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PREFACE TO THIRTEENTH EDITION.

A New Eprrioxn of the ANCIENT LYRE is now presented to the public. The work was originally undertaken at the solicitation of
many individuals. As inducements to the undertaking, the requirements of the public and of the Church were urged. « These eonsiderations were
paramount with the Editor; and the favor with which the work has been received has operated with him as an incentive to bestow upon it his utmost care
and his untiring industry in its supervision. This edition has, therefore, had a thorough revision, and particular eare has been taken to keep it free from
trifling and improper compositions, alike unauthorized by good taste, and unsuited to the dignity of Christian worship. ~ Great care has also been taken to
avoid sameness in the tunes, or parts of tunes, and to give all the variety possible, within the proper limits of Church Music. The Editor has been
anxious to resist the influence of that corrupt taste which makes no discrimination between the sacred offices of the Chureh, and compositions suited to
mere secular purposes. Since this work was first published, the following tunes, nearly all of which are original, have been inserted : —

Monmouth and New Ralston, page 165 Zion’s Hymn, 23; South Caroling, 24; Yale College and Hartford, 34 ; Withington, 39 ; Hempstead and New Bedford, 41 ;
Vermont, 404 Blue Mountain and Marblehead, 565 Kaskaskia, 53; Antiquity, 60; Chapel Hill, 69 ; Arnheim and Bekhardt, 74; Chester and Portland, 82 ; Capitol or
Allentown, 903 Evening Hymn, 91 ; Florida and Bera or Rickmansworth, 97 ; Bloomington and Maryville, 106 ; Annapolis, 113 ; Tuscaloosa, 120; Spiter, new, 127 ; Mau-
rer and Maine, 157 ; Danville and Plympton, 167 ; Conneeticut and Missouri, 170 ; Tallis's Chant, 174 and 328 ; Morning Hymn, 152 ; Massachusetts, 194 ; Richmond and
Creek Path, 196 ; Beethoven's Chant and Schenectady, 200 ; North Carclina and Bermuda, 201 ; Hillsboro’, 205; New Haven and Delaware, 207 ; Front Street, 200 ;
Kentucky, 212 ; Louisiana, 2235 Pilgrim’s Hymn, 254 ; Transylvania, 255; Wilton or Arne, 279 ; Kilby Street and Elam, 283 ; Salvation belongeth, 296, 207 ; Thanksgiving
Anthem, 298, 209, 300 ; Lord of all Power, 301, 302, 303; Dead March, 304, 305; Sentence, Our help is in the Name of the Lord, 3065 Bartol, 308; Amsterdam, 315;
Margate, 3203 All ye on earth, 3495 Nationnl Hymn, 358 ; Tennessee, 3593 Fall of Zion, 360, 361.

Many of the old tunes in the work were composed by persons of good natural talents, but without much knowledge of barmony. Agreeable melo-
dies, therefore, would have imperfect subordinate parts. These have been carefully revised. Many of the old tunes, also, composed by distinguished
masters, having been altered without good authority, the Editor has restored to their original form.

With these remarks, the Editor commits the work to the impartial judgment of the public.
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INTRODUCTION TO THE ART OF SINGING.

Orf Music.

Remarlk: Music consists of Melody and Harmony.

Melody, is the air or tune of a composition, or the most conspicuous
and flowing, and generally the highest part.

Hariony, is the combination of several sounds at once, by which an
agreeable effect is produced on the ear, and the connexion existing be-
tween different Chords, (whether Conchords or Discords,) in a whole
composition,

Nutes, signify all signs by which the different sounds are expressed,
recognised or represented; also the Cliffs, Rests, Dots, and all other
necessary characters. The notes are placed higher or lower on the
lines or spaces, according to the height or depth of the sounds which
they indicate,

FIRST LESSON,

ON THE STAVE AND CLEFS,
The system of lines on which musical sounds are represented by signs

— — e —

called notes, is termed the slave ;—thus ——

——— e — —

which has nine de-

e

grees, namely: five lines, and four spaces (counting from the bottom up-
wards, )

— 1 e ‘1 =
thus F——-8— T ——“
Ly ¥ s i

=R
The five lines, The four spaces.

On these lines and spaces of the staff’ are placed the notes of music,
(musical notes are expressed by white and black signatures, thus © or @;
they have stems occasionally attached to them, which may run upwards
or downwards, it is quite immaterial,)

= 6 A ﬂ | T
O D @ 8 & B 0066 8 & 8 0
B st T

which are only seven in humber, and they are named after the first seven
letters of the alphabet: A, B, C, D, E, F, G. Should a melody or tune
exceed these seven, the same series of letters are repeated.

As it is of great importance that the situation of the letlers upon the Staff should be perfectly known, the student is advised to commit to memory the following Seals or

GAMUT.
Treble, Alto or Tenor. Base,
E—First leger line above ——LC—F'irst leger line above
G First space above B First apace above
I'—Fifth-line Fud A—Fifth-line—
. Fourth space ~ G Fourth space

D—Fourth-line ~ %;— F—Fourth-line
C 'Third space o I Third space
B—Third-line -4 D—Third-line

A Becond space
G —Second-line
F First space
- ~First-line—

D First space below
—C— .First-leger-line-below

TRERLE OR G CLEF.

C Second space
B—Second-line
A First space
G—First-line
F  First spuce below
—E—"1rst leger line below
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INTRODUCTION.

The different degrees of these notes, as to acuteness or gravity of
eound (it is of course understood, that a note can neither be considered
acute nor grave, until it be compared with another) depend on certain
marks, representing letters, called clefs, which are placed at the begin-
ning of a staff;

ot
=

thus

=
All the different notes take their names from the lines on which these
Treble: 7

clefs may be placed; Thus:
(Gr-o= HE =

e I . —_ = o
Bass: Eﬁ—.—- Tenor: Counter.
e S
[ F C C

= Alto:
Remark: Some write cliffs, others cleffs or cleaves—this is of no im-
portance. The word clef is derived from the Latin (clavis,) a key; in
which sense we look upon a clef as the key that opens to us the names
and pitch (with respect to acuteness and gravity) of every note in musie.

ExamrLe.
[, ) 2 .—-—
B (]
=g e
g W l =
E F G A B Db B PR

When more than nine notes (which the staff’ can only contain) are re-
quired, two degrees may be gained, one above, and the other below the

QUESTIONS.

1. What is understood by Melody #

2. What means the word Harmony ?

3. What signifies the word Notes ¥

4. What is a staff'?

5. How many degrees containg the staff?

5. How do yon call the spaces above or below the staff?
J. How do you call the notes ?

9. How many spaces?

QUESTIONS.
8. How many lines contains the staff?

Questions vor Trzwres axp Tewoms.
10. What is the name of the first line ?

11. What is the name of the uecunq line ?
12. What is the name of the third line ?

stafl, thus: g —"

3

then added above and below the staff and notes placed on them:

) . ! .IP- ) ”F
AR
These additional lines are called ledger or leger lines, short or light
lines.

