient materials of which the lyre was
@ compofed. The lyre in Amharic is called deg (the theep); in Ethiopic it is called w finks, the
* verb fiske fignifying to ftrike frings with the fingers: no ple&trum is ever ufed in Abyfinia; fo
* that mefinks, being literally interpreted, will fign.fy she fringed infirament played upon with the
* fagers. This would feem as if anciently there was no otker ftringed inftrument in AbyfMinia ;
* nor is, there any other flill. The Abyfinians have a tradition, that the Siftrum, Lyre, and

® Tambourine, were brought from Egypt into Ethiopia by Thot, in the firlk ages of the

« world" (g)-

It may not here be improper to mention, in confirmation of this tradition in Abyffinia, thae
more than onc of the Ancients antribute the invention of the Lyre to Thot or Thoth, the Egyptian
Mercury.  Apollodorus, as qucted by Dr. Burney (), gives the following account.  “ The Nile
* having overfiowed the whole country of Egypt, when it returned within its narural bounds, left
* on fhore a great ber of dead animals, and among the reft a dead tortoife, the ficth of which

dried and wafted by the fun, nothing was left within the fhell but nerves and cartilages,
* and thefe being braced and coatralted by deficcation were rendered fonorous: Mercury, in
# walking, along the banks of the Nile, happening to ftrike his foot agairft the thell of this
* cortoife, was fo pleafed with the found it produced, that it fuggcﬂedtohnmtheﬁrﬂlduofa
& Lyre, which be afterwards conftruled in the form of a tortoife, lndm'\mgumnhthedmd
“ fincws of dead animals,.” (i)

Thenmmanon!undWcﬁunpamo{!mhmchinu. if not to the invention,
at lealk to a very early pollefion, of the barp. The Celts are recorded by Diodorus Siculus to

() Ses Mr. Broce’s 'otter, mentioned in the la nose.  * etiam wcfiedo o, quu com cfit putrefalla ot nervi ejw
() Val.L » 509 _“-n:d _“"pn-l‘slllm::.
) Lderw, Lib. UL retates the fory almol a . Werem dedit, od cajm fpeciem Mercurios hram faci,
the fame wards. "I.I:.“mlllz-&a: * & Orpheo radidit, qui erat hajm rei maxims fudiofes,
* lavestam fuils ia hot modo: Cum regrodicss Niles in * gadi m afimatur, eadem ante non feras tancem, fod fazs
-h-"-“'“hﬁ-wnﬁl-ﬁ il 56 * saqus flvas cantas modulations applicuifle.”
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" heve bad amoag them ® compofers of melodics, whom they named Bards.” Thefe, be fays,
.'ﬁqnmmbmﬁupdptﬁfewimc&in(k).' The harp was an infirument
common alfo among our Anglo-Sazon anceftors, and it muft have been of very great antiquity
mﬁnﬂdm%emtm;hhmmthdwm and the fame in the
Anglo-Saxon, Teelandic, Danith, Belgic, German, French, and ltalian (/). After their eftablithment
in the Roman provinces, it continved to be their favourite inftrument, while the Romans were (till
diftinguithed by their attachment to the lyre(m). In & manufcripe of the year 600, in the
monaftery of St Blafins, quoted by Gerbertus, the Prince Abbot of that monaftery (), there is
8 reprefentation of 8 harp, there entitled Citbars Anglica, of which Fig.7. in the annexed Plate
of infiroments is s copy. :

) Baon o wuy’ aoveeg e Sewen pihov, by Baphes conpealune (=) Romases lyrs plendet tibi, Barbarws haspe.
r a "'."'-.:"n;’:’r ";"‘"" o e it Vssanvive Pearunares, s Wriser
Posppon. 1559- L.V p-213- of the Fifih Coneury.
Sax. Pesphe, Deaphe. Iceland. Narpa, Nenrps. s
&z.‘ﬂ-h« Germ. Darpfie, Harpfia. (») De Mafica Sacrs, Tom. [I. is Calcem.
Posnch, bovpe. lul. arpe. Vids Junivs sad Masmacs.

S$ECTILON IV
Of the Improvement of the Lyre by the Moderns,

IF we take s view of the ftaze of the Lyre from its invention down to the lateft period of its
improvement by the Ancicnts, we fhall not be able to conceive any great advantages gained on
the fide of eafe of execution, or of cxpreflion in the tone of the inftrument(s); any elegance it
may have received in its figure and conftrution, and the addition of a few notes to its upper and
lower compafs, muft appear but an inconfiderable improvement in ftringed inftruments, during a
fpace of feveral hundred years; and nocwithftunding the additions and alterations introduced by
* many of their celebrated muficians, we may conclude, from what we are able to underftand of
the matrer, that this fpecies of inftruments was carried but a little way by the ancient Greeks and
Romans, from the ftate in which, according to their own account, they reccived it from its Geft
iaventors.

In the progrefs © a more perfc® fpecies of firinged inftruments, the firft ftep of real
improvement, of 2a inftrument fuch as the ancient Lyre, would be the addition of a neck
or finger-board, by means of which, four or five intervals, of & tone or femitone each, might be
taken on each fring, without Changing the pofition of the hand ; and thus a fingle firing would
safwer the purpoke of four or five, two ftrings would give ten notes of a fcale, and fo on.

‘That sn inftrument with a peck, however, was not wholly unknown t the Ancients, appears
from two pieces of their fculpture and painting.  The fculpture is on an ancient vak, now ia the
Giuftiniani palace at Rome, of which there is an engraving in Bianchini's treatife De Inftrumentis
Veverum, and is called by Bianchini the Chelys or reformed lyre of Mercury. ‘The ancient

peinting

() By n improved exproficn ia tne is here meant viols, and violins. There cannct be a dosbt bet the sone
eivensss made from the momentary deration of the tone of of the lyre would be greatly improved by a more astificial
fafrencen of porcalien, fach as the lyre, harp, or guitar, freluwre, and betier ials, thas it had ia times of
wsmards the leagihened fofienate Sons of wind isfrements, £mplicity.

.
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painting i3 @ill fubGting in & fepulchral growo near the ancient Tarquinis, and reprefents »
cichond rfembling that om the Egyptian cbelifk. An engraving from this painting is infereed a
the end of the fisft volume of Dr. Bumncy's Hiftory of Mufic; and Fig. 3. ia the annemed Plate
of infrumenes, will give the reader aa idea of boch thefe dichords. .

In a fragment of the comic poet Pherecrates, preferved by Plutarch; on the fubje& of
innovations and corruptions in mufic, an old woman, fhockingly mangled and bruifed, perfonares
Mulic, and makes ber complaint to Jutice, under the figure of another woman. She complains
Joudly of the cruel treatment fhe received from Melanippides, Cincfias the Athenian, Phryais,
and Timotheus. Of Phrynis ber acculution is, * that in producing twelve notes or hatmonies,
“ from five Rrings, he had fo twiftcd and tortured her, that he had eatircly dcftroyed her
- *(4). Some method that Phrynis made ufe of to produce more notes than one from a
flring, is probubly here alluded to; but there will be found a great difagreement in the five-
fiviaged infirument which Pherecrates here gives to Phrynis, and that of nine ftrings which
Plutarch mentioas to have brovght on him 3 public cenfure and punithment. The former was
perhaps a later inveotion of Phrynis, or he may have occafionally made ufe of both inflruments.

Whatever knowledge the Ancients might have of ftringed inftruments with a finger-board
(aad ik is cortain they were in poficflion of {ufficient principles for their conftruftion, by their
early knowledge and long ufe of the n hord), it appears that they were but little ufed in
their pralice, both from the filence of their writers concerning them, and from the very few
#epecfentations of them in their fculpture. On the contrary, the Lyre feems to have continued
their favourite inftrument, and to have been preferved nearly in its original form and fimplicity.
It continued to be ufed with feven frings in the Auguftan age) and for this we have the
auhoricy of Horace (). -

On the decline of thy Roman empire, and the irruption of the Northern nations into its
provinces, changes were introduced into the form of their mufical inftruments; the name of
the ancicnt lyre or Cithara remained, but its conftrution and properties were gradually changed.
16idorus informe us that by degrees difficrent forms of the Cithara were introduced, and among
@qmaammwm and that the aumber of the firings were

St. Jerome, in one of his Epiftles(¢), relates, that the Cithara then in ufe had twenty-four
fringy, aad was ia thape like the Grock leuer Delra, A, And in the manufcripe of the year 600,
in the monaftery of St. Blaius above mentioned, there are reprefentations of feveral inftruments
of mufic uRd in that age. The fringed inftruments are, 1. The Cithara of a wriangular form,
vithuinfcrilxiouwpwtingicmhe"&Cimdwmq-fourﬁﬁngsudt&ribedby
St. Jerome,™ but the figure has not o great a number of ftrings. 2. The Cithara Teutonica or
German; in form fomewhat approaching to the Spanith guitar, but without a neck. 3.‘An
infirument ftyleda Lyre, but is a fpecies of monochord with a bow. «TheCkhm'An@ia
umwymw.'“dnkm&e?m«s.ﬁ.ﬂbhlkﬁbjdm
Plate, are exal copies. . . .

. The
(D) G ¥ dee e glader vem G)T*“lh.th-
Eapows s, wm rpp, Des Mgl . Callida aervis. Lib. ITL Od. i,

* Prov. Dial, do Mubcr. 8.Mis000,02. Tem. V. p 190,

.
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The Cithats is reprefented in dhe fame form in & manufcripe of the year 850(/f): snd it
probebly remained without any coaliderable alteration or improvement for fome time after. The
Geths and other invaders of the Roman provinces are reprefented as attached to their owa
inflrument, the harp; while thole who accounted themfelves Romans were ftill delighted with the
Cichara or lyre(z). Nor is it © be expefted, that at this time, when the grofieft ignorance
pervaded the Weftera parts of Europe, much improvement could be made in mufical inftruments.
It is, however, beyond a doube, that at the time of the Crufades, in the eleventh and twelfth
centuries, inftruments very different from the Cithara were made ufe of by the Europeans, which,
if sot much more perfe& than the ancient Lyre, they at leaft pointed out the principles of, and
foon became, inftruments of muuch grester compafs, power, and cxpreflion.

The mrs of the improved Cithara or Guitar, Lute, and other inftruments of that fpecies, may
cherefore be placed ar, or fome litle time before, the firft Crufude. That the Guitar of the
moderns is nothing but the Cithara of the ancients, with the addition of a finger-board, is evident
from feveral of its fpecies ftill retaining its ancient form of the tortoife, correfponding with its
Greek and Latin names, Chelys and Tefade; and that it was confidered by thofe who introduced
i, only as an improvement of the ancicnt Cithara, appears from its ftill recaining the fame name
ia the European and fome other languages ; Chitara in Italian, Guitara in Spanifth, Quettars in
Arsbic or Moorith, and Guitar in Englifh, being unqueftionably the fame term, all derived from
the Grerk Ki%age, and the Latin Cithara. An improvement of this nature, which implies a
knowledge of the ratios of the intervals of tones and femitones in Mufic, cannot, without proof,
be fuppofed to have been made at this period, by any of the Gothic nations who were pofiefled of
the Weftern parts of Europe, and who were remarkable for their contempt, as well as their
ignorance, of the arts and learning of the coaquered Romans.

The Arsbs or Moors, who had taken poffeffion of the greateft part of Spain carly in the
cighth century, appesr to have the beft claim to this improvement. The firft Saracen Princes,
the immediate fucceflfors of Mahomet, were not greater enemics of learning than many of the
focceeding Kaliphs - were lovers and encouragers of it. The Mahometans, in their frequent
Incurflons into different parts of the Greek empire, conceived at length the firongett defire for the
atainment of the Greek language and licerature. The predile&ion of the Arabians to metaphyfical
and mathematical fubjels, is well known. Averroes, a Moor of Cordova in Spain, tranflated
Arifiotle into Arabic, with notes; and, for a long time, Europe had no other text of Ariftotle
than 3 Larin tranflation from the Arabic of Averroes. It is by no means improbable that the
erestife of Euclid, or fome other Greek writer on Mufic, wumduuiﬂnducdbyﬁmnMoor
of Spain, or other Arabian; and thus every requifite to the imp in would
be cafily obcained. Onlbeo(herhmd lfd!nde-mukmfmmynpm’emuwnoffuchm
Isfirument in sncient painting or fculpture, the Arabians at this time had the beft opportunitics of
nﬁh‘tkdxfeway nndmd\gmml‘ormmmgnmu&

. A circamftsnce which gives confiderable force to the fuppofition of the Guitar, and other
inftrements of fimilar Rruture, being introduced into Europe by the Moors of Spain, is, that the

. moft complete inftrument of that clafs is at this day known by no other name in Europe than one

taken from the Arabic. From feade in Arabic, with the article prefixed, is derived the

Spanith Lesd or Laat, whence come the Italian Linte, the French Lut, and our Lute. Dr. Shaw

defcribes the Aoude of the Arabs, which he fuw in Mauritania(b), ** a bafs, double-firinged Lute,

-umm;vm-uauw-ummm Headds.dm" the Moors bave feveral
L}

fmaller

’ mc-t-ﬁamuu. Vel 11 ia Caloem.

(6) Shaw’s Travels, p. 570,

[
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% gnaller Guitars, or Quettarss, according 1o their pronunciation, of different fizes, each of them
# an o2ave higher than another.® Mr. Bruce, in his account of the mufical inftruments of the
Abyflinians, mentions the Guitar; but adds, that it was introduced into that country by the
Arabiass.

The sddicon of & neck or finger-board to the Cithara of the Ancients has been called an
improvement. It is by no means intended by that expreffion to convey the ides, thac the Guitar,
on its firft appearance in the middle ages, or at any after period, was an inftrument fuperior in
powers © the Lyre. The very contrary may be inferred, by comparing the founds of a guitar
with thofc of a modern harp, which muft approach nearer than any other inftrument to the Lyre.
By the term improvement is only meant a ncceflary ftep or new principle in the progrefs to a more
perfe& fpecies of inftruments; and it may, once for all, be remarked, that inftruments are not
called perfed, from their fuperiority of tone, but from their accuracy in tuae, not in one key only,
but in every one in the fyftem.

A Guitar being thus introduced, there ined nothing but the application of a fingle
implement, 1o produce a fpecies of inftruments differing greatly, in tone and expreffion, from
any ftringed inftrumcarts that had ever been known before. Thefe were the Viols; and the
implement hinted at was the Bow : but of thefe more particular mention will be made in the next
Seltica.

8 E. C T I O N VA
Of the Bow, the Rebec, and ihe Viol.

I'T ia now grnenally agreed thar the Ancients were unacquainted with the Bow, at leaft with
its application t0 3 mufical inftrument. In what manner the tones were produced from their
Monochord is not | It is indeed dificult, if not impoffible, to conceive any

toac to be produced from a ftring otherwife than by the a@ion of a bow or wheel. The former
implement is both the moft fimple, and beft adapred for the production of fmooth tones, and of
every variety in their expreffion. It might have been ufed by the Ancients for their Monochord,
aad very juftly deemed ufelefs for any other of their inftruments; as it would never occur to any
one, that the Bow could be applied with any advantage to an inftrument like the ancient Lyre oe
modern Harp; and the Monochord of the Ancients, like that of the moderns, was confidered
more 2 aa infirument for regulating others, and for making cxperiments, than as s mulical
iaftrament in itfelf. ' -

-

In the masufcript of St. Blafius, above mentioned, is a reprefentstion of an inftrument there
Glled a Lyre, of which Fig. 6. of the annexed Copper-plate is a copy: at right angles to the
fring of this inftrument, is a Bow; and that its office may be clearly conceived, a hand is
reprefented in the a&t of drawing it acrofs the ftring. It sppears ftrange, that fuch an inftrument
$ould be termed a Lyre; and there is no inftrument of antiquity, nor of modern times, it bears
any refemblance to, but the Monochord, or a more fimple fpecies of Rebec: if it refers to an
inftrument of the Ancients, the quarter whence we derive the Bow is not only pointed out by it,
but we are 4l led 10 conclude that the Ancients ufed s Bow to their Monochord ; and that chis
Infiroment, with it bow, they had of the Arabians, who sfeerwards likewife introduced the ufe of
e Bow iato Europe, will sppear from the fequel.

. ..8 . < . Jobim
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Julive Pollux, after enumerating the different inftruments ufed by the Ancients, adds, in expre’s

words, that * the Monochard is an invention of the Arabians(e).” Itis indecd true, that in

relating the difcoveries of Pythagoras the invention of the Monohord has been a‘cribed to that
philofopher; but it hould be remembered, that Pythagoras is faid, as already obferved, w have
leaned his philofophy of the Egyptians; and his hnowledge of chis infirument he probably
scquired from chem, or from the Arabians their neighbours; and the early acquaintance which it
is probable the Egyptians had of the fcience and praltice of Mulic, was the fource whence the
Arbisns might derive their knowledge. There is a remarkable correfpoadence betwist the
Dichord, or two-ltringed inftrument with a neck, of the Egypeians, and an inftrument of the
like aumber of firings, and a neck, of the Arabians; which fhall now be mentioned.

‘This inftrument is played with a Bow. and was probably intreduced into Europe by the Arabians
of Spain, and well known from the middle ages down to the laft century by the name of the
Rebec; it had probably on its firlt intruduction only two ftrings, as it ftill has among the Moors,
and foon after had the number increafed to three.  Dr. Shaw, who had feen it amorg the Moors,
calls it * & Violin with two ftringy, which is plajed o with a Bow, and is called by the Moors
she Rebebb(s).” .

The Englith and French authors and lexicographers have always derived the word Refer fiom
the Moorith term.  According to Father Guadix, the word Relel in Spanifh, fignifying the ame
infirument, comes from the Arabic Rebib. From the Spanith Rabel/, and the Latin Rebella of
fome writers (), our Chaucer has called the fame inftrument the Ribible (4).

" “The Rebec mult be fuppofed to have been, in the middle ages, of a conftrution extremely
finple. The suthor of the article Rebec, in the French Encyclopzdia, defcribes it “ a fpecies
% of Violin made of exe piece of woed, with three firings.” In forming our ideas of the mufical
iafiruments of this period, refpe& fhould be had to the low flate of the mechanic arts. A writer
of the middle of the fourtecnth century (¢), defcribing the mufical infruments of his time, fays,

that
(a) Momope A Apker  myeus, L. IV. €. 9 “of iafruments ofod st that time, meaions the Rebec 2
played with a bow :
(5) Shew's Travels, p. 370. A kind of Rebec, played Quidam Basdofam concordabast
with & bow, is wfed by the aatives of ledolan. Aa inge- Plarimas chordas camalastes.
siows mubical friend, who refided feveral years ia ladia, Quidam triplices coras wasbast,
offeres me that this inlrament could sot pofibly have beea Quadam foramina inclasdentes ;
fatedaced by the Europeans ; mor is it an imitation of any . choros coalonaates
of chele infirements : the more imple kinds have oaly cee 3’“ ard ik
:mmﬁhp.u‘mﬂaydubythmmm %‘i'il-hboﬁﬂittlll ¥
the ; others have thres friags, and are played wa seofls .
by their beft mubcians, who belong to the houfcbold of the gém_“’""":"‘i'.'"‘“l s
grest and epulent matives. Whes the fsi adherence of Levis pedibes perfal
the Alatics to their aacicat cufioms, and their total aver- Quidam Iyram & tibiam
flen @ isnovatioes, is confidered, there can farcely remais Alios tate " 7 4
& doube but the Bow, Monachord, sad Rebec, have all come N f alte
fane Rarope from the Eat. Qeidum harpam alie puliabonr,
Prolizes virgulas fic gerestes :
Ruidan Ribocom ercaabas
() Garke, who was made Chancellor of the Uaiverfity Mulicbrem vocem coak &e.
of Patis in the year 1393, in clufiag the different infre- .
ments a8 they are played by the fogers, pledirum, & wheel, () Could plasen oages oa & fmall ribible 3
@ bow, mentions the Rebec and Viol as played with a bow, Therewo be fong lometyme 2 ioud quinible.
* aut walks amt retralle ficus in Viella aut Rebella.” la Muller’s Tale.

ansther place he calls the (ame inframent Reboca. Gerfon. (s) Bantholemaus, a Praacikcas friar, who wrese is Latin.
Op. T.111. p.628. A barbareus Latis poet of the middle  Aa Englith trasfaution made by Trevila in 1339 is quoand
ages, quaeed by Du Cange, vece Bandola, amosg s sumber by Sir Jaba Hawkins, Val. I1. p. 28y,
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that * the Flute was made of an elder-tree hollowed ; an inftrument called the Symphonia was
« made of a hollow tree, clofed in leather on cither Gide, which is bearen of minftrels with
o ficks.” .

Reprefentations of an inftrument with a Bow, correfponding to the Rebec, 23 above defcribed,
bave been found in feveral places, and prove that it was common in Europe a3 carly as the eleventh
ceatury, and by the conjeCures of fome antiquarians confiderably before that time.

On an antique bafon, dug up near Soiffons, is a reprefentation of a mufician playing oa one of
thefe infruments. L'Abbé Le Bocuf, a great antiquary, was of opinion that the workmanthip
.d&hhhmam&dduﬁngthedmofdn firft race of French kings, that is, before the
yerr 753(/)- .

According to Monfaucon, s figyre in the portico of the cathedral church of Nowre Dame, in
Paria, reprefents King Chilperic with a Rebec in his hand(g). This wauld feem to carry its
entiquity back to the fixth century. Notre Dame began to be rebuilt by King Robert about the
year 1000, and was finithed under Philip Auguft, who dicd in the year 1223.  And this figure,
being engraved fome tine between thefe two periods, cannot ftrictly be evidence of the exiftence
of the Rebec earlier than the cleventh or twelith century. A drawing of this inftrument and Bow

.is given in Fig. 12. of the anncxed Plate of inftruments. ’

On 8 portico of the church of St. Julien des Mencftriers, in Paris, is the reprefentation of a
Minftrel playing on a Rebec of three ftrings. This church was built by two of the minttrels of
Philip V. in the year 1331; and Fig. 14. of the Copper-plate fubjoined is a copy of the Rebec
sad Bow. And in a manufcript of the Roman d'Alexandre, in the Bodleian library, of the year
1338, among a number of inftruments in the hands of muficians, is reprefented the Rebec of
three frings, of which Fig. 13. is a copy.

The Rebec has been more fully defcribed, on account of its being unqueftionably the firft and
more fimple form of our modern Violin; as will be more particularly fhown in the next Se@tion.
In its rude and unimproved ftate, in the middle ages, we cannot form a very advantageous opinion
of its powers, when we confider what a contemptible inftrument even a modern Violin is, when
inantificially made, and the materials bad. The greateft excellence, however, of the Rebec, that
of being played on with s Bow, was applied with great fuccefs to another inftrument, and by that
means alone a new fpecies of inftruments appeared, which in procefs of time arrived a: coafderable
pesfeltion; and thefe were called Viols.

Thae the Viol was originally no other inftrument than the Guitar or improved Cithara of the
Ancients, plsyed on with 8 Bow inftead of the fingers, will appear very clearly, from a comparifon
of the forms of each of thefe inftruments as they ftood about the fixczenth century. The Guitar
marked Fig. 8. has the moft refemblance, in the torwoife-fhape of its back, to the ancient Chelys
or Teftudo; and this form is flill preferved in the Lute and Mandoline. That marked Fiz. 9. is
8 reprefentation of the Spanith Guitar, taken from Merfennus, as it ftood in the beginning of the
Jalt century ; and with a listle difference in the fcroll where its pegs are faftened, which ftrikes off
& #n angle from the nut, is ftill the thape of it ac this day. The inftrument marked Fig. 10, is
mp.icd from the Mufurgia of Ouomarus Lufcinus, publithed at Strafburg in the year 1436,
This is placed among the cla of inftruments played with a Bow, and has one drawn by io Gde;

. «

(/) Sea & drawing of chis bakoa ia Dr: N i .
o Mk Vd.ll..:‘.. Burney’s Hiftery ’C’:‘). q de h-u anpﬁr Tem. 4.
y .
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is ip dharefare a fpecies of Viol, the form of which is evidently borrowed from the Spanith Guicar:
I Sager-board is like that of the lareer, and the froli is in the fame oblique dire@ioas
8 circumftance which, with other particulars in its form, would render its being played on between
the legs of the performer very inconvenient. This Viol appears, from the great number of it
fivings, and from its fize and fhape of the Spanith Guitar, not to be of the compafs of a Bafs,
snd was probebly held fomewhat in the fame manner with the Guitar or Lute, however awkward
that pofition might be for the altion and realioa of the Bow. It will be fcen, that the Violoacells
was at firk held oearly in the fame pofition.

From the tweifth ceatury o the time of Ottomarus, the Viol appears w have been chiefly ufed
s accompanying the voice, which it probably did in unifon, till after the invention and pralice
of counterpoint ; and until that time inftruments of larger fizes would not be wanted. Viols of
the fize we have fuppoled would be the molt convenient and portable for the Violars, who travelled
with the Troubadours, and accompanicd their fongs, through moft parts of Europe; and for the
ladics, who alfo played on the Viol. Until the middle of the fixteenth century, whea Mulic in
pares was & compofed for and played by Viols of different {izes, the Viol does not appear o
have diffived from the Spasith Guitar in thape, nor to have much exceeded it in fize,

.

8 E C T 1 O N VL
Of the Violin, Tenor, and Violoncello.

”OLINO in Iralian, and Vielss in French, are evidently diminutives of Visls of the former,
and Visle in the latter language, exprefling what we fhould call in Englith ¢ /el Visd. Buw
whasever may be inferred from the name, the Violin is an inftrument differing much in fhape and
propensies from the Vial. The Treble, Tenor, and Bafs Viols of the fixteenth and lakt century,
the two former called Vioke 3 Brexxe, the lalt Visls 3 Gambe, by the Italians, were of the form of
the Viol, marked Fig. 11 ; a thape very diffcrent from tha of the Violin; which will appear, by
infpedting the Figures, to be much nearer the form of the Rebecs, Fig. 13, 13, and 14. before
deferibed.  The Treble, Tenor, and Bafs Viols had fix firings each, with frets; the Violin, oa
the contrary, had only oac ftring more than the Rebec; and, like it, had no frets. The Rebec
sad Violia were in England fo much coafidered as the ame inltrument, that the term Fiddle was
formerly ufed as fyncaymous with Rebec, as it is now with Violin (a).

Much setention had been given in the courfe of the (ixteenth eentury to the improvement of
the Viols, which were the favourite inftruments of the beft Muficians and Amateurs of that time;
while the Violin, or Rebec, a3 it was perhaps itill called in many places, was held in contempe,
and deemed only fit for the eneertainment of the vulgar. By the great progrefs then making ia
the mechaaic arts, every neatnefs and clegance was given to the Viols, and their ftrufrure was:
diseQied by machematical principles (4). A Bafs Viol, made by Bolles, an Englithmao, was valued,

=
() ™ Thoy oy "tie profant dench for thefs S4dlers @ (5) The following direftions for cheokiag & &t of Viel
** mns their seboce before the Grasd Turk’s grace.” is given by the avthor of Mubick’s Mosement (page 345),

Fleschar’s Knight of the Burniog Peflle.  publithed in the year 1676: ** Let your bale be large;

Asd in Milsea's Liberty of ualicrafed Priatiog, * The * thes your trebles mukt be jult fo Dort agaia ia the fring,
 villogm ale muft have cheir vifitors s isquire what *° vis. from bridge to net, &3 are your baies, becanfe they
* lofiuses the bagpipe snd the rebec reads even © the  * fland cight sotes higher than the bafles, therefore as hort
“ gusmuh of overy manicipel Sddler.™ Ses Wanves’s * again; for the middie of every firing is an cighth: The
e, --—-hhmnhh-hutﬂ;’-

-
. s,

<
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ia the middle of the laft crncury, at one bundred guiness(c). And the principles of thefe
imnprovements of the Viol, spplied to an infrument like the Rebec or Violin, by an ingenivus
artift, would foon draw thar inftrument out of the negle it had been in.  This appears to have
boen in fome meafure the cafe in Jtaly before the middle of the fixteenth century (4); and at the
wery beginaning of the laft, ntwanndmndzg-edpuﬁ&mbyAn&wde:M
that has feldom been equalled, and never yet furpafied. A

‘The Violin, although thus brought to the greateft perfetion, in elegance of form, and finenefs
of tone, was not able for fome years w furmount the prejudices that had long been formed againft
it; and it was not till fome time after the year 1620 that its powers were known and acknowledged
© be fuperior to thole of the Viol, which ftill maintained its ground in Italy and other parts of
Europe. Hicherto the Viols had been chicfly confined to the execution of chamber-mufic, in which
their deficiency in firength and fpirit would not be felt; but early in the feventeeth century, the
Opera had its rike in Italy, and Motets with inftrumental accompaniments were beginning to be
introduced into the church. The Violin was not oaly better adapted to produce a proper effe at
each of thefe places, from its greater firength and brilliancy of tone; but was found, on trial,
when put into the hands of astifts of fkill, to have a power of producing a more perfe@ harmony
than had ever been done by the Viols. This arofe from a caufe that had not probably been before
fefpelted, namely, that the fingers, by praitice, and the guidance of a good ear, effeted a more
sccurate intonation, than could ever have been accomplithed by the direion of frets, fixed on
the finger-board with che wimolt mathematical precifion. Thefe can rever be fo applied, that the
intervals or op can be exallly in tuné, bue in one key; in every other, they will be remarkably
faulty ; and if the error be divided and leflened by what is called temperament, the varistion from
axs® tune will fill be eafily ¢'ftinguithable and offenfive to a corre ear.  So complete was the
aiumph of the Violin, that after the middle of the ceatury, mufic in parts was fcarcely ever
performed by Viols. .

