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ELEMENTS

FIRST LESSON.

ON THE NOTES AND CLEFS.

QocsnoN. What is Music?

Answer. Music has for its object sounds, their succession, and yarious

combinations.

Q,. What is a succession of single sounds denominated ?

A. Melody.

Q,. What name is applied to several sounds heeurd at once ?

A. Harmony.

Q,. Hov are musical ideas expressed in writing ?

A. By characters called notes.

Q,. How many notes are there in music ?

A- Seven.

Q,. How are they expressed ?

A. By the first seven letters of the alphabet,—^A, B, C, D, E, P, G.

Q,. How are the notes written ?

A. On five parallel lines, and in their spaces
;
which, collectively

taken, are termed the staff, or stave.

4

Q a
A-i 1

Q,.- How are the lines and spaces of the staff counted?

A. From the lowest upwards.

Q,. How are the neimes of the notes and their pitch ascertained?

A. By means of a character called a Clef, which is placed at the

beginning of the staff.

Q,. How many clefs are there?

A. Two principal, viz.; the treble clef and bass clef

OF MUSIC.

Q.. What line of the staff is the treble clef placed upon?

A. On the second line from the bottom.

Q.. What note or letter does it make ?

A. The letter or note G.

NOTES UPON THE STAFF.

Treble Clef.

Q,. Are the notes always confined within the five lines and fcm

spaces of tUe staff?

A. No
;
they frequently extend above or below, on or betwixt addir

tional small lines, called leoer lines, thus : — — L«g«r uhm mb«T«.

I
1
»

E P G A C D E F

L«g«r Uaea below.

NAMES OF THE NOTES ON THE TREBLE STAFF, LEGER LINES AND SPAOM

Note.

—

TTie pnpil will perceive that the first note is below two additional, or legw

lines, this is called the third space below the stafT, which is the letter G— the next is oa

the 2d leger line below, which is the letter A. Then 2d space below B— Ist leger lias

below C— 1st space below D— Ist line E— 1st space F— 2d line G— 2d space A—
3d line B— 3d space C— 4th line D— 4th space E—5th line F—1st space above G—
Ist leger line above A—2d space above B—2d leger line above C— 3d space atwvt D-^
Id leger line above E, Ac.
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THB BASS NOTBS EXPLAINCD.

On what line is the bass clef placed ?

A. On the foiuth line from the bottom.

Q. What note, oir letter does it make ?

A The note, or letter P.

•OT£S ON THE BASS STATE.

Bass Clef. ^ ... 1 1 10 1^
1 J » •

1
Ml—

1

^
J.

G A B C D E

ms or TOB MOTES Mf TBE BASS STAFF. LEGER LINES AND SPACES.

SECOND LESSON.
MUSICAL TERMS.

Q. What are Musical Terms ?

A. Musical Terms are certain words and sentences appended to

passages of music for the purpose of indicating the style in which such

parts should be played. As a familiarity with them is of great impor-

tance, a study of the principal terms is desirable at this point. See
page 11.

Q,. What are they?

A. The Semibreve, or whole note the Minim, or half note

8 Eighthi; #
or ^

16 Sixteenths; #
or C

r J

0 0 0 0
LJ

aa Thirty-seconds-p### 0000 0000^^0000 f000%
bud hdd uL±i t±d K bbu
Su] Cu3 uS] S 3 lSD

E_f 8 f f f f 4 2

3'^

i±±i ’ a ‘ S t)

Note.—The stems of the notes may be turned up or down, tied or not, without chang-

ing the duration of the notes. The pupil will study the relative length of the notes ac

follows : One semibreve is equal to two minims, &c., as in the Table. Then learn the

value of the minim
;
one minim is equal to two crotchets

;
one minim is equal to four

quavers; one minim is equal to eight semiquavers; one minim is equal to sixteen demi-

semiquavers. Then the value of the crotchet; one crotchet b equal to two quavers;

one crotchet is equal to four semiquavers
;
one crotchet b equal to eight demisemiquaveiB.

Then the value of the quaver
;
one quaver b equal to two semitjuavers

;
one quav«r ia

equal to four demisemiquavers. Then the value of the semiquaver; one seniqmyer is

equal to two demisenliquavers.

THIRD LESSON.
ON THE VARIOUS SORTS OP NOTES, AND THEIR PROPORTIONA

Q. How many different species of notes are there ?

A. Six.

FOURTH LESSON.