Should more notes be desired, an extra line 18

—

7 I T

ExameLe.

; et
i T B =
= 2 TR o A E=r
1] | ] @ [ ] | | | ] — =
| B | ® ,.]__..I II | [ )
‘ii' -8~ B PRSP grl g Blg-T D BT P a8 A B
B Q

Still more notes may be gained, if necessary, in the like manner, by
the application of other lines.

Exampre. ; _—ll_t
¢ e e E SriE
Fan) = i F | o
o —o- _—

:At_f_:- E F G 'A "B C D-'E P @ :AB ©D
QUESTIONS.

13. What iz the name of the fourth line ?
14. What is the name of the fifth line ?
15. How do you call the first space ¢

16, How do you call the second space ¢
17. How do you call the third space ¢
18. How do you eall the fourth space ?

REMARK: The master is requested to practise after each lesson, the Time and Scale Tables, 1.2-3, & 12.

e e
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INTRODUCTION.

LESSON II.
Or Notes anp CLEFS, .

The Bass or F Clef is always in modern music, situated on the fourth

the note cunsequemli‘ Nl Eg—_ =T

that line becomes

e —

line of the staff, g-—

el e

e —

F
whence all the notes in that staff derive their names.

EsxixmpLe oF THE NOoTES IN THE Bass, P
-.—|.—:'[!:lr'
@ _‘_____{_ _._'_!_I.__P I =] 5]
——— 11 B e '
I i

—i-a
8% F G
‘ﬁ' D E

G A B C DEF

e A BCDEF

The Treble clef is always situated on the second line of the staff, the

— 1 _from whenee all the notes in that staff’ derive

note becomes G

- | E —

their names,

ot 5
=1s) = i
o oo B 40 1 e i
et m_‘
—J - _,_I_i_.;l,_! 1
*?;-E_'_" EF GABCDETF G ABC
c

{i: A

The Tenor or C Glel‘[@‘;—#: is generally situated on the fourth

—

(b,
line of a staff, the notes of course derive their names from the line on
whi-h the C claf *a stationed

1]

H‘ I-—-—-— is situated on the
iC

AT s
ALTO. 2 : L !_!_.h!:'" :

T e ® ¢ !

.._‘f..i_. :
-=—% %t PG A BCDEFPFGAZBZCGC
g D L

-_._l
| ]
TENOR. = e :

 DE F G A

The Alto, Counter Tenor, or C clef

third line of a staff,

I
]

it
k-

|

il

“E‘:'u D BE P GA B
The C clef is likewise placed on the first and second lines of a staff;

the notes in that case derive their names accordingly, C being always
the name of the note situated on that line, wherever the clef may be pla-
ced, as before observed.

When the C clef is stationed on the first line of a staff, it is called the
soprano or canto clef, and is used for the voices of boys and females
In Italy and Germany this clef is in general use for the Voices, Organ
and Piano fofte, most in ancient compositions—The Treble or G clefl
being reserved for the violin, flute, &c. and high Treble voices.

When the Clef is stationed on the second line of a staff, it is called the

Mezzo Soprano clef, and is employed for the voices of boys and females,
of lower compass in respeet to pitch than the former.

-l
_F-—(.-g—-
_._.!.-'.E )

= | _'_E. =1==]
SOPRANO. [T -2 o B ———— o
AND, :.____i_@j - — —
cbp E PG ABODEBT G ABGC
...._
o+

MEZED
BOPRAND

T Bl B [ _I'-_l' og—
__1;!!_' "T. '_'} =}
- - :

A 0 n
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INTRODUCTION.

The Bass or F Clef was also placed on the third line, in old composi-

_ ! lac, In general use however, in our time only the Treble and Bass Clef|
tions, and called: the Barilono clef; it was used for the voices of men, Tenor, and Counter Tenor, or Alto, seldom, and the other clefs very
who could not sing so high in pitch as a Tenor, nor so low as a Bass. | uncommon,

=2 . ¥ % mnd
I |
E’Ey_' ] T i i I T
Bamrrono. T | | __'1__1 ' ! o =
— I g @ D = *
9%
A B D B GeAL BQL DERCP
[
. QUESTIONS. QUESTIONS, QUESTIONS.

1. On which line is the Clef of ¥ (Bass clef) situated ? 8. Which clefs are now in common use ? 12. What is the name of the fourth line ?

2. On which line the Treble Clef? 13. What is the name of the fifth line ?

3. On which line is the Tenor Clef gituated ? GQuestions ror Bass SiNcErs, 14. Know you the name of the first space ?

4. On which line the Counter ? 9. Can you tell me the name of the first line in the Bass 15. Tell me the name of the second space ?

5. For which kind of voice is the Bass Clef? clef? 16. Do you remember the third space ?

6. Ia the Tenor Clef for female volces ? 10. What is the name of the second line ? 17. You certainly can tell us the fourth space ?

7. Which kind of voices have the Counter Tenor to sing? § 11. What is the name of the third line? 13, Forwhich kind of voices is the Treble %]ef employed ?

REMARK: The teacher s requested to practise with kis scholars, after each Lesson, the time Table 1-2-3-4 and Table 5 the first two lines and Tabls 12.

On the Marks of Tramsposition, or the Sharp, Flat, and Natural.

Each of the seven primary notes, C, D, E, F, G, A, B, mentioned
hefore, may be depressed, or elevated by marks of transpesilion. "Thus,
f—b—=. smgle, F—double —single h—double b or h}.

Both single and double marks of transposition are used,

A Flat, direets that the note before which it is placed, be sung half a
note lower than its natural tone.

A Sharp, directs that the note before which it is placed, be sung half
a note higher than its natural tone,

A Nalural, directs that the note before which it is placed, be sung
neither higher or lower than its natural tone: and it is used to contradict
the flats or sharps, placed at the begioning, &e. Remark. Flats, or
sharps, placed at the beginning of a Tune, affect every note upon that
line or space, throughout the whole, but when placed before any note

GUESTIONS,
1. What ia the use of a flat?
2. What is the use of & sharp ?
3. What meaming has a natural 2
4 How manv kinds of flats and sharps are in use ?

E

i

QUESTIONS.
5. da you know their names ?
6. How do you eall the note C with a sharp ?
7. Can youn tell the name of the note A with a flat ?
8. How manv kinds of transpositions do vou know?

May nE vsED a3 A Srramate Lzsson.
within a Tune, they affect only such notes as fall upon the line, or space
on which they are marked, for one bar, though to prevent mistakes, they
are usually contradicted by a natural.

The marks of transposition are either essenfial or accidental,

1. Issenital, when they are written at the very beginning of a compo-
sition, after the clef, and so point out the key in which the piece is writ-
ten; in this case, they transpose throughout the enfire piece, those notes
whose place they occupy on the stave.

2, JAccidenlal, when, in the course of the piece, they are placed by
the side of the notes; then they preserve their influence, only throughout
that one bar; unless, during the course of it, they should be again con
tradicted by a natural,

QUESTIONS.
8, What shows an essential transposition ?
10. What is meant by an accidental transposition ?
11. What is the use of a double sharp?
12, What is the meaning of a double flat ?
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INTRODUCTION. 3

LESSON III.