For fome time afier the introdu@ion of the Violin into concerts, the under parts were performed
on the Tenor Viol and Bafs Viol; it was after difcovering the infufficiency of thefe, efpecially of
the lacver, thy inftruments of its own fpecies, the Tenor Violin and Violoncello, were made of
the fame fhape, but increafing in fize in proportion to the additional length and thicknefs of the
firings they were to carry.  The Violins were conceived to be fo powerful in tone, as to require
Bafies of a coafiderably greater fize and length of firing than thole now in ule (¢). -

As

® P Sat, bocsafe they fand s fourth higher than your
* baffes, therefore fo loag.” Aad the ratios of the furfa

d’chv'-lh.-d‘-y'afu-an u.hnudlh

and folidities of Treble, Tenor, and Bafs Violins were fill
more sccarstely alcertained o carly o8 the year 1636, or
porhags fome years before that time; as will appear from
the sccouat given by Merfenas. , of the coatrellion of thefs
Infiraments, ia the foquel.

() Mace’s Mubick’s Movament, p. 345. And the Lates
of Laux Maller were a2 this peried valved equally high.
* 1 have keows,” fays Mace, page 48, * two Letes of
* this maker, pitifel, old, bacsered, cracked thisgy, valerd
* a2 £.100 &-pieca.”

() That the Vialia was paid fome atvention  foon in
e fxmench caatury, sppean from the Mukica Iaframentalis
of Martines Agricols, quoted by Sis J. Hawkias, feft pab-
Ghed ia 1529 It oeans of the Viclia and Lace; bus fo
Ymie gronad &id the prattics of it gaia in the whole courfe
of thas contury, thas ia the pear 1601 80 mention is mads

3

aad p oca d living at
Nap'n ia that year, publithed in the Prattica Muficale of
Scipicas Cerretto, quoted by Sir J. Hawkins,

() The author of Mufick’s Monument (page 333) lamenes
the (mall samber of baffes in the comcerts of his time
(676). He fays, ** it was not ensfaal 2 bave bat one fimall,
* weak -fomading Bals Viol, and twe or three foldwg Pisdine §
* whereas one Vialia woald bear up fufficiemly againt two
* or three ounding Bafles, «fp ially fuch o you
* Gall genenally mest with in concerts.™  Aad sgaia,
* fappals & Harphcon, Orgas, or Theorbo Lute, be jeined
* w thefe Bafes, the difproportion is il the fame, the
* foaldiag Vialia will out-top them all.” This (hows their
ides of the great power of the Viclia, aad hew fowly the
Vicloncallos were iatrodecad isw Ragland. It will, bow-
@ver, be afwrwards fhows, that mere than forty years before
this time, Vislencelles, which from their grons e may be
foppuaiod a0 powerful os this snthar cold wilh for bis freidieg

Pudas,
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As for back a8 the year 1401 we have fome intimadon made of a firinged inftrument
sppropriasted w0 the playing a lower part. In that year a charter(f) was granted by King
Charles the Sixth of France to the Company of Minftrels of Paris, under the denomination of
the King of the Minftrels asd otber performers on bigh and low infiraments(g). This was the zrs
of the firft beginnings of counterpoint; and it is very probable, as Dr. Burncy imagines, thae
‘ lhd'ehigl sad low inftruments were Treble and Bafs Rebecs of three firings, which about this
time began w0 be in ufe, cither to play in oftaves to each other, or perhaps in a rude fort of
commerpoint.  This art had made a rapid progrefs about the beginning of the fixtenth century,
&8 appears from the madrigals of that period; and about the middle of that century, inftrumental
mufic in parts began to affume a regular form.  Fantafias, in three or more parts, were performed
on inftroments of different fizes, the Treble, Tenor, and Bafs Viols. The Viol continved, as
has been already mentioned, to play the baffes of initrumental compofitions, till the introduition
of the Violins, fome time before the middle of the laft cencury. In Englind, however, it appears
80 have been near the end of the century before the Violoncello was commonly ufed to accompany
the Violins, its office being till that time performed by the Bafs Viol.

The Bafs Viols were greatly overpowered by the ftrength of tone of the Violins, To remedy
this inconvenience, the obvious method occurred of conftrulting a Bafs of the fame fhape, and
on the fame principles, with the Violin itfclf. The increafe of fize was pointed out by the length
and chicknefs of ftring required; and the excellent firuéture of the Bafs Viol would otherwife
ferve a3 3 model, making the neceffary alterations in the finger-board for four inftead of fix
frings, and omitting the frets. The defire of obtaining an inftrument fufficiently powerful in
tone, led the inventors to fix on a fize for the Violoncello that made it extremely awkward, and
impoflible to be held between the legs of the performer, and it was therefore hung obliquely acrofs
his breaft; ammdhohlmgdtemn:mnt that was long afterwards praQtifed in the churches

of luly.

Merfennus, one of the greateft mathematicians of the laft century, and 2 writer on Mulfic, has
given a corre& engraving, and the moft particular account, which is probably the earlieft extant,
of the Violoncello. His Harmonie Univerfclle was publithed at Paris in the year 1636. There
are po written accounts, that I have met with, which carry the ufe of that inftrument farther
back, and it is known that concerts of Violins had not been heard many years before that
period.  The wfual kength of the Violonccllo, according to Merfennus, was from four feet and
# half o five feet; and, as he muft mean French meafure, this will be from four feet ten inches,
0 five fect four inches, of our meafure; a fize that would eafily admit of its being tuned a whole
son¢ Jower than the prefent tuning of the inftrument. Accordingly Merfennus informs us, that
the frft ftring was tuned G, unifon with the fourth ftring of the Violin; and the three latt, C, F,
and B s, in a defcending feries of ffihs. He addu. that the Violoncello was held crofs the
breafl, in the manner above mentioned ().

1 kave feen an inftrument of the Violin fhape, which I at firft fight took for & fmaller-fized
Double Baf; but it appears to have been intended for a Violoncello: it was confiderably larger
than thofe defcribed by Merfennus, being five feet ten inches in length; from the finger-board
and nut ik feemed calculated for four ftrings, and it had five frers. It was made in Danczick in
the year 1633, which appeared by a fignature in a piece of inlaid mother-of-pear] on the finger-

Piakies, ware in ubo oa the contisent; sad with refpe@ 0 (/) Quoted by Dr. Burasy, Vel.I. p. 374.

the prejadics 8l eanesived againt the Violins, which this (9 ]«-ldalulmulmq-hn.

apichet implios, it will be forn bow differently a man of  (5) Norta verd bdicines regios b (B2t
(Gisass, snd eartalaly & mech better judge, fpeaks of the ﬁn)mnlghhbl‘dh-l"&inﬂm -
(Gapories afiofs produssd by the Vielins fo early as the year luvilphnm-r

wyb ) Mcasas, de lafirementis Harmenicis, p. 39
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bosrd, on which was engraved  Fecit Jacobus Brandt, Gedanefis, anno 1623." Violins are noe
foppofed to have been played in concert before the year 1620; and this initrument was probably
one of the firft Baffes that was made to accompany them, as it partook in fome meafure of the
asure of both the Viol and the Violoncello; ot’dnﬁnwbymfrm,ndo(theluwbym

fhape and aumber of ftrings.

Merfennus informs us, that, together with the Violoncello, there were Tenor Violins of three
differene fizes, adapted to accompany the Violing in the under parts. A coacert of Violins
therefare originally confifted of Treble Violins, Contre-alto Violins, Counter-Tenor Violins, Tenor
Violins, and Bafs Violins or Violoncellos, which were no doubt in imitation of the different fpccics
of human voices. The part of the Contre-alto Violin correfponds to what is at prefent affigned o
the fecond Violin; the part of the Counter-Tenor is the fame with the prefent Tenor; and that of
the lower Tenor of Merfennus is partly given to the Tenor, and partly to the Violoncello. The
fizes of thefe feveral Violins were determined by rule, and their proportions mathenatically
sfcertained. The words of Merfennus are, ¢ that the middle parts or tenors were of diffcrent
« fizes, although they were all tuned in unifon; and confequently, when the furface of the
« counter-tenor was to that of the treble as 9 t0 4, and that their whole bodies were in the
* proportion of 27 to 8, the furface of the tenor ought to be to that of the treble as 4 to 1, in
* order that their @lidities might be as 8 to 1; and, laftly, the furface of the bafs ought to be w
"ﬂu:qf:hemblenxﬁw:, and the body of the former to that of the latter as 64 to 1 (i)

The infirument now called the Violoncello, was for fome time after its invention called the
Bafs Violin, to diftinguifh it from the Bafs Viol ; and in the fame munner, in French, it was called
Baffe de Vislon, in contraditinion to Baffe de Viele; in Italian it was called the Fisleme, the
sugmentative of Visle. This appears from feveral mufical publications about the end of the latt
century; and particularly in the Bologna edition, of 1690, of the third opera of Corelli’s Sonatas,
. the part exprefsly compoled for the Violoncello, and not intended for the Organ, is intided Vislene.

On the invention of the Concerto Groffo, at the end of the laft century or very beginning of the
prefent, a further increafe of fize became neceffary, for the peiformance of a part an otave lower.
‘To this larger inftrument, thercfore, was very pro;erly transferred the appellation Ziolone; and what
had formerly been called Violoae, is now by the diminutive of that word, the Vislecells.

(/) Hesmenle Usiverfells.

SECTION VI

Of the State of Infirumental Mufic in the di [trmt Pcnod: mentioned
in the foregoing Differsation.

THEe grest efteem in which Mufic was held by the ancient Grecks, muft have been obferved
by every one that has turned over the claffic page. The fuppofed inventors of it have been dcified,
or the invention attributed to their gods. It was not only confidered as a neceffary accomplifhment,
but held in fuch extreme veneration, as an ancient author expre(les it(s), that Prophets, Philufophers,
Poes, and Mulbicians, were Jooked upon as onc, and were called by the fame name.  To fuch 8

(o) Nam quis iguerat Maficen tantum {llis jom sntiquis  habuiffe, ot iidem Mukicl ot Vates et Sapiences judicarenter?
Gmperibes son fudii mede, versm wism vesersticals  Qginv. laftitst. Orat. Lib. L c. jo.

’ G
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. degree did they carry their admirstion of this art, that, 1o make ufe of the expreflion of Cicero,
they feemed 0 think all knowledge and fcience was comprehended in a fiddle-ftring (4). Homer
seprefcnts the Gods as recciving the greateft delight st their banquets from the Lyre and voice of
Apollo, and the Mufes(c). There is always mufic and 2 Bard introduced into the
feafts defcribed by Homer ; and fo much did he think mufic an accomplithment of princes and
herors, that he bas reprefented both Paris and Achilles as performers on the Lyre. Nor was this
pallion for mufic confined o the heroic ages; it continued for many centuries afterwards.
> who was in the opinion of Ciccro the greateft charalter and ornament of Greece,
is faid e have fung inimitably well to his Lyre; and Themiftocles, the great Athenian general,
mot long before the time of Epaminondas, on refufing the Lyre at an entertainment, was looked
wpom 23 deficient in education.  Cicero concludes, that muficians flourithed in Greece, that every
ome was infirulted in the fcience, nor was any one that remained ignorant of it confidered as
feficiendy accomplitbed(d). The Bards 100, or muficians by profeffion, in early times, were
held in the greateft efteem, and treated with the greateft deference and refpe@. They fung to the
Lyre the praifes of the gods and heroes at the tables of the princes and the great(¢). 1lomer
makes frequently mention of them, and of their occupation, in the perfons of Phemius at the.
court of Ithaca, and of Demodocus at that of Alcinous. The fonner is fliled divine Burd, and
is coafulted by Penclope in tears, as one “ to whom the aQtions of gods and men were known (f).”
M\-huemdvid::hegmxd\nfpe&,md,placedinthemiuﬂofcthhiet’so(the
Pheacians and their King Alci st & banquet, is helped by Ulyfles with the choiceft meats,
and ferved by & berald. The Bards are declared byUly“estobemudcdtohomurMmfpe&
from all men, as beloved by the Mufes, and having by them been inftrulted in their art(g).

Mulical coneefts were 8 part of the exercifes at the Public Games in Greece; and the Pythic
Games conlifted chiefly, if not intirely, of poetical and mufical contefts. Thefe were faid to have
been inftituted by Amphi&yon, the fon of Deucalion, in honour of Apollo, on his having killed
the ferpent Python. They were difcontinued for fome time, and rencwed by Eurylochus about
_ 896 years before Cheift. Paufanias gives an account of the firft poets who gained the prizes at

thefe Games, among whom are Chryfothemis, Philammon, his fon Thamyris, and Eleutherus.
. He

(5) Semmam ervditionsss Graci ftam cenfebast ia ner-

verem vecnmqus castibes. Tufcal. Difput. And nearly
' the fame purpole, Atheamms, Lib. XIV. v & dreo sseam
 cubms e ‘D rers vy poven patere wal M ses
2o suve v po Sew Asians, Yoo & e Opfrs purawrare
N CUvaTe mpus M8, VRSV U JPUPR TS TEXTS TEUTY

might assex w the werd, Xemophen
voy us echer idea by i, thes what is exprefied by the
Raglih word £il.
U) Ot mm po spem fpay & wiow sovadore
Aaman' oh » Supag dheve duveg aow
| Gupes ey Sypmadien & o Askioe
Mevan Yl anbe, apelopnns e vade.
Diad, L. v.601.
(/) Bpamiasedes, prisceps, mes jedicio, Gracis, Sdibes
paclve escisife diciar : Themifoclesqee aliquot anwd
snngs, cum in epalis recufaret lyram, habitms eft indolior.
u.hm-amamn-...
e ciebar, fazie A pecabatur. Tefcul.
Dije. xuh—hunmmhu
“.b.h.hm.lﬁq-hy

.

found prallifiag en the Cithars, was aked how be could
think of beginning the fudy of Mufic fo lase ia life.
Socrates anfwered, that it was much better to learn lase than
never: apode oliuade was o apate.

{7) Et teflimonio feat clarifimi poetm spad quos ieter
regalia convivia lawdes heroum oc dosrum ad Citharam
canebanter. Quinv. Lib. L. c.s0.

(/) Anepprara ¥ wore sprerds S snde
Oque, TS yay ala Sves Surrepe wlng
By acdos % $es 1y, va 7 s asde.
OdyfL L v.338.
(2) Kapd 7 oyl 93w, ayer quyw ande
Anpedaw, Aauss yvrpume, ¥ oy evre
Maroy dmeopenss, Sy aen pove ynony
Aq oW wpna TRy Fepars Ohovese,
Rove prapes e & Wi
Agyedore ieg, Sadem T @ appu dapy®
Kapsl, 73 0 vovs vpe appes opye Qeren,
Sapadap, sos e Sprenlipas SxTpiss T
Tlaos yap asS; swene xS innre mds
Topat sppasyes s ame acdog, boves’ apn ofng
Ouang pove’ oddafe Praars b Pudar andes.
Oc o v’ sl b Gyam © yopr sSvem
Ny Bapohay, $ Tdion’ yous b Sopy.
Odyk VUL w ¢35
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He relates thae Hofod conld net be admitted emeng the condidates, becanfe be was net able 1o
accompany bimfelf e the Lyre ; and that Homer went te Delphes to confult the Oracle, but fusg o
played vory lissle, en accouns of bis blinduefs and infirmities (b).

By means of the prizes given to the viltors, and the honour and applaufe they reecived, in
prefence of all Greece, st thefe celebrated games, it is reafonable t fuppofe, that as there never
were st any time ftronger motives for emulation, fo there never were greater exertions made, for
the amainment of excelience in mufic, than from the revival of thefe games, near 600 years before
the Chriftian mra, till near the time of their difcontinuance on the public eftablithment of the
Chriftian religion; 3 period of 700 ycars, amd fufficiently long, we thould think, to bring any art,
with fuch ewertions, to its greateft perfc@tion, did we not refie®, that a progrefs in an art will
often depend oa the ftate of others, on that of the fciences, on fortunate and accidental difcoveries,
and aa intercourfe with other nations engaged in fimilar purfuits. In Mufic, in particular, the
progrefs may be rerarded, or accelerated, by the knowledge and praltice of more or lefs perfelt
infiruments, and by the fate of mufic as a fcience.

Some time after the revival of thefe games, we are informed, by Paufanias, of a very 1emarksble
evem ia the hiftory of Mulic; that of prizes being given to inftrumental performances alone.
Hitherto the Poet and Mufician had been joined in the fame perfon; and this is the earlieft
intimation we have of their feparation, fo common and fo much lsmented in our days.
Echembrotus the Arcadian is necorded to have gained the prize at thefe games by accompanying
oa the Flute, and Sacados of Argos by piaying on that inftrument alone. The former made an
offexing of a bronze tripod to Hercules, with an infcription(i), on the occafion. Ac the cighth
Pythiad, 559 years before Chrift, a crown to be given to the beft players upon ftringed inftruments
was won by Agelaus of Tegea(k). Pylades gained the prizes there, on the Cithara, about the
94th Pythiad, 211 years before Chrift; and Nero brought the laurel to Rome for his viQory in
finging to the Cithara at the Pythic games, 66 years after the Chriftian ®ra(/).

Of what nature thefe accompaniments were, we have lictle information; it is moft probable
thae they remained for a long time nothing but the fame notes, or unifon with the fong. Piutarch
meations, that, before the time of Crexus, the accompaniment was note for note, wperxsda; but
that Crexus inaroduced & confiderable improvement, that of an accompaaiment under the fong
(xpowere vwe vw wdw). Dr. Burncy imagines this to have been a kind of Bourdon or drone bafa
wnder the voice part; a fenfe in which the fame phrafe feems to be applied in the 4oth Problem of
Arifiocle, where he fpeaks of the accompaniment and voice ending together (s).

‘The hiftory of mufic and lyric poetry smong the Romans is uncommonly barren. Horace is
the only lyric poet whofc works are come down to us. Mokt of his Odes are fongs which he is
fuppofed to have fung to the frven-fSringed Lyre, at table with his friends, to his miftrefles, or in
focicties where men of pleafure uled to aflemble (s). N

(ﬂwlq—-p,-bm;-d,‘ pabps ioe voo spladpee vay soppopes younedem.  Lib. X.
oo oo dww, grm G o v bhes, 2w 30 em meww €. 7.
o xpodups 2 Kpurat, &30 3 wury doyeres Kopuamey sadwes ;) Thq jakripeion, extant in the time of Panfaniss, wee

W o wdlag s e Prempsl T AN ane Mevensse vy &
wnls ppesn ve Oppass, wx dhioras Parw ey wr ey poo-
o frnfiodm. Borw b Dsdys anrerde Nobaw mw pnye
am 3 gumeeva, wn phe ale oy b Yo g’ Arpiles B am
Tonle covtarSum o mpmrpidy, v ¢ wlapdee ine vy ol
Addoypams. Opages & apurve oo o4 Aoy sgesepeny lovn
= dew gt X arvy an whepde Agden oxges, ®

Rxulyores Amas Som ‘Npaade asswer v Fopadn' Apfroveney
# A% ‘Toen Fanh s pides o Aryeny.  Pawsan.

) .

(/) Sest. ia Nevonem.

(@) Hik. of Mebc, Vel.1. p. 340.

(e) M. de Qperion, Mémaire fas Ia Chanon—ITif. Efay
ea National Seag.
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In the firkt centuries of the Clwiftiaa mra there occurs very little in the pradlice of mufic
warthy of remark. The Northern astions, who had taken poficflion of the Roman territorics
aad provinces, had their Bards, whole rank and occupation greatly refembied thofe of the firft
pocts and mulicians of Greece. They fung to the harp the praifes and archievemenss of their
wvalisat countrymen and heroic anceftors; and the refic@ and antention with which they were

. treated, were not inferior to thofe which Homer reprefents the ancicnt Bunds to have enjoyed in
Gresce.  The harp was no lefs in favour with the Cambro-Britons. The Chicf Bard of Wales
faz aext 10 the Judge of the Palace, at the Court of the Welth Princes.  The Baud of the Palace

, was in rank the cighth officer of the King's houfchold; and it appears by the laws of King
Howel (o), that both of them enjoyed many diftinguithed privilezes.  Amorg our own anceftors,
the Asaglo-Sezons, mwlic was held in the fime high citimation, even reckoned a ncceffary
sccomplithment for Kings; and to fing to the harp was confidered an indiffenfuble part of the
educstion of a genteman. It was cuftomary at feftivals, that the harp fhould be handed round,
and each of the company to fing t it in his turn. This is proved by the exprefs teftimony of the
Venerable Bede, who relates that the facred poct Ceedmon, who lived in the times of the heptarchy,
had devoted himfelf fo much w0 facred and ferious ftudies, that he negleted mufic, though fo
falhionable an accomplithment; and being fometimes at entertainments where the harp ufed to go
vouad, he got up from table and left the company, being athamed that it fhould be remarked he
was deficient in what was looked upon as a branch of genteel education(p). The reader will
oblesve a remarkable correfpondence in the flory of Cadmon, with what Cicero relates of
Themiflocless and a ingular agreement, in this refpe@, in the manners of two nations difficting
greatly in degrees of refinement.

MuBic contisved in equal cftcem afier the hepearchy. The mufical sbilities of the great
Alfred, and his availing himfelf of them o gain admiffion into the Danith camp in the difguifc
of 8 harper, are recorded in the Englifh hiftory, and too well known to require repetition here,
Among the qualifications of diftinguifhed charalters of this period, and uatil the end of the
Senth century, harping is generally enumerated(¢); and for feveral centuries afterwards, Englith
snearical tales sppear 10 have beea fung to the barp, in the halls of our magnificent anceftors.
Chaucer’s poem of Troilus and Creflide, although almolt as long as Virgil's ZEneid, was intended
00 be fung 0 the harp, as well as read (7).

About the time of the firft Crufade, in the eleventh century, the poets of Provence were
sumerous, and diftinguithed by the mame of Troubadours, fynonymous with fresvenrs or
inventors. They reforted to the feafts and tournaments given by the fovereign Princes and

- great Barons; were wreawed with the greaclt refpe@, and gratificd by the richcft rewards(s).
cmpany. Camb. od. 1723. p.¢97. See Effay on Mia.

Loges Wallice, Load. 133 .
“ firels, prefiord 0 Dr. Percy’s Reliques of Aacient } octry.

() Bode Hit. Beclel. Lib. IV. c.34. The words of
Dods are: Nik'l enquam, frivoll et fupervasui poematis
fhose poteit ; fel ea taarsmmodo, qum ad relipivnd ioo

dose, mligichm e liageam decebant. Siquidem ia
Qeblsn Gucnlari, sfque ad sempors prove@ions mtatis con-
[ W] i Jiquando didi Uadé eon-

ansguem i ceavivie, u-‘cl’n Intitin caula ot emser
pov eodicem castare deberent, ille wbi appropingaare Gbl
cicharam coracbet, fargebat & media oxns, et egredus ad
fam domam repodabas.——Is King Alfred’s Aoglo-Sazon
varfion of this paflage, be exprefies the Latia word cowere
Sy * be beqrpen pragan™ fiag w0 the barp; as if he had
oot any iden of his countrymen Enging without the accom-
poniment of the harp: and when Beds ealy (ays ** Surgebat
6 modis enne,” be wenlesss & = Yooas spep be pon
Fosems pram Sem rywie,” be sl for hame from e

(1) William of Malmefhury pives the following chasatler
of Alcla, mephew of Ina, King of the Well Scxoms :
* He mas an excellcat barper, a mofl eloyuent Saion and
* La'in prei, 8 moll expert chister or Giager, & Dotlr
* eztezim, and admirably verled in the Scriptares and
“ liberal Lliencer.”  Aad of St. Duaftan, Archbithop of
Caoterbury, abuat the year 938, it is (id, ** that among
* his Lcred, bz Rudies, be cultivated *Ne arts of writiog,
* harping, and painting.” Lifsaf St. Duetan, MS. quosed
ia Waron's Eog. Poctry, Vol. 1. Duent. 2.

(7) ** Asd re e wberclo thim be, or cilis age.” Sce
Wastoa's il of Ecg. Poetry, Vol . p. )88,

(1) Ses Notrolamas, Crevembdini, Al I'Evijoc ds la
Raviiliere, Hilbire Litsiraire don Traubadours, M. do
$¢. Palaye, oad sther accrusts o the Troubadours,
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‘They were accompanied by Chanteres, Violars, Jongleurs, and Mufars. The Chanceres fung the
poetry and fongs of fuch of the Troubadours as had not a voice or knowledge in mufic fufficient;
the Violars were performers on the Vielle and Viol; she Jongleurs(f) were probably players oa
fuch inflruments as the Guitar and Lute; and the Mufurs played on other inftruments, not
improbably wind inftruments. The profeffion of the Troubadours was held in fuch efteem, that
many of the grestelt charaters of thofe times enrolled themfclves into their order; and among
them are enumerated two Emperors, four Kings, one Duke, fix Earls, and many other noble
charafiers.  Our King Richard the Firft was a Troubadour of the higheft eminence, and retained
8 aumber of thefe pocts in his Court. Ladies of the firft rank alfo became profcffors of the Are,
and beld Courts where queftions, which the Provencal galantry had brought into vogue, were
determined by judgements, ‘called Arréts d'Amour, pronounced by the fair judges ().

‘The profeffion of the Troubadours began to decline on the removal of the Court of Provence
by the death of Raimond Berenger, the laft Count of that family, in 1245. They had degraded
themfelves by their licentious behaviour, and had incurred the difpleafure of Philip Avgutte, of
France, who banifhed them his Court and kingdom. The other Courts of Europe were in like
manner foon difgulted with them, and the Provengals ceafed writing after the fourteenth century.

The Minftrels of France were confiderably prior to the Troubadours, and their exiftence as a
body continued longer. Meneftrel was a title given to the Chief Mufician of King Pepin, father
of Charlemagne, in the eighth century; and the Jongleurs and Violars, who afterwards accompanied
the Troubadours, were, long before the time of their affociation with thefe poets, common in moft
pars of Europe.  Strolling muficians of this kind abounded in France at the time of Charlemagne,
who in one of his Capitularies(x) forbids their admiffion into convents, and mentions them as
perfors fligmatifed with infamy. The French minftrels were poflefied of various talents; they
fung their own compolitions, or the compofitions of others, to the accompaniment of the harp,
wiol, and other initruments; they danced tv the tabor; played tricks of legerdemain and
bufooary(y); and in thofe times were cvery where well received and well rewarded. They
sbounded in the Courts of France, and more efpecially in Normandy, whence they attended the
Conqueror and his Barons into England; and they feem to have been equally numerous in this
country during the reigns of our Norman Princes. They met with s favourable reception and
Tiberal rewards at Court, and among the Barons; and many of our old hiftorians complain of the
‘crowds of French minfirels that were induced to vific England st every coronation and public
feflival.

In the year 1330 the minftrels of Paris were formed by charter into a corporate body, Raving

8 chief sppointed over them, ftyled the King of the Minftrels, and lived in a ftreet which from
them and their tutelar Saint is called the Rue St. Julien des Mencfiriers.  The church of St. Julien
des Meneftriers was built in the year 1331, by Jaques Grure and Hugues le Lomain, two of the
minftrels of Philip the Fifth; and the prefentation to the living of this church belonged ® the
Compeay

(r) M. ds la Ravailliore derives jonphor from mpls, 8  Defors the Quern of France, who refufod © desermine the
s0il ; gl , & porfon that played on fiuch infrements 0 queftion, exclsiming, * Ged farbid that | fouid meddle
the gulear, harp, ond lose, which were played on with the  with & decres of the Countces of Champagne. M. do
poinws of he Gagers. But 1 have fomewhere feen it, | Querion, Hif. Efay en Naticaal Scag.
think, better derived Som jesplr, 0 jingle, from the " .

@aols o hely | iag . .(.:‘)‘.Cmddhx.—yl’. Bereey, V.11 g 0g3

(s) The Comaane of Champagee had proscuaced feversl (1) Thas frem the Pronch, juphwr, comes the Raghih
of ok oumences, sad, amengt them, coe ia o pastiament  word juggler; and it messiog Witk w it refrifed w0 &
of famy ladiss. An agpral wes beoaghe aguiafl the decifon  performer of legerdemaia. L.

- H
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Cempany of Miaftrels as founlers and lay-patrons(z): in the year 1401 another charter was
" grameed w0 them by Charles the Sixth, uder the denomination of The King of the Minftrels, and
ether Performers oa high and low Infiruments; which has beea meationed in the preceding
Seftion, . .

T .

Ia the year 1469, Edward the Fourth granted a charter to Walter Halliday and others the
King's minfirels, forming them into a corporation, t be governed by a Marfhal, to be clected
during life, and cwo Wardens (o be chofen yearly (s). But it does not appear, notwishitanding
the freming diftin&tioa conferred on the Englith minftrels by this charter, that they ever were
& Yody of men qualified, like the Frerch minftrels, for the entertainment of Princes and the
Nobilicy. The latter were reccived into their palaces and caftles, where they fung French
maetrical romances at their tables; that language being ufcd at Court, and at the caflles of the
Normen Barons, for fcveral centuries after the Conqueft. ‘Lhe term Minftrel, adopted from
the Prench into the Englith language, exprefled nothing more in the lateer, than a mufician in
genenal: the King’s minftrels, thercfore, were his band of niufic. Muficians, even of the lowcft
clafs, were ftyled Minftrels (3); and at length, by a law of Queen Elizabeth, they were fignatifid
with infamy, and pronounced “ rogues, vagabonds, and flurdy beggars(c).” With the Jecline
of Chivalry the wild fubje@ts of the metrical romances no longer continued w pleale, and
minfirels and their art foon funk into total negle@t.