ON THE DOT, BESTS, AND TRIPLETS

Q.. Wliat is the effect of a dot after a note ?

A. It makes the note half a.s long again, thos
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A semibreve dotted 0 • is equal to a semibreve and a minim, or three

minims.

A minim, dotted, p* is equal to a minim and a crotchet, or three

crotchets.

A crotchet, dotted, j** is equal to a crotchet and a quaver, or three

quavers.

A quaver, dotted, ••

mmiquavers. ^

A semiquaver, dotted.

is equal to a quaver and a semiquaver, or three

is equal to a semiquaver and a demisemi-

quaver, or three demisemiquavers.

Q,. What is the effect of two dots after a note ?

A. They add three quarters to its length, that is, the first dot is half

•s long as the note, and the second dot is half as long as the first, thus

:

r
equal to equal to 0 0

. t

Q. What are rests

!

A. Small characters which denote silence, and are equal in duration

to the notes which they represent.

Q,. How are they expressed?

A. The semibreve rest is expressed by a stroke placed under a line

of the staff
;
the minim rest by a stroke over a line

;
the crotchet rest

by one crook turning to the right
;
the quaver rest by one crook turning

to the left
;
the semiquaver rest by two crooks turning to the left

;
and

the demisemiquaver rest by three crooks turning to the left.

Semibreve. Minim. Crotchet. Qnaver. Semiqaaver. Demisemiquaver.

s # -9-
ri

•1 •1 IT* r 1 *'1 ir

Beat Beit. Beet. Beat.

1

Beat Beet

Q.. Does th 3 dot have the same effect upon a rest that it does upon

the note ?

A. It does
;
thus—
Crotchet rest, dotted, Eqael to a crotchet re«t and a qnaTer rak

__ _ ^ -

F=^=F-
Q,. What is the meaning of the figure 3 placed over or under three

crotchets, quavers or semiquavers ?

A. It signifies that the three crotchets, quavers or semiquavers, must

be played in the time of two
;
each group is called a triplet.

Q,. What is the meaning of the figure 6 placed over or under six

notes?

A. It signifies that they must be played in the time of four.

Q,. Is the same rule observed with respect to other figures, as 6, 7,

9, &.C.?

A. Yes
;

five are played as four, seven as six, and nine as eight of

the same species.

FIFTH LESSON.

ON THE SHARP, FLAT, AND THE NATTJRAI.

Q. What is the effect of the sharp (^) ?

A. It raises or elevates the note before which it is placed, a semi'

tone, and played on the next key on the right hand.

Q.. What is the effect of tho flat (b)'



A. It owers or depresses the note before which it is placed a semi-

tone, and played on the key placed on the left hand.

2 -

r
^

Vi, J 1

1

B Natural. B Flat.

Q,. Are the sharps and flats marked to all the notes of a musical

eomposition ?

A. No
;
the sharps and flats necessary to the key are marked at the

ngnature, or sifter the clef, and they effect all the notes of the same

name, during the piece, unless contradicted by a natursil.

d. What is the effect of the natmal (^)?

A. The natural contradicts either the sharp or the flat, and brings

Ifao note to its original state.

-
ft

-
2

B B

:

?laL B F atnral.

Q. What is the order of the sharps at the signature i

A. As follows ;—
A £

=-ir
:r=
5 6 7

Q. What is the order of the flats ?

A. As follows :
-

Q- When a p, or if, is placed before a note, in the ‘'.ourse of a
piece of music, wtiat is it called ?

0? MUSIC.

A. Accidental. It effects a 1 the notes on the same line or space,

through one measure only.

Q,. What is the effect of the double sharp?

A. The double sharp, marked by a X, serves to raise a note, already

sharp, another semitone.

Q,. What is the effect of the double flat ?

A. The double flat (bb) serves to lower a note, already flat another

semitone.

Q,. What is a semitone ?

A. A' semitone is the smallest interval used in modern music. On
the piano-forte there is a semitone from 2iny key to the nevt above or

below.

Q,. What is a tone ?

A. A tone is the union of two semitones, thus :
—

Semitone, Semitone. Semitone. Semitone.
Tr

1 ' r -J 1rIf ^ . A U.J w L
sii L_? JLL

Whole tone. Whole tone.

SIXTH LESSON.

ON THE FORMATION OF THE SCALE.

Q.. What is the meaning of the word scale ?

A. This name is given to a succession of seven notes, ascending or

descending
;
there are two sorts, the diatonic and the chromatic.