On the form of the notes, ther value, and on the rests equivalent fo them
in duralion,
The various forms of the notes determine their value, lime, or duration,
and the resls, bear a certain fixed relation to them. These latter direct
the singer or performer to cease for a longer or shorter period,

Propodrtion of the Notes.

Form of them, their value, time, or duration.

- &
One Semibreve - = = = ——— - = isequalin duration to
T T & T
R T e e e (T ) e R R e
i B W T
4 Crotchets = - = = —Ti T [ [ By b O S LT

g Quavers = = = =

||||| Il - am em- e mm & B,

o e e 0

“BeSIBENS_ S30DIDI

Names or THE Notes axp Rests.

Longa. Semibrove. Minim. Crotchet, Qoaver, Semiquaver. Damissmiquaver.

E
Notes. |$"_—[;_jj___ fi_l . 1 :——l e I s__I
= " 2 “ 5

neommon. 1 =

Twro bars, Bemibreve. Minim. Crotchet. Guaver. Semiquaver. Demlssmiquaver

= e -==

Uncommon. bl 2

Here it may be seen that during the time of one semibreve, two min-
ims must be sung; similarly in the time of one minim, two crotchets; in
the time of one crotchet, two quavers, &e. &e., in order to fill up the
time of the longer notes by the increased number of notes of smaller val-
ue. Frequently three equal notes are required to be sung in the time
that two of the same kind would naturally be; these notes are called
triplets, and are usually distinguished by the figure 3.

[ The triplet of erotchots, is

prual in valia 1 The-triplet of guavers, L. ke

—t —_— ==

e :.E_-_ 1'__ o = —— 3:—— — = —‘-_3'—'_ e 3"'-— - -
E=E=E=== e e

| : W l - - -

e I '--L—h{--n-r"—— emseEme— - e

. AN EE=S G R o e THUS. Lo teh
16 Semiquavers = _f'iﬂ . __—*ﬂm—q-T-— <o RN - T,
— w8 |8 & s ]
32 Demi- :ﬁﬁﬂ%ﬂﬁﬁﬁﬂ!ﬁﬁﬂﬂ:@ﬁ!ﬁﬂﬁ?ﬁ%ﬂﬂ"!ﬂ [ - i ——— | p——
: ) 2 O 0 e L W 3 A I [ o ] P St qr  Jessm - -_—"—— . ; |
ARITTIICY *-ﬁﬁ Mm ﬁmﬂhﬂ:ﬁhﬂ:ﬂ_WHHM-— R Two Crotchets, AN Ny, i o T
FAER. PR P i Py S S ——
QUESTIONS. £ QUESTIONS. QUESTIONS.

1. How many kinds of Notes are there ¢ } 5. How many crotchets is a minim equal to? 9. How do you know the length of a note ?

2. How do you call them * g . How many quavers do you count to & erotchet ? 10. What isa tn]l:iuLE' 4 !

3. Which is the longest note ? i 7. How many semiquavers ? 11. How do you know that eertain notes are triplets?
4, How many minims is a senubreve equal to? { 8. What means the value of the notes? 12, Da yon know the rest?

BEMARK. Time and scale are now to be ;.-mct:"s:i

( The master examines his pupils aboul thz rests.)
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INTRODUCTION.

LESSON IV,

Ox 1?(3, AND ON THE BaR,

Tiste, is that rythmic and equal movement in music, which our feel-
ings naturally resolve into short and equal measures, or portions of du-
ration, and which measures, they again subdivide into a constantly equal
number of elements, or units. These elements we shall call parts, and
the constantly equal number of them, which concur to form a whole
measure of duration, make what is called a Bar; from this we see, that
whatever is rythmical in musie, is comprised under the idea of time, and
that the term bar, as compared with fime, is only a subordinate division
of this rythmic and equable movement, accordingly, Time includes:

1. The determination of those rythmic numbers of equal parts, by
marks of figures which are placed at the commencement of a piece, im-
mediately after the clel and signature, and which sometimes appear
changed in the course of the piece;

2, The determination by means of words, of the quicker or slower
degree of movement (il Tempo;) and lastly: the constant, equable, and
strict preservation of this fixed degree of movement, usually called, keep-
ing the time.

On the other hand, by the word Bar, is to be understood, a group of
notes, which, according to the time fixed upon, are separated from the
following notes, by strokes drawn perpendicularly across the stave, in
order to place more clearly before the eyes of the performer, the rythmic
divisions of time, Hence, all the space contained between two such
strokes, (bar lines;) together with the notes contained therein, form what
is called a Bar,

ExamrLe.
; i M 2 2 4 bars,
e et

QUESTIONS.

1. What is time or rythmic in general ?

2, What is o measure ?

3. What means those figures placed in the beginning of
a piece of music ?

L. What shows the bottom figure ¢

QUESTIONS.

5, What shows the top figure ?

6. What else is to be understood by time ?

7. What means keeping the time ?

9. How do you call eertain strokes across the staff'?

The different species of time, are with one or two exceptions, indica
ted by two figures, in the form of a fraction; the botlom figure, shows the

value, and the fop figure, the number of parts of the bar contained within
the bar itself.

=50 —6-—6—13-—J—

44— 89— 8 4—4—8—

Before the Pupil begins to learn any tune, let him, in addition to the
signature, attend to the marks of time.

The parts of the bar, are divided into accenfed, and unaccenled. By
the former are to be understood, those parts upon which our feelings
naturally bestow a certain degree of weight or stress.

The latter pass by our ear, as it were, and, in comparison with the
former, appear light and unimportant. In beating, or marking time, by
means of the hand, the former are distinguished by the falling, and the
latter by the rising of the hand.

Remark. Emphasis is frequently misapplied for accent, and accent
for emphasis. By accent is meant a certain stress of the voice, of a
longer or shorter, stronger or weaker, higher or lower, quality of sound
upon a particular vowel or syllable in a word;—but emphasis is the pe-
culiar tone of importance or stress, given to whole words or sentences.

Without aceent, there is no more melody in song, than in the humming
of & bee; and without the regular management of long and short sylla-
bles, there can be no versification. There are as many different accents,
or modes of enforcing or enfeebling the meaning of words, in musie, as
in speech, There is a yes that says no, and a no that says yes.—The
voice of a feeling singer, can modulate all these shades, and affect the
hearer on the side of intellect, as well as sense

Rees’s Encyclopedia,

QUESTIONS,

0. What is musical accent?
10. Which notes have no aceent ?
11. How do youn beat the accented notes ?
12, How do you beat the unaccented notes?