1a the mean time, the knowlcdge and praltice of mufic were cultivated, and were confidered a3

8 branch of genteel education; and it was common for ladies and gentlemen of the fourteenth and
facceeding centuries to fing, accompanied by one another on the Viol and the Lute.  Of this we
have exprefs information from Boccace, in his defcription of the arufements of a party in the
i of Florence, during the great plague in 1348. The Decameroon of that author
has always been looked upon as a natural and juft defcription of the manners of the Italians at thac
period.  Of this party fome are faid to have fung well, and to have been excellent performers on
feveral inftruments. Dion, one of the gentlemen, played on the Lute; Fiametta, one of the ladics
(faid vo be the miftrefs of Boccace), played on the Viol; and Emilia, another of the ladies, fung
an air, sccompanied on the Lute by Dion(4). The Viol and the Lute feem to have been chiefly
employed in accompanying the voice, probably in unifon, till after the invention of countcrpoint,
ia the following century. In the latter end of the fiftcenth, and the whole of the following century,
madigrals in parts were fung in private concerts; and it feldom happened that a lady or gentleman
could not fing & part of a madrigal at fight. Mufic in parts, compofcd for inftr alune,
was of later invendon. We have no oier means of afcertaining the time of its inuwroduction,
than by the mufical publications of thofe times. ln the earlieft thas is mentioned with certainty, is
s Treatife

(a) Busuey, V.IL p. 374
() Baraey, Vel. IL.

) In the Ares of Baglihs Pocbie, 1589, is given the
fillowieg acconat of the Eaglih minfirels. ** The over-
® bufle and we fpoedy retarne of one manaer of tune, doth
* w0 much aavy, aad 20 it were glet the eare, unlels it be
© jn Gmall and populas mafickes fong by thefc Cantenbary

* Clymme of the Clongh, and fuch other old romances or
© biflorical rimes, made purpokely for recreation of the
* cummen people at Cheiftmas dinners, and bridealcs, and

** in tauerns and alehoufes, and fach other places of bafe

* refore.”
() s9Bliz. . ¢ f. 5.
() B levate le tavole concid folfe cofa che tutte Je donne

- * vpen banches sad basrels heads, where they have ncee
© gahar sndiencs thaa boys or couatrey fellowes that paffe
* by shem in the firest, or elfe by blind harpers, or fuch
@ e tanerng minfirels, that give a £t of mizth for a groat,
¢ © and their matzers being for the mok part flories of old
® dime, 0 the Tale of Sis Topas, the Reportes of Bewis
®of Ssxthamgun, Quy of Warwicks, Adam Bell and

carolar fapeffero ¢ & i giovasi, ¢ parte di lom
ottimymente ¢ fomare ¢ cantare, commanda la reina, che
gl & i venilero, ¢ per d di lei Dioncs
prefo un livto ¢ la Fiammetta was vivals, commiociarone
foavemento wna danza & fosare, ¢ quella fnita, canzomi

ghette ¢ liete inci acantare, Decsm. Giore. 1.
n
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aTunﬁfeoitﬁeMofm»poﬁagFannﬁs&rlnﬂm in three and four parts, by Thomas
4 San@ta Maria, publifwd at Valladolid in 1570(¢); which makes the =rs of thofe compofirions,
aad of coacerts of Viols, to be about the middle of the fixteenth century.

‘The Fanrafias continued to be played in three and four, and fometimes in more parts, by Treble,
Tenor, and Bafs Viols, till near the middle of the laft century. As thefe were the firft fpecies of
infltrumental mufic in parts of which we have any certain accounts, and were fucceeded by the
Sonara and Concerto Groflo, both of which are ftill in ufe, a fpecimen of the former will, together
with the Sonata and Concerto, exhibit the origin and different fteps of the progrefs of inftrumental
mwufic in parts, to which there has been no addition but that of the modern overture and chamber-
mufic, which cannoc be carried farther than forty years back. To enable the readcr to form an
idea of the ftyle and fpecics of compofition of the Fantafia, fo much mentioned by the mufical
writers of this p:rxod a Fantafia in five parts, of which more particular mention will be afterwards
made, is fubjoined to this Differcati

Befides the Fantafias for the Treble, Tenor, and Bafs Viols, the Violifts were in ufe to play on
the Divifion Viol, 2 kind of Viol da Gamba, decfcant or divifions on a given ground bafs, which
they appear to have done extempore, while the ground bafs was played by the Organ or another
Viol(f). From this manner of playing divifions on a bafs, many well-known and favourite airs,
which were played with variations, acquired the name of Grounds, fuch as Farinell's ground,
Purcell’s ground, and others. The laft of Corelli's Solos confifts of divifions on one of thefe
grounds ; and the Aria con Variazione, in the modern mufic, is derived from the former praQice
of divificns on grounds.

Another fpecies of Concerts, in three parts, performed by Violifts in the laft century, is mentioned
by Merfennus : it will feemn ludicrous o the modern practitioners of mufic, and, if the account
had been given by an author lefs grave and accurate than Merfennus, might appear fufpicious.
In his defcription of the Viol(g), he fays, thar ¢ they are made of all fizes, fome fo.large, that
* they are made to contain young pages, who fing the treble part of fome favourite air, while the
* Violitt fings the tenor, and plays the bafs on the Viol; and that it was in this manner tha
* Granier performed Concerts in three parts before Queen Margart(L).” Merfennus repeats the
fame circumitance in his account of the Lute, the back of which he fays * may be made 10 open
o and thut like the door of a chamber, and the inftrument to contain a child; whofe voice, in
& concest with the ftrings, will have an exccllent effe@ (7).  In the Latiu treatife of Merfennus,

. . which

() Queand by Sir ). Hawkias.

m'l’hlb.my-dlml‘l'mﬁﬁulhAnd
playiag thefe DiviGons, by Simpis, called the Divibon
Vial, princed fo late 86 1677.

(g) On los fait (les Vie'es) de toutes forues de grandewr,
dans lefquelles I'on pent eafermer de jeunes pages pour
chanter l¢ deflus de phabicers airs ravifans, tandis que celei
qui wnche la baSe, chasts Ia wilic, afa de faire un Con-
@ent ) oeis parties, comme faifoit Granier devast La Reine
Marguarite. ~§larmonie Usiverfelle, Paris, 1636.

() This maft have been Masgaret of Valois, Dowager
of Hoary the Founb, of Francs. She kept bes Count, from
she yoor 160g till her death ia 1613, in the Fanzbourg
$e. Germaia, st Paris. Meneray thus foms up bey very
Saguler charafier: * Rlle Hoia la volepis & la
o divgtion, Pamous des lowses, & cnlai ds la vanits; Ia

* charisf Cheétienne, & Pisjulics. Car comme ol's fo
** piquoit d'¢tre vue uvest A Piglife, d'entretenic des

* hommes favans, & de donwer la dixme de fev revenses
** aus Moises, clk faifeit gloire d'avoir wovjours quelque
o0 gal e, &' ™ diveniflemens, & do
“npoycnu-mhhm" Abrégé Chronol. Tom. VI,
P37

(5) Ou pewt faire fon corps (en pariant du Lath} 6 grasd,
qu'ua cafaat o'y logera powr chaster le deflus, tandis que
Ie jobeor du Luch souchera la baffe, comme je remarque
sufi dans le Traité de Ja Viole; car I'on peat tellement
faire les eclifles que le dos du Luth s'ouvrira & fe fermers,
comme la porte d’une chambre, posr y enfermer ua eafant,
doat le chaat étant bien concerté avec les cordes, donaera
d-

sux sadi —ﬂn-"' fell
bi genial with the g

of the

l’:-ﬂdnnﬂnu &uddﬁg.h“‘

[
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which he publifhed fixteen years after his Harmonie Univerfelle, he again mentions the fame
preftice, in giving an account of the Viol, with this addition, that the child might cither « fing,

* or play ca the commoa Buse.”

Sech were the different ufes to which the Viols of the two preceding centuries were appropriated,
“They were the moft pe:fe& (tringed inflruments that had hitherto been known, and the favourite
infirements of the beft muficians, as well as gendemen who cultivated mufic as an amufeinent.
Among the later, feveral charatters of the greateft dignity in our own country are mentioned as
being excellent performers on the Viol; namely, King Charles the Firft, the Lord Keeper North,

_Lard Crew, Bitbop of Durham, Sir Roger L'Eftrange, Sit ——— Bowles, and others(k).

‘The Violia hed not a3 yet been paid any atrention to by the Amateurs or the Muficians of
repuee; it was confined to the loweft clafs, and was heard ocl” in the ftreets, in alchoufes, and
places of low refore. It was with great relu@ance that the Violifts admitted into their concerts

a8 infiromene, * & fcolding inft

1 their hl,

," that d

as well as bafles; and in

the prejudices conceived againtt the Violin coatinued confiderably longer than on the

Eaglaad
Continene (/).

‘The Opers began w0 be exhibited on the public theatres of Italy about the beginning of the
lakt century 3 although there may have been more private performances of it, at the palaces of
fome of the Priaces, fome time before. L 'Orfeo of Montverde, reprefented at Mantua in 1607,
is fuppofed © be the fi-ft ever printed with mufic(m). In the management of the orcheftra,
this opera differed extremely from thofe of the prefent time; for inflead of all or moft of the
inftraments playing at onc time, particular inftruments are appointed to accompany each character
two bafs Viols, for inftance, to accompany the part of Orpheus; ten treble Viols to accompany
EBuwrydice; four rumpets to Pluto; &c. There is no further mention of Violins among the
infiroments, than that two fmall Violins, in the French manner (duoi Violini piccoli alla Francefe),
e % sccompany the charaler of Hope. It is plain, therefore, that a baad, confifting chicfly
of Viclias, was not brought into the opera till after this time. Motets and Maffes for voices,
with accompasiments for Violins, compofod by Carifimi, Coloana, Roverta(s), Baffani the mafter

of

asufie by wpeife, and craem of it mey be yet percrived in
shele pablic and privase concerts. o the year 1777 | hesrd
o Ovesorio, mewhat Qorter than oue o2t of Haadel's,
porfrmed ot the Coacert Spirituel in the Thuillerie palace,
ot Paris. Afer s fall chorus by all the voices and infra-
meats ia the erchefira, the andience was (arprifed with a
vary e fomichores, likewife pasied by indt
‘The found appeared w0 proceed from as upper region of the
alr; the eyes of every one were direfted o the cieling,
which is sacommeonly lofty; aad it was at leagth difovered
thet a fmall archeftra had bees prevically placed in & room
ohove. [ have aléo been at fevera! private concerts ia Paris,
whish the yosager part of a family bad prepured ia com-
pliment, and enkuows, 10 2 sged or infirm parent, on the
amalverfary of bis tatalas Saist, which is kepe is that
sy ia the ame maswer wizh, and in place of, the anai-
swlwy of the birh-day in this. The infiresents were
onned with 28 lictle aoife 0 pefible ia o dittant part of the
houk; eod when every thing was got ready, and while
Sme of the frirnds were engoging the old people iv dif-
. oufs en the hbje@ of sa amsfement for the cvening, o8 &
fignal ghven, the maic begas, and the particien feparsting,
e e sesms flow apen, which, befiles the archetra, &if-
N .

.

covered many other of their friends whe had been invired
© panske of the pleafere of their aged relation, in the
compliment thas paid to him oa the anmiverfary of his
Saiat.—=Would not the effeét of malic be greatly heightesed,
if the inframents were taned out of the hearing of the
suditors, and wo flourith, or foend of as isfirumeat, heard
before the begimning of o picoe?

(4) Sir ). Hawkins® Hif. of Mubc, pafim.

(1) Anthony Weod gives the following accowat of Con-
certs of Viols, and of the intredultion of Vio'iss. * The
¢ Violin had not hitherto (is the year 1653) been whed in
¢ confort amnng g only by Ecians whe
* played bet two parts. The gentlemen in private mortin s
“ which A. W. frequeated, played dwee, foar, and five
* parts, with Viols, as treble Viol, semor, counter-teser,
* and bafi, with an orgas, virginal, or harphcon, join:d
* with them ; and they eficemed a Violin oaly belonging t»
* s commoa fddler, and could not endure that it thould conie
* among them, for feor of making their mestings to be
* vais and Bddlieg.” Life of A.Wesd. Oxford, 1733.

(@) Sir J. Hawkias, Vel. LLL. p. 490,

(*) Gerb. de Makica Sacrs, Vel II. p. 341.
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of Corelli, snd others, began 0 be performed in the churches of Ttaly about this period; but
1 have aot mex with any thing to enable me to afcertain any precife time, betwixt this and the year
8630, when a Concert confifting principally of Violins, if any, had becn performed.

In the Harmonie Univerfelle of Merfennus, publithed at Paris in the year 1636, he mentions
the Kiog’s band of twenty-four Violins, as if it had been an eftablithment of fome ftanding;
and this sppears to be the firft regular band of Violins of which we have any certain account.
Merfeanus is very-particular in his defcription of this band of twenty-four Violins(s), a nune
givea o i in contradiftinion o a band of Viols, which were more common about this time.
Thefe Violins were not of one fize, as was commonly believed; but confifted of treble, tenor,
and bafs Violins, or Violoncellos; and of the tenors there were three different fizes. Merfennus
fays that they played daacing tunes and cantilenas in four parts, viz. bafs, tenor, counter-tenor,
ard treble, having Gx Violins to each, and that * nothing in harmony could be more fweet and
pleafane(p) :” but there was alfo a third tenor ufed in Fantafias, as will appear by the fubjoined
Fantalia in five parts, from Merfennus, inferted as a fpecimen of that fpecies of compofition, and

a8 & mufical curiofity worth preterving, it being at the fame time probably the firft piec: of mufic

that ever was plared by a regular band of Violins, tenors, and baffes.  In Merfennus the parts
are written feparately, in the old lozenge-headed notes, and without bars.  The part of the firft
Violia was in the French clef, or G, on the firft, inftead of the fecond line; the part of the fecond
Violin, as well as th: athcr two middle parts, were written on diffcrent tenor clefs, and intended
%0 be played on inftruments tuned like our prefent tenor, but differing in fize. Thefc parts have
been tranfpofed as for a firft and fecond Violin, two tenors, and a bafs, to make it more intelligible
to the modern pradtitioner. It is remarkable that there is not, in any of the parts, a note higher
than the commoa pofition of the hand; which plainly fhows the little pratice and artention that
had been beflowed on the Violin fo late as the year 1636, and the great progrefs that had been
made oa it in the courfe of a few years, on the invention of the Sonata, in which fhifting is fo
common. Uncultivated and lintle pralifed, however, as it then was, Merfennus does not hefitate
0 beftow the greateft encomiums on it; he fays, that whoever has not heard a concert of Violing
does not know what perfe harmony it is in the power of inftruments to produce, and calls the
Violin the King of Inftruments(g). In another place, fpeaking of the King's band of Violins,
be fays; * but if you with to hear the upper part alone, what can be more elegant than the
« playing of Conftance (the name probably of the firft Violin)? What more vchement than the
 enchufiafm of Boccan? What more delicate and tender than the neat touches of Lazarin and
« Foucard? Join the bals of Leger to the acute founds of Conftance, you will have all che
“ harmonic numbers complete(r) 2”

Fmdmmtllepn&eemdinpmmofngnlinfemmhmpm&eddwid\
s rapid progrefe  That regular and beautiful fpecies of compofition, the Sonata, pofed for
mVnohumdlBaﬁ.Indmn&mlulyabwtlhcmnddlco(dnhﬁunmry; bucwhothe
" original inventor was, is not known with certainty : Baffani, the mafter of Corelli, and Corelli
himfelf, excelled moft in it in Iraly, as did Purcel in England. It is uncertain whether the latter
had cver feen the firft Opera of Corc!li, as the date of its firft publication is not known. Purcel’s
Sonatas were publith.d before tic remaining Operas of Corelli ; but he profeffedly compoled them
after the model of the Inlians, wholc works he acknowledges to have ftudied.
Rogers,

(o) It was ia ridicale of chefe twenty-four Violins, snd (g) Lo Rai dos [nfirimens. Harm. Uaiv.
ant of Kisg Charies’s bacd of that member, that D'Urfey YRR c.

" N . (v) Sod £ velis snicam partema faperiorem, qaid ele-
-;h-::s—h.d Four-and-twesty Fiddlers all in 300 Confuatiai pulfa? Quid B i enthufiafmo veh
& Row. ). Hawaans. mentias? Qyid Lazasisi & Foucardi percuffienculis fubei-
() Nkil in harmenia feavies, atqes jucondies offe. - Kims? Mhplhl’-(:ulnun ﬁ-umu.-

Msasszses, jmbam, emass [ P
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Ragers, s Englithman, compofed Airs in four parts, for Violins, fo carly a8 1653 bue thefe
" were written for the Archduke Leopold, aftcrwards Emperor of Germaay, and appear t have
Seea for two treble Violins, tenor, and bafs. John Jenkins, a crlebrated compofer of Fantafias
in Bve and fix parts, for Viols, was much admired in England, and abroad, during the reign of
Charles the Firft, and for fome time after; until the introdultion of the Violin, and the general
peepolicfion for the Tulian fyle, induced him to compole twelve Sonatas, for two Violins and
befa, which were printed in London about the year 1660, and at Amfterdam in 1664. Thefe
were the firft Sonatas publithed by an Englithman(s) : Giovanne Legrenzi, bowever, a Venctiaa
campofer, publifhed Sonatas per Chieza (for the Church) 1n the year 1655, and Sonatas in three
parts, da Chicfa ¢ Camera (Church and Chamber Soaatas) in the year 1756 (¢).

‘The Sonata for two Violins and s bafs, with a thorough bafs for the Organ, was originally
compoled for the church, and performed in it; and afterwards, from the approbation it met with,
and the fine effed it was found to have, Sonatas were then compofed for the chamber: but thefe
for the moft part confifted of movements of a lighter kind. After the Adagio, there follows
geaenlly a Sarabanda, Corrente, Allemanda, Gavox, and fometimes a Giga or jig, all dancing
cumes, or imitations of them; while the Sonatas intended for the church confift only of flow
movements and fugues. Before the Sonata was introduced into the church, we are informed, by
" am suthor of credit, that Violins played extempore ritorncllos or fourithes ro the chants; and
that, towards the end of the laft century, there were only two performers on the Violin in Rome,
who played in this manner in St. Peter's church, until Corelli publithed his Sonaras.  Pittoni,
the Macftro di Capella of the German college at Rome, who died there about the year 1750,
aged ainety years, remembered thefe two Violins accompany the chant. Corelli’s fecond Opera
wes publifhed a¢ Rome in 168§, his third at Bologna in 1690. Pittoni was born about the year
3660, and he might remember the two Violins playing in St. Peter’s from the year 1670 till 1680,
which was sbout the time that Corelli’s firft Opera, compofed exprefsly for the church, was
probebly Gt performed ac St Peter’s (x).

Tt has boen already mentioned, that in the year 1601, among the number of performers oa
different mulical inftruments, then living at Naples, whofe names are given in the Mufica Pratticale
of Cerretto, no mention is made of the Violin, or of any performer on it. In the year 1657,
Devid Mcll was accounted a great Violinift, and the beft in London (x) ; but he was fo far furpafied
by Thomas Baltazer, of Lubec, who that year came to England, that nothing could ever prevail
oa Mell o play on the Violin in his prefence(y).  King Charles the Second, during his refidence

sbeoad,

() Sir J. Rovkies.
) Gerb. ds Mol Sacrs, Vdl. IT.

(s) T Val.IL. p.341. Referve folebat Olavies Pittoni,
smben direfier ia collegio Germanico, ot ad §. Petrum in
Vasicane infignis, qui medio noltre hoc fxculo 13, Roma
nesaguearies obijt, fea adhec memeria 3d facm vergents
odeo (ue. praseries 17, duse tasrem Roma fuiffe, qui
Chelys weit ex wagore fliti imerfedere, wt nenc
rgene facimes od canrum planum, dessc col. Archaagelas
(5) So lintle wes the Violia stvended 00 ot this time ia
Baglend, sad & Fictls mafic was there compeled for ie,
that Playford, in his beok of infrafticas for the Violia and
wher infirements, Gys, that it wes ** nansceffary 0 give
* amy exmpies for the Vislia, there being plary of melick
© emtsiaed in we publications, vis. ens entited The

»

* Deaciag-Maller, of oll the wfea] cosatry dancrs, and
* gthor mnes, and Freach coursets for the Violia to play
** alone. The ather book is of two parts, Treble sad Bals,
* entitled Court Ayres, ininz Parans, All Con-
* rants, and Sarabands.” Plarford was the caly publifher
of mekic ia Eaglasd &t this time.

(J) Like of A.Wood. A very ledicrowm account is givea
by A.Wood of Baltaner’s greas esecution o the Violis.
Beiag st Oxford, at & party of the principal Muficians snd
Amateens (it was there the former had taken refuge om theie
bring drives out of Londos by the Peritans, at the time of
the Ufarpation), snd running ep the finger-board ia &
maneer they had till thew conceived impolible, ** Willom,
* the public Profefior of Mubc at Oxford, looked wader
** the eable, 00 for whether he had 8 hoof, imigisieg him
“ 10 be a9 ether thaa the Devil, who could fo far exceed
* humas powers.”
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sbroad, had frequent opportunities of hearing the Violin, and immedissely afier che Refioration
(1660) cftablithed his band of twenty-four Violins, in imitation of that of the Court of France.
Abowt this time, the celcbrated Lully was made Leader of the Petits Violoas of the King of
France, of tweive performers; which under his diretion furpaffed the famous band of twenty-

Of the Concerts of Mulic, both public and private, now fo commoa in London, the origin
may be referred to the Concerts given during a period of forty-fix years by the celebrated Thomas
Britton, a fmall-coal man. Thefe concerts were regularly performed at the dwelling-houfe of
Thomas Britton, near Clerkenwell. They began in the year 1668. Sir Roger L'Eftrange and
ether Amaceurs performed at them. They were attended by people of rank and fathion ; the molt
eminent muficians in London gave their affiftance; and Handel himfelf, after his arrival in Loadon,
wied frequently to attend them ; till the death of Britton in 1714, when they ceafed. It is faid,
tha Britton for many years, fome fay for the whole period of their continuance, abfolutely refufed
© accept of any money or gratification for the admnmonofuunpnywhum(z) Any
other concerts, during this period, were given moftly at the houfes of any celeb
eftablithed in London, or foreigner arriving there, advertifed in the Loodon Gazette from about
the year 1670 till the year 17co(s).

The inftrumental Mufic performed at thefe Concerts confifted chiefly of Sonatas for two Violins
and a bafs, till after the beginning of the prefent century, when the Concerto Groflo, for four
Violine, tenor, Violoncello, and double bafs, was introduced. The invention of this fpecies of
mufic is atribured to Giufeppe Torelli, of Verona, a famous player of the Violin, and Direftor
of the Mulic at the Court of Anfpach in 1703. His Concertos were publithed at Bologna ia
3709, after his death. The Concertos of Corelli were publithed st Rome in 1712,

In 1647 the Italian Opera is faid to have been introduced into France by Cardinal Mazarin;
aad in 1670 their national Opera, under the pompous title of the Royal Academy of Mufic, had
it rife, under the dire&ion of Lully. In England, in the year 1706, two lealian Operas were
sssempred, with little fuccefs, in the Hlaymarket; and in 1710, after Handel's arrival in England,
his Opera of Rinaldo was performed. In that year, alfo, was inftituted the Academy of Ancient
Mufic. About the year 1730 Vauxhall and Ranclagh are faid to have been firft opened, and in
the following year Handel's Oratorio of Efther was furft performed at the Academy of Ancient
Mulfic; and, from the great applaufe it there met with, it was , as alfo the Oratorio of
Deborah, ia Lent 1732, at Covent-Garden tiacatre (3).

‘With refpe@ to the inftrumental Mufic after the beginning of the prefent century, the Concerto
Grofio continued to be the favourite fpecies of full mufic, and was cultivazed, after Corelli, by
Tartini, Geminiani, and other Italians. The molt fuccefsful polers of the Concerto Groffo,
smong the Englith, were Fefting, Stanley, and Avifon. The Grand Concertos of Handel are
nearly oo the fame plan, and for the fame number and fpecies of inftruments, as the Concerto
Grolio; as are his Hautboy Concertos; with the exception of the introdu@ioa of wind inftruments,
the hautboy and bafluon, into the latter. In his Overtures, befides the ufe of thefe and other wind
inftrumrents, namely, French-horns, trumpets, and kettle-drums, there is a fpirited fingularity of
fyle, in their firlt movements, very diffcrent from any part of the Concerto Groffo, which he is faid
0 have copicd from Lully. According to Mathecfon, Handel compoled his Overtures profefledly
in imitation of thofe of Lully; and of the latter we are told, that they were fo much efteemred,
that they are to be found prefixed to manufcript copics of many ltalian Operas(c). Nothing,

however

(s) See & very emtertaining Lfe of Thomas Britton, (o) Sir J. Hawkine, Vel. V.
eolsbrased fw his love of letrers 23 well a0 mufie, in Sis (4) .
) Huwkiae's 1Lit of Make, ia the beginaiag of Vel. V. () Sir J. Hasrkine.
) 3
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however, can be more diffcrent ia fiyle aad frofure, than the Overture of boch thefe celcbraced

compolers, and that of the Moderas; of which Stamitz was the i » about the middle of
the prefent century ; an zra diftinguithed in the hiftory of Mufic, for the firft introdution of that
‘sleeration ia the flyle of muGical compofitions, which chara@erifes by far the greateft part of the

ions of the different countries of Europe ever Gince, and in contradiftinétion to the ftyle of
the farmer Mafters above mentioaed, is called Msdern M.
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P ' FANTASIA by MTHenry Le Jeune

Probably the firfl piece of Mnfic in purts parformed by a Concert of Viclins, Tenors ke,
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. . Ainn
.THEORY aAxD PRACTICE
or

FINGERING THE VIOLONCELLO.

S —

P AR T I
THE THEORY OF FINGERING. ,

¢ H AP 1
Entreduttory Account of the Properties of Mujfical Strings, and of the Nature of the
Scale of Miufc.

SCIENCBEAMSMmpnheudingdledoﬁrimudmﬁnefmyhmhof
, founded on felf-evident principles, or fuch as can be demoaftrated true, and from
. which a feries of conclufions and dedultions may be drawn. The Thesry of an Ar, is the
Raowledge of its rules, and of the principles on which they are founded, and is diftin& from
their praltice or application. A man may be learned in an Are, by knowing the theory of it;
but the prallice, as well as theory, are neceffary to form a Mafter. The chief advantage of
theory, befides the intelle@ual farisfalion arifing from the poffeffion of fcience, is to dire@ and
facilitate the praftice of an Are, and to attain it with greater certainty.

Mulic is the fcience of the proper qualities in founds fitted to excite agreeable fenfations in the
hearer, and prehends the knowledge of the various relations and combinations of mufical
founds that are neceffary to anfwer this end. The actual produltion of thefe founds by a voice or
inftrument, is the praltical or mechanical part of the Art. ’

Mufical notes, like other founds, are produced by the vibration of the parts of elaftic bodies,
foch 2s meuals, glafs, wood, ftrings, and the glottis of animals. Of thefe, ftrings or chords have
been found the moft fimple and proper fubje@s for the invefligation of the laws of mulical
founds.

The molt obvious qualities of mufical founds, are, 1. Smoothnefs and roughnefs, which in
mndbical firings depend on their figure and texture, and on the masser in which the force of
perculfion is applied. This quality is exprefled by the term for. 2. Loudnefs and foftnefs,
which depend on the degree of the force of percuffion. And, 3. Acutenefs and graviiy, which
depend oa the different times or velocities of the vibrations of ftrings, determined by their length,
tenlion, and dismeter; and this quality is what is called tune) the moft important of any, and,
more particularly, the obje& of this Treatife. The laws, therefore, of the Vibration of Strings,
will be briefly ftased.

K . - There
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‘There is much analogy between the vibrations of a pendulum, 2ad thole of 2 mufical firing;
e lacter is a fpecies of double pendulum, having both its eads fixed. Pendulums vibrate
flower, as their lengths arc increafed ; an:lqmrkcr.ud\qmll\wund;thuu.npendulmnh
wvibrate feconds, in the latitude of London, will be 39} inches long; to vibrate halt-feconds, i
mwit be 10 inches, nearlys and to vibrate four times in a fecond, the pendulum mutt be 44 inches.
'l'hvnh-unomuﬁbetme dulum are all ifoch ; that is, they arc performed in the fame
time; and whether the p bul i vnbrwngmduelargeﬂmwfpxo.onmmm
the frongeft impulfe; cvlmhethmmanmlyfmall a3 when it has received the weakeft
smpulfe that can be given to it, there will be no difference in the times of its vibration.

The vibrations of a fretched chord oc ftring, follow the fame laws as thofe of a pendulum;
the longer it is, the flower are its vibrations; and the fhorter it is, its vibrations will be proportionally
quicker; and the vibeations of the fame ftring will be alfo ifoch , of completed in the fame
times, whether the impulfe given to it be ftrong or weak.