Q,. What does the diatonic scale consist of?

A. It consists of five tones and two semitones.

Tone, Tone, Semitone, Tone, Tone, Tone, Semitone.

tt. Where are the r-imitones placed in the foregoing scale ?
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A. TTie semitones occur between the third and fourth and seventh

fend eighth degrees.

Q.. How are the tones and semitones placed in the minor scale ?

A. From 1 to 2 a tone
;
2 to 3 a semitone

;
3 to 4 a tone

,
4 to 5 a

tone
;
5 to 6 a semitone

;
6 to 7 a tone and a semitone

;
7 to 8 a

mitone.

I

5 ^6
-G-

-h-

ny
Tone, Semitone Tone, Tone, Semitone, Tone and Semitone, Semitone.

Q. How is the chromatic scale formed ?

A. It consists of twelve successive semitones
;
thus—

CC#DD#EFF#GG#AA#B C

H rr—J—^— -
WIT\ n IZSi

uj; 'i
[—

•

—^ ^
j

Q. Can the chromatic scale proceed by flats ?

A. Yes; generally in descending
;
thus—

C B Bh A A 7 G G[3 F E

1

Et, D Db c

6Ew
: .. MziiM 1

-bJ J bJ
U-li

dicularly through the stafl*
;
and every division is called a measura sv

bar; thus—

Q,. What is the use of the double bar:

A. It serves to divide a piece of music into two, three, or mor*
parts, called strains. When dots are placed on both sides of the doubla

bar, both parts are to be repeated
;
when the dots are only on one sid*

of the double bar, the part on the same side as the dots is to be repeated.

I PPPit
lit Strain. 2d Strain. 3d Strain. 4tli Straiik

Q.. How many sorts of time are there ?

A- Two principal
;
viz., common and triple time.

(i. How are these two species subdivided ?

A. Into SIMPLE and compound.

Q. How are they expressed ?

A. Simple common time is expressed by C> 4 > t*

One Semibreve in a meaanre, or Its equivalent One Minim in a measnre, or its eqnivalaW

SEVENTH LESSON.
ON TIMS.

d. What is time ?

A. Time is the measure of sounds, with regard to their duration.

To facilitate the reading and performance of music, every piece is

divided mto small equal portions, by lines, called bars, drawn perpen*

Simple triple time is expressed by and

Three minims in a measure. Three crotchets in a measnre. Three qnaven in a measoM

Compound common time takes place when two measures of simpl*
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tripl* time are loined into r)ne
;
that is, two measures of | time make

«ke of I ;
two measures of | time make one of &c.

Six quavers in a measure. Six crotchets in a mewure.

Compound triple time takes place when three measures of simple

triple time are joined into one
;
that is, three measures of ^ time make

one of g ;
three measures of ^ time make one of |, &c.

Nme quavers in a measun- Nme crotchets in a measure.

EIGHTH lESSOII.

ON COUNTING TIME.

How is the time of a musical composition to be counted ?

A. Various ways;— according to the number of parts contained in

each measure
;

also according to the speed of the movement. In

common time, marked C» or |, the crotchet being the measure note,

generally four parts are counted in each measure.

"a f-

J »

tipi -

-1—1—1—1- T—1—1—

k

1

In half common time, marked |, two or four may be counted.

In compouna common time, marked g, two dotted crotchets are

generally counted ; however, in a slow movement, it is better to connl

six quavers in each measure.

.12

1 23 4 5 6 1 23 45 6

In triple time, meirked three crotchets are generally counted
;
in

slow movements, however, it is better to count six quavers in s

measure.

NINTH LESSON.
ON GRACES, OB EMBELUSHMENTS.

Q,. What is an Appogiatura ?

A. It is a small note placed before a large one, above or below
;

it

may be a tone or a semitone above the principal note, or a semitone

below. The appogiatura borrows half the value of the principal note;
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d. How IS Ine Tvam expressea ana penormed ’

A. The Turn is the union of the upper and lower appoggiatura
;

it

ii either direct or inverted. Th ^jrect turn is expressed by this

sign When a sharp is to be ad» d to the lower note, this must be

expressed by a sharp added to the sign.

d< How is the turn to a dotted note played ?

A. The note is played first, and then the turn.

~~P a-#-
r-i—r-i*—r~r-—.

—

P ^ j—

1

Q,. How is the 'Inverted Turn played ?