The master continue to practise time and scale.

e ——




INTRODUCXION. v

1 Te Triple time belongs:
i LESSON V. St S : s ‘
| : Three minim time, —= the bar of which consists of three minims. As
n ; Ox tue Time. 2
There are three kinds of time, Common, (even, equal,) Triple, (un- this time does not contan any groups of three noles, if we desire to repre-
equal,) and Compound time. sent all the 3 parts by a single note, we may supply the place of the third
1. Common limes are those which contain an even number of parts,
(e first of each couple being always accented, and the second unaccent- part, by means of a dot. ;——Up 3=
i .
ed. To Common limes belong: four Crotchet time, —i usually called 9
=0 : b BFE 9 Three crotchet-time, 3 as well as three quaver time, - differ from
; common lime, and marked by a C; this strictly speaking, is a doubled A 4 =
¥ 0
5 time, divisible by the number 2 into twice 2 parts, of which the former 18 the foregoing only by the alteration in the kind of notes; as, -:4; —3—
e always accented, and the second unaccented; consequently, each bar of o]
o four crotchet time, contains 2 accenled and 2 unaccenled parts, as: 3. Compound fimes, are those in which the parls of tlie bar always re-
Lo e T e T : main the same with regard to the kind of notes employed, and which ap-
! LS = j Sl ! - pear multiplied only with regard to the number of them.
nt | S e o 6 3 6 3
"R | aci unac: gg:  unme: B ONAC Thuﬂ.t ‘4 12 a d'.:ll.lhlﬂd 1 'IB is a doubled "8'
::{ _, The less Allabreve, or 2 minim time, %— generally indicated by C 9 9 9 9
. i RS ki —-— s a tripled A ~— isatripled -=
ng contains two parts or beats, each of which is a minim. Two crotchet 4 4 ) N
la- : e —_—r .
time, 2 differs from the less Allabreve, only in this, that in the latter, 1 2 3
ts, = a quadrupled =
i h fthe b inims, in thi 1 e e
! the parts of the bar are minims, 1n this crotchets. . =5 L
,,I{:E ¥ » iy e e It will now be of great utility to the pupil, to learn to mark or beat the
2ob 2, Triple times, are those of which the bars may be divided into 3 bar of these different times by himsell; by so doing, he will acquire a
equal parts, of which the first is accented, and the other two are unac- more correct idea of precision in time, and of musical rythm in general,
cented, viz. the Tables No. 1, 2%, 3, 4,
QUESTIONS. QUESTIONS. I QUESTIONS.
1. How many kinds of time are known to yon ? 4. Which in triple time ¢ : 7. What kind of time is § time ?
2. Can you tell us the names of all of them ? & What is the difference between Allabreve and § time? H. Don't you call § Common time ¢
3. 'Which notes are the accented notes in common time? 6. Can you remember some of the compound times ? 0. What's the difference between sccent and emphams ?

REMARK: The time is niow to be practised, Table 1-2 and 3, also Table 5,~the first two lines, and Table 12,




LESSON VI.

Ox Musicarn CHarRACTERS.

Marks indicating repetition were more numerous formerly than at
present. The characters now in use serves to denote the repetition of
bath parts of a theme or composition, as :||: or of the first part only, as
]I or of the second only, as ||: according as the little dots or dashes are
placed on the one side, or on the other. :

Should one or more bars at the end of a strain which is marked for
repetition, be performed the second time in a different way from the first,
and so require to be passed over on the repetition, such alteration is
pointed out by the expression 1 ma. volta, (first time,) and 2 da volta,
(the second time;) and the bars to be slipped, are enclosed by a curved
line drawn over them, and omitted on the (2 da volta,) or repetition.

- . N

I ma volin 0 da volta
(e i) = e eyltecundting)
By a4 ooty
] = ¥ ! kel |
o Tt ™ I
e S —1=t
A - . - - men. A - - - . men.

The slur —, which is similar in form to the bind or tie occurs
Blur,

ot i

= F-:l- sometimes over, and some-

QUESTIONS.

1. What i5 the meaning of a repeat ?
2. What is the use of a slur ?
3. What is the difference between the slar and the tie 7

e — B o - =
N N P e S e

INTRODUCTION.

QUESTIONS.

4. What means a curye line over the dots ?
5. Do you know the meaning of a pause ?
6. What means the word crescendo ?

times under the notes, and implies that the group ot notes embraced by
it, must be connected together closely and smoothly, without striking the
following note again. The word Legalo (tied) indicates also that the
whole musical Period in which it stands, even when no slur appears,
must be played in the smoothest and most connected manner.

Mark (*++ or ' 1111) indicating that the notes are to be perceptibly
detached from one another. 'This style of singing or performing 1s call-
ed Staccalo.

When a curve is drawn over the dots——————the notes receive a cer-
tain increasing degree of emphasis, and it is called porfamento.

The Pauses (7o) over notes and rests, indicates a point of repose to
the performer. Should two pauses occur one after the other, separated
only by a few notes, the performer must dwell on the former a shorter
time than on the latter,

A Pause, or stop, ~~ &c., should be increased and diminished thus,
———— after which a profound silence for a few moments, gives It a
wonderful effect. In crescendo, we must open the mouth a little at first,
m;d by degrecs more; in decrescendo, just the reverse, both have a fine
effect.

The crescendo (—=) shows by its form that the quantity of tone or
force required in performing, constantly increases from the point where
the lines meet, towards the opening; as in the decrescendo (=) it
gradually diminishes,

QUESTIONS,
7. How is decrescendo to be performed ?

8. What means singing Legalo ?
9, What means the word Staccato #

REMARK: Time, and Scale and Intervals are now to be practised,
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LESSON VII.

Ox Musicar. CHARACTERS,

(Tais lesson demands the particular attention, as it has an important
influence on the accurate perception of time, and on the correct division
ol the notes. It is elosely connected with the preceding lesson.) The
dot, as well as the tie or bind, lengthens the value of a note. One dot
lengthens the note behind which it is placed, by one half, of its natural
value; consequently, a minim with a dot is equal to three crotchets, &c.

—

THUS. '
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If two dots are placed after a note, the first is equal to the half of it
and the second to the half of the first dot.

QUESTIONS.
i. What is the use of a dot afler a minim ?
2 How much, adds a dot afler a note or rest?
3. dow much is o dotted minum ?

QUESTIONS.
4. How much iz a dotted erotchet ?
5. How muech a dotted quaver?
6. How much is the second dot by a minim?

Dots after rests have a similar power to those after notes,

Notes are termed syncopaled, when their rythm sometimes precedes,
and at others, follows after that of those notes which oceupy the place
of, and which mark the natural and equal divisions of the bar,

F
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naturally, pyncopratod; or or
On Shakes.
Suakes are 1N Music ImporTant GrACES.
A turned shake is marked
:ﬁ‘ h' = . o ! l! i I:: o J _; : -
thus, é— .———._'—.-—_: if to be sung }I'LI'_‘!&!" 0, 0.9 ~
"_&_ - - - - - - - = [TIET.
T fr = 1 O 8 *Fz. *Ten.
Lon® . — T =TS
] e = 1T F I S| 4 s L
Shake Y-S to JetoHro= mt = 5
written i_____ ______ ErEE o : -
thus.¥ -3¢ : :
7, Koy & 8 -  IMen. Shake. lending grace. Anticipation. *Forzando. *Tenuto.
. _ T0 BE SUKG. - Bis.
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7. How much the second dot by & ¢rotchet ?
8. What are E_‘!."I!IE-HEJ:Lll."d notces ?