‘The force of percuffion requifite to draw any ftring A i B, out of its place (fee Fig. 1. of the
Copper-plate) to the diftance i g, i ¢, { ¢, will be dire&ly in proportion to the fpaces ig, i e, ic.
Tha is, if the degree of preffure of a bow applicd to the ftring A i B be fufficient to move it to
the fpace 4 g, it will by its clalicity, like the pendulum by its gravity, not only return to the line
A i B, buc will further recede to the line b; and while the fame preffure of the bow is applicd, it
will ¢onftantdy move from b to g, and return from g to b; the former motion being called the
courfe, the latter the recourfe of the ftring. 1f the preffure of the bow be further increafid, fo
28 %0 move the flring to ¢, it will then return as far as /; and while that degree of preflure is
contioued, it will coaftantly have its courfes from £ to ¢, and its recourfes from ¢ to f; and in the
fame manner, with & proportional increafe of prefiure, it will vibrate in the fpace 4 ¢. The
vibrations, therefore, of the fame ftring, are all performed in equal fpaces of time; that is, the
fring will recum from the fituation A ¢ B 23 foon as from Ag B, to Ai B becaufe the force
seceflary to move the firing to ¢, is as much greater than the force moving it only w g, as i ¢ is
greaser than i g. )

‘When oa the frongelt impulfe given to the ftring, it goes from d to ¢, and returns from ¢ w 4,
ead confequently moves wich the greateft velocity, it firikes the ear with molt force, and its found
s Joudef? ; fo, on a diminution of the preflure, when it only moves from / to ¢, the found will
be proportionally weaker, and it will gradually diminifh, as the velocity of the firing, and the
pece through which it vibrates, decreafe; yet the vibrations being performed in the fame portions
of dme, there will be no difference of tune, but the ftring will coaftantly give the fame rote.
The difference of preflure affets “he tone only, in its quality of loudncfs or foftnefs; the tune is
hndepnlwbyd\eﬂmgerwwnkampulfcd the bow, but will ever remain the fame,
while the times of the vibratioa are

Now as the times, or Qownefs and quicknefs, of the vibration of mufical firings, depend on
their refpeQive lengths; fo the tune or pitch of the different notes in mufic will be in proportion
 the different lengths of the ftrings; the longer ftrings, and fower vibrations, producing the
graver notes ;. the fhorter frings, and, confcquently, quicker vibrations, invariably producing tl.e
acuter notes.

But_the times of the vibrations of frings, and confequently the different degrees of tune,
or of acumncls and gravity, depend alfo upon the wenfion and diameters of the ftrings; and
mathematicians have demonftrated, that if ftrings differ oaly ia tenfion, the number of vibrations
in the fame time, are direZ2ly as the fquare roots of the weights which firctch them; that is, if
the weights are 23 4 t0 9, the vibrations will be a8 3 t0 3. The number of vibrations made in
the fame time, by two frings differing only in thicknefs, are as the diameters of their bafcs,
doverfely. And if frings differ only in leagrh, the number of vibracions in the fame time, are
fovefely sa the lengths; that is, if two firings of equal thicknefs, and firerched by the fame
weighes, differ ia length 88 2 to 3; the fhorter firing, 3, will exaltly vibrate three times, while
loages Rriag will vibrate twice. Hence firings of different tenfions, diamcters, and lengths,

may

r
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may be fo sdjulted, that the times of their vibrations, or degrees of tume, fhall be in sny given
proportion s which is of confiderable ufe in the firinging of inftruments.

From thefe principles, all Lie phenomena of tune are deduced. Among the infinite variety of
founds which Mufic affords, there are only feven degrees of rune, which conftitute, or which can,
cunefully or concinnoufly, divide the natural faale. Thefe comprehend all that are acknowledged
ia compolition and praitice, and are fixed by a law of nature. Any addition that can be made to
thefe, are only a repetition of the fame degrees of same; and i¢ has been already hown, thae it is
from the relation of numbers, that the degrees of mufical or concinnous founds muft be fixed.
The exalt degree of tune, of the feven nacural notes of the fcale, can be afcertained by very eafy
experiments made on onc or more (trings.

Let two ftrings of equal thicknefs and tenfion, but differing in their lengths, as 9 and 8, be
founded, and the former be tuned to C; the fhorter ftring will give the note D. Or let a mufical
fring or wire be ftretched over a board, between two points or bridges; let it be tuned to the
sote C, and divided into nine equal parts: ftop onc of thefc parts, by inferting a moveable bridge ;
the remaining cight parts will give the note D, and will perform nine vibratiors, while the whole .
ftring performs cight. Suppofc the line A B (fce Fig. 19. of the Copper-plate) to reprefent the
fourth fring of a Violcncello, tuned to the note C, and divided into ninc equal parts; one of thefe
pars being ftopped by the finger at 2, the remaining eighe parts will give the note D, which is
the fecond degree or Rep of the natural feale. .

Let the whole flring be divided into five equal parts, and ftop one of thefe parts from vibrating,
by the preflure of the finger, as at the point 3, on the fame line A B, Fig. 19; the remaining
leagth of firing will give the note F, or third degree of the natural fcale, and will vibrate five
times, whillt the whole ftring A B will vibrate four, being the ratio of the vibrations of the
concordant interval of & grees toird, which is that of the key-note C, and its third E.

Lt the flring be divided into four equal parts, and fop one, s at the point 4, of the line A B;
the remaining three parts will give the note F, or fourth ftep of the natural feale, and will vibrace
four times, whillt the open ftring will vibrace thrice, which is the ratio of the vibrations of the
concordant interval of e perfe fourth.

If the Bring be divided into three equal parts, and two of thefe parts flopped, as at the point g,
of the line AB; the remainder will give the note G, or fifth of the natural fcale, and will vibrace
theee times, while the open ﬁringwﬂlvibmni«.bdn;thcnﬁodrbevﬂndo-dh
cancordant interval of ¢ pevfeZ A/1b.

If the firing be divided into five equal parts, and two of fuch parts be flopped, as at the
point 6, of the line AB; the remaining three parts will give the note A, or fixth degree of the
satural fcale, and will vibrate five times, while the open fring vibrates thrice, being the ratio of
the vibrations of the concordant interval of & fxrb greater.

Divide the firing into fificen equal parts, and let feven of fuch parts be fopped, as a¢ the
point 7, of the linc AB; the remaining eight parts will give the note B, or feventh degree of the
sateral fcale, and will vibrate fifteen times, while the open ftring vibrates eight, being the ratio of
the vibrations of the interval of the grester fevensh.

Lafly, let the firing be divided into two equal parts, that is, in the middle, as at the point 8,
of the line AB; mdc'therofthefcpunwillfound:hemc,orodnemdnopeam
and will give two vibrations, while the open fitring vibrates once, being the ratio of the vibeations
of the concordant interval of an oftave.

Again, let there be three {trings of equal thicknefs and tenfion, differing in length, the longeft
divided inro 12 equal parts, the fecoad equal 10 g of thefe parts, and the laft equal to 8 : the latver
will be in the relation of fisth, to the longelt ftring ; 8 being 013, a3 2 is to 3. And the ftring of
sine parts, will be a fourth to the longeik; becaufe 9 isto 12, a3 3 ist0 4. Thus, the difference
of tune, betwixt the fourth and fifth of the natural fcale, is as 8 0 9, aad is the interval of o
#ene major. ln the fame manner, let there be three firings, cxteris paribus, whofc lengths are a3
9 10, and 15 : the two frings, 9 and 1§, will be in the relation of a fixth greater; 9 being o1 g,

' -
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8 3is 0 ¢: sad the two frings, 10 and 15, will be in the ratio of a perfed fifth; becaufe 10 is
15, 8 3 is o 3: therefore, the difference between the degree of tune, betwixr the fifth and
Sxth of the feale, is a8 9 0 10, Which is a sexs miner. And laftly, let there be three fhrings,
differing caly in their lengths, a3 1, 16, and 20: the two ftrings, 1§ and 20, will be in the
relstion of fourth; 15 being to 20, a3 3 is t0 4: and the two firings, 16 and 20, 2re in the ratio
of s grest third; 16 being t0 10, 23 4 is to § : therefore, the difference between the dearee of tune
of the third and fourth of the feale, is a3 1§ to 16, which is the interval called 3 fimi:one.
‘Thus the clementary foands, which divide the feale, are, tone major, tone minor, and femitone;
which are the only mufical intervals now in ufe, in the divifion of the fcale; and it is remarkable,
thae it is neceflary to mix thefe elementary intervals in fuch a manner, that no two of the fame kind
can be placed next each other in the feale ; becaufe no number of anj one kind is equal to a concord.
Their order, therefore, in the natural fcale, is as follows: 1. key-note; 2. tone mujor; 3. tone
minor; 4. femitone; ¢. tone myjor; 6. tonc minor; 7. tone major; 8. femitone.
As the difference in the velocities, or times, of the vibration of bodics, is the caufe cf variery
in tune or melody ; (o the coincidences of the vibrations in two or more founding beudies, vibrating
& once, is the caufe of that agreeable effet in mufical founds, called concord, or harmony ;
which is no other than the refule of frequent unions, and coincidences, of two or more fonorvus
bodies, and of the undulating motions of the air which they occafion. The more frequent thefe
coincidences are, the more agreeable and pure is the concord; and therefore unifon is the firft
degree of confonance, becaufe the vibrations continually coincide. This concurd is expreffed by
the ratio of one to one, 1:1. Neat to this the ratio of the ofave, 1 : 2, is the moft agrecahle
and perfet; and then that of the perfe fifth, 2 : 3: after which follow the more imperfeét
comcords, 314, 4:5, &c. And the efic@ of the lefs frequent coincidences of thefe vibrations,
is what we call a difcord.
It has been faid, that whatever addition can be made to the feven natural founds of the fcale, is
bot & repetition of the fame degrees and nature of tune. The compafs, however, of the human
woice, and of mufical inftruments, extends to a number of fuch fy{tems of feven notes, or oltaves,
each gradually increafing in acutenefs of found, as the vibrations are quicker. This will appear
from infpedting the line A B of Fig. 19, reprefenting the fourth ftring of a Violoncello, where the
degrees of the natural fcale are marked in their order, and extend fiom A to the middie of the
- firing &t E.  The remaining part of the firing E B, becomes the firft note of a new olave, the
degrees of which will be at the fame prepertional ditances from cach ocher, as thofe of the fornur
ofsve A E, and will end at F, being the middle point betwixt E and B: but the dittance F.F
being half of that of AF, the real diftances of the degrees of the oftave EF will be only haif
of thole of the oftave AF.. In like manner, the third otave will extend from F to G, being
half of F B; and the diftances of the degrees of this oftave will be oaly half of thofe of the
olave E F, and one (ourth of thofe of the oftave A F.

From G w H, one halfl of G B is the fourth uétave; but the diftance is fo fmal], thatit is
impralticable to flop the different degrees with the fingers. A very fingular phenoinenon, however,
accurs in this ofave of a mufical chord, which, as far as [ know, has never been obferved by anv
wricer on harmonics. It is well known, that by fliding the finger gently, from this purt of the
firiag, down to the middle of it, the h ics of the open note will found (if the ftrin;g be heyt
in vibration by the bow) 23 the finger comes to the aliquot parts of tie flring, where theic
harmonics occur; and this will happen ip a defcending ferics. _In proceeding to flide the finger,
from the middle of the ftring, duwn towards the nut, the harmonics will found in an &/cexdisg
fories.  Buc thefe are all confiderable intervals, being thirds, fifths, and octaves, the firing vivis;
#o sudible found while the finger is fliding along the intermediate parts of it. The Litherto
-wnobferved phenomenon that 1 would mention, §r ds, on the Y, by diatewnic intcrvals,
fpsatancoully given, if | may fo exprefs it. If you flide your finger very fluwly from @ to 4, as
oa the line C D, Fig. 19. the third oftave of the open fring, the fecond o that oave, its fharp
third, fourth, and 6ifh, will found very perfclly; and you may perceive an effort, a4 it were, in
' the
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the firiag, © give the remaining part of the otave. This experiment will fucceed beft on the
ikt Rring of & Violoncello; and the intervals are the key-note, wone major, tone minor, femitone,
sad tone minor. It has been doubted by theorifts, whether our srder of the intervals of the
oftave was fouaded in nature, or in cultom; feeing that we intircly differ from the ancienos in
this refpe®. The Greeks began each tetrachord of their olave with a femitone, their progreffion
being & femitone, then two tones; whereas each of our tetrachords contains, firft two tones, and
then a femitone. This phenomenon, in which the intervals are exally in the order of the
Guidoniaa fcale, will, I apprechend, fufficiently decide, whether the Greek setrachord, or ours, is
molt in the order of nature. ) .

Melody or tune is no way altered In its nature, by being placed in any of thefe oRaves. This
is made evidear, by fuppofing a boy, or a woman, to fing a fong or air, which fhall at the fame
time be fung by a man; they will agree in exprefling the fame tune, and yet the boy's or woman's
voice will be in every note exaltly an o&ave higher than the man’s. Again, let any one fing an
sir ‘or chant, in the compafs of an oftave, and begin it in the loweft compafs of his voices
afterwards let him begin it a lirtle (harper; a femitone, for inftance; and Rill repeat it, beginning
a femitone higher each time, till he gee to the higheft compafs of his voice: it will ever be the
f-nenir. the fame tune ; and yet, in our fyftem of notition of founds, as will be afeerwards feen,

this operativn of tranfpofing the air, fo eafy to the voice, would be attended with a variety of
charaters called fats aad fharps, bythemluphcltyof which learners are greatly embaraffed.

Bue varicty Bas been found extremely neceffary in mufical entertainment; and, to obtain it,
muficians have difcovered the expedient of changing the key-nore firft affumed, and of occafionally
istroducing another, which muft alfo be attended with its fyftem of notes, regulated in their
diftances, and degree of tune, in the fame manner as thofe of the original and natural fcale. The
ficuations of the femitones, therefore, in the | fcale of motes, muft be altered, fo as they
fhall occur ia the fame order and place, with refpe& w0 any note affumed for a key, as they did in
the natural fcale.

For this purpole, it has been judged neceffary to fuppoﬁ: all thofe intervals which have been
called tones, capable of being divided into two femitones, by inferting an intermediate found
between them; and thus, inftead of five tones and twy feritones, which are the natural intervals
between any one found and its ofave, there will be twelve femitones, any one of which may be
. conftituted the key of a fcale; and there will be found among the other founds of the fyftem, all
the other degrees of the feale neceffary to correfpond to fuch key-note, by omitting ane found
and taking the next, when a ftep of a tone is naturally required ; and by taking the cwo contiguous
founds for the nstural femitonc, when fuch fhall be wanted. This femitonic fyften of founds may
be compared with the degrees of the natural feale md\efollowmgmnncr, viz.

. . CODOEF-GOAOIC,
where the added intervals are reprefented by an afterifk; but as, in the natural fcale of C, there is
but aa interval of a femitone between the third and fourth, and the feventh and oQave, fo there
cannot poflibly be any added note inferted between EF or BC. When, therefore, C is conflituted
the key-nate, all the degrees of the fcale will coincide with the letters, without having recourfe to
say of the founds marked with the afterifk. The cafe is otherwifc, if any other note is conftitured
skey. Let G be affumed as a key, for inftance; the three following founds will be fufficient, as
they ftand, being of the proper intervals of two tones and a femitone; but in completing the
ofave of G, by adding the natural notes D, E, F, G, it will be found that the intervals between
E and F, a feinitone, and between F and G, a tone, are both in wrong fituations for the key of
G = the former interval thould be a tone, and the lawer a femitone : therefore, infead of F, we -
mult take the note at the alterifk, betweea F and G, which will remove it from the preceding
mote E a tone, and bring it s femitone nearer 0 G, the oftave. Such eclevation of a note,
8 femitone above its proper found, is denoted by affixing the charaller @, called a fharp, to i
L denominative
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demsminstive Igter. The fcale of G, thus correted, will ftand as follows; where the feparation
- of dhe Jetaers by s thore line — will in future denoce the intcrval of fexe: and the juxiapolition of
e leazers will be a fufficient exprefiion for the /rmitene, without any charalter:

G—A—BC—D—E~Fs8G, comprehending two fimilar tetrachords or fourths, G—A~BC,
aad D—E—FsG.

Ia the fime manner, if F be conftituted & key, the femitone from E to F is properly fitvated;
sad C—D—EF are exally right for the fecond tetrachord of this key; but the narural notes
BG—A—B muft be adjufted, by taking the note at the afterifk next below B: and this
dgrefien of any mote, a femitone below its proper found, is denoted by affixing this character b,
called a fia, o its denominative lewter.  And thus the key of F will confitt of the two Geilar
wtrachords, F—G—A Bb, and C—D—EF.
The following Scheme comprehends all the fcales belonging to each of the twelve femitones
In the fyfiem,
Sebame of the Formation of the Tooekve Scales of the Major Mode.
‘Mg, C D —EF =G —A —BC all natunal.
e F =G —ABp —C D —EF .
3 Bb~—C —DEb ~=F —G —AB J and ¢ flat.
4 Eb—F —GAb —Bp—C —DE 4, ¢, and s flaz.
§. Ab—Bb—CDp ——Ep—F —GA J, ¢, 6, and d flac.
‘.{ Db—Eb—FGb ——Ab—Bb—CD J, ¢, 4, 4, and g flar.
Co—Ds—EsFs ——Ga—As—BeC all tharp.
7. Fa—Go—AsB —Ca—Da—EsF /[, ¢, ¢, 4, s, and ¢ fharp.
8. B —Ca—DsE —Fes—Ga—AsB [, ¢, g, 4, and s fharp.
¢ E —Fo—GsA —B —Cs—DaE f, ¢, g, and 4 fharp.
0. A =B —CsD «—E —Fs—GsA /, ¢, and g tharp.
. D —E —FeG ~——A —B —CaD / and ¢ fharp.
1. G —A —~BC ——D —E —FsG [ fharp.
Thefomemantbrt, C =D —EF —C —A —BC  all narural.

Fer the better underftanding this fcheme, it may be obferved, 1. That there can be no more than
twelve fcales, anfwering to the twelve femitones in an oftave. 2. That, in the order thefe different
fcales are ranged, every fubfequent fcale has cither one flat more, or one fharp lefs, than the fcale
immediately preceding it. 3. That every fublequent fcale differs from the preceding, only in one
aose; which, being always a feventh in the preceding fcale, by being deprefled a femitone, that is,
by sdding a flat, or taking away a fharp from it, becomes a fourth in the fcale which follows.
4 That each feale confifts of two tetrachords, Gimilar in the fpecies and order of their intervals;
dt is, St two tones, and then a femitone, in cach tetrackord; and that the firft tetractiord of
the preceding fcale becomes always the fecond tetrachord of the fubfequent fcale, without any
alwration whatever. The artention of the learner to this, and the preceding remark, is more
- particularly intreated, as being two of the principles on which the following fyltem of fingering
@ founded. 6. That when the number of flats amount to five, as in N” 6. of the fcheme, the
fcale of D fla is conversed into that of C fharp, in the fubfequent line; being the very fame
founds, but differently named. If this had not been done, the next keys would have been G Aat
with fix flars, C ¢ with feven, F 8at with cight flats, and o on; a method of naming the keys,
e in wic;, but by iatroducing the key of C fharp, with feven fharps, that brings us to fix tharps,
- @ ia N°*7; aad (o proceeding to diminifh the number of fharps for each fubfequent fcale, uatil
mens of them remain, we arrive aguin & the ame natural (cale of C, with which we fet out.

- : CHAP
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: _ C H A P )1
Of the Maxner of Fingering the Twelve Scales of the Major Mode, afcending and defeending,
throungbont the whele Compafi of the Violoncello.

THEdegmofd\euurﬂfakhve&m. it is hoped, fufficiently explained in the preceding
Chapeer.  Their diftances are marked on the line AB, Fig. 19. reprefenting the fourth ftring of
a Violoncello, tuned to C; but, although fometimes neceflury, to take the degrees of the oftave
@a ome firing, is ncither the ufual, nor the eafieft way of doing it. It has been remarked, that the
oftave is divided into two fimilar parts, of four notes, or a tetrachord, each; the firft note of the
scuter tetrachord being a perfe@ fifth to that of the graver: therefore the ftring CD, Fig. 19.
being a third lefs in its diameter than A B, or otherwife adjufted by tenfion, will be equal in the
cimes of its vibration to the remaining part, § B, of the ftring A B; and the tetrachord 4, 6, 7, 8,
on the line CD, will be equal, in degrees of tune, to the tetrachord §, 6, 7, 8, on the line AB,
Asad by a well-known axiom of geometry, the whole ftrings A B, and CD, being perfe&t fifihs,
@r in the proportion of 3 to 2, any part, or divifion, of one ftring, will be in the fame relation,
of perfel fifth, to a like part, or divifion, of the other; as at the oftaves E, F, G, H, aad each
of their intermediate degrees, whether tones or femitones.

And if the remaining two firings of the Violoncello, alfo tuned fifths to each other, be sdded
ead each oRave be divided into the fmalleft intervals of the fyftem, that is, into twelve femitones
each; there will be thirty-two femitones on ech ftring, from the aut to the fifth natural degree
«of the third olave, as at I, on the firing C D ; that being the higheft pefirien ufed in pradtice, or
where the fingers can convenicatly be ufed on the four ftrings, in the degrees of the natural fcale
slthough lerger intervels can be taken, ftill nearer the bridge. This number, multiplied by four,
will make the whole number of femitonic intervals of the finger-board of a Violoncello, to amount
® ase hundred and twenty-cight; all neceffary to be known, on account of the great compafs of
many modera compolitions {or the Violoncello.

Again, if any of the four firings of this inftrument be divided into a thoufand equal parts,
& performer who plays, in tune, an afcending fcale of two or more oftaves, of which the entire”
@r open found of fuch flring fhall be the key, will flop at the diltances 888, 800, 750, 666, 533,
§O00, 444» 490, 375> 333» 390, 266.§, 250, &c. a3 marked oppofite to the degrees of the
satural fcale, on the line AB, Fig.19; and thek diftances fthall be as exactly taken by the fingers,
a8 if the degrees were marked oa the flring, or finger-board. Notwithftanding which, it is
incoatrovertible, that, in attaining to this exaltnefs of Ropping, no meali nt of any kind is
mmade ufe of, fave that of the car, in judging of the true intonation of every note.

It feemed neceffary to premife thefe particulars, to fhow that the principles upon which the
following fyftem of fingering proceeds, are founded in immutable laws of nature; and, with thefe
for our guide, we do not defpair of condulting the learner, with eafe and fatisfaltion, through the
whole of this hitherto unexplored labyrinth; and of evincing to him, that what has been deemed
complex and intricate, is in reality implc and plain.  We therefore proceed to the explanation of

our (yfem, .
m Sevies ’M’p co Fo Bb, Eb, Ab, Db, Mlj“-

N- 1. of the examples, Scale of C ; beginning with the loweft or graveft note of the inftrument.
‘The examples of the Scales of the Major Mode are divided into bars of four crochets each, and
the lakt pote of every bar, in the alcending feales, throughout the fyltem, is invariably at the
diftance of a femitone from the third note of each bar; all other intervals, in the major mode, are
toncs.  The neceflity of arending to the interval of femitone is grearer, on account of its
sppearing to the eye, in our manner of notation, to be at the fame diftance with the interval of
8 ome; the notes of the feale afcending gradually, from a line to the fpace above that line, and
from a fpace o the line above it, whether the interval be a tone or a femnitone,

Each
3 -
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Each o&ave of this exarple, a3 well 23 all the others of the fyftem, confifls of two Firilar
seerachords, C—D—E F, coansined in the fuft bar, and G—A—B C, in the fecond; the inzerval's
‘whereof are given, by the open ftring C, and the firft, thiid, and fourth fingers; and by tic oyen
friag G, and the fame fingers, 1—3 4; the diftance of a tone being taken by oitting the fecond,
aad putting down the third finger; and that of a femitone, by the fourch finger, iminediztely
following the third. The fingering, and intervals, of the two tetrachords, may be expreflcd by
O==1—3 4, 0—1—3 4; the cypher or o reprefenting the open firing, and the figures 1, 3 4
the fore-finger, chird, and fourth finger of the left hand. 1he diftances or intervals of a tone,
are expreficd by the fhort line —; and thofc of a fanitone, by the juxtapafition of the figures or
letvers oaly.  The fecond oftave is contained in the third and fourth bars of the example; and if
the fecond firing had been cuned a note lower, or a fourth to the third ftring, it would have been
waifon with C, the concluding note of the former olave; and the fingering of the fecond oRtave
would be, like the firft, 0—1—3 4 on the fecond, and 0—1—3 4 on the firft ftring : but by the
method of tuning by fifths, inftead of the oave, the fecond firing D is the sinth to the open
firing C; and confequently the fecond degree of the acuter octave. The iniervals of this oave,
therefore, arc to be taken, 4—0—1 2, 4—0—1 2; that is, the cighth note C, of the former
ofave, taken by the fourth finger, muft be confidered as the firft noce of the fecond oftave, and
for that purpofe mult be founded again, as in the beginning of the third bar: the other degrees
will be the open firing D, a tone; E, another tone, taken with the firft finger; and F, a femitone,
taken with the feroad finger; for the firft cetrachord: and, in the fame manner, the fecond
sezachord mult conlift of G, a tone, taken by the fourth finger; A the open ftring, a tone;
B, awoe, taken with the firft; and C, a femitone, with the fecond finger. In like manner, the
intervals of both ofaves are 0, be taken in the defcending progrefion, with the fame fingers,
carefully oblerving, that the femitonic interval is now the fecond note of each bar; and each
defcending o&ave will conlitt of the tetrachords C B—A—G, and F E—~D—C.

N 3. b Scale of F, being the fourth note of the preceding feale of C. This differs in ne
wipel from the preceding fcale, but in the depreffion of the feventh note of that feale, from
B asural o B flaz; and this B flac will become the proper fourth in the new feale of F. Each
o8ave of this fcale will, thercfore, refulve into the two tetrachords F—G—A Bb, and C—D—E F ]
and the charafter b is marked at the clef, on the fecond line, to denote that every B in the example
is @ be confidered as B Aat. The fingering of the firft ofave, like that of the fecond ofave of
the preceding fcale, will be 4—o0—1 3, beginning on the fourth ftring; and ¢—c—1 12, ending
oa the oave F, on the fecond firing. The fecond octave is fingered 3—4—0 1, 2—1=—3 4,
beginning with the lat-mentioned o&ave F, on the fecond Qring; G, a tone, taken with the
fourth finger; A, a wae, the open flring; and B, a femitone, with the firft finger near the nut;
for the fislt wetrachord : and for the fccord, C, a tone, taken with the fecond finger, as in the
preceding fale : then fhifting the hand a tone, take D, a tone, with the tirlt, E, a tone, with the
third, and F, a femitone, with the fourth finger. The lalt chree notes, D—E F, are alfo marked
in the example, with the fingers 1—2 3, the method generally followed in practice; but, for the
seafons to be mentioned in the Praltice of Fingering, the former method, 1—3 4, is recommended
® be ufed by the youag prattitioncr, fur fome tine.

It ia neceflary to obferve, as has been mentioned above, in the remarks fub,oined to the fcheme
of the formatioa of the twelve fcales, that the firft tetrachord of a preceding fcale becones always
the fecond tetrachord of the fubfequent : thus C—D—E F, as in the firft and third bars of N° 1,
coacludes the prefent fcale of F, as above; and it will invariably hold, thar the pofition is to be -
quicred, after playing the laft note of the preceding feale; and, fhifting the hand a tone, th:e
semaining three motes of the tetrachord, a tone and femitone, are to be taken with the fingers
=3 4, of, ia the upper compafs of the inftrument, with the fingers 1 -2 3.

N 3. T Scale of B flat major, being the fourth note of the preceding fcale of F. Take the
ekt oltave 3—4—0 1, 23=—4—o0 1, ending with the firft finger, at a fewitone from the nut, on
the firkt firing; and for the fecond oRave, Bb—C—DEp, F—~G—A B, mult be taken, on the

. . . “

\
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. @Rt firing, in differen pofitions, ss follows: Firft, Bb—C, & tone, with the firk and fecond

- fiagers; then fhifc the polition of the hand a tone, and take D Eb—F, s femitone and tone, with
£ 9—¢; and, laftly, fhift the pofition of the hand a ronc, and take G—A Bb, a tone and femitone,
with 1—2 3. Thus, as ia the remark on the preceding fcale, the pofition muft be quicted at F,
is order © conclude the fcale with G—ABb; and to get to D Ep—F, it becomes ncceflary to
quit the polition &t C, as was done in the laft fcale: and thus the order of fcales, adopted in the
fcheme, points out the fhifts neceflary to make, to arrive properly at the latt polition of any fcale ;

" &m, 9 get to the lat pofition of B, it is neceffary to pafs through, and quit ar, the pofitions C,
aad F, comprehending ABb—C, DEb—F, G—ABb. It may alfo be obferved, once for all,
¢hat when it is intended to continue on the laft pofition, while the notes G—ABb are playing,
the thumb is o be brought up, and placed a tone below the firft finger, which will be at F; and
both o&aves may then be played, on the four ftrings, without changing the pofition. The defcending
progreflion is marked in the example by 3, 2, 1, X, the laft charafter reprefenting the thumb,;
and the cwo defcending oQaves of this and every other fcale of the fyftem, where the thumb is ufed,
may be taken on the firft, fecond, third, and fourth ftrings fucceflively, with the fingering marked
in chis example, viz. 32—1—X, 3 2—=1=—X, X j—2—1, X J—2—1; which, to avoid the con-
fuafios arifing from a multiplicity of figures, will be omitted in the remaining fcales of the fytem.

N° 4 Tbe Scale of E flat major, the fourth of the preceding feale of B. Take Eb—F—G,
two sones, with the fingers 1——2-——¢, on the fecond ftring; and as it is imprafticable to take
Ab—Bb—C, oa the firft ftring, by reafon of the fAlac affixed o A, the pofition of the han¢ mutt
be fhified a femitone, from G to Ab—Bb—C two tones, with the fingers 1—2—4, on the fecond
fring; then take D Eb—F, femitone and tone, with 1 3—4, as in the preceding fcale, on the
et fring; then fhifting 8 tone, tske G Ab—Bb, femitone and tone, 1 3—3; and, lattly,
C—DEb, tone and femitone, with the fingers 1—3 3. Thus the pofitions neceffary to arrive at
Eb, we, 1. G, 3. C, 3. F, 4 Bb, and 5. Eb, as in the general fcheme, and margin of the
examples, throughout the fyftem : and the defcending fcales are invariably by the fame pofitions,
vis. in the prefent fcale of E flat, by Eb D—C, Bb—AbG, F—EbD, C—Bb—Ab, and
G—F—Eb, diftinguithing the pofitions, by the acutett note of each; that is, the lalt note of
each pofition afcending, and the firft note of each defcending.