A. It begins with the note below, and ends on the principal note.

Written, Played, Written, Played.

d> How is the Shake marked and performed?

A. The Shake, marked tr, is a quick and alternate repetition of two

notes;— the principal note and the note above.

Written,

f» H
Played.

OF MUSIC. f

TENTH LESSON.

ON EXPRESSION.

Q,. What are the priocipal means of expression ?

A. A strict attention to the accents, emphasis, syncopation, and a

close observance of the Legato, Staccato, Crescendo, and Diminu-

endo.

1 . ON ACCENTS.

Q,. What is meant by Accent, in music ?

A. The stress given to a note, in. pref rence to another, according

to its place in the measure. In | time the first and third parts are

accenu-d, and the second and fourth unaccented. In | time, when two
crotchets are introduced, the first is accented, suid the second is not

;

wnen four quavers are introduced, the first and third are accented, and

the second and fourth are not. In ^ time, the first part of the measure

is accented, and the second and third parts unaccented. In § time, the

first and fourth quavers are accented.

2. ON EMPHASIS.

Q,. What is meant by Emphasis ?

A. Emphasis is a deviation from the rules concerning the accents

;

it takes place when a note, which should not be accented, has a stress

given to it
;

it is marked by a small angle >, or sf, or fz.

3. ON SYNCOPATION.

Q,. What is the meaning of syncopation ?

A. Syncopation takes place when the unaccented part of a meaiui*

is joined with the next accented |»art ; this happens—
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1. When long notes are placed between two ofner notes of shorter

duration
;
as a minim between two crotchets, or three crotchets between

two quavers.

^ 2. When two notes are connected by a tie or bind either in the

middle of a measure, or from the last note of a measure to the first of

the next,— the first note of the tie is struck, the second is held down.

^

1—

I

—
-[

When round dots are used, they should not be played quite so shorfc

Q,. What is the meaning of the word Crescendo, or its abbrevia-

tion, Cres. ?

A. It signifies that the sound must be gradually increased from soft

to loud
;
this is sometimes expressed thus : -==:rr

^

Q,. What is the meanmg of the word Diminuendo, or Dim. ?

A. It signifies that the sound must be gradually diminished from

loud to soft
;

it is sometimes expressed thus

:

Q,. When these two angles are opposite each othe- thur,

—

=

r ^ I
what do they signify

A. That the sounds must be gradually mcreased, and afterwardi

diminished ; this is termed a Swell.

4. ON THE LEGATO AND STACCATO.

Q.. What is the meaning of the word Legato ?

A. Legato signifies a smooth and connected style of playing,

blending the sound of one note with that of the next. This is affected

by keeping a finger down until the next finger has struck the following

note.

Q,. How is the legato expressed?

A. By a curved line, called a Slur.

ELEVENTH LESSON.

ON ABBREVIATIONS, &o., &o.

Q,. What is the meaning of thick, short strokes, drawn across the

stems of notes?

A. They are marks of abbreviation
;
thus :—

What do small dashes placed over or under the notes signify ?

^ The notes are to be played short and distinct, lifting the finger

I^OBi fee key before the length of the note is expired. It is called

SrAcoAm
Writta, Playe4.

» 1! t f ; t

-Or-
' ^

-I
—S -m .. 1 r

B
V—

r

<—

^

p -gziil::- ^ 1
^1

WTien placed after a group of notes, they signify repetition
;
thus

Written, P

-f—0 —
ayed.f 11

1^—

J

Q,. What is the meaning of^ ?
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A. This mark is called a Pause, and signifies that the note over

vhich it is placed must be sustained longer than its usual length.

Q. What is the use of the Brace
?

|

• ,

A. It serves, in modern music, to connect the two staves, the

upper of which is for the right hand, £uid the lower for the left hand.

Q.. What is the meaning of the words Da Capo, or their abbrevia-

tion, D. C. ?

A. They signify that the performer must play over again the first

part of a piece, from the beginning to the word Fine.

Q.. What is the meaning of Dal Segno?

A. These words refer to a preceding* mark of Repeat, and indicate

that part of the piece must be repeated, from the sign .$• to the word

Fine.

Q,. What is the use of the figures 1 and 2 placed over some notes

at a double bar ?