] QUESTIONS,
i' 9. How can you know the movement of & composition ?

Time, Scale, and Iniercals are now to be practised

C
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LESSON VIII.

Ox THE ScaLes.

Every musical composition is founded upon one or the other of the 12
notes comprised within the compass of the octave, and which note deter-
mines the principal key of the piece.

(Key. Signifies the Diatonic major or minor Scale, as formed from
any tone, in which a composition is written, and from which tone it ob-
tains its name. The Diatonic Scales, consisting of whole and half tones,
we are compelled to use more or less, Flats or Sharps, in order to regu-
late or keep the tones at a proper distance, hence we have as many keys
ag half tones within an Octave, and hence the meaning of placing Sharps
or Flats, before a Piece of Music.)

The character of the key depends upon the scale, that is, upon the
correct orderly succession of the notes by degrees. By the word scale
(Gamut) is to be understood the regnlar succession of whole tones and
gemitones, ascending or descending by degrees,

Semalones are of two sorts, major and minor; The minor, or, as it is
also termed, the chromatic semitone, is formed by a #, E, or &, and
stands always on the same degree of the stave as the preceding note as:

—p— &b

QUESTIONS.
1. How many notes do you counl within the compass
of an octave ?
2. How many sorts of semitones do you know ?
3. How is a chromatic semitone formed ?
4. How much comprisea o whole tone ?
5. How many sorts of scales do you know ?

QUESTIONS.
6. Can you tell us the names ?
7. Of what is the diatonic scale composed ?
8. Of what consists the artificial or chromatical scale ?
9. How many whole tones contains the diatonic scale ?
10. How many half tones ?

2. The major or diatonic semitone, on the contrary, stands always on
the next degree, above or below; as:

St

It follows therefore that a whole tone, always comprises one major, and
one minor semitone; and, that between the two tones which form the
whole tone, there is always a half fone in the middle.

The scale is termed diatonic, (natural,) when it is composed of tones
and semitones; chromalic, (artificial,) when it consists of semitones only.

Each of the 12 principal tones in an octave, may be either major,
(greater) or minor, (les8); the former is determined by the major third,
and latter by the muuor third. Since each of the 12 degrees of the oc-
tave may be taken as the root or commencement of a scale, and since
this may be cither major or minor, there are in all 24 keys. To render
the Pupil familiar with, and certain as to the succession ﬂ*ntea in the
most common scales, (Gamuts) [ should advise the master to explain to
the scholars the regular succession of tones and semitones in both the
major and minor scale, and to take care that they be thoroughly ground-

ed in them, for this purpose, the scales of C major and A minor should
be selected as models, they being the most simple,

The major scale contains & whole tones and 2 major semitones; in as-

cending, the latter fall between the 3d. and 4th, and 7th. and 8th. de-
ETEEH.

QUESTIONS,
11. Can you tell us the difference between major and mi-
nor key
12. How many semitones contains & major third ?—and a
minor third ?

The master proceeds to the common useful practice of Time Scale and Intervals.
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LESSON IX.

Scare or Gamor, or C MAJOR, AS A MODEL,
NDEGREES. mal. -nu-!tunﬁ L. mn) semitane * 3 whale lones, 2 whole tones.
= o T - Ty BN SRR RTINS . ST A
x : Y e : -
= r _J_,_d_'—. | _E_’P [+ .'_—i‘_' _']_t|
-__1__i__._ = = | 5 |_1_ "_—h .,.._I,.. <

ot S g 12 mj. sen. @
5 whole toned. 3 whaole tones, M. BEm.

Remark: In descending, the succession of notes remain the same as
in ascending, though the order is inverted.

The minor scale differs from the major in ascending, merely by the
sninor thivd, since the major semitone, lies between the second and third
degrees; in descending, on the contrary, the succession of whole tones
and semitones is very different,

Scate or GaMUT oF A MINOR AS A MODEL,
' maj, ssmit. :
DEGREES. maj. samit,

maj senit._pg f@ W O S o o ma sem

bt P ]

T—_ —p r—

_‘Mr
0 whole tones, O whole tones. 1 whole tone.

1 whole tone. 4 whole tunes.

From the model, we perceive that in descending, the two major semitones
lie between the 6th, and 5th, and the 3d, and 2d degrees. The Pupils
should pay particular attention to the descending minor scales, hecause

(In descending Minor Scales, the major Tth note is often used in
place of the minor. There still however remains much doubt as to the
employment of it. For my own part, I introduce the major 7th note,
when the scale belongs to the harmony of the dominant, and the minor,
when this note immediately succeeds the tonic, in both cases preserving
the minor sixth nete. )

As a practical exercise in all the Keys, and to impress firmly on the
mind of the Pupil where the marks of transposition, of each Key are set;
the master should write out the notes of a scale, and let the pupil add
the required sharps or flats in their proper places, according to the ar-
rangement of the scales of C major, and A minor, given as models, By
this means he will acquire a knowledge of the signature proper to any
given Key, and will abstain from employing a false succession of notes
through the want of a correct ear.

Remark. The major seventh is usually called the leading nofe; some
technically call it the sensible, or shimulating note; and others the poinfer,
from its seeming to announce the note to follow. The expression, lead-
ing nole, is in general used.

In addition to former scales, (Gamuts,) there are also enharmonic mu-
tations of notes, (consequantly,) an Enharmonical Scale. These muta-
tions are of importance, as, though they alter the notes to the eye, their
pitch and place or sound remain unchanged, as:

ENHARMONICAL SCALE.

from them he will most readily gather the number of sharps or flats re- o = = : o
quired for the signature of the minor keys. . _ 7 = == [F i el becere ¥ |
The relative, (correspondent) minor keys, all originate from the major _.’|_ - 1-:—1:61—;—27_.—5-5&_5" : uﬂ'ﬁ_ 3
keys, having the same common signature; the minor third below the -9 Ehaﬂu A=
major key—note, is ahoays the root of Lhe relalive minor key.
QUESTIONS. QUESTIONS. QUESTIONS.

1. Where do you find the two semitones in the mnjorseale? | 4. How do you find the relative minor Keys ?

senle ? harmonical scale.

7. What is the only alteration?

e

respondent) major Key ¢

2, Where is the place of the semitones in the minor | 5. What is the difference between a chromatical and en- 1 8. In which manner c¢an you find out the relative (cor

3. VWhat is the difference between a major & minor scale ? 6. Do mutations alter the sound ?

9, Which Interval i ealled the leading note ?

The master proceeds to the practice of Time, Scale, and Intervals, the scale with, or withoul pauses.
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LESSON X.