N®g. The Scala of A flat major, the fourth of the preceding fcale of E. Take Ab—Bb—C,
two tones, with the fingers 1—2—4, on the fecond ftring, as in the preceding fcale; then
Db—Eb—F, two tones, with the fingers 1—2—4, on the firlt ftring ; then G Ab—Bb, fanitone
and woe, with the fingers 1 2—3, on the fame ftring; afterwards, take C Db—Eb, femitone and
woe, 12—3; and, laitly, F—G Ab, rone and femitone, 1—2 3; afcending by the pofitions of
the four former fcales, in their order, viz. C, F, Bb, Eb, which leads 1o the final pofition of
soae and femitooc, F—G Ab; and the defcending fcale is to be made by the pofitions Eb, Bb, F,
aad C. .

N° 6. The Scale of D flat major, fourth of the preceding feale of A.  Take Db—Eb—F, two
oaes, with the fingers 1——2—4, o the firft firing, as in the preceding fcale; then Gb—Ab—Bb,
two tones, with the fingers 1—2—3; C Db—EDb, a femitone and tone, 12—3; FGb—Ab, a
fernisone and tone, &t 3—3; and, lattly, Bb—C Db, a tone and femitone, 1~3 3; and defcend
by the fame pofiticas, Ab, Eb, Bb, and F.

This feale, extending from Db, on the firft ftiing, to the end of the finger-board ; it would be
impra@icable to proceed, on the Violoncello, with the next fcale, in the order of the gencral
fcheme, i. ¢. the key of G Ba2, or rather F fharp major, as it would afcend a foursh il higher
thea the prefent fcale; we therefore proceed to the

Socend Saries of Scales, Ca, Fa, B, E, A, D, Mijor.

N7. Scals of C parp, major; the fame with that of D flat. As the firft feries of feales
preoceeded from C natural, the graveft note of the Violoncello, fo the fecond feries proceeds from
C fharp, the next femitoaic interval. Take Ca==Da—Es, two t00¢3, 13-4, 3nd Fs—Ga—As,
. . “ R we
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e waes, $—2==y, both pofitions on the fourth ftring; BaCe—Ds, femitone and tone, 1 2—¢y
" on the third firing; EaFs—Gae, femitone and tone, 1 2——y, on the fecond ftring ; and Ar—BaCs,
. was and femitone, 1—3 4, Of 1—2 3, on the firlt ftring; and defcend by the fame pofitions. ke
s remarkable, that ia the afcending fcale, after the two fiurft pofitions oa the four:h ftring, the
three remaining pofitiens are on the third, fecond, and fuft ftring, refpeively, each approaching
8 degree of the fcale nearer to the nut; 10 that while, to the ear, the degrees of the kale efcmd,
the hand defeends, 23 we call it, on the finger-board. The continuation of this fcale, for two
_eftsves more, is the preceding fcale N 6, although it is there called D flat maior; the real
intervals, fignified by Db and Ca, being, in this ca’, perfetly the ume; only otferving to take
the laft aote of this fcale, if you would proceed with two more o&aves, with the firft finger,
fnlead of the fourth or third; which will bring you into the pofition Cs—Da—FEs, two tones,
S==2r—y¢, 00 the firft ftring, equivalent to Db—Eb—F, as in N° 6. Tha four oQaves of this
feale are given at one view in N> 6. of the examples.

N°8. Scale of F parp, major; beginning with the fourth note of the preceding feale of Cw.
Take Fo—Gs—As, two tones, 1—1—4, on the fourth flring, as in the preceding feale;
B—Cs—Ds, two tones, 1—2—¢, on the third ftring ; EaFa—Gs, furitone and tone, 1 3—4,
@a the fecond fring; AsB—Cs, femitone and tone, 1 2—4, on the firft ftring ; and Dv—Fc¢Fa,
tene and femitone, 1—3 4, or 1—2 3, on the firflt fring; and defcerd with the fune pofitions.
By comparing this fcale with the preceding, the relation thae fubfifls berween the keys, in the
esder we have adopted, will appear very clearly. The firft pofition of the former fcale, CDE,
is omitted ; and in fecond, F G A, begins the prefent fcale ; being the fame intervals, and taken
in the fame part of the inltrument; i. e. the whole fbifc: B C D are taken, in both fcales, on the
half thift, and third ftring s differing only in the diftance B C; it being neceurily, ia the former
feale, 1 2—¢, and in the prefent 1—2—4: EF G, in both fcales, are taken on the fccond firing,
1 3—4; sad ABC, in both, on the fistt ftring; differing only in the femitonic diftance, 1—3 4
in the former, and 1 2——¢ in the prefent fcale. In fhore, all the feales in the fiftem, in che order
bere given, feem produced from one another, by the firft tetrachord of the preceding feale being
Beft taken emay from the fublequent, and then added o it. Thus the tetrachord C—D—EF, of
the feale of C, excepting F itfelf, which is to be the key-note of the new fcale, being fieft ominted,
aad afterwards added to the other tetrachord G—A—B C, will make a proper fcale of F, by only
depreiing B a femitone; F—G—A Bb—C unly wanting tic remaining part of the firft tetrachord

" D—EF t complete the fubfequent feale.

N g, Scale of B major, fourth to the preceding fcale of Fe. Take B—Ca—De#, two tones,
t==3—¢, on the third ftring, a3 in N* 8, E—Fe—Gs, two tones, 1—2—4, na the fecond
fring; AsB—Cs, femitone snd tone, 1 2—4 on the firlt ftring; DsE—F4, femitone and tore,
8 3——¢; and, laftly, Ga—AaB, tonc and kmitone, 1—3 3. Decfcend by the fame pofitions,
B, Fas, Cs, G», Da.

* N® 10. Seale of E major, fourth to the preceding fcale of B. Take F—Fs—G, two tones,
f==g-—y, on the fecond ftring, as in N' 9; A—B -Cs, tno tones, 0—1—1, on the fi:ft fring;
DaE—Fa, femitone and tone, 1 2—4; GeA—B, femitone and tone, 1 2—1; and Ci—D;E,
sone and femnitone, 1—13 3. Defcend by the fame pofitions, E, B, I+, C., Ge.

Ne 11, Scale of A major; fourth of the preceding. Take A—B—C, tv0 waey, 0—1—5,
@n the fisft firing, a3 in N° 10; D—E—Fas, two tones, 1—2—4; GaA—8, funitvne and tone,
1 2—3) CoD—E, femitone and tune, 1 2—3; and Fa—GiA, tae and fLantone, 1—=3 3.
Defcend by the fame pofitions, A, E, B, Fs, Cs.

Ne12. ale of D major; fourth of the preceding. Take D—E—TI'., ™o tcnes, temzamy,
oa the Arft ftring. asin N'11; G—A—B, two tones, t—2—3; CsD—F, fen.tune and tone,
38 3—3) FaG—A, femitone and tone; and B—CsD, tome and feinitore, 1—2 3. Defcend by
the fame pofitions, D, A, E, B, Fe. )

- A this fcale exteads from D, oo the fufk fring, to the end of the finger Loird, we proceed

. the
Third
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N°13. Sale of D majwr. This ferics begins with the third fmitonic isterval of the focrth

friag. Take D—E—F3, two tones, 1—2—4, on the fourth ftring; G—A—B—Ce, thse
©08es, O=—1—12=—¢, 0a the third ftring; D—E—FaG, two tores and a femitonr, 0—1—2 3,
oa the fecond ftring; and A—B—CaD, two tones and a femitone, >—1—12 3, on the fird ftring.
‘The defcending fcale is done by the fame fingering. The continuation of this fcale for two more
oftaves, is the preceding feale, N° 12; and the four o&aves are given, at coc view, ia N° 63. of
‘the examples.
N 14 TheScale of G major, and fourth to the preceding. Take G—A—BC, two twaes and
& femitone, 0—1——3 4, on the third ftring; D—E—F4G, two tones and 2 feniitone, c—1—3 4,
oa the fecond ftring; A—B C—D, a tone, fcmitone, and tone, 0—1 2—3, on tke firft tring;
E—FaG, tone and femitone, 1—2 3 or 1—3 4; and defcend in the far= manncr.

N 15. Tbe Scale of C major; fourth to the preceding. Take C, the key-rete, with the
fourth finger, on the third ftring; D—E F—G, a tone, fcmitone, and tooe, o—1 :1—4, on the
fecond firing; A—B C—D, a tone, femitone, and tone, c—1 2—4, aa the firt frirg; EF—G,
femitone and tone, 1 2—4; A—BC, kmitone and tonc, 1—2 3; and defcend in the fame
maaner.

N° 16. Scale of F major; fourth to the preceding. Take F—G, a toac, 2—4, on he fecond
fring; ABb—C—D, a femitone and two tones, 0 1—2—4, on the firft ftring; E F—G, femitoné
and tone, 12—4 ; ABb—C, femitone and tone, 12—3; and D—EF, woe axd femitone, 1—1 3.
Defcend, in the fame manner, in the pofitions F, C, G, and D.

N°®17. Scale of B flat majer; fourth of the preceding. Take Bb—C—D, two tones, §—2—¢,
on the firt ftring; Eb—F—G, two tones, 1—1—4; ABt—C, f-mitone and tooe, 1 2—3;
D Eb—F, fmitone and tone, 1 2—3; and G—A Bb, tonc and fzmitvae, 1—2 3. Dcicend, ia
the fame manner, by the pofitions Bb, F, C, G, and D.

N 18. Scale of E flat major; fourth of the preceding. Take Fb—F—G, two tones, 1—2 4,
on the firft Rring, in the fune manner with the fccond pofition of the preceding feale of B flar;
Ab—Bbp—C, two tones, 1—2—3; D Eb—TF, fcinitone and tone, 1 2—3; G A5—B:, femitone
end tooc, 13—3; and C—D Eb, tone and femitone, 1—2 3. Deicend, in like maaner, by the
fame pofitions, as in the margin of the examples, E, B, F, C, and G.

This fale alfb extending to the end of the finger-board, we proceed to the

Fearth Sevies of Scales, Eb, Ab, Db, Major.

N° 19. Scale of E flar major. ‘This feries begins with the fourth femitonic interval, on the
foarth firing. Take Eb—F, one tone, 2—w, on the fourth ftring; GAb—B5—C, a kmitoze
and two tones, 0 1—2—4, on the third ftring; D Eb—F, a femitone and tooe, 0 1—1, on the
fecond ftring ; G Ab—B, a femitone and tone, 1 2—4, alfo on the fccond ftring; and C—D Eb,
8 tone and femitone, 1—3 3 or 1—3 4, on the firlt firing. Defcend by the fame poiions. The
tontinuation of this fcale, for two oftaves more, is the precediug fcale, N*18.

N* 20, Scale of A flat major; fourth of the preceding. Take Adb—Bb—C, two rtones,
Y=—2—¢, oa the third ftring; Db—Eb—F, two tones, 1—2—4, alfo o the third firing;
G Ab—Bb, 2 femitone and tone, 1 2—4, on the fecond itring; C Db—Eb, a femitooe and tone,
8 2—¢, on the firlt fring; F—GAD, a tone and fkmitone, 1—2 3; a0l defcend by the fame
pofitions.

N> 31, Scale of D flas major ; fourth of the preceding. Take Db—Eb—F, cwo tones,
12—y, bn the third firing, as in the preceding fcale; Gb—Ab—Bb, two roncs, 1—23—4, on
the fecond ftring; C Do—Eb, a femitone and tone, 1 2—¢, oo the firft firing; FGb—AS, a
femitone and tone, 1 2—3; and Bb—C D), 3 tone and femitone, 1—2 3. Deizend by the fame
pobiom. - ; A ‘

. The
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The aem feale, in proceeding with this feries, would be that of G fiat major, fourth of D flat,
akey ant in ufe; o leakt it is more ufually called F fharp major; which has already been given in
the facend feries, N* 8. We fhall chercfore proceed, ia the lat place, to the

PP Swries of $cales, E, A, D, G, C, Major.

W es. Scals of E major. This feries begins with the fifth femitonic interval of the fourth
Bring. Take E—Fs—Ga, two tones, 1—2—¢, on the fourth ftring; A—B—Cs, two tones,
te=g—gy, on the third firing; DsE—Fs, a femitone and tone, t 2—4, oa the fecond ftring;
GeA--B, s femitone and tone, 1 3—¢, alfo on the fecond ftring; Ca—DaE, a tone and femitone,
=23 or 1—3 4, on the firlk firing; and defcend by the fame pofitions.

N°23. Scale of A major; fourth of the preceding. Take A—B—Cs, two tones, 1—2—y¢,
on the third firing, a3 in the preceding fcale; D—E-—Fs, two tones, 0—1—2, on the fecond
firing; GsA—B, a femitone and tone, 1 23—y, alfo on the fecond ftring; CaD—E, a femitone
aad woe, & 2—y, oo the firt firing; Fa—GsA, a tooe and femitone, 1—3 3; and defcend in
the fame manner. The more ufual manner of fingering the fecond ofave of this fcale, will be
feen in No §¢, Jetrer J.

N 24 Sele of D major; fourth of the preceding. Take D—=E—Fs, two tones, 0—1—2,
on the fecoad firing; G—A—B, two toncs, 1—2—¢, alfo on the fecond ftring; CeD—E, &
femisooe and tooe, 1 3¢, on the firft ftring ; FaG—A, a femitone and tone, 1 3—3; B—CaD,
* = vome and fomitone, 1—3 3; and defcend by the fame politions.  This is, however, by no means
the wlial way of uking thefe two olaves of D. The more common method will be feen in
Ne33. and N°63: but confiderable advantage may be derived from a proger ufe of the method
followed ia the prefent example ; it proceeds, naturally and confiftently, from the pofitions of the
preceding fcales, and is entirely conformable to the general rule, of finge:ing two o&taves, which
will be afterwards eftablihed. There is alfo a manner of defeending thefe two oftaves added,
ia the example, different from the pofitions of the afcending fcale; namely, D Cs—B—A, by
3—1—X (the laft charaller reprefenting the thumb); G Fa—E, 33—1; DCa—B—A,
. 3 %=1==0; all on the firt ftring; and G Fs—E—D, 3 2—1—0, on the fecond ftring.

" N®ag. 3Scsle of G major; fourth of the preceding. Take G—A—B, two tones, 1—2—y,
oa the fecond ftring; C—~D—E, two tones, 1—2—4, on the firlt ftring; FaG—A, femitone
and sowe, 1 2—3; B C—D, femitone and tone, 1 2—3; and E—F G, tone and femitone, 1—2 3;
and defcend by the fame pofitions. The more ufual method of fingering this fcale, is added by
figures, above the others, in the example, for the firft fix notes; after which, there is but one
manner of fingering: but the former method is more coafiftent with the other fcales, and is
conformable to the general rule.

Ne g6, Scale of C major; fourth of the preceding. Take C—D—E, two tones, 1——2—¢,
on the firft Bring; F—G—A, two tones, 1—2—3; B C—D, femitone and tone, 13—3;
EF=G, femitone and tone, 1 2—3; and A—B C, tone and femitone, 1—2 3. Defcend by the
fams pofitions, as direted by the order of fcales, in the margin of the examples, C, G, D, A,
sad E.

‘Tham every fcale of the major mode, in the fyftem, and the whole compafs of the inflrument,
have brea exhaufted; for the (ixth femitonic interval, which would fall to be affumed fur the nexe
feries of fcales, is F the fcale of which has been already given in N° 2. of the firft feries: that
of F fharp is given in N° 8: the fcale of G, the next femitone, is given in N° 143 the fcale of
A Bat is N° 20; that of A natural is N° 31; the fcale of B flac is N°* 3; and that of B natural,
the twelfth femitonic interval from the open ftring C, is given in N° g.

‘The advantages, to the learner, of conceiving and fludying the different fcales, in the relations
sad order of the general fyftem, and of the different feries, given sbove, it is hoped, will prove
cosfiderable. The few fcales that are communicated, occafionally, by the mafter to the pupil,
are foppofod w have little or no relation to onc another; and cvery fcale appears o the latter, as
. . ‘l‘“.’

s
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entirely different from, and wnafifted by the knowledge of, any other; as the fcales of B and E
Bz, N= 17. & 18, for inffance, compared with thofe of D and G, N= 13. & 14 le. bfar
from being confidered as preparatory o, and dependant on, one her, they g ly perpk
the learner, by their apparent contraricty ; and thus it muft ever appear to him, until he has feen
the whole chain, and the regular cooneftion of its feveral links. I have never even met with
& confiftent regular fcale of the lower otaves of E major, N°* 22; and B, N° 9. Fs, N° 8. and
Cs, N 7. have been confidered as fo intricate and extr , that a knowledge or ftudy of them
hes been reckoned wo difficult, and unneceffary. It is true, there are few or no compofitions fet
profefledly on thefe keys; but, as they occur in the courfe of the modulations in other keys, an
acquaintance with them becumes neceffary on that account; as well as their being, in our fyftem,
the foundation of the more common fcales of E, A, and D, N® 10, 11, and 12, of the fecond
feries.  Moreover, ﬁlfﬂlﬂln the upper comp;fsof the inftrument confit of fuch a number of
fieps, thar, various, indep and quently intricate, as they muft sppear to any one wko
has bue a partial knowledge of the fyftem, the learner wiil often forget the fteps that he has been
taught © do particular fcales by, unlefs they be kepe in brance by conftant praQtice; and
the sew fcales he is learning, will often banith from his memory thofe he has formerly learned and
pratifed. In our method, this great inconvenience will be entirely remedied : the fyftem being
eace underftood, the remembrance of one fcale will lead to the whole. We fhall take the firft
. smd fecond feries for an example ; the former introducing all the flats, and the latter the fharps.
Thefe fcales are to be learned in the order they ftand in, which is that of che general fytem, by
fourths afcending ; and, to affift the memory, this order is regiftered in the margin of the examples.
Setting apart the flats and fharps, the order of fcales in cach feries is, C, F, B, E, A, D; thatis,
the lakt poflition of the firft or fcale of C, will be #—5 C; of the fccond, d—¢ F; of the third,
g—e B, of the fourth, e—d E; of the fifth, f—g A; and of the fixth, b—¢ D; being equally
8 some and femitone in each feries; and this final pofition will fall to be added to the preceding
fcale, to complete the next fcale in order; oaly deprefling or flattening the feventh note of fuch
precediog fcale, as before dire@ed. Thus, to arrive at A, the learner mult neceffarily pafs through
the preceding politions C, F, B, E ; that is, &——C, d—¢—F, g4—B, ¢/—E, and then there
semains only to add, f—g A; and to defcend in D, he muft follow the inverfe order of the
) and ke D, A, E, B, F, which laft will be the final poficion, f—¢—D. Thus a
kaowledge of the order of thefe fcales will ferve equally, whether fars or tharps are to be ufed ;
and it will hence follow, that the prattice of the lower fcales will be not only neceffary in
themielves, but be the beft preparation for, and the molt natural and eafieft way of attaining, the
fcales of 3 higher compafs; for after having doae the fcale of F, the learner will only have to add
the wae and femitone, g—=e B, to be equally mafter of the fcale of B; and fo of all the others.
Nothing now remains © complete the fyftem of fcales, bmropmttedlnthefummncmth
thefe of the minor mode, which are referved for the next Chapeer.

C H AP I

Of the Munner of Fingering the Twelve Scales of the Miner Mode, througbout the whale
Compafi of the Visloncells.

. AA Made, in Mubic, may be defined, the manner in which the oftave is conftiruted, or the
- particular order in which the clementary degrees are placed in the olave. Thus the order of
degrees, 1. key-note, 3. tone major, 3. tone minor, 4. femitone, §. tone major, 6. tone minor,
9. wae major, 8. femitone, is denominated the major mods, or fharp key, fiom the third degree
of the fcale; being aa inserval of two tones, or greater third, to the key-note: and the order of
.degrees, 1. key-note, 8. tone major, ;hﬁw’.‘«mmim. §. tone major, 6. femitone,

. 7. was
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9. saae major, §. wae major, is called the miser mede, or flat key, on account of the thind degree
of the fcale being an interval of tone and femitone, or leffer third to the key-note. The difference
of the coaftrultion of the two modes may be more clearly conceived, by comparing the intervals
“of the fcale of C mejor, and thole of the feale of A minor, thus:

Major mode, -- - C—~D—EF—G—A—BC;

Minor mode, - - A—BC—D—EF—-G-—A.

1a the minor mode, the femitonic intervals are at the third and fixth degrees of the f:ale; and the
¢third, fixth, and feventh degrees will be found each a femitone lower than the fame degrees of the
major fcale ; confequently, to conftitute the fcale of C a minor mode, E, A, and B, muft be
deprefied & femitone each, and be made Eb, Ab, and Bb ; and to conftitute the fcale of A a maior
mode, the farne degrees of third, fixth, and feventh, muft be clevated a femitone each, and be
“desominated Cs, Fs, and Ga; and therefore, to take away three fharps, or to add three flars;
or, which is the fame thing, where there are fewer fats or fharps at the clef, to tike away two
fharps, and add onc fiat; or to take away one fharp, and add two flats; will reduce the major
mode of any key to the minor mode of the fame key; and, vice verfa, to add three tharps, oe
sake away three flats, will, of any minor key, conftitute a major.

The intervals of the flat keys, or minor mode, however, have their peculiar charaéter, snd beft
effe, in their defeending progreflion; and a gradual afcent, fo as to clofe on the key-note, is
mever made with the flat fixth and feventh of the fcale, but with the fharp or greater fixth and
feventh; fo that, in the ofcending feales, the upper half or tetrachord will be exaltly fimilar to

* that of the msjor mode; a3, in the fcale of C minor, the upper tetrachord will be G—A—BC,
sfcending, but C—Bb—Ab—G, defcending; and in the feale of A, the upper tetrachord will
be E~Fas—GsA, afcending, and A—G—F—E, in the defcending fcale. I am aware, at the
fame time, of a different manner of afcending the minor fcales, which fometimes occurs in modern

- compofitions, by the flat fixth, and greater feventh, making an interval of three femitones; but
this praflice is not generally adopted, nor agreeable to the rules hid down by the beft theorifts ;
1 fhall therefore follow the more eftablithed method, and begin with the

Py Sevies of Seales, C, F, Bb, Eb, Ab, Db, Minor.

N° 27. C miner. Afcending fcaley; C—D Eb—TF, tone, femitone, and tone, 0—1 34, 0n
the fourth firing; G—A—BC, two tones and a femitone, 0—1—3 4, on the thind fring,
DEbp—F—G, femitone and two tones, 0 1—=2—4, 0a the fecond ftring ; and A—B C, twne and
femitone, 1—3 4, likewife on the fecond firing. Defcending fcale; C—Bb—Ab, two tones,
4~2—13 G—F—EbD, two tones and a femitone, 4—2—1 0, both pofitions on the fccund
frings C—~Bb—AbG, two tones and a finitone, 4==2—10, third ftring; and F—EbD—C,
tone, femitone, and tone, 4—3 1—0, fourth ftring.

N 28, F miser. Akending; F, the fourth note of the preceding feale, with the fourth finger
on the fourth fring; G Ab—Bb—C, femitone and two tones, © 1—2—¢, on the third ftring;
D—E F—G, tone, femitone, and tone, 0—1 2—4, on the fecond ftring; Ab—Bb—C, two
toacs, 1—2—¢, on the fecond ftrings and D—EF, ronc and fimitone, 1—3 4, on the frft

i Defcending; F—Eb—Db, two tones, 4—2—1; C—Bp—Ab, two tones, 4—2—1,
fecoad firing; G—F—Eb, two toncs, 4—2—1, fecond fring; DbC—Bb, femitone and tone,
4 31, on the third ftring; and AtG—F, 4 3—1, 0n the fourth ftring; or, more Gmply, and
better in praltice, both thefc pofitions may be taken, 3 2—1.

N° 9. B fat miner. Afcending; Bb—C Db, tone and femitone, 1—3 4 of 1—2 3, on the
thind fring; Eb—F—G, two wnes, 1—3—4, on the fecond firing; ABb—C, femitnne and
ams, 3 3¢, 0a the kcond fring; DyL—Eb—F, two tones, 1—2—4, on the fislt Gring ; and
G—ABb, tone and femitone, 1—3 3. Defcending; Bb—Ab—Gb, two tones, 3—2—1;
F—Eb—Db, two tones, 4—3—1, on the firlt ftring; C—Bb—Ab, two toncs, on the fecond

. “frings Gb¥—Eb, femitone and tonc, 3 3—1, fecond fring; and DbC—Bb, femitone and tone,
3 91, thind fring; or both pofitions ¢ 3—1.
. . L i : : N- Efe
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N> 30. E flet miner. Afcending; Eb—F Gb, tone and femitone, 1—3 4 or 1—1 3, fecond
fring; Ab—Bb—C, two tones, 1—2—4, fecond ftring; D Eb—F, femitoae and tone, 1 2—g,
Gt fring; Gb—Ab—BY, two tones, 1—2-—3; and C—DEb, tone and femicone, 1—1 3.
Defcending; Eb—Db—Cb, two twones, 3—2—1; Bb—Ab—Gbd, two toncs, 3—2—1;
F—Eb—Db, two toncs, 4—2—1, all on the firft firing; CbBb—Ab, femitone and tone, 3 2—1;
fecond fixing; and GbF—Eb, femitone and tone, 3 3—1, on the fecond ftring; or both pofitions,
43—t
" Ne31. Afat misew. Afcending; Ab—BbCb, tone and femitone, 1—3 4 or 1—3 3, fecond
fring) Db—Eb—F, two tones, 1—~2—4, firft ftring; GAb—Bb, fmitone and tone, 1 2—3;
Cb—Db—Eb, two twaes, 1—2—3; F—GAb, tonc and femitone, 1—~2 3. Delcending ;
Ab—Gb—Fb, two tones, 3—2—1; Eb—Db—Cb, two tones, 3—~2—1; Bb—Ab—Gb, two
tones, 3—3—13 FbEb—Db, femitone and tone, 3 2—1, all on the firft ftring; and CpBb—ADb,
femitone and tone, 3 3—1, on the fecond ftring ; or both the laft pofitions, 3 3—1.

Ne 32. D fat miner. Afcending; Db—EbFb, tone and femitone, 1—3 4 or 1—2 3, firlt
fring; Gb—Ab—B), two tones, 1—13—3; C Db—Eb, femitone and tone, 1 2—3; Fb—G5—Ab,
two wones, t—2—3; and Bb—C Db, tone and femitone, 1—2 3. Defcending; Db—Cb—Bbb,
two tones (equivalent toCa—B—A), 3—2—1; Ab—Gb—Fb, two tones, 3—3—1;, Eb—Db—Cb,
two tones, 3—2—1; BbbAb—Gb, femitone and tone, 3 2—1; and FbEb—Db, femitone and
wee, 3 a3=—1 or 4 31, all on the firft ftring.

Sscond Series, Ca, Fs, B, E, A, D, Minor.

N*33. C forp miner. Afcending; Ca—DaE, tone and femitone, 1—3 4, fourth ftring;
Fa—Ge—As, two tones, 1—1—4¢, fourth ftring, BaCs—Du, femitone and tone, 1 2—g,
third firing; E—Fs—Ga, two tones, 1—a2—y¢, fecond firing; and As—BsCw, tone and
femisone, 1—3 4, firft ftring. Defcending; Cs—B—A, two tones, 4—2—0; Ge—Fs—E,
two tenes, 4—2—1; Ds—Cs—B, two tones, 1—2—q, third ftring; AGe—Fas, femitone and
tone, 3 3—1, fourth firing; and E Ds—Cs, femitooe and twone, 3 2—1, fourth ftring; or both
pofidons, 4 3—1.

N° 34 F forp minmer. Afcending; Fa—GsA, tone and femitone, 1—3 4, fourth ftring 3
B—Ca—Da, two tones, 1—2—y, third ftring; EsF#—G, femitone and tone, 1 32—y, fecond
fring; A—B—Ca, two tones, 0—1—=2, firft ftring; and Da—EsFs, tone and femitone, 1—3 4
Defoending; Fe—E—D, two tones, 4—32—1; Ca—B—A, two tones, 2—1—0, firlt ftring;
Go—Fs—E, two tones, 4—2—1, fecond ftring; D Cs—B, femitone and tone, 3 2—1, third
fring; snd AGe—Fs, femitone and tone, 3 2—1, fourth ftring s of 4 31, in both pofitions.

N° 35. B misr. Afcending; B—CaD, tone and femitone, 1—3 4, third ftring, or B—Ce,
8¢, third ftring, and D, o, fecond ftring; E—F&—G#, two tones, 1—3—4, fecond ftring ;
AsB—Cs, femitone and tone, 1 2—4, firtt firing; D—E—F@, two tones, 1—3—¢; Ga—AsB,
woe and femitone, 1—3 3. Defcending; B—A—G, two tones, 3—2—1; Fa—E—D, two
tones, 4—3—1; Ca—B—A, two tones, 2=—~1—0, all on the firlt ftring; G Fa—E, femitone
and wee, 4 3—1, fecoad fring; and D Cs—B, femitone and tone, O—g—1.

N° 36. E miser. Afcending; E—FaG, tonc and femitone, 1—3 4, fecond ftring; A—~B—C,
tWo tomes, O—1—3, firft firing; DsE—Fs, femitone and tone, 1 2—4; G—A—B, two tones,
1—3—3} Ca—DsE, femitone and tonc, 1—a 3. Defcending; E—D—C, two tones, 3—1—1;
B—A—G, two tones, 3—3—1; Fa—E—D, two twoacs, 4—2—13 CB—A, femitone and tooe,
8 1—0; G Fas—E, femitone and tone, 4 3—1.