A. They signify that a part of the piece must be played over twice

;

and that, in playing it the second time, the performer must omit the

measure or measures marked 1, and play, instead, the measure marked 2.

r T “ ^ ^ rrr 9
\ i-1-

1 r 1- J • - ' 'll-—p--LlJ-JL

Q. What is the meaning of 8va, followed by dots ?

A. It signifies that the notes, over which it is placed, must be

played an octave higher than written.

Q. W hat does the word Loco signify ?

A. It is generally used after 8va—,
and signifies that the music

But be played as written.

EXPLANATIONS OF MUSICAL TERMS.

Piano, or p ,
Soft.

Pianissimo, or pp ,
Very soft.

Dolce, Sweet.

Fokte, or f,
Loud.

Fortissimo, or ff, Very loud. ,

Mezzo Forte, or mf. Half loud.

Sporzando, or rfz .
Suddenly loud.

Crescendo, or Gres, Gradually iucreasing in loudness.

Decrescendo, or Decres., Gradually diminishing in loudness.

Con Espressivo, With expression.

Affetdoso, Affectionately tender.

Maestoso, Majestic.

Gaktabile, In a graceful, singjng style.

Leoato, Slurred, flowing.

Leooiero, Light.

Con Anima, With feeling.

Con Spirito, With spirit

Con Fcoco, With fire.

Agitato, Agitated.

Scherzando, Playful.

Mosso, Animated.

Sempre, Always. »

Grate, The slowest kind of time.

Largo, Very slow and grave. *

Lento, Slow.

LfBOHETTO, Less slow than Largo.

Adagio, Slowly.

Andante, Bather slow and distinct.

Andantino, Less slo^ than Andante.

Allegretto, With peculiarly gracefiil and moderate vivacity

Allegro, Fast and animated.

Presto, Rapid.

Prestissimo, Rapid and impetuous.

Tempo di Marcia, Time of a March
Con Moto, With movement.

Ritardando, or Ritard, ) t, . .. .•

Rallentando, or Ball., }
‘I*®

Ritendto, Retained.

Aocellrrando, Accelerating the time.

An Libitum, At the will or pleasure of Uie player.

A Tempo, In the regular time



FOR THE CONCERTINA

GENERAL REMARKS.
The Concertina Avas invented about the year 1 830 ;

but it required

both time and experience before the Instrument attained its present per-

fection. It possesses considerable compass
;
having a greater range than

the Flute, and (excepting the very highest notes, only used in very diffi-
j

cult and elaborate compositions) the same as the Violin. Its tones are

pure, sweet, and brilliant. It has great power of expression and execu-
j

tion
;
and is capable of producing a gradual increase and decrease of

|

tone, not to be surpassed, and rarely equalled (unless by the finest per-
j

formers) on any other Instrument. The capacity to play any music writ-
j

ten for the Violin, Flute, or other musical Instrument, (if within its com-

pass
;)

with the ability to play music that cannot be attempted on any

other instrument ;—enabling the performer to produce harmonies of 2
,
3

,

4, or more parts, or in fact any combination of notes. These are the

characteristic features of this elegant Invention
;
Avhich however can

only be fully appreciated in the hands of the best Masters. From its

intonation being always correct (unless when not in repair, which is sel-

dom the case, if judiciously used,) the tone easy to produce, and the

key.< lying entirely under the command of the fingers; it can be learnt

with much greater facility than other instruments. On this account, it

is particularly valuable to the Amateur, though it must be remembered,

that to gain mechanical dexterity on this, as Avell as on any other instru-

ment. considerable practice and tuition are required
;
besides which, the

study of time and the principles of music are in themselves difficulties.

The Concertina may be used as a substitute for the Violin or Flute.

From these facts and the facility of its acquirement, amateurs are en-

abled to take a part in concerted music of the highest order, which they

would otherwise never have an opportunity of doing. Tenor and Bass

Concertinas are likewise manufactured, upon which any music written for

the Viola or Violoncello may be performed. They are frequently com-
bined

;
and in quartetts, septetts, or even in larger nnmbers.they produce

a beautiful effect, and with music expressly arranged for them, a brilliant

result is produced Avhich cannot be surpassed by any equal number of

other instruments. It has however shared the fate of other new inven-

tions, and sustained an equal amount of opposition from prejudice
;
in

spite of which however, it has risen to almost unprecedented popularity;

and its numerous powers are becoming every day more and more appre-

ciated by professors and amateurs.

ON HOLDING THE CONCERTINA.