Ox INTERVALS,

Inlerval signifies the distance of one note from another given note,
which may be termed the root or bass—note as:

iy

Tl | . I '__ 'I_ F !:
é‘ s e '—"““E!:j

-0- G- -@- @
Names oF THE INTERvALS,

Prima or Unison, Perfect Fifth.
Minor Second. Sharp Fifth,
Major Second. Minor Sixth.
Minaor Third, Major Sixth,
Major Third. Minor Seventh,
Perfect Fourth, Major Seventh,

Sharp Fourth, Octave.
Flat Fiith,
ExamrLE, i
Prima; Ex @ —_—
Mixor Seconp; consisting of one semitone. Ex, 3= l

Masor Secoxp; consisting of one tone,

Mixor THirp; consisting of one tone and one E Ex, % (@] TI

semitone,
@Il
E}L !lI:I:Tj—' -

Masor Tmrp; consisting of two tones,

e o
Perrecr FourTa; consisting of two tones and s Py e
one semitone.

L4

G L4

Suarr Fountn; (called also Trilonus;) con-) Ex. &E—;—;I
sisting of three tones. }

g
—————

==

fifth ;) consisting of two tones and two semitones. =

Frar Fiern; (called also imperfect or false } Ex. @L__—E]
(& 1

Perreer Freru; consisting of three tones and ) Ex.
one semitone,

Mixor SixTH; consisting of three tones and )} Ex.
two semitones.

semitone.

Masor Sixtu; consisting of four tones and one 2 Ex.

four tones and two semitones.

-
Mixor Sevenxtr; (flat seventh) consisting ul"; Ex. E@—_I
L@

P
Masor Sevenrn; (sharp seventh) consisting of } Ex, \o—f5———
five tones and one semitone,

-
Ocrave; consisting of five tones and two semiaE Ex. @T}__‘

tones.
\ QUESTIONS. : QUESTIONS. QUESTIONS.
1. What is understood by the word interval ? i 4. How many whole and half tones contains a minor 7. A major third?

2, How many whole and half tones do you find in a seventh ?

Ipr.'rﬁ-,l:.t Gfth ?
3 How many zontains an octave ? G. A minor third ?

5. How many a perfect fourth?

H. A u]mrp seventh ?
0. A mujnr gixth 7 &ec. &e.

REMARK : Time and scale are now to be remembered, especially Table 12, such kind of practise should the master bear in his mind,

T W T —




May be taken as a separate Lesson.

Ox APPOGIATURAS,

Appogiaturas are at present often introduced as forming a part of the
bar, ﬂnj‘ represented by notes of the usual size; however in many cases
they are still expressed by small notes.

‘They may he considered as suspensions of the principal notes, from
the value of which they borrow some portion. Appogiaturas are divided
into long and short.

The long or accenled* Appogiatura borrows one half the value of its
principal note, when, according to the nature of the measure, that con-
sists of two equal parts. It will therefore be proper to denote at once
the real value of the Appogiatura by means of a corresponding small
note, as:

= *_|___u | B e G | B i - |
—. . M IS f 0 — L S f S ]
1‘ rltten" ——G <1 K -—.——E.. L e !._-,_ _-F L Eom =0 s _._I._
et | B i Em el ), e - —._,._I_._ A ! .. - ,,._._.:__. __I._ =
Tobe M—omm b e o i [ e |
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sung, 2 —o-| = R i +2-0-|} =FF ===

e e S s s

Before a note with a dot, which by this means consists of three parts,

INTRODUCTION.

xiii

the appogiatura borrows the whole value of the principal note, which

itself must be sung to the dot.
o L ]

® | {= | | | P
Written. 2 * . "
=t | —
—_— @ — —
To be o . >
sung. 0 e A B e = ™ ===
=] i ] |-

Ox tae Tuex.

The turn is a group of notes consisting of a pnacipal note, and the
subsidiary notes above and below it, It occurs over notes and also be-
tween them: it must neither be sung too quick nor too slow, but with
vivacity, neatness, and energy.

WRITTEN. ~ -~ 'k'
e, — -_...._H 2
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Ox tae Keys.

To learn how many % or b are contained in the signature of all the
major and minor scales, and to ascertain more easily their relation under
the same signature, we may employ what is called the cirele of perfect
fifths: Thus, seek from C as a root, the perfect fifth above, G one =,
and again from this latter; D two #, the fifth again A threc #, u. 8, f.
till we come back to C again; and we shall find that each new fifth sup-
plies the root of a new key and scale. While we explain to the pupils
their siznatures, let them compare them with the scales as filled up by
themselves according to lesson.

Upon the comparison he then will find, that G major has only oune %,
and that, in ascending, this falls on the 7th. degree before F; that in D
major, a second # comes before (., also on the Tth. degree from the ton-
ic, s0 in all the keys; So they will find all the keys of the sharps.

To find the keys of the flats, employ the following circle of perfec
fourths, counting upwards; thus, (telling C again as the rest:) we will
find that the key of F major has only one |, which falls, in ascending,
on the 4th. degree B; and that in the key of Bp, a second p comes be-
fore E, likewise the 4th. degree of the scale &c. &e. To find the rela-
tive minor keys look page x1, Lesson 1x.

N. B. The master examines the scholars about the keys, perhaps se
far as Ah—and E#—together with their correspondeat minor keys,




Tiv SCALES OF ALL THE KEYS.

Key of C, Major Mode. : Key of A, Minor Mode, T Beroow Usso.,
o -2 O Al L =
é;} a2 — Ci—e—g e @-#emhﬁ H
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Key of G, Major Mode.
e '__Zj_"E'“_G_D_E_‘G Key of E, Minor Mode,
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2 » Key of D, Major Mode. Key of B, Minor Mode.
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Key of B, Major Mode. {

Key of G#, Minor Mode.
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SCALES. Continued. v
K Jp, Major Mode.
ey of Ap “J""B T Key of F, Minor Mode.
S Lo PPN -(@ B [0 2
= e O o
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Key of Eb Mu% Mode. Key of C, Minor Mode.
A S0 DSy o9 2"%bo,
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Key of Bh, Major Mode. s -
-2 O o Key of G, Hg::r Mode.
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Key of F, Major Mode. Key of D, Minor Mode,
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QUESTIONS, QUESTIONS. QUESTIONS.
1. How many sharps do you find in the key (or scale) 4. How do you find the relative minor keys in Einﬂu” 7. Why has it no sharps nor flats?
of A major ? 9. Inwhat way can we find out how many sharps or 8. Do you know any other way to find out how many

| 2. How many in the key of G major?

3. Which is the relative minor key of G major ? 6. How many

flats o Jnailr or minor key needs ?

arps has the key of C major?

sharps or flats a key needs ?
8. Tell us how ?

A VERY IMPORTANT HINT ForR MasTERS AND PARENTS,
L]

Instruction in general should be made a source of pleasure and entertainment, and respect and confidence, unming ed with drend, entertained to-
wards the master, by parents—is the best securily of the ultimate improvement of his scholars
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Additional TABLE NGO, 11. Exercises for BBass voices.

SELDOM USED.