N°37. A miser. Afcending; A—BC, tone and femitone, o—1 2, firft ftring; D—E—Fg,
tWO tones, 1—2-——4; GSA—B, femitone and tone, 1 2—3; C—~D—E, two tones, 1—2—3;
sad Fs—GasA, twoe and kwitone, 1—2 3. Defcendings A—G—F, two tones, 3—2—1,
E—D—C, two twaes, 3=2—1; B—A—G, two tooes, 3—2—1; FE=D, § 3—1, or 43—1;
CB—A, 310, .. ’ '

Ne 38. D miswr.

-
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N 38. D misw. Alcendiag; D—EF, tone and femitone, 1—3 4 or 1—1 3, firt firing;
G—A~—B, two waes, 1—2—3; CsD—E, femitone and mae, 1 2—3; F—G—A, two tones,
Ve=g=3; sod B—CaD, wne and femitone, 1—12 3. Defcending; D—C—Bb, two tones,
y—e—1; A—G—F, two wnes, 3—~2—1; E—D—C, two tones, 3—~2—1; BbA—G, fmitone
. end wme, 32—1; and F E—D, femitone and tone, 3 3—1, or 4 3—1.

Mwb Dn G- C. Pp 'b, Eﬁ, Minor.

N°39. Dmiawr. Afcending; D—EF, tone and fcmitone, 13 4, fourth ftring; G—A—B—Cg,
dhsee tomes, O—1~3—y, third ftring; D—E F—G, tone, femitone, and tone, 0—1 2——¢, fecond
friag; A—B—CaD, two toncs and femitone, 0—1—3 4, firft firing. Defcending; D—C—BbA,
two woes and a femitone, 4——2—10; G—F E—D, tone, femitone, and tone, 4—32 1—o, fecond
firing; C—BbA—G, twone, femitone, and tooe, 4=—2 1=—0, thind ftring; and F E—D, femitone
aad wae, 4 3—1. .

W 40. Gminer. Afcending; G—A Bb—C, tone, femitone, and tone, 0—1 2=y, third ftring ;
D—E—F3G, two tones and a femitone, 0—1— 4, fecond ftring; ABb—C~—D, femitone and
tWO %oaes, O 1—2—¢, firlt ftring; and E—FsG, tone and femitone, 1—3 4. Defcending;
G—F—Eb, two waes, 4—~1—1; D—C—BbA, two wnes and a femitone, 4—2—10, firft
fiving; G—F—EbD, two tones and a femitone, 4—2—1 o, fecond ftring; and C—BbA—G,
tsme, femitone, and tone, 4—2 1—o0, third ftring.

Ne4i. Cminwr. Afcending; C, fourth finger on the third ftring; D Eb—F—G, femitone
ead two tomes, 0 1—2—¢, fecond firing; A—BC—D), tone, lemitone, and tone, O—1 2—¢,
ekt fring; Eb—F—G, two tones, 1—2—¢; and A—BC, tone and femitone, 1—2 3.
Defeending; C—Bb—Ab, two tones, 3—~2—~1; G—F—Epb, two tones, 4—2—1; D—C—B)p,
two Waes, 4—3—1, all on the firt Rring; AbG—F, femitone and tone, 3 2—1, fecond firing ;
ead EbD—C, 3 31, third firing; or 4 3=1, in both pofitions.

N*43. F miser. Afcending; F=GAb, tone and femitone, 1—3 4 or 1—1 3, fecond fring;
By—C—D, two tones, 1——2—4, firft ftring ; E F—G, femitone and tone, 1 2—4; Ab—Bp—C,

: two womes, 1—3~—3; and D—E F, tone and femitone, 1+—~2 3. Defcending; F—~Eb—Db, two
oaes, 3=2==1; C—=Bb—Ab, two toncs, 3—2==1; G—F=—Eb, two tones, 4—2==1; DbC~Bp,
femiccne and tone, 3 3—1, on the firft ftring; and AbG—F, femitone and tone, 3 2—1, on the
fecoad firing; or 4 3—1, in both the laft pofitions.

. N°43. B flat miner. Afcending; Bp—C Db, tone and femitone, 1—3 4 or t=—2 3, firlt
fring; Eb=F~—G, two tones, 1—3—4; ABb—C, femitonc and tone, 1 2—3; Db—Eb—F,

. two sones, 1—2—3; and G—ABb, tone and femitone, 1—2 3. Defcending; Bb—Ab—Gb,

. two tooes, 3=2~—1; F—E—Db, two tones, 3—2—1; C—Bb—Ab, two tones, j—2—1;

. GbF=Ep, femitoce and tone, 3 3=—1; and DbC—Bb, femitone and tone, 3 2—1; or 4 3—1,
in both the Jat pofitions.

- . N ¢4- E fiat miner. Afcending; Eb—F Gb, tone and femitone, 1—~3 4 or 1—2 3, firft
firing; Ab—Bb—C, two tones, 1—32—33 D Eb—F, femitone and tone, 1 2—3; Gb—Ab—Bb,
twe waes, 1—32—3; and C—D Eb, tone and femitone, 1—2 3. Defcending ; Eb—Db—~Cb,

- two woes, 3~—3—1; Bb—Ab—Gb, two tones, 3—32—1; F—Eb—Db, two tones, 3—32—s;
CbBy—Ab, femiwne and tone, 3 3—1; and GbF—Eb, femitone and tone, 3 2—1 or 4 J—1.

Fourth Sories, Eb, Adb, Db, Minor.

N° ¢S E fat mineor. Afcending; Eb—F Gp, tone and femitone, 1—3 4 of 1—2 3, fourth
fring; Ab—Bb—C, two tones, 1—23—y, third fring; D Eb—F, femitone and tone, 0 13,
fwcond firing; Gb—Ab—Bb, two tones, 1—1—y, fccond ftring; and C—DEpb, tone and
femisone, 13 4, firfk fring. Defcending; Eb—Db—Cb, two tones, 4—2—1; Bb—Ap—Gb,
WO waes, 4~—2—1, fecond ftring; F—Eb—Db, two tones, 4—2—1, third fring; CbBb—Ab,
famissns aad wee, 3 3—1, third firing; GbF—Eb, femitonc and wae, 3 2—j, fourth fring;
431, ia the two laft pofitions.

: 3 N ob. Afa
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N° of. A fat miser. Afcending; Ab—BbCb, toae and femitone, 1—3 4 or 1=—1 3, third
fring; Db—Eb—F, two tones, 1—2—y, third ftring; GAb—Bb, femitone and tone, 1 2=—qy
fecond fring; Cb—Dt—Eb, two tones, 1—2—, firft firing ; and F—G Ab, tone and femitone,
1=—23. Defcending; Ab—Gb—Fb, two tones, 3—2—1; Eb—Db—Cb, two tones, 4—2—1;
Bb—Ab—Gb, two tones, 4—2—1, fccond ftring; FbEb—Db, femitone and tone, 3a—1,
third ftring; and CbBb—Ab, femitone and tone, third flring; or 4 31, in the two lat

N° 47. D flat miner. Afcending; Db—EbFb, tone and femitone, 1-=3 4 or 1—2 3, thid
frisgs Gb—Ab—Bb, two toncs, 1—2—¢, fecond ftring; C Db—Eb, femitone and tone, 1 2=y,
foft firing;, Fb—Gb—Ab, two tones, 1—32—3; and Bb—C Db, tone and femitone, 1—3 3.
Defcending; Db—Cb—Bbl, two tones, 3—3—1; Ab—Gb—Fb, two tones, 3—2—r;
Eb—Db—Cb, two tones, 4—2—t, all on the firft ftring; BobAb—Gb, kemitone and tone,
39—, fecond fring: and FbEb—Db, femitone and tone, 3 2~—1, oa the third ftring; or
4 31, in the two laft pofitions.

Fiph Series of Scales, E, A, D, G, C, Minor.

- N°48. E minw, Alcending; E—Fs, tone, 3—4, on the fourth ftring; G—A—B—Cyg,
three w0es, O——1==2—y, third fring; DeE—Fas, feniitone and tune, 1 2—4, fecond ftring 3
G—A—B, two tones, 1—2—¢, fecend flring) Ca—DaE, wae and feniitone, 1—3 4, firft
firing. Defcending; E—D—C, two tones, 4—2—1; B—A—G, two tones, 4—2—1, fccond
fring; Fa—E—D, two tones, 2—1—0, fecond ftring; C B—A—G, fmirone and two tones,
4 3—1—0, third ftring; and F—E, tonc, 4—2, on the fourth ftring,

N°49. A miser. Afcendings A—B C, tone and femitone, 1—3 4, third ftring; D—E—Fs,
two waes, 0—1—3, fecond fring ; Ga A—B, femitone and tone, 1 23—y, fecond ftring; C—D—E,
WO toacs, 31—3—4, firlt (tring; Fa—GsA, tone and femitone, 1—2 3. Defcending; A—G—F,
two tomes, 3—i1—1; E—D—C, two tones, 4—2—1, B—A—G, two tones, 4—2—1, fecond
fring; FE—D, femitone and tone, 3 1=0, fecond ftring; and C B—A, femitone and tone,
4 3—1, third firing. ’

N° go. D miser. Afcending) D—EF—G, tone, femitone, and tone, 0—1 2y, fecond
firiag; A—B—Cz, two tones, 0—1—3, firft ftring; D—E, tone, 1—2; F—G—A, two tones,
3—2—3; aad B—CaD, tonc and femitone, 1—2 3. Defcending; D—C—BbA, two tones
and & femitone, 3—2—1 X ; G—FE, tonc and femitone, 4—2 1; D—C—BbA, two tones and
a femitone, 4—2—10, all oa the firft firing ; and G—F E—D, tone, femitone, and tone, 4—2 1—o0,
o8 the kcond fring.

N* 1. G miser. Afcendings G—A Bb, tone and femitone, 1—3 4, fecond ftring; C—D—E,
two wacs, 1—2—¢, firlt fring; FeG—A, femitone and tone, 1 2—3; Bb—C—D, two tones,
8—2—3; E—FaG, tone and femitone, 1—2 3. Defcending; G—F—Eb, two tones, 3—2—1;
D—C—Bb, two tones, 3—1—1; A—G—F, two tones, 3—1—1; EbD—C, femitone and
woae, 33—1, all oa the firft ftring; and BbA—G, femitone and tone, 3 3—1 or 4 3=1, on the

N°g2. Cmiser. Afcending; C—DEb, tone and fermitone, 1—1 3 or 1—3 4, firft ftring;
F—G—A, two tones, 1—2—3; B C—D, femitone and tone, 1 2—3; Eb—F—G, two tones,
t#—2—3; and A—BC, tone and femitone, 1—2 3. Defcending; C—Bb—Ab, two tones,
3——1; G—F—Eb, two tones, 3—~3—1; D—C—Bb, two tones, 3=—21=—1; AbG-F,
femisone and wac, 32—1; and EbD—C, femitone and tone, 3 2—1.
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General Rukes of Fingering fablifbed.

Tﬂldadﬁ-guin&-dadadfcdmhh!downhdnmpnudingﬁmm
all dedultions from the principle, that the feventh of any fcale, being depreffed or fattened
& famitone, will become the fourth degree of another fcale, the key-note of which is a fourth more
scese than that of the former, while the uther degrees of both fcales will remain the fame; and
by purfuing the order of fourths afcending, all the keys in the fyftem have been introduced.
‘We fhall now proceed t eftablith general rules of fingering, for one and two oQaves, from other
principles; that is, from the number and fize of the intervals coaftiruting fuch o&aves, compared
with the moft natural and eaficft extenfions of the fingers; the refult whereof will be, a further
confirmation of the rules before given, and a more clear and coacife view of the fingering of the
whole fyftem.

As ofixve, in any fcale of the fyftem, of the major mode, confifts of the intervals t—2—3 4=
§—6—18, the moft imple divifion of which is that into two equal parts, or tetrachords,
1=—=2—3 4, and §¢—6—7 8; and this fimpleft divifion of it is adopted, when the thumb is made
ufe of) which being placed on the key-note on one firing, and on the fifth of the fcale on the
other, sn oftave will be divided into two fimilar parts ; and every oftave in the fyftem, thus taken,
will always have this uniform fingering, X—1—=2 3, X—1—2 3. The fame divifion is alfo made
ufe of in fcales where an open ftring is the key-note, and another open ftring the fifth of the key;
@ i the faale of C, N21; of G, N®14; and of D, in the third and fousth bars of N°13; each
sstrachord being taken 0—1—3 4, OF O—1—12 3.

Bwe the feales of C, G, and D, the only keys in which this divifion of the o&ave can be ufed,
requise s different method of fingering in every o&ave but that in which the two open ftrings are
placed; and, dherefore, an oftave including an open ftring is to be confidered rather as sa
emception, than as fuggefting any general rule of fingering. The intervals in the lower compafs
of the inflrument are of fuch a fize, that the utmolt extenfion of the four fingers, without ufing
the thumb, s only equal t the diftance of two tones, or interval of a greater third (fee the
pobition, Fig.17.); and as this interval conlifts of two equal parts (without going into the minuter
differcace of tone major and tone minor), the fecond finger muft be extended to the middle point,
betwixt the firft and fourth finger, which is always meant by the pofition 1—2—¢. But feveral
isservals of thirds, in the fcale, are lefs, by a femitone, than that of the greater third; and as
thefe occur mcre frequently, the moft general pofition of the hand, in the lower compals, is that
of Fig. 16. ‘The natural extenfion of the hand being therefore limited to the incerval of a third,
grester or lefler, the degrees of the fcale are to be divided by three; and the eight degrees of an
ofszve will confift of two of thefe divifions, and two degrees of a remainder. Now, in order to
desermine the order that thefe divifions and remainder are to be placed in, it is neceffary to obferve,
thae the two degrees of a remainder cannot be in the 1aft or concluding pofition, which muft always
sefolve into 3 tone and femitone, 1—2 3, for the purpofe of placing the thumb a tone lower than
the firkt finger, and forming the tetrachord, or half oave, X—1—12 3, a pofition ulually continued
for fome time in the upper compafs of the inftrument; and to determine whether thefe two
remaining notes muft be in the firlt or fecond pofition, we have oaly to conlider the cafe and

" certsinty of fhifting the hand from the key-note, and fccond of the feale, to the third degree,
compared to the greater and more uncertain fkip to the fourth: the two notes will therefore be
bekt placed in the firft pofition ; and being the ewo firft degrees of the feale, will be fingered 1—2:
the fecond pofition will contain the third, fourth, and fifth of the fcale, and be fingered 1 2—¢;
and the third polition, conlifting of the fixth, feventh, and cighth, will, like the coacluding
policien of every fale in the fyftem, be fingered 1 2—3. This agrees with the fingering of the
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foregoing fcales, where the key-note is taken with the firft finger, as in the fecond ofave of
Bb, N° 3; and the fecond oftave of Eb, N* 19: and in the oblervations om N- 3, the fingering
for the s oltave of Bb, eftablithed from the other principles, will appear to be the fame with
the general rule for one otave now given. It is a confequence of the rule for fingering two
o8aves, that the cighth note fhall be taken with the fecond finger; and therefore, in the fecond
olaves of the other fcaks, the firft and fecond degrees of the acuter o&ave are fingered with the
fecond and fourth finger, 23—, inflead of 1—2, by the prefent general rule; but the remaining
two politions in all the fcales correfpond with it, being t 2—4, and 1—2 3.

N°® 53 contains examples in Eb and Bb major, being the application of the general rule for one
oftave; and it may be obferved, that in the latter example the otave is taken oa one ftring, and
in the former on two ftrings, and the three pofitions alike in both examples, viz. 1—2; 12—¢;
and 13—3; it being a property of inftruments tuned by perfet fifths, that t afsend onc degree
of the feale towards the bridge, after a pofition of three notes, on ooe ftring, or to defcend one
degree towards the nut, on the next fuperior fring, will equally bring you to the next degree of
the feale. .

A fcale of two oftaves conlifts of fificen degrees, which narurally divide into ive politions of
8 third, grester or lefler, each; snd thefe pofitions will, from the fize of their intervals, require
the following fingering. Firft pofition, a greater third, 1—2—4; fecond pofition, a greater third,
1—2—4; third pofition, a lefler third, 1 2—¢; fourth pofition, a lefler third, 1 2—¢; and the
fifth polition, a lefficr third, 1—2 3. But as there is a difference in the order of the femitone in
the fifth pofition, and of thole in the third and fourth pofitions, it will be neceflary to diftinguith
this variety in the lefler thirds: and for the reafons that will be given, in the obfervations on the
examples N°* 67 and N° 68, a pofition confifting of a tone and femitone fhall in future be cailed
a 78 miser pofition; onc conlifting of a femitone and tone, a fecond miner; and one confifting of
€wo tomes, & mgjer polition. The general rule, therefore, for fingering a fcale of two oQaves,
thMy,&m:Twmajwpﬁﬁmsmwuﬁmm.dmm
minor.

N° g4 is the exemplification of this general rule in the fcale of Eb major; and the fingering is
in every refpe@ conformable to that of N° 4 (given on the former principic), and to every feale
in the fyfiem, where an open firing is not taken as one of the degrees of the fcale. This rule will
equally hold, whether the two oltaves are t be taken on one ftring, or ary number of the pofitions
on one ftring, and the remainder on one or two other ftrings. N° 7, the firft fcale of the fecond
feries, exhibits an example, where the five pofitions are taken on four Rrings; namely, the two
major pofitions on the fourth ftring, a fecond minor on the third ftring, a fecond minor on the
fecond ftring, and a firft minor on the firft ftring; and the fame pofitions, in their inverted order,
for the defcending feale. In the prefent example, N° g4, the fingering marked will equally ferve,
whether the two ofaves are to be taken entirely on the fecond ftring, or only the two firft poGitions
on the fecond, snd the remaining three on the firft ftring, asin N° 4.

But whea an open firing is to be the key or firit note of an ofave, the fccond amd third degrees
of the feale, together with the open ftring, muft be taken in the firft pofiion, o—1—12; otherwife
there would be two confecutive notes taken with the fame finger; which muft acver be done, if it
caa pollibly be avoided ; next muft follow the fourth and fifth of the fcale, a wae, 1—2; and,
laftly, the fixth, feventh, and ofave, tone and femitone, 1—2 3. N° g5 contains the fcale of
D major st #, and that of A major at b, a3 cxamples of the fingering of an oltave oa one firing,
beginning with the opea note.

Ne¢ g6 is an example of the manner of taking two oftaves on coe flring, beginning with the
open note. This differs (rom the general rule for two oftaves in nothing but the manner of
fingering the firfk major polition; which, on account of the open firing, muft be taken O—1—2:
the other politions conform to the general rule, viz. a major polition, two fecood minor politigas,
aad one et minor. . -

’ . ) . MWgn
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encepting the laft half oftave or terachord A—B—CaD, which is taken oa the fisft @ring,
R——t—32 3. This manner of afcending the firlt oftave, and fometimes alfo the next tetrachord,
on the fecond friag, will be found of great ufe; efpecially when, after the firft ofave, the
Mn;fcale.i.umpwdbyu&fm&dafm,uﬁ!:b,nut,andt,iawso,u
following examples.

Ne g8 is the feale of Eb, taken on the fccond ftring, excepting the laft tetrachord, B—C, DEb,
which is taken on the firft firing, X—1—2 3; and N° g9 is the fame fcale, with the firft oQave
ealy, taken on the fecond firing; the remaining feven notes, F—G Ab—Bb, C—D Ep, being
takes on the firt firing, X—1 2—3, and 1—2 3.

N’Goudnefake(b,wuhudtfcemof:founhmdaﬁﬁh ucmdl. The rule of
m an ofave on one ftring is to be followed, and the thumb will fall on the fourth note
below the o&tave; the tetrachord A—B—CaD will be repeated on the fecond ftring, X—1—1 3,
fellowed by E—FsG, 1—12 3, alfo on the fecond ftring ; then the thumb will be on the firit fring
st A, and on D on the fecond ftring, as at §: the remaining pare of the example is to be taken
without quitting the pofition.

N° 61 is the fcale of Eb major, with the fame defcent of a fourth and a fifch st ¢ and . The
ﬁlo&veuwbenken, bylhcgmenlmk on the fecond fring s and the reft of the fingering
will proceed as in the precedi

N’Ga utllefalcofl-‘major, vnduhcfmdzfccmofafounb and fifth at @ and 4. The
Bt olave is taken 2—y, inftcad of 1—1; the two remaining politions, like the general rule,
we aken 13—y, and 1—1 3, all on the fecond fring; and the reft of the fingering is Gmilar to
that of the two foregoing examples.

N° 63 is a recapitulation of N° 13 and N° 12; the former being the two lower oftaves, and
the fatter the two upper oftaves, of the fcale of D major. They are here joined into one feale of
four confecutive otaves. The junflion is effctted, by quitting the polition at C, on the firft
firing, and taking the next, D—E—F ¢, on the fame {tring, inftead of concluding at D, with the
third finger, asin N>13.

N® 64 is 8 recapitulation of N° 19 and N* 18; the former being the two lower oftaves, and
the latrer the two acuter ofaves, of Eb major. In order ta get into the firft pofition of N°18,
Eb—F—G, 1—3—4, it will be neceffary to quit the pofition at C—D), 1—2, on the firft ftring,
iaflead of concluding at Eb, with the thind finger, as in N°* 19.

N° 65 is a joining of the two fcales, N* 7 and N° 6; che degrees of the fcale of Db, of the
latter example, being changed into thofc of the key of C#. What is neceffary to be obferved, in
* joining thefe two fcales, has been already mentioned, in the obfervations on N* 6.

N° 66 is a recapitulation of N*1 and N> 26, being the for oftaves of the feale of C major,
wich the fingering that has been given to cach of thefe examples, excepting at C—D—E, on the
fsk fring; which, inftead of being taken 1—a—4, as in the firft pofition of N* 26, is marked
D—E, 1—2; C being taken with the fccond finger, as in N° 1. Under this fingering is added
snother line of figures, which are the fame with thofe at N* 6, the fcale of Cs. The latter
figures are given with a view of drawing this inference, from comparing the general rules, and the
Bagering of every fcale in the fyftem, that as the intervals or degrees of cach ase alike, fo the
fiagering is in every inflance the (ame, with this exception oaly, that the four open ftrings of the
isflrument, whea they occur, and are to be taken as fo inany of the degrees, occafion 2 feeming
variety. In the prefent fcale of C, the four open frings are all to be taken; and the fingering,

- en that accouat, is the molt diffimilar that can be imagined to that of Db, or Cs, where nonc of
the open ftrings are taken, excepting indeed the fourth open firing, as fharp feventh of the key.
Bug if the firfk finger be placed on the nut, which, in the open notes, does the office of a finger,
the fagering of the fcale of C will be neceffarily funilar to that of Ce.  And thus the fune
waiformity and implicity that takes place in the degrees of thic natural fale, will be recognized
in the Sagering of all the fales in the fyftem; which arc nothing but an imitatioa, or rather a
repeticion, of the satural fcale.

Scales
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Scales of one or raore oftaves, and fmaller portions of ofaves, afcending and defcending,
form no inconfiderabie part of inflrumental mufic; although paffages cunfifing of greacer intervals
than the degrees of the feale will as frequently occur; and the knowledge of every property of the
fiager-board will be neceflary to the lcarner, for the purpofc of reforting to that part of it, where
aay given paflage can be taken with the greateft eafe, and produce the particular effe@ imtended
ia the compolition. From what has been already fthown of the exal fimilarity of che diffcrene
fcales in the fyftem, o the natural fcale, it is cvident, that whatever properties exift in the larcer,
will equally take place in the others. A inveftigation of the propertics of any ooe fcale, will
therefore be fufficient for the whole.

To difcover how many poffible pofitions there can be in a key, and to inveftigate their
properties, it will be neceffary to take every degree of the fcale in fucceflion, and, confidering
each a8 forming a different pofition on the finger-board, to afcertain the particular degrees of the
fcale that will occur in each.  The firft pofition will confift of the key-note, fecond, and third, of
the fcale, or major pofition, 1—2—4; fhifting the hand to the fecond degree of the feale, the
polition will conlilt of the fecond, third, and fourth, 1—3 4 or 1—2 3; and as chis ke(Ter third,
having a tone before the femitone, is the firflt that occurs in the fcale, we have given it the
appellation of a fir# miner polition. Shifting the hand to the thind degree of the fcale, we have
the chird, fourth, and fifth, being a femitone and tone; and, ia contraditinétion to the former,
we fhall call this lefler third s fecond miner pofition ; its fingering being 1 2—4. The hand then
is hifted to the fourth of the fcale, and will include the fourth, fifth, and fixth, 1—2—g¢: on
the Bkh of the fcale, it includes the fifth, fixth, and feventh, 1—2—4, both major politioas.
On the fixth of the fcale, it comprehends the (ixth, feventh, and eighth, 1—3 4 or 1—2 3,
being s firt minor pofition ; and on the feventh and latt degree, it confifts of the fcventh, cighth,
and ninth, or frft and fecond degrees of the next oave, 1 2—4, being a fecond minor pofition. -
We cannot difcover any varicty or new relation, in a further profecution of thefe pofitions ;
sothing will occur but a replication of the fame degrees of the fcale, and a repetition of the fame
pefidons. The refult therefore of this inquiry is, that the feven degrees of the feale produce
feven politions oa the finger-board, in the following orlcr: 1. major pofition; 2. firft minor
polition; 3. fecond minor pofition; 4. major pofition; §. major polition ; 6. firft minor polition
and, 7. fecond minor poiition.

N® 67 and N* 68 are cxamples of thefe feven pofitions in the keys of Eb, and Cs major.
The four firft pofitions are taken on onc firing, and the remaining three on the next fuperior
firing; and it is worthy of remark, that on comparing the laft three pofitions with the three firft,
they will be found to be of the fane fpecies of thirds in each pofition on both ftrings. In the
feale of Eb, for inftance, the firlt or natural pofition of the hand, on the fecond ftring, is a major
pofition, 1—32—¢, and the fame on the firlt fring; the fecond pofition, or half fhiit, on the
fecond flring, is a firlt minor, 1—3 4 or 1—3 3, and the fame on the frft ftring; and the third
pobicion, or full thift, on the fame ftring, is a fecond minor, 1 2—¢, and the fame on the firft
firing. In both examples a fecond oftave is added, in which the fame politions, in their order,
and the fame fingering, are repeated, excepting the difufe of the fourth finger, above G, oa the
ah Ani

As all che fcales of the fyftem are merely tranfpofitions of one natural fcale, it will follow, as
an isvariable rule of fingering in all fcales, that a paffage confifting of any degrees of the fcale,
escepting an open firing, that can be played in one polition of the hand, in any given key, can
be played in any other key in one polition, and with the fume fingering.

The two ift bars of N' 69 is a paflage in the fcale of C, the fingering of which cannot
pofibly be different from that maked under the notes. The remaining bars of the example
contain the fame paffage, tranfpofed into the keys of F, Ce, F#, B, E, A, D, Eb, Ab; inall
which keys the paffage is played with the fame fingering that is marked in the key of C. The
paflige confifts of the key-note, third, fourth, filth, Teventh, o&ave, and ninth, of the key;
-ﬂummmmmmm'ﬁmmummm'm.
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At ), the paffuge is anfpoled w F, and she notes are e be taken in the fame polition as a &,
ealy en the fourth, third, and fecond firings, inftesd of the third, fecond, and firft. At ¢, the
paffige is tranfpofed t Co, and the hand mult be fhified a femitone (harper than it was st o,
taking the key-note Ce with the fourth finger, and the other degrees as before; at d, it is in the
key of Fs, taken in the fame polition a3 ar C, but beginning on the fourth ftring; at ¢, it is in
the key of B, and the hand muft be fhified a fomitone nearer the aut than o o; at f, itisinthe
key of E, the hand coatinues in the fame pofition as at ¢, but begins on the fourth fring; at g,
Is s in the key of D, and nocwithftanding the open ftrings correfpond to D and A, the firft and
third motes of the paflage, D mult be taken with the fourth finger, on the third firing, a femitone
fharper than Cs at ¢, and the reft of the fingenng muft be like thar at a; ac b, it is played in
the key of G, in the fame pofition with D, but beginning on the fourth firing; at i, it is in the
key of Eb, a femitone tharper than D at g; 2t 4, it is in the key of Ab, in the fame polition with
E, bue beginning oo the fourth ftring; at/, it is in E, the fame key as at £, but an oftave

. higher; this polition is of courfc a femitone fharper than that of Eb; and, lattly, it is in the key

ofA um, chthmdbeingindnﬁuwpoﬁtionuul.onlybeginningouthcfounh(bing.

It i cvidene, that in every one of thefe keys, the paffage muft be equally eafy, the fingering
being the fame in all. This cxample will ferve to diminith that apprehenfion, which beginners
are apt ® have, on fecing a number of flats or (harps at the clef; and will alfo evince to them,
tha a competent knowledge of the finger-board will, in general, render a paffage equally cafy on
ooe key 2s another. Lt the learner always remember the degrees of the fcale that are praiticable
in one pofition, and be equally well acquainted with them when he fees them in the notation; he
vﬂll’oonkmwherewukemypafﬁge,inzhelowercunpuﬁ,in(heuﬁeﬁuﬂnwﬂmunlny
the cafe will sdmic of. Throughout the whole of this example, the hand is in the fkcond minor
pobition, 1 2—¢; which &, Fig. 16. .

e
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CHAP 1

Of Accompeniment, or proper Baffes.