On all instruments an easy position or manner of holding the hands

is one of the first requisites : as without ease, the acquirement of exe-

cution is rendered doubly laborious. It will be observed that the Malcer’s

name is placed on one side of the Concertina; this must be played by
the right hand : the straps forming loops are intended for the thumbs,

which should be inserted so as partially to cover the first joints
;
the rests

or plates in a line with these straps are for the fourth fingers. The thumb
straps (adjusted to the requisite size by means of the screw and slides,)
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should not be very tight. By pressing the points of the thumbs down-

wards, and the other part upwards, the thumbs will be held in their pro-

per position. This (with resting the fourth fingers in the middle of the

plates, pointing downwards.) will assist in nrcliing the wrist, which is

essential, as by keeping the wrist curved and away from the instrument,

the hand is thrown forward
;
thus enabling the keys or studs both high

and low to be struck with the points of the fingers. By this method the

finger will cover a smaller space. It Avill be readily understood that the

less room the fingers occupy, the easier it will be to place them above or

below each other, according to the different fingerings used on the instru-

ment.—The attainment of a graceful position is of great importance,

ease and grace being inseparable
;
and to this end a slight curve should

be gained from the shoulder to the knuckles, the elbows not kept too

close to the body, nor with any projection outwards. The Concertina

may be played either in a standing or sitting position
;
in the former it is

supported by a string round the neck, in the latter by resting the left side

of the instrument on the left knee, and drawing the bellows with the

right hand. The pupil is recommended to practice at first in the latter

position, in which case it is desirable that the left knee should be eleva-

ted as much as possible, and the right knee somewhat depressed, so that

the free action of the bellows may not be impeded by the dress or the

right knee. The instrument has four rows of keys on each side, the

two white rows are the natural notes, the two black rows the sharps and

flats. It is better that the pupil should occupy himself in the commence-
|

ment with the natural notes only, one row of which is to be played with

the first finger, and the other with the second, (tho’ it will be seen here-

after that this is only the general rule.) Unnecessary force in striking

the keys is to be strictly avoided. The management of the bellows will

be treated of subsequently. In the meantime the pupil should draw or

open it to its full extent, and then almost close it with the reverse action,

when the former motion must be resumed. The bellows should be kept

tolerably even
;
its being slanted a little on either side however is not of

material consequence, if not allowed to too great an extent. And it must

not be opened or closed without pressing a key at the same time, there

being no ingress or egress for the air excepting through the valve acted

on by the key or stud. Great attention should be paid to the foregoing

rules for acquiring the proper position
;
in fact, the pupil’s progress wJl

mainly depend on adherence to them.

THE SCALE.

The Scale is a progression of consecutive notes or sounds, which take

their names from the first seven letters of the Alphabet
;
after the seventh

letter the A is again repeated, and the same sequence resumed throughout

the range of an instrument. The scale is so arranged on the Concertina,

that the consecutive notes occur on the alternate sides, thus, A on the

left side is followed by B on the right side—C on the left side is followed

by D on the right side, and so alternately from left to right, and right to

left, till the top note C is attained. The pupil is recommended at first

to exercise each hand separately, thus commencing with the first finger

on the lowest red note on the left hand side
;
then take for the second

note, the stud in an oblique direction under the second finger
;
and so

from the first to the second finger alternately in so many steps—advanc-

ing the first finger a note, then the second a note, and continuing this

motion until within a few studs of the top
;
when the descent should be

commenced and effected on the same principle. The keys should not

be pressed heavily, but with as much lightness and ease as possible. This

practice should be frequently repeated
;
and afterwards adopted on the

other side, (that is with the right hand,) taking care that the bellows be

opened and closed gradually to the fullest extent, and with but little force.

In fact for some period the pupil should not use much power, as by that

means a harsh tone and stiff method will be attained. The fingers should

likewise be kept very close to the keys, the lifting them too high being

productive of many bad eflects
;
amongst which may be mentioned, the

probability of losing the position of the fingers on the studs
;
and the

fingers having farther to fall will of course occasion a greater percussion

than necessary
;
and consequently a noise and clatter of the keys will be

the result, as well as an uneven tone. The learner had better use only
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9 limited compass at the commencement of his practice, avoiding the

extreme high or low notes.—When by means of this exercise the fingers,

•hall have attained some degree of familiarity with their new occupation,

the pupil should attempt the scale. This is accomplished by combining

the foregoing separate exercises into one, using the notes on both sides

of the instrument alternately. The red keys are C’s, and the scale should

be commenced with the lowest