NAMES OF THE NOTES. olo = o, Ay .
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EX. NO. 1. SCALE OR GAMUT
IN C MAJOR. o o EX. NO. 2. GAMUT IN G MAJOR.
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TARBLE No. 1. Exercise, to practise the Time without rests, Mixt Time,
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TABLE No. 2. Exercise; to practise the time with Rests. Mixt time.
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Remark; Let the scholars count the Time, and beat the MNotes with the hand, or lot them béat the Time and sound the Notes
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ALLEGRO

TABLE No, 3. Exercise to practice the Time with Rests.
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TABLE No.4. Exercise to practice the time with Rests,
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TABLE Nn. 5. THE GROUND AND FOUNDATION OF ALL SINGING.
mproving a good sound. 2. To swell the sound. 3. To keep in the breath. 4. To strengthen the chest.
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TARLE No. 6. Exercise to practice the Time and Intervals ‘nilhq.mt IRests. 7Triple Time.
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TABLE No. 7.

To practice the Time and Intervals.
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THE INTERVALS.

TABI!E No. 8.

To praciice them in different Styles.

3
119 ;
{ i___ <
L
Wl -
}1- :
lg
1)
BLAE
15_
)
NI
il
. -]
4 ) ¢
TR
2 |
A ).
_
I

=
" I
I fell] 4
| A il
e - e
_,l.l}“ Tl._
:_- .aﬂ.m._wa
Arﬁrl }“ k;iu i
il T
i .
i
1 8T
o ol |
L) AL
[yl
el Hel.
1 T
N LI 5 = :
w5 TTe1A
A ) < /=
oy - B
‘_.L i._..,...,.___"_ [ FH
gty B
ot
[

_FIFTHS.

|o if

H{gﬁ? ‘

Aﬁﬂl ol
AN l__

alll 4h

; L_.F h ol

el e
n ol |

G-

Tl 4l

¢ 3 |_1..
fiie :

M D < [ H

Ha_qe_ P Te

\ 0 < I J
(AL (T

A..Lilum..a 9 w
Iitir J_.d

=

—— DY T

L

|

SEVENTHS.
h

H -
= f— —

-

-

A

A

===

—1--|- e —] 'f—

-
3
¢
o
H e
=
10 H :
| fﬂca
e
1)
-Hiiia




No. 9. Examples in Seconds with Rests. Semp. Legato. Mixt time, and Mixt Keys,
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TABLE No. 10. Exercises 1m zeneral 1o practice the voice. :
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TADBDLE No. 11.

ADAGIO & ALLEGRO.
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TABLE No. 12. To practise the Intervals.

A YERY IMPORTANT AND USEFUL PRACTISE.
BomoLans TaxE awar THE Booxs,

A specimen to show how
the Intervals are to be practised.
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| A, mgnifies, with, for, to, &e.

Accelerandn, constantly accelerating in speed.

Adagrio, slow. (ma, but; nom, not; too much; melto,
much or very. -

A duo, Duetto, is & composition in two parts, or for two
voices,

A Tre, Terzetto, or Trio, in three parts.

A rire or Quartelio, in four paris.

Ad Lib., Ab Libitum, without strict observrion of time,
or at pleasure.

Affettuoso, affectionately.
tender expression.

Alla Breve, ar Alla Capella, or & C with a line drawn
through, significs two beats in n bar, und is to be. per-

1 formed quick.

Allegrezza, lively.

Allegrro, (or Allo,) brisk, quick. Alerro assai, di molto,
agitato, vivace, an incrensed quickness of Allegro.

Allegretto, u little brisk. '

; Allegrissimo, as quick as possible.

Alto, in German, [talian, and French compositions, means
always the Second Treble, to be sung by a female or
child's voice s but in English compositions, it signifies

a high Tenor voice.

Andante, a little slow.

Andantino, o little faster than Andante.

Amen, yes it will certainly be done, or be it 8o, or may
it be go.

Amabile, amiable.

Amorosa, tenderly.

Animoso, animate.

Anthem, in former times meant a portion of the Scriptures,
gel to Music: at present, however, it means not only
that, but also gaered words put to Music, for 1, 2.9, 0r
4 voices or parts, or a select plece.

Assai, generally used with some other word to denote an
inCrense or ?!‘imiuuiinu of the time of the movement;
as Adagio Assai, more slow ; Allegro Assat, more quick.

A tempo, in time: nsed where the singer is at liberty to
retard, or quicken the time; and means that striet time
musgl again be resumed.

Ariz, an air—song —Jdrietta, a small air—song.

Con Affetto, w'th affection, or

_

(N e e S (2

EXPLANATION OF THE USUAL TERMS IN SACRED MUSIC.

Arioso or Cantabile, 5 melodious air.
Bass, the Base part, and the lowest part in harmony.
Bis, twice, or repeat.

Brio, Brioso, Con Brio, fiery, or with great animation,

Britliante, a brilliant style, or manner of execution.

Cadenza, a close ; or a preparation to elose, whole or half,

Canom, & scientific composition. Explanation would be

entirely useless without knowin contra-pointand fugue.
There are a great many kinds of canons: pr. Ex. canon
simplez, canon duplez, canon triplez, canon apertis, canon
clausus, canon @nigmaticus, canen cirularts, canon erifine-
fusy canon mgm! wus, Some eanons receive their names
from certain kinds of imitations, like canon in Hypodi-
tana, in Epidiatessaron, in Epidiapente, in Hypodiapente,
in Epidiapason, in Hypodiapason, there are, perhaps,
more then fifty kinds of canons.) All such names and
expressions, on the top of a eanon, have no meaning for
performers, except in the canons cirularis, and nfinitus,
where only one part begins,

Cantabile, singing in a pleasing style.

Calando, (or Cuﬁ-,} a diminution of time and sonnd, in
general.

Canto, Cantus, the Air, the voice part or the melody.

Concertante, is added to a picee where the parts have the
melody alternately.

Chorus, a composition for not less than 4
5,6, 7, or 8 parts, sometimes signifies
for all the voices.

Coda, the close of a composition, or an additional close.

Con fuoca, wild, with fire.

Can, with.

Con anima, with soul—expression,

Comado, like Allsgrette, commodious.

Con maoto, fast.

Choral, is a peculiar composition of old Chureh style, slow
movement, written in equal rithmen, (time.)

Crescendo, or Cresc., 10 swell the sound—Decrescendo, or
Decrese., to diminish the sound,

Chromatie, a term given to a succession of semitones, in
relation to melody or harmony.

Da Capo, (D. C.,or D. Cp.) to repeat certain strains, or

rts, often to
horus; Tott;

from the beginning, unto the Fine, (End.)

Dal Segno, (D. Sg.) from the sign.

Diminuendo, (Dim.,) gradually slower,

Dizote, solemn or devout,

Dirge, a piece composed for funeral occasions.

Dolce, sweetly or soft.

Dolaroso, cam dolce, melancholy or dolorous.

Duo, Duetto, for two parts, with or without accompani
ments of an orchestra.

Duolo, con duole, with pain, sorrow.