WBETHER it would be inoft advantageous to the learner, to acquire a knowledge of the
firk principles of mulic, and of the theory of the finger-board, beforc he enters upon the ftudy of
the pratical or mechanical parr, Tam not as yet fufficiently warranted by experience to determine.—
All 1 would at peefent coatend for, is, the propricty and advantage of theory going st leaft hand
ia hand with the pradice. -

Ia the ftudy of the human feiences or arts, but little real progreft can be made at & time, nor
mhdd&fmﬁﬁdlymbydwmlhmmobje&uome. At the end of a given
Sma, however, an incomparably greater progrefs will be made, by theke conftant, though fmall,
advances, and by purfuing every obje& fepararcly, than by vainly attempting to proceed by more
*ﬁgdm:mmdcbj’& t0 obrude on the mind, and divide the

- attention.

Te
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seention.  But this rational plan of fludy is, of all things, the moft difficult 1o adope, in the
pratice of inftrumental mulic; for while molt other Rudics have their different pares gradually
and focceffively unfolded, and sny one part can be made the objc& of a ditin& antention,
wnembarralfcd by the conf deration cf another, this naturally requires an union of all its conlticuent
pasts, and an equal attention to be given to each at the fame inftant; for, to the actual pro-'u@tion
of two or three muical founds on the Violoncello, and other inftruments of that clafs, the fo.lowing
alts of the mind and body are ncce@ary 2t one and the fame time : 1. An accurare divifion of the
finger-board, and placing the fingers of the left hand on it properly. 2. The more difficuit and
complicated afion of the right-hand in conduting and prefling the bow oa the ftrings. 3. The
mind of the Jcarrer attending to and dire@ling thef different movements, at the f:me time rexding
and eftimating the diffcrent mufical characters before him ; as he is not only to produce the neceffary
founds, but to roduce them in a certain given time: to which may be added, the difficuley of
Eolding the inftrument and bow in their refpeive pofitions, which muft take place for fome time.,
Hence the awkwardnefs of the firft attenipts, when it is impoffible to give a proper attention to fo
many different objuls; and the greater perplexity, at this ume. both to the fcholar and mafter,
than ar any fuiure per'od cf the ftudy.

The more thefe d fferent aftions are \ly united, the more art and method are neceffary to
divide them, and to fubje@ cach ro a fiparate and ditinét artention and ftudy; and from the
difficulty of a'ways keeping this in view, and the want of unerring principles for the produftion
of all the requifite qualities in founds, tune alone excepted, the laws of which are fufficicatly
known, arife the great intricacy of the ftudy, and the uncertainty of atiaining to excellence in it.

The molt varied, complicated, and perfe inftrumental performance, is refolvable into the
sccuracy and purity of the feveral notes that it confifts of; and the caufes of thefe qualities, into
the mechanical alion of the fingers, in ftupping, and of the bow, in giving & proper degree of
vibration to the ftrings; and principles of fingering and bowing are tw be reccived, in fo far only
s they tend ro accomplith thefe purpofes.

It is apprehended, that every necefTury rule for the former may be colle@ted from the foregoing
pere of this treatife; but, in refpeét of the number of other objects that ought equally to engage
the learner’s sttention, the remaining examples, being a feries of praltice for every part of the
finger-board, have the fingering added to them, for the further exemplification and illuftration of
the rules before given. With refpe@ to the lacter, which comprehends the whole art and
management of the bow, by which every quality in found, excepting that of tune or pitch, is
produced, although we have made this more particularly an obje@ of our artention and ftudy,
both on account of its importance, am becaufe its principles are involved in greater intricacy and
obfcurity, we do not profefs an ability of delivering fuch definitions of the minure and complicated
motions emploved in its various offices, but what would be very inadequate to convey our mceaning,
or might miflcad the learncr, and bring the imputation of error on our principles. Befides, the
peinciples of bowing are themfelves fo far from being properly afcertained, that almolt every
malter feems to have adopted different principles. Hence that difference in tone, which diftinguithes
almolt every performer, but in a finaller degree thofe of the fame fchool, who have followed
mearly the fame principles of bowing. Tlcfe confiderations difcouraged us from entering with
any confidence on this part of the fubje@; but, willing to impart the knowledge of whatever we
conceive 10 be ufiful to the leamner, we fhall give fuch occafional diretions for the atining
this important part of the (tudy, as thall appear well founded, notwithitanding thar, from the
confcioufnefs of the comparative imperfeQion of thefe, we have only ventured to give to this
treatife the name of The Theory and Praftice of Fingering.

Principles for the management of the bow, may be collc@cd, A priori, from a ftudy of the laws
of the vibrations of frings, and of different forces, or degrees and manner of percullion, applied
to them ) and, A pofteriori, from confidering the effeéts of repeated experiments made on ftrings
by various degrees of pre(fure of the bow. This will enable the learner more accurately to obferve
sad afceruain the particular furce and manner made ufe of by other performers ;, to compare which
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with the differeat qualitics of found thereby produced, will lead to 3 knowledge of woe, and of
the masmer of producing i, in their relation of effe@ and caufe.

‘We now proceed to fiate, in theis order, what will more immediarely demand the arvention of
che Jearner. :

© + His Gt care muft be 0 bold his inftrument and bow in a proper manner; bath which
particulars are far from being indifferent.  He may proceed to 2 certain degree with an inarcificial
method ; but afterwards many paffages will be rendered doubly difficult to him, and fome altogether
impralicable, merely on that account; and it will be worth his while, even afeer having made
forre progrefs, to corre any miftake he may find himfclf to have been in, in this refpe&, or ia
the pofition of his left hand. The end to be anfwered, in holding the inftrument, is, that it fhall
be fieady, snd admit of the alion of the bow without being impeded by the left knee or the
- right thigh. The firft of thefe purpofcs is beft anfwered, by preffing the upper edge or rim of the
Viokecello againtt the fide of the calf, or thickeft part, of the right leg: and the fide of the
inftrument againft that of the left: and, for the larter purpofe, it is neceffary that the right leg be
i to the ground, and that the left leg be extended in an oblique direition uatil the

left foot be four or five inches more advanced from the body than the right; and i is alio
meceflary, that the inftrument be raifed fufficiently to admit of the free a&ion of the bow, on the
fourth firing, near three inches from the bridge, without touching the right thigh. The bow muft
be held betwixt the fecond finger and thumb, in fuch a manner, that the fuft and fecond joint of
the thumb fhull form ab angle, and the point of the thumb be oppofite to the middic of the fecond
joint of the fecond finger; the hair of the bow will be then preficd by the middle of the firft joint
of that finger, or by the point of it: the firft finger fhould be feparated about half an inch from
the fecond. The preffure is in & great meafure given to the bow by the firft finger; but, at each
tuming of the bow, this preffure on it is to be taken off, by the firft and fecond joint of that
finger advancing farther from the fecond. The third and fourth fingers are to lie on the bow, at
mearly the fame feparation, but without any prefiure on it, their office being oaly to keep the bow

balanced.

‘The next thing will be, to ftudy the manner of drawing the bow along one of the ftrings, the
fecond for inftance, 0 a3 it fhall be always parallel to the bridge. This is a matter of confiderable
sicety; it cannot be otherwife cffeCted, than by the diftance from the fhoulder to the points of
the fingers continually varying, whilft the bow is drawing; for, fuppofing the arm remained at
the fame extenfion, while conduiing the bow, inftead of drawing it paraliel to the bridge, it
would a& as a radius of s circle, or leg of a compafs, defcribing a fegment of a circle, of which
the body would be the center.  The arm, therefore, being at its utmolt extenflion, will be nearly
parallel to the right thigh; and in conduting the bow along the fring, in the ncceffary direction,
the motion will proceed from the joint at the elbow (the arm from that to the thoulder being kept
without motion), and will bring the wrift, from a little beyond the right knce, towards the breatt ;
and both parts of the arm will then be nearly at right angles: in recondu@ing the bow, the arm
will again be extended to a line nearly parallel to the right knee, or rather a fmall curve that is
astural to the arm in its utmoft extenfion ; and this is to be the conftant motion of the arm, from
mearly a right line, till it form nearly a right angle, and from a right angle to a ftraight line; che
wrift, & the fame time, being kept loofe, as it muft have a feparate motion from the arm, at every
ourn of the bow.

‘Haviag acquired the proper direction of the bow, by thefe different motions, it will aext be
aeceffary to endesvour to produce an even vibration of the ftring, by a fteady, uniform preffure of
the bow; and having fucceeded with a moderate degree of preflure, to try the effe@ of an increafed
preffire, which will give a proportional increafe of found, till you make it vibrate in its greateft
courfes and recourfes (fee Fig. 15. and the annotations on it, in the firft Chapter of the Theory).

‘Iz will then be neceffary to place the fingers of the left hand, on the finger-board, in the pofition
& Fg. 16, feparating the fingers at about an inch afunder, and raifing them into the form of aa
arch. the Sagers will then be at abow the interval of & fmitone from cach other, bue the 6rit ac

3
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that of s wme from the nut; and the fingers will, by the moft imple movemens, in crofing the
firings, come to the proper diftances for any of the notes oa the other firings; a great advantage
which this polition of the hand bas over that formerly in ufe (fee Fig. 18.), where the narural
sendency of the fingers would be o move in the oblique diretion, fhown by the doted lines ;
8 sendency w'.ich can be counterated but with great trouble.

When this polition of the hand, and feparation of the fingers, become fomewhat natural, and
they cam be kepr fleadily in it, when nifed from the ftrings, fo that every finger will retum to the
fame poinr of the finger-board it preffed before, it will be eafy to play any note under that pofition
of the hand, by prefling the ftring with the finger required. Being thus prepared, the learner may
begin the firlt okave of C, in the two firlt bars of N> 1. of the examples; which fee, with the
explanatiun above given of it. Each bar contains a tetrachord, or half oave; and as every fcale
in the fyttem has been thown to be only a repetition of one otave, which confifts of two fuch
‘Gmilar parts, the particular attention of the learner will now be neceflary, to the fame of every
degree of the fcale; and he muft endeavour to diftinguith, and feel, the peculiar charaer and
effeit of each note of an oftave, and of their feveral relations to the key-note.  Each tetrachord
of the ofave will form a chant, or mufical phrafe, clofing with the femironic interval of the
fourth, and of the oftave; and the better to perceive their fimilarity, and to compare their
charallers, it will be proper to make a fhort paufe after the fourth, as well as after the oftave.
Holden, a very ingenious writer on the fcience and praltice of mufic, has obfcrved, that if the
feveral degrees of the fcale are taken with accuracy, a peculiar expreflion will be found to
charaiterifc every note. The key-note is bo!d and commanding ; the fecond is a kind of plaintive
found ; the third has fomething fupplicaiive in it; and it is on this note, or on the feventh, which
bas the f2me relation in the other tetrachord, that the beggar chicfly dwells, if he ufes any tone ac
all; che fourth, which brings the phrafe to a conclufisn, is grave and folemn; and the fifth, fixth,
feventh, and ofave, are marked by fimilar expreflions. Thefe properties are not, however,
infeperable from the founds; becaufe, if the fame notes are introduced in a different relartion, as
oa 8 change of key, they will have different effe@s. The defcending o&ave will form a chane,
different from the afcending o&ave, but likewife divided into two fimilar phrafes, the firft ending
on the fifth of the key, and the fecond on the key-note.

“Thefe being the elements into which every variety of air or melody, and its accompanying
harmony, are refolvable, the greatclt care mult be taken by the learner to acquire a juft idea of
each note; and, if a mere beginner, he ought not to depend entirely on his own car or judgement,
but feck every opportunity of the sccompasiment of a well-tuned voice, or that of an inftrument
in the hands of a judicious performer, until the proper found of each note become quite familiar
®© him.

Let the notes of the oftave be thus played with a flow, even, and lengthened bow, to employ
the full motion of the amm; and, afterwards, quicker and ftronger, by the greater velocity and
preflure of the bow, but always drawn its full length; and it may be proper to remark, that whea
the fecond, third, or fourth finger is directed to be put down, it is meant that the finger or fingers
immediacely below them thould be alfo on the ftring, at their proper ditance of tone or femitone s
their contiruing on will give them greater firength and firmnefs of flopping, and fooner form a
good poficion of the hand.

After having repeatedly prattifed this, and the fecond o&ave of N° 1, afcending and defcending,
the learner may proceed to N° 3, by adding the three notes D—EF, 1—3 4, on the firft ftring,
whing this fingering for fome time, till he can take them well in tune; after which he may take the
two lakt notes with the fccond and third finger.

1 underftand the ufual pnﬁm in teaching to be, after thowing the learner a fingle fcale, to give
him fomc familiar eafy tune, in one pofition of the hand, for the purpofe of making his fingers and
bow go togeiher. The difficulty of auending to the number of different attions neceffary to
perfarmence, is fo great at the beginning, that mafters are glad to take advantage of any inducement
hmhhdd«:»thelmw. omhlumpn&xfn but I am afraid this method, fornetimes

Q nccellacy



360

62 " THE PRACTICE OF FINGERING.

wecefly m Goft, is puifued too far.” Ilaving obicrved, that a fuperficial manncr of bowing, ¢
beft, and often bad habits of bowing and fingrring, very difficult to be corme@ed afterwards, were
contralled in this, too carly, fludy of tunes; and that, after a confiderable time, but littke or no
progrefs was made in tone, time, of accompaniment, (the latter being the principal office of the
infirument) ; I fufpeded the fallacy of this imethol, and turned my thoughts o a more fyRematic
amalyfis of the fudy, and to the eftablifhing of principles of bowing and fingering, which might
aot only facilitate the ftudy of the inftrumrent, but would remove the imperfcét.ons in playing,
which I have ever found to be the confequence of a want of proper principles, adopted at the
begianing. The following plan of Rudy is the refule of my reafoning and obfervations on the fubjc,
confirmed by a very extenlive, and, I my venture to add, a fuccefaful, experience fur feveral years.

.Whea a proper motion of the bow is acquired, and made to go with the fingers, 1 have found
that sny further attention to the ftudy of tunes, for fome time, is improper: the very imperfe&
maaner in which they can be played in this ftage of the ftudy, cannot give any permanent
fxxisfallion-to the learner; and it will be for his advantage to poftpone the further ftudy of air oe
melodies for fome time, when it will be refumed with a much greater profpe& of fuccefs and
advantage, and form a proper part of the progrefs of his plan. In the mean time, it will be
proper to proceed to the ftudy and practice of accompaniment, or the proper bafs parts of vocal
or infirumental compofitions; and as a proper end is propofed in every rational ftudy, fo the
means taken to attain that end, ought not only to be the moft Gimple, and adequate to ir, but be
alfo produlive of the greateft number of picfent advantages; thefe being, in the prefent cafe,
fubordinate ends, and perhaps more immediately the view of the learner, than the principal,
which is the attaining to perfe@ion, or rather excellence, in the art.  Tiwe plan of praftice now
t be recommended to the lcarner, will, in conformity to this rule, extend to the following
fubordinate ends: 1. The ftudy and prattice of tone, which, when fimplified, we prefumne is very
atainable in all it important quulities; the impediments to its acquifition being chiefly the
actempting, st firft, too great a complication of bowing and fingering, and not confining the
pradtice of the bow, at this period, to fimple notes. 2. The ftudy and pratice of time. 3. An
early acquaintance with pure harmony, and a habit of accompanying, and attending to, a parc
different from that of the bafs. And, laftly, The powers, habits, and knowledge, acquired in
the praftice and ftudy of thefe, will be not only of immediate ufe in themfelves, but be the proper
means of rendering the fucceeding part of the Rudy cafy and intclligible.

N* 70, and the three following numbers, contain the bafs part of the firft fonata of the fecond
opera of Corelli. It will be eaficft to begin with the lat movement, N-73; and when the learner
bas pratifcd the notes, fome little time, by hmfelf, it will then be proper to get the part of the
firlt violia played, which he is 8 accompany, by playing the movement, at firft with flow, and
afterwards with quicker, bows; but, in both cafes, the full length of the bow, and the greateft
preffure of ir, is to be employed. e is then to procced in the fame manner with the firlt
movement, N° 70, obferving to divide each bar into eizht flow equal parts, each confifting of a
qQuaver: but the bow is not to continue on the ftring dutin3 the wlhole time of each; it mult be
drawn with {] iric and rapidity, from onc end of it to the other, by the full motion of the arm,
above defcribed ; and & confiderable ftop muft take plice, betwixt each quaver, to fill up the
time; but oa the notes G and D, in the fifth bar, the motion of the bow muft be as flow again;
and on the two laft noces of the example, four times as flow.  Having played this, feveral times,
with the part of the fufl violin, the learner will next procced to the allegro, N°* 71; and,
sotwithftanding the greater quicknefs of the movement, the bow muft be drawn to its full length
on the quavens. At 4, the hand mult be imoved back a femitone nearer the nut, for the purpofe
of playing the feven notes of that paffage in one pofition of the hand ; and the learner ought to
compere this with the paffages a2 ¢ and £, of N° 69, in order to know the cafes in which this
polition will be neceffary: at 3, in the prefent example, the former pofition is to be refumed.
Umtil the learner can play this movement perfetly in tine, he muft adhere to the fingering
marked nexe o the notes; afier which, be may praife, on the full fhift, that is, the firft finger
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brought to the place of the fourth, the piffages that may be taken with propriety on it, the proper
Sagering for which is marked under the other figures. That the learner may know from the afpeét

~of a paffage, whether it is adapted for the full or half fhift, he may obfcrve, that the notes, in
general, where this double fingering is marked, are fituated in the fpaces between the lines : this
alpe@ of a paifage will always indicate the full fhift, if any is neceflary ; aad fuch notes procreding
from onc fpace to the next above or below, being at the interval of a third from each other, will
always require the firlt and fourth finger alternatcly. If, on the contrary, the intervals of thirds
are from oac linc to the next atove or below it, this will indicate the half fhift as a proper pofition ;
and fuch notes will be always taken with the firft and fourth finger. An infpection of N* 8o will
imprefi the dftinguithing chara&er of cach of thefe fhifts ftrongly on the mind of the lcarner:
paffages adapted for both occur fiequently in this example; thofe taken on the half fhifc are all
marked with the letter o, and thofe taken on the full fhife with the letter . The praltice of
N°72 will complete the fonata; and the end more immediately to be kepe in view, in the frequent
pradtice of it, befides accuracy in tunc and time, is the improvement in tone, by a firm preffure
of the bow on the firings, and always drawing it to its full extent with velocity ard fpirit.

Being fumnifhed with a fee of Corelli's fonatas, and procuring a proper perfon to play the part of
the fisft violin, the next fiep will be to pruceed to the tenth fonata of the laft opera, in the key of
G major, the feale of which is N* 14. Here alfo it will be beft to begin with the gavor, or laft
movement, taking care to draw out the bow arm freely, and with velocity, in croffing the ftrings,
in the firft bar, and throughout the movement : then procced to the firlt and fecond movements,
in the laft of which will be found two bars, in which D« occurs: the paffage muft be taken on
the back thift, as at @, N° 71, and the notes Fs—Gs—As# (the firlt and third notes, being on
lines, point out the half fhift) are to be fingered 1—2—4; and the following B muft be taken
on che firfk ftring, in the natural pofition of the hand. This allegro muft be played throughout
with a lengthened and fpirited bow, and be a daily pratice, until it become quite ealy. The
pext in order may be the twelfth fonara of the fecond opera, entitled Ciaconna; and will, after che
foregoing, be attained with little ouble. It contains a few bars of fix quavers each, towards the
end, in which the ftrings are more croffed than in the former fonatas; and care mult be taken,
that the ation of the arm is not diminithed, nor the bow drawn fhorter, or with lefs force, in
exccuting thefe; and the bar with only five quavens in it muft begin with an up-bow, that is,
drawing the wrift, from the full extenfion of the arm, near the right knee, in a direftion towards
the breat. Aand it may be here ubferved, that an clevation of the arm, that will admit of free
bowing on the firlt firing, is to be preferred, rot only on account of its natural power in
communicating more preffure to the bow in that clevation, but alfo becaufe it will prevent any
unncceffary motion of the ann in paffing from a lower ftring ro an Ubper one, or the contrary,
which can be fufficiently accomplithed by a fmall turn of the wnift alone; not to mention, that
this pofition of the arm looks nuch better than a lower one; and I think it will always hold true,
from fome gencral principle in nature, conneling pleafure with utility, that whatever movement
is beft adapted to atuin its end, will alfo be the moft graceful. In this view, fometimes praftiling
before a glafs will be an excellent leffon to acquire good habits, and prevent bad ones.

The above three fonatas of Corelli, praQtifed frequently, will be a good preparation for the firft
fonara of the (ourth or laft opera, the lalt movement of which will be very good practice for fome
time, if proper attention be always given 10 the tone, and manner of bowing. It fhould be firft
taken flow, and with a full tone; and as it becomes more eafy, it may be taken quicker, but
always fo as to employ a confiderable length of bow. The third fonata of the fecond opera is
fomewhat Gmilar, in its lalt movement (but rather lefs difficult), to the preceding; but there will
be confiderable improvemnent made in the knowledge of time, by a ftudy of the fecund movement;
ia which refped it is more difficule than any of the foregoing.

Thefe five fonatas of Corelli, being in the keys of D, G, and C, no difficulry, it is hoped,
will occur ia the fingering. It will now be proper to introduce the prattice of the flats, ind
begia with the feventh foaata of the fourth opera, in F major; preparatory to which, let the feale
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of P, N 3, be sgain praflifed and confidered. The laft movement but one of this fonata will
" sequire care in the bowing, 10 28 ™ keep up tone and fpirit.  After this fonara has been prattifed,
the 6hh fonata of the fecond opera, in B flat major, may be entered upon; and afierwards, the
dieventh fonata of the fame opera, in E flat major ; but previous to this, the fcale of E flar, N° 19,
and the diagram or analyfes of thxt key, N' 67, fhould be carefully confidered and played over;
and, in general, ik will gremly facilitate and fhorten the ftudy of the lower compafs of the
" imfirament, f the learner make a fimilar analv(s of cvery new key he comes to; which will make
kim scquaisted with every poflible pofition that can occur in any key, in this part of the
Vicloncello. i

The ninth fonaca of the fourth opera will further extend the knowledge and praftice of the key
of B Bx; and for a further acquaintance with that of E flat, the clcventh fonata of the fame opera
will be good praftice; but the laft allegro muft be taken very flow, for a confiderable time.

‘The learner will have now got eight or nine of the fonatas of Corelli, which be may pradtifc in

somstion, or rather more frequently praifing thofe he may be leaflt perfe® in; and it will be of
confiderable advantage & this time, if he can find the means of playing the Violoncello part, of
thole he can perform moft accurately, along with the parts of the firft and fecond Violin ; and when
his ear and atvention can be given more to the upper parts, he ought more particularly to attend
® the cffe® of the whole, in order that he may difcover in what refpe@t his own may be deficient,
and how he may improve it. An early attertion to thefe particulars will lead him more accurately
0 obferve the manner of playing of better performers than him/elf, and to confider the difference
of the effelts produced, comnpared with their caufes.
* Abeut this period, I have found that the practice of airs or melody is moft advantageoufly
entered upon ; and it will now be more ufcful, as it will induce a pradtice of that mixed bowing,
end frequent fhifting of the hand, which the learner will now find neceflury, to enable him to
proceed with the more difficult baffes or accompaniment that will now fall in his way. What I
fall have to obfave on the ftudy of air or melody, and the manner of purfuing it, will be
coatained in the next Chapter. At prefent it will be neceflary to difcufs the remaining examples
of proper bafies for the prattice of the lower compafs of the inftrument, and to continue what
ebfervations may occur on the manner of purfuing the ftudy of accompaniment.

Previous o the entering on the pralice of melodics, or before profecuting the further praltice
of proper bafles, the ftudy of the principles of fingering before laid down, and the praftice of the
different fcales in the fyftem, will be proger, and will beft explain any difficulties the learner may
meee with,  He may then proceed, with reafonable expetation of improvement, to the praitice
of any other of the fonatas of Corelli; and, to diverfify the ftile of mufic, he may begin to play,
with one or two violins, any eafy modern trios, fuch as Kaminel’s Notturnos, and innumerable
- others be may meet with, and play the accompaniment of harpfichord mwfic. In the latter, he
muft be careful, bowever, not to overpower the inftrument he accompanies, and, in this inftance,
sotally lay afide that powerful manner of bowin7g we have been recommending.  For the purpofe
of sealy accompanying inftruments of this kind, a particular mode of bowing a repetition of the
fame note, in quavers, muft be pradifed, inftead of the common method, by the alternate action
sad resftion of the bow; namely, to play four or more of fuch notes, with the bow in the fame
direftion, by giving a new impulfe to it for every note. But a clofe attention to the manner in
which good performers play accompaniments of this nature, will give the learner a clearer idea of
. it, than can bederived from any defcription of it in words.

Bue to proceed with the examples. N> 74, and the three following numbers, contain the bafs
of the tenth fonaca of Corelli’s fecond opera, in the key of E. Thefe examples will require much
more fhifting of the hand than any of the preceding fonatas. The two firlt notes arc taken on the
back fhift, a8 ac 4, N° 71; the third, fourth, and fifth notes, on the full fhift; the three tullowing
motes, BE Ds, on the back fhifc; C and B, in the n:tural or common polition of the hand ;
AGa—Fs, ftmitone and tone, on the fourth firing;. and the reft will be mude out from the
flagering marked, sad give the learner much knowladge of the lower comjiafs of the inftrument:
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i¢ ia, moieover, s beauciful fonaes; which will induce him to endesvour ® be perfed in it Ie
will, however, be proper to play the two laft movements, N° 76 and N* 77, before the fcond,
!Pu,whdln:hennﬁdiﬂmk;butdnpbgnﬁdizthelammﬂmbcuuhngm:k
pradtice of airs or melodies, will grearly contribute m render ticfe, as well a3 the following
txamples, more eafy to him.

‘While the learner is employed with his mafter, in ftudying the ducts and othet melodics 1o be
Wudienmdnput the following examples of the more difficult baffes will be equally
improving, if they are praifed conftantly by himfelf, in the intervals berwist his other leflons.
‘They will be not only found to be ufeful in themfeclves, but will, perhaps more than any other
praiice, give him that firmnefs of fingering, and keep up that fullncfs of tone, and fpiried
bowing, which will carry him fuccefsfully through the more difficult parts of the ftudy, and give
effe w his performance; advantages by no means to be goc from the languid fyle of the more
wafy duets he muft neceflarily prattife at firft,

N* 78 is the Violoncello part of the ninth concerto of Corelli, being one of thofe baffes
enominated sbligate, meaning a part more than commonly difficult, or when it becomes a
principal or folo part, the other parts being for the time only the accompaniments o it. The
Jearner, in the praltice of thefe and the following bafics, ought to be more folicitous about
playing them with purity and fullnefs of tone, than about playing them with rapidity : the latter
will in due time follow, as a natural confequence, from its becoming more cafy; but the former
will by no means follow, as a matter of courfc, but by keeping it conftantly in view.

N® 79 is perhaps the moft difficult part of Corelli's concertes, for the Violoncello, for its
Dength ; it does not come in here in its natural order, which is rather after N° 82; and its being
placed where it is, was oaly becaufe of there being a proper fpace to contain it there. The
praltice of chis example thould only take place after that of N* 82,

Ne 80, an obligato movement for the Violoncello, in the tenth of Corelli’s concertos; an
excellent prallice t acquire tone with a lengthened bow, and comprehending almolt every

ion, from the mut to the middle of the firft and fecond ftrings. The letters 8 and 4 fhow
when the half and full fhifts are to be ufed, as already taken notice of in the obfervations oa
N° 70, and three (ollowing numbers. When an opportunity occurs, the praiice of the Violoncelo
of Corelli’s concertos, with all the other parts, will be improving in the higheft degree, as foon
8 the learner can play the prefent example and N°78; the other concertos, excepting the Hril,
third, and cleventh, being all cafier than the ninth and tenth.

N° 81 will be an excellent praltice for the fingers and bov,mdtfuhnﬂovforamﬁdenbk
time, with the attention dire@ed chicfly to a free, lengthened bow, and made a regular daily
pralice, will tead to give great firmnefs in fingering, as well as bowing. This is the bafs to cne
of Corelli's folos; and the whole of that opera will be of the grrareft advantage to the learner, if
played with the Violin, with which the Violoncello plays rather on the equal terms of a duet, than
in the fubfervient office of 2 common bafs accompaniment. A great improvement in tune, time,
bowing, and the knowledge of accompanying, muft refult from this practice, properly conduéted.

N° 82 is 2 ctlebrated Violoacello folo, in the cleventh concerto of Corclli. If begua flow,
sad continued fo for fome time, with a ftri& attention to tone, and tn lengthened bowing, this
ezample will prove of infinite advantage; nothing can be better calculated to give &reagzh and
firmncha 10 the bow arm, and finger, than the prattice of this leflon, perfevered in for fome time
bue the good purpokes it is admirably fitted to unfwer, will be entircly defeated by a premarure
amernpt & rapidicy.

N‘ljuﬁencwwmtmahmmf\ﬂmdﬂamid this ought to be attentively ftudicd
by the learner who wiflies w0 be well grounded in the Jower part of the inftrument, as it requires
more frequent thifting of the hand than perhaps any other piece of an equal number of notes, and
s befides on a difficult key, with modulations ftill more difficult as to fingering. The learner will
ebferve frequent ufe made of the Qur, for the putpole of conneing and rendering finooth many
of the notes, which would, without this, appear diflocated and uneven. When the learner can
play this movemene perfedlly in tune, he may with juftice think more highly of his progrefs, than
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Uhphyd uwﬁ&lymyfuh.vuhpdﬁguumdmduumnﬁmofdcﬁng&-bwdt
‘and it may be here abfervad, that the praltice of all Handel's mufic, particularly the accompaniments
o his opera and oratorio fongs, his overtures and grand , will be ¢ ly beneficial

N° 84 is the concluding part of Corelli's folos; and, of the many difficult moving baffes of
Corelli, this is by far the molt difficult. By the common manner of fingering, which is marked
ia a ferond line of figures, it feeme almoft impraicable : but the fingering thac would give it any
egree of fmoothnefs, sppears o me to be that which is marked neareft the notes; and this will
be fepported by snalogy, from a paflage very fimilar to it in N* 96, at 5, where the thuinb mutt,
hmﬂﬂ:ﬂymzhchcnﬁo(dcpﬂ'agefma, continue to be ufed.