E, and, as moderato e flebile, moderate and complaining.

Ezxpressivo, expression, expressive.

Fagotto, Bassoon—also a stop on the Organ.

Falsetto, or voce diteste, Head voice produces the higher
tones; ia of a more delicate, and soft gound, artificial
and seems to originate from the throat.

Eastoso, sublime.

Finale, the last part.

Fine, the end.

Forte, or F, loud.

Fortissimo, or FF, very loud.

§Forzando, or Fz., > < with foree, emphasis.

Fura, or Fugue, a seientific compogition where the !}.'im!
constantly imitate and according to certain Rules—
there are many kinds of Fugnes.

( Fuga ricertuta, fuga libern, fuga saluta, Suga sciolta, fuga
recta, fugn retrograda, fuge pbe sugmentafionen, fur.. p.
diminutionem, fugn per arsin et thesin, in relation Lo the
Theme : fuga composita, fuga ihmn}ms&u:rfugu wuthen-
tica, fuga plagalis) AHN sach names an expressions
are immaterial to the performers, and no anxiety neded
therefore to be fell concerning their meaning nor that
of the different canans.

Grare, very slow and seTious,

Girazioso, graceful.

Gustoso, or con grusto, with taste

Hallelujak, Hebr. lang. signifies praise the Lord.

Harmony, an ngreeable combination of musical soun
or different melodies, performed at the same time.

Innocentamente, Innocent.

ﬂi.mhﬁlhing.

Interval, the distance between any fwo tones.
% Intertude, an instrumental passage introduced belween.,

Largo, slow—slower than Adagio.



EXPLANATION OF THE USUAL TERMS IN SACRE

Larghetto, pretty slow.
Lagrimoso, Lamentabils, Lamentoso, lamenting.
; slurring the notes together,
Lento, slow, like Adagio.
Lentando, rallentando, ritardando, gradually retarding,
Lisieso tempe, in the same time,
“Ha, bat.,
Major, the correspondent major key, or major in general,
Marato, diminishing.
Marecato, well marked, or accented,
Muajestoso, majestic.

Melody, the highest part, principal part, air.

£5lo, mourning.

Men, fess—men forte, less strong.

Men vivo, with less spirit,

Messa ma voce, EWIZ'.EjH.E and diminishing the strains or
sounds.

Mezzo, half, mezzo forte, (MF.) half loud (MFP.) half soft.

Minore, the correspondent minor key, or minor in general.

Modernto, moderately

Molto, much. ;

Morendo, dying away.

Motetto, o _vocal composition, in geneml fugueing style,
the words taken from the sacred soriplures, nnE never
lesa than 4 parts, often for &, &5, 7, or & parts.

Jom, not.

Nota Sostenuts, passing quickly from pians to forts, and
from forte to prans.

Oratorio, a species of Musical Drama, consisting of airs,
recitatives, duels, trios, choruses, &e.

Orerture, in dramatic musie is an instrumental composi-
tion, which serves as an introduction,

Orchestra, the place or band of musical performances.

Orgrano, Organ.

Faatnrru.,fe. in & natural, (pastoral) style,

Patetico, pathetical, grand, passion, effiect.

Parlanto, more speaking than singing.

Piano, (P..) soft, (MP.,) half soft,

Pedal, that part of the Organ, played with the feet,

Perdendo, Perdendosi, losing itself.

Piacere, a piacere, at pleasure.

Pranissimo, (PP.,) very sofl.

Pietoso, soft, hasty.

Pits mosso, quicker—pitk presto, stretto, the same.
Piti, more—piii Allegro, more lively—pil forte, louder.
7 piti tosto .d'?ndam,brﬂ.l.}imr a little alm;e:.
oo ] o egrees, poc cendo, to
Bw’um sufmd jhyfdegr%w, i i oo '

Pomposo, grand, pompous.

Portamento di voce, is the art of sustaining or carrying the
voice, (or gound,) blending the notes together; contrary
to portamento is the staccato.

Presto, ﬂuick—f’rﬂh}ﬁm, very quick.

FPrime, the first part,

{duartelio, a composition consisting of parts, each of which
occasionally takes the melody.

Quinletto; music composed in five parts, each of which
occasionally takes the leading melody.

(uasi, nearly as,

Rallentando, Ritartando, to diminish the time and sound
gradually. z

Recitativo, a sort of musical declamation, having to each
syllable, a musical sound.

Risoluto, resolute, resolved, decided.

Ritornello, repeating certain phrases, the expression taken
from a sort of ancient poetry: Rondeau cest ma ritour-
nelle continuelle.

Jecondo, the second part.

Sermt Chorus, half the Choir or voices.

Segrue, or (Seg.,) go on to the following.

Sempre, or Semp., always, throughout the piece.

Senza, without— Senza replica, without repetition.

Seriosv, serious.

Siciliano, a more slow movement, in general written in
6-4, or 6-8 time, like pastorale.

Smorzande, becoming extinet,

Soare, sweet. .

Solo, for a single voice, (part,) Soli, for single voices in
more parts.

Sopra, above—come :%y:n as above.

Seprano, for a high eble voice, significs Treble voices
in general,

Sostenuto, or Sost., dwelling upon notes, in giving them a
peculinr expression,

Sotto voce, middling strength of sound.

Swiceato distinct

i MUSIC.

Spirituoso, or con sperifo, with spirit,

Stuccalo, or Stoccato, (Stace.,) short and distinet.

Stretto amd Stringendo, pressing the time faster,

Stringendo, pressing, hurrying on.

Symphony, a passage to be executed by instruments, while
the vocal performers are silent.

Syncopatio, is a slurring of the notes contrary to the nat-

aceent.

Tasto Solo, S_TL 8 E'i:fniﬁ.en in unison, all unisono ; in coms-
ositions for the Organ, signifies it without the Pedal
ase.

Tacit, be silent.

Tardo, slowly.

Tunto, very.

Teimpo, time—A4 tempo, in time—Tempo prime, the time
of the first movement— Tempo Secondo, the time of the
second movement.,

Tands, slow.

Tempo gusto, like moderato, but not so serious.

Tenore, con tenerezza, tenderly, with tenderness.

Temuto, like Sostenuto, (Ten.,) sustain the tone with equal
strength.

Tenore, Tenor, a high male voice, the third part in compo-
sitions for four parts.

Timoroso, ﬂlmn:e:mummus.

Trio, a composition for three parts.

Trillo, Shake, moving two successive tones constantly,
and quickly after.

Tutei, (T. or Tutt.) all together.

Un poco, a little.

Unisomo, Unisen, sounding alike, in one or more octavea.

Feloce, quick.

Ferse, one voice to a part.

Vivace, or vivo, a quick movement.

Fivacissimo, very quick.

Polta prima, the first time.

V. 8. Polti Subito, st volti, Verte, turn, turn quickly.

Vigoroso, strong, vigorous,

Voce, the voice.

Voce di petto, chest voice,

i+ Poce di teste, head voiee,
] Zelo, ardent, zealous.