Ne 85, and the two following numbers, contain the bafs to a very fine overture of Haydn, in the
dificukt key of F minor; the pra@ice of which will increafe the learner's knowledge and c
of the lower part of the finger-board.  All Haydnsothuonmmmybepn&:fcdwnhmuch
profiz; as they contain a greater variety of paffages, and require more neat and mixed bowing,
. tham the full pieces of any other compofer; and many uf his latter overtures may be played by
¢wo Violias, Tenor, and Vicloncelio, the parts of the other inftrumencs being occafionally infereed
s fmaller charader.

. Negiisa paffage i in ohe of Haydn's quartets, given for the purpofe of praftifing a finooth
jound tone, and different changes of the buw. The further praftice of Haydn's quartets will be
secommended, with others, in its proper place, in the next Chaprer. N° 89 is a Violoncello
sctompaniment 1o one of Marcello’s pfalms, given alfo for the management of the bow. To
afcend from a lower ftring 0 the next, or fecond above it, wili always require an up-bow for the
fowér firing, and a down-bow for the upper one : this occurs in the luft three notes of every bas
In this exaovple; and unlefs this rule be obferved, thefe forts of paffages will be always awkward,
aad often impralicable. At o, there mult be an up-bow, which will come again in courfe ac 4,
and sender the Laft three notes of that bar properly : at ¢, there will be an unavoidable violatiod
of the rule; but the remaining part of the iecond bar will have the fame bowing with the fift bar,
which will then be coatinued to the end, according to rule, excepting the movement of the arm
from the firft © the fecond note of every bar, which is without a remedy. Throughout the
voluminous work of Marcello’s gfalms, the Violoncello is the principal accompaniment ; and the
prafitice of them witk the voices will be very improving.

" The foregoing examples, with the works of the different authors occafionally mentioned, will
form & complete body of pradtice for the lower compafs of the inftrument, which is in many
refpefts more difficult than the upper one. Several of the examples above given furpafs in
dificulry many folos, which may, at firft fight, from their great compafi, and rapidity and
brillisncy of their paflages, appear to require greater powers and praiice; and I hold one of the
chief sdvantages of the fludy of melodics, ducts, and folos, to be, that the command of the
isftrument thereby gained, will enable the ftudent more eafily and elegantly to perform the more
difficult or obligato accompaniments, which in the more modcrn mulic confitt in a great meafure
of melody or falo paffages; and with that view the ftudy of mclody ought to be entered on foon
afeer 8 comperent knowledge in fingering, and a proper method in bowing plain notes, is acquired.

C H A P I
Of the Pra8lice of Mchodies, and mixed Accompaniments.

Ifﬁlmhm&yf«mmm&ginnmnﬁydd\ebow. The powers of.
bowing be will have acquired by a proper pratice of the eight or nine fonatas of Corclli,
secommended in the preceding Chapter, will be of the greatelt ufe to him; but the manner of
@iving force and velocity to the bow, 1nuft be greatly altered.  While it is fufficient that the notes
dlblftbtphyedmthmeqmlpuﬂ'mmnerym.lndxllquonhemoﬂpmfepamed
. by a'conBiderable reft between each, it is neceflary in melodies that the preffure fhall be greatly
usied, even ca » Giogle aose ) and that feparatica or Raccato, wluchupropenuucompmmm.
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ts of all things the molt improper in air or melody, which requires the tones to be fwelled,
foltenuto, and flowing. The bow being conduited, but with a flow motion, in the manner above
dire@rd, let the preflure at firfk be very light, and gradually increafed, until the greatct force be
givea w it, and then diminith the preffure by the fame degrees it was increafed ; the ftring will
give a woe always proportioned © fuch degree and manner of preffure; and have the effe@ of
what is called a fwell, 0a the car; the former part being ftyled cre/cends, and the latter diminuende,
in our mufic. The means of producing this varicty in tone, are not unlike to thofe employed in
drawiag a line with a pen, light at firft, (welling gradually, and diminithing in the fame proportion.
Thefe sppear to me t be the only elements into which the various degrees ol tone are refolvable,
and fuch the only means employed in producing them.

_ The learner, to begin this ftudy, thould be pmv»dedvuhlgoodrmﬁer. and have a fecond
Vicloacello for the latter. As I can only venture to recommend, what I have found, by experience,
beft w0 anfwer the purpofes of improvement, and what will moft induce the lcarner to prattife 3
the plan, therefore, that I have purfued, with moft fuccefs, will now be given. -
Let the learner, after having heard the firft movement of Schetky’s ducts for two Violoncellos
played, and having sttentively obferved the manner in which it was bowed, pradtife it principally
with & view of imitaing the manner of bowing, for in the fingering of it he will not find any
difficulty, and afterwards play it, accompanied by the fecond Violoncello : after a few trials he will
be ready to ftudy another movement; which, if he has had no more prattice in bowing than is here
fuppofed, muft not be the next in order, this being roo complicated in its bowing to be entered
upon till after fome time. I have found the laft movement of the third duet to be moft fuited o
the learner’s powers; it is Gimple and plealing in its air, and very regular, but improving, in its
: The minere of this movement will be explained and ftudied beft in a future leffon ;
after which, the firft movement of this duet, being in a more fpirited ftyle, and more analagous to
the bowing the learner has been formerly accuftomed to, will be foon learned. For the purpofe of
proceeding by a ftep, fufficiently well marked, in the progrefs, as well as to increafe the learnes’s
and pralice of the flats, which he will have been pretty well initiated in by the
praltice of Corelli, the fourth duct of Schetky, in Eb major, may be now entered upon; but
the laft movement, being a very pleafing minvet, of regular fingering, will be beft to begin with.
‘The firft five bars of this minuet, the learner will difcover, by the dire®ions above given, to be
all on the full thift; the fixth bar in the common pofition; and the feventh on the full fhife.
Afer this movement has been praQtifed and played with the accomp of the fecond
Violoacello, the firft movement will then be ftudied. The fecond part of this movement begins
on Eb, on the fecond ftring, and afcends by the degrees of the feale to F, on the firft ftring ; it
is plain, therefore, that the olave of Eb, at N* g3, and that in the third and fourth bars of
N° 19, will not fuffice for this paffage, which comprehends alfo the next degree F1 it mult
therefore be taken Eb—F—G, and Ab—Bb—C, on the fecond ftring, and D Eb—F on the firft,
:‘y N° 4 and N~ g4, ending in the full fhift; in which pofition the three following bars mutt alfo
taken.

After having fuficiently praltifed this duet, the fifth may be omitted, and the fixth be entered
upon after which, the fecond moveinent of the firft duet, and the whole of the fecond duet,
with the feventh, may be cither praQtifed or omitted, at the difcretion of the mafter, and the
pratice of the tenth begun, which takes in a greater compals than any of the foregoing, but is not
ia fa& more dificult than the Gxth: the eleventh and twelfth are both confiderably more difficule
than the former; but are very attinable, if the learner withes to pratife them: the advantage he
will resp from it will amply repay him, as they are in a more mafterly ftyle than the others.

If, however, a good mafter cannot be procured, it will not be advifable for the learner to begin
thefe duens, although admirably well anfwering the purpofe of progreflive leflons, in this part of
the fludy, taken in the order above dire@ed : the prattice of melodies will in that cafe be beft
purfued, by gerting a good performer on the Violin, and with duets for a Violin and Vicloncello.
‘Thole of Breval, latcly publithed, with the Violoncello part alfo adapted for the Tenor, being
Jong koowo to me, before they were prinsed here, I think will anfwer beft.

~
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As this part of the findy can proceed but by very fiow fieps ot the beginning, even with &

" thafley, it is of much confequence © know by what means it can be accelerated, and how the
Sourner can molt uiefully employ the intervals of his Jeflons by his own private pratice or ftudy :

end bere, it is prefumed, the prallice of the fcales afcending and defcending will very much

ficilicae amy difficulty be may meet with, a confiderable portion of all duets and folos being

mmerely afeending or defceading feales ) and the affiftance of theory will a this period come in with

proprcty.

There sre cefrain general principles which take place, both in the ftrufture and performance of
proper sir or melody, on which the pleafure we receive from them depends; their not having beea
hicherso fufficiently afcertained, can be no argument againft their exiftence. One kable
quaalicy it poficfles, in common with fpeech, is that of rythm, or the fubdiviGon of an air into
phoafes, lefs or more conclufive, correfponding to fentences, and their comp fmaller members,
im difcourfe ; and thére are certain laws in condulling the beginaing, maddle, and end, of thefe
fubdiviBions, or phrafes, in refped to expreflion and variation of tone; which cannot be violated,
Wikhout offending thé feclings of mankind, almoft equally 23 by a violation of the laws of tune.
A benter knowledge of thefe getieral principles, would greatly fucilitate the ftudy we are now
Confidering, corre&t the Kcentious, fantaftic wanderings of a falfe tafte, and bring us mearcr to the
fanderd of a true one, by adhering more to nature, and keeping within her laws.

With a view, therefore, to a more methodical ftudy of air, and to fill up a chafm ia the
@amples, which 1 fhould have been greatly at a lofs to do, otherwife than by referring to the
fudy of particular works, as above, I have, in a fupplementary work, feleted almolt the whole
of the ariginal Scotch airs, which are molt remarkable for their beauty and expreflion. They are
M as much a8 pollible in s progreflive order, and are fufficiently eafy to be begun about the
fhme time with Schetky’s or Breval’s duets. They are more efpecially intended for private praltice,
a8 dheir besutifl and Gmple ftyle will always induce the learner to play them very frequently 5
snd, that this pralice may be artended with the greateft advantage to him, they are purpofely fet
In & variety of keys, snd in fuch a compafs of the inftrument as will beft promote the knowledge and
geraltice of fingering and bowing. The feveral fubdivifions, or phrafes, are marked with an afteritk
@n the concluding note of the phrfe, which is to be feparated from the follovmg by a fhort rcft,
ke thofe ufed ia the feparation of the different fentences, and their ‘pares, in common dircourfe;
dnd i ‘ will be even proper to purfue the analogy with language fill further, in the method of

thefe airs; pamely, to learn one phrafe, in its proper time and expreflion, before

o the aexe, in the fame manner that fentences in a language are analyfed and conftrued,

proper fingering is marked under the notes; and as the ftudy of thefe ought to be fullowed

By that of other national airs, and the beft regular vocal compofitions of the Italian and other

saafiers, thefe Scocch airs are fet on the treble clef, which will prepare the learner to play any airs,

@t be may aftertvards with to pradtife, without the neceflity of tranfpofing them to another clef

Gea thae of the treble, in which they are always printed.  Ar the fame time, if it is thought chae
amy advantage will accrue from fetting them in the tenor clef, which is moft ufed in compofitions

b(hV'doucello, there will be nothing imore to do, than to write out every note one tone or

Bagle degree higher, which will fill be in the func key as before, and the fingering and bafs will

ire 20 alteration.

Ba the courfe of this Rage of playing, it will be extremely proper for the learner to continue the
prafiice of thofe fonacas of Corelli, he has already learned, along with two Violins, and procced
0 the fudy of the achers, or of fuch modcin urios, and the accompaniment of harpfichord inufic,
_ @ be may have an opportunity of pradlifing; and afterwards, he may begin fome of the more
@afy quartets, fuch as the firfk fee of Davaux, and Kammel's quartets.  Having fuccecded in thefs,
he Bould now afpire to the pn&:ce of compoﬁuom of a higher clafs and greater name, fuch as
hq-md'l’kyd , confining himfelf for fome time to fuch as have thecafic
baffis, and are lealt iatricae n the time, until their Ryle begin to be fomewhat familiar to him,
* when he may proceed to others that are more difficult; and if he is fometimes embarrafied in the

dime, he being fuppoled, in this flage of playing, w perfarm among Lis particular friends, or
. ‘ ..
f

.
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with foch 33 will act be vowilling to repeat any picce he may have failed in, it will be moft eo his
advantage 0 go over it unsil he gets right; aad, in cafe chis cannot be altogether accomplithed a¢
ooe time, be fhould endeavour o find out, by himfelf or others, the caufe of his mittake, and
never fiil to try the fame piece occafionally, until be has at iaft fucceeded in it: he will find this
the moft effe@ual way of underflanding the picce, and ftyle of the author s and from the attentioa
k'illhvehaaq:mﬂamdtogin, by thefe means, to the ftyle of a particular author, he will
more eafily enter into that of another, and be lefs lisble ro commit faules arifing from inattention.
‘While the learner is engaged in this pradtice, it will greatly avail him o obferve the manner in
which the beft performers accompany, and more particularly to artend to the cffe@s produced
from the different degrees of force given to the paffages, and the very exal degree of found,
and time, that is requilite to obferve in every parr, to produce a good cffet from the joinc
pesformance. He will then oblerve how much it is in the power of the Viuloncello, by inattention
0 the other parts, @ deftroy their fineft cficéts, and ™ counteract the moft beautiful expreflions
and, oa the other hand, by a judicious management of it, how much fullnefs, mellownefs, and
fpirit, it can give to the whole, without injuring the folteft paflages, or moft delicate exprefTion,
in any of the other parts.  Hence ik follows, that to accompany weil comprehends the beft ufe of
the inftrument, and conilitutes the greateft praife of a performer; as it not only requires a command
- ower the chief powers of the inflrument, but the utmoft attention to be given to the other parts, as
well 23 to his own, to enter fully into the fpirit of the mufic and precife meaning of the performer,
fo as to give additional effe@ to it, but never to counterad, never to deftroy or obfcure it.

In e courfe of this praftice, the learner will meet with Violoncello parts of a mixed nature,
partly accompaniment, and panly conliting of fclos, frequently in the upper compafs of te
infirument. Thefe he muft ftudy and praltife by himfclf, or with his mafter; and the further
pratice of melodies muft be profecuted, chicfly with a view to artain that command of the
inftrament, that will become neceflary to execute thefe more dificult or obligato accompaniments.
Afeer having praQifed the duets of Schetky or Breval, above recommended, another fet of
Schetky’s duens for a Violin and Violoncello, or Breval's duets for a Violin and Violoncello,
opera 19, more difficult than the former, will be a proper progreflion; or, inftead of either, or
together wich them, Scixuky's 0ios for the Violoncello, the greazeft part of them being very little
more dificult than the latter duers, while the beauty of their ftyle and paffages will incline the
Jearner o prailife them frequently by himfelf. Having made fome progrefs in thefe, the learner
may pow ftudy the folo parts of Trios, and Quartets, for Violins and a Violoncello obligato:
of the former, the moft beautiful, and leaft difficule, in the folos, that I know, are the trios of
Pichl, for a Violin, Tenor, and Violoncello, printed at Amiterdam, but rot as yet imported into
this country ; the tios'df Breval, for a Violin, Tenor, and Violoncello obligato, printed at Paris,
confifting of very brilliant but naturally adapted paflages for the latter inftrument; three trios for
Violin, Tenor, and Via'oncello obligato, by Pleyel ; the two fets of Giardini's trios for a Violin,
Tenor, and Violoncello obligato; Giordani's trios for a Flute, Tenor, and Violonccllo obligato,
and Boccberini’s trios for a Violin, Tenor, and Violoncello obligam ; all thefe publithed in London :
but of Boccherini's trios, which are much more difficult than the others, but one of his beft works,
there is a forcign printed copy, often fold here, lefs correct, and much worfe printed, than the

ifh copy.
agnmg ptaé'hfcd Schetky’s duzts or folos, and the duets of Breval laft mentioned, he learrge
m1y now proceed to fome of 3 more difficult, but fuperior ftyle. The docts of Borghi, for a
Violia and Violoncello, 1 would now recommend to him, as being what he will find in the end 0
be moft beneficial as well as moft pleafing to him; compofitions of a lefs difficult nature will now
be mere trifling, taken as a regular ftudy, unlefs when they may fall in his way as a feparate
praltice. Borghi's duets may be pradtifad in their order, the firft being the eaficit.
. N>go is the minere of the laft movement of the third duct of Borghi. Tbe learner is delired n
compare the efieQs of different methods of fingering, where there are two lines of figures under the
sotes. By the fecond line of figures at 4, the paffage that was before done on one pofition, is takea
by differeme politions, in defcending oa the 6 triog ; andudcfupuwcﬂ'c& produced, ought
3 always
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abways to be the prevailing motive for preferring one method of fingering to snother, and not the
@remer cafinchs of fingering, with & worfe efic, efpecially in the a& of fludying; this will be
& proper place for the learner to form his opinion on that fubje@ ; and whatever method he may
adopt, he will be a gainer, by being able to do the paffage cither way.

N® gt is given priacipally with a view of making the fame comparifon, as well a3 ro explain
e chief dificulties in fingering that may occur in thefe duets. It will appear very evident that
iz is impoffible to make the thakes, and give that fmoothnefs and expreflion to the folo, which the
uthor meant, &t @, J, ¢, 4, without the frequent thifting of the hand, dire@ed by the fingering.
By omitting the fhakes, however, and with an inferior effe, it may be played w0 o, in one politioa
of the hand. :

Subfequent to the praltice of Borghi's ducts, or together with it, may be pralifed with infinice
profie, Breval's duets, opera 6. and opera 23. They are procured with fome difficulty, being
hitherto only printed at Paris; and, although they are entitled Ducts for two Violins, they are
severthelefs intended for two Violoncellos, or for a Violin and Violoncello. The fixth opera
coafifts of more notes or divifions than Borghi's; but the paffages are eafier, becaufe the pofitions
awe regular, and natural for the inftrument : the latter opera of Breval is more difficult, but contains
excellent prattice for bowing and fingering. It will now be alfo proper for the learner to continve
the pratice of the more difficult or obligato Violoncello parts of chamber mufic, both alone, and
with the other inftruments.  Such trios as are already publifhed, have been mentioned above. The
feveral operas of Pleyel’s quartettos, contain many of this defcription ; and Giardini's quartettos,
opera 22. and opera 23. are all obligato for the Violoncello, but more difficult than thofe of
Pleyel. Two fets of Hoffincifter's quartettos, opera 7. and 9. contain Violoncello folcs of the
beft ftyle and effel : they are lately publifhed abroad ; and their excellence will, no doubt, fooa
introduce them into this country. The numerous compofitions of Boccherini contain ample ftore
of praftice for the Violoncello player; the principal works befides his trios and quartettos, which
contain it, are the 12th, 13th, and 20th operas of his quintettos, for two Violoncellos obligati,
Temor, and two Violins; and his feftertos, operas 1. and 21, the former of thefe being for two
Viclins, & Flute, Tenor, and two Violoncellos obligati.

Having praQifed the duets of Borghi, and the 6th opera of Breval, the learner may proceed to
the duets of Reinagle, in which he will find paffages of a different conftru&tion, and leading to a
more malterly command of the inllrument. As thefe are chicfly founded on the praitice of
afoeading and defcending fcales, a reconfideration and pra&ice of ‘uch of thefe fcales as may be
wanted, will greatly facilitate the difficule paffages of this author, whofe very carly death has
deprived the mufical world, and more particularly the admirers of the Violoncello, of the
complction of a ftyle of mufic abounding with novelty, and adapted to difplay the powers of
the inftrument in their greateft extent and variety ; and whilft this praife, and that of being, for
the few years he had ftudied it, the molt premifing perforraer of the inftrument in Europe, cannot
be denied him, it is not intended, by this fmall tribute, paid to the memory of a much-loved
friead, and the only mafter I am indebted to for whatever inftruttions I reccived for the Violoncello,
0 compare his merit, however great, with the two models, of maturer and more finithed excellence,
itis Rill 1 boal of this country, and I hupe will long be, to poffcfs.

The fecond of Reinagle’s ducts is by much the caficlt, and next after that the fourth. The
principal part of the firft duet is contained in N* 92, and the paflage in the fecond and third lines

_ wwalkt be done in different pofitions, on the firft ftring, by the fingering marked ; and the fame
paflage, o ffth lower, ia the latter part of the example, muft be taken in different hifts, on the
ek and fecond firing.

IN° 93 is in the lat movement of the third duet, and muft be taken in different pofitions, and

_. by the alcending and defcending feale of D.  The whale of this duct contains excellent pradtice
for the bow aad finger. The next example is not numbered, through mifluke; it comprehends
. she chief difficulty in fingering that will be found in the fifth duet.

IN° 94 is the minere of the Jaft movement of the fecond duet; it is in the part of the Violin,
which may be alfo played on the Violoncello. The learner may compare the fiogering of the
pollags ia the third line wich N g8 aod §9.
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Together with Reinagle’s ducts may be pradtifed Breval's duets, opera 15. for two Violoncellos,

publithed, abounding with excellent paffages, and great vasicty of bowing. The works of

this ingenious compofer form of themfclves a feries of progreflive lcffons, from his eafictt (et of
duens, firk mentioned, o the prefent fet, including two fets of folos, and feveral folo concertos.

N° g5, with the following numher, contain a confiderable part of the firft and Laft movement
of a besutiful folo coacerto of Duport junior, publithed at Paris. In the third and fourth bars is
8 defcending fcale of two oftaves and a fifth, from A to D, the open ftring : the firit oRave is
doae in one pofition, and the remaining part on the fecond fring. At @, is a regular defcending
pafiage, from the fame pofition of A, to E on the fecond ftring : on the laft note but one of every
bar, the fecond finger takes the place of the thunb, which defcends a third, till you comne to the
end of the fourth line from the boctom, when the thumb pofition muft be quitted, and B, the laft
#ote but ene of the bar, taken with the fourth finger. In N° g6, at 4, in the fourth line from the
ead, is 8 beautiful but difficult paflage of oftaves, and at 4, althoush In the luwer compafs of
the inftrument, the two remaining bars muft be played by ufing the thuinb, as in the former part
of the paffage. The only other concertos that are publithed, deferving the learner's attention,
are Breval’s concertos, confiderably the cafictt; a concerto of Reicha, of which the minore of the
laft movement is given in N* 102, but the firft movement is much eafier; (both thefe are publifhed
ot Paris ;) and a fet of fix concertos Ly Trickler. There are many cxcellent concerwos, however,
mot publithed, by Schetky, Reinagle, Mara, Rofetti, Reicha, and viher compofers.

N° g7, and the two following numbers, will fcrve as examples of the more difficult paffages of
double fops ; of the more eafy, many examples occur in the different works above recommended.
N= 98 and g9 are two well-known airs ; the former is the march in Scipio, of Handel, and the

- Iatter the popular air J# fuis Linder, with two variations. The double RRops of both thefe examples
gremdy contribute o form a good pofition of the hand and fingers, and accuracy of fopping; for
which purpofe, the praltice of them may be begun at an early period. N° g7 is a part of a folo
of Reinagle, not publithed; and N° 101 is a part of the laft movement of the fame folo. I very
much regret that I am not at liberty to publifh the whole of the ivlo, to give a more juft idea of the
falloefs and richnefs of the ftyle of this compofer. A fet of fix folos of his are publithed, fele@ed
from many others, as being the moft eafy ; but many of his latter ones, in his more improved ftyle,
are lot. The other folos, moft deferving the learner’s attention, are Galleotti’s, printed :n France,
containing his two beft folos, which are not in the Englith copy, Mafon's, Cervettos, Duport
fenior’s, and Boccherini’s; and the amatcurs may expe® to be foon gratificd by the publication
of a fet of beauuful folos, by Schetky, feleted from the moft numerous and moft applauded
colle@ion that ever was compofed for “his inltrument by one man. The paffages are brilliant and
pleafing, with the advantage of not being difficult; and a fet of folos, in & very mafterly and
brilliane ftyle, are in great forwardnefs, by Mr. Jofeph Reinagle, brother to the late Mr. Reinagle.

‘The laer part of N° g9 is given as an example of paffages in the higheft compals of the
inftrument, and of o&aves by more difficult intervals than the former.  This, with the following
number, is a part of a manufcript folo of Luja, compofcd, as well as others [ have feen of his, in
a very lively and pleafing ftyle. - .

N° 300 is given a3 an example of Arpeggio. The three firft notes of every beginning and
middle of a bar muft be taken on the third, feccond, and firft ftring; and the whole of the example
adheres clofely to the air, of which it is a variation.

N° 101 is given chicfly to exemplify a rule of fingering, that a fucceflion of notes, taken firft
on two different ftrings, cannot be afierwards continued on one ftring, without altering the effe@®;
therefore the paflage at o, in the fourth line from the end of this example, requires the thumb to
be fhifted to Cs and E, and afterwards to defcend to its former place on A at 4, the thumb
mult defcend one degree of the fcale, at the beginning of every fix notes, from E o Gs oa the
frkt fring, and Cs on the fecond; and it afterwards afcends w D, Ds, and E, by femitonic
incervals, oo the fecond Gring.

Ia N° 102 is & further exemplffication of this rule, at & in the fifth line of this example; and.
o J, while the fecond finger remains on F, the thumb mutt defcend from A to G, on the firft

" fring, sad continue to defcend & degree of the (cale, on the fecond of every fix notes, rill the

policien is quitted after B Aat, in the fourth bar of the paflage.

The
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The sbove cxamples, with the works recommended, will introduce the learner to all the varicty
of paffages, and fyles of compoficion, that have hitherto been adopted for the inftrument
safources of peallice, it muft be owned, which did not exift uncl within thefe few ycars, and
coafequently could not have been the pradice on which our greateft mafters were formed. The
Sarlier praftice of fuch, have been comgofitions for the inftrument, st prefent not much in requeft;
Sogether with the more difficule frudy of authors, not compoling purpnfcly for the inftrument s
end of thefe the learner may make what occafional ufe he thinks proper : the compofitions of the
ald fchool, chiefly fudicd, were Corelli’s (onatas and folos, Tartini's and Geminiani's folos; anc
:‘t:euudal.daeﬁlachmdm Chabran, and the concertos of Borghi; all compofed for

iolin,

la smaining the command of an inftrument, the ufual failure of young performers is in point of
sons and effe; they feem to think that the chief end of their pratice is to overcome all difficultics
i paffages, excepting the greaett, that of giving them fullnefs, fmoothnefs, and effe. Unwilling
® chink they have entirely mifapplicd their time, and mifled by the undifcerning spprobation of
partial friends, they are flattered into a belicf that fuch imperfet exccution muft carry every thing
before fr; but the unprejudiced public judges berter; and hence chicfly arifes thar diverfity of
opinion rxfpeting the talents of performers, fo:z: making quantity, and others making quality of
agees, the fandard of excellence. -
- It has been held by many mafters, that a young performer fhould acquire the command of his
Inftrument before be adopts any particular ftyle of playing; becaufe, f.y they, he can then imitate
sny fyle he choofes. It muft be owned there is plaufibility in the obfervation; but it is difficult
® conceive that a performer of any natural tafte or fenfibility can fo long confine himfelf to the
diead letrer of the notes, playing them void of tafte or expreflion until he overcome every difficulty
I emecution ) and if bhe were caprble of doing it, there is the tronger reaton to doubt of his ever
afber being able to perform with fecling or tafte.  There are numberlc(s varieties of expreflion, of
which founds are capable, befides their quality of tune; a knowledge of which is chiefly atrained
by imitation of the beft performers, and by the leamner’s own ftudy and efforts in forming and
segulating his tafte. With refpe to the models he is to imitate, there is fomc Jifficulty: the
Wik of the ancients, and moft judicious of the moderns, have acknowledged the extreme difficuley
of difinguithing what is proper to imitate, and what to avoid, in the beft mnodels.

There is 8 peculiarity of ftyle in every artit, however eminent, to which his more genuine
encellence bas given a fan&ion, or fathion; and this fingularity, or manwer, has ever beea deemed,
by the profoundett judges, a fault; but, being the moft prominent feature, is generally furll feized
By the injudicious imitator, and is often the only thing he copies with exaétnefs. It has bren fa'd,
snd I think with truth, that the moft fuccefsful way of imitating Shakefpear, is to imirate nature,
Rather than indifcriminately to imi:ate any mafter, it were beteer to imitate him in the fteps he has
porfued w0 attain his excellence. There will be alfo fomething peculiar in the tafte and judgement
of every individual ; from which many have hattily inferred, that there are no fixed principles of
Gafte, and no certainty of producing effets that will be generally pleafing. The fubftance of our
minds, and nature of our feclings, like the fubftance of our bodies, have a common refemblance,
@ well & particular differences; and they are affected by general laws.  The principles of good,
shaz is, gencral nafte, are therefore to be colle@cd from a careful ftudy of nature, and of the
genenal feclings of mankind, and noc from the particular tafte or judgenent of any individual.
The mulician will, confequently, find his account in confulting the genecal opinion of miankind,
aad more efpecially of the unaffc@ed adinirers of his art, who are uoqueftionably the moit
eampetent judges of the ofe2 of is, while the more fcicntific are to be confulted about the rules
of ie, and the means to be ufed. Molicre’s old woman, whom he madc the criterion of the efle &
_F hia comedics, knew aot the rules of Asiftodle.

" To pralife properly, aad with intelligence, appears to me to comprehend every rule of fudy;
Becaute, to do that, is to be one’s own mafter, and all true inftru@ions fhould tend to the learncr’s
becoming fuck s and becauk, to phatife properly, fuppofes the knowlelge of adapting means
eafwer proper ends.
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The Practice of Fingering.in Examples from the beft Author .

PreLvDlO. . . B
Firft Sonata of Corelli’s fccond Opera. :
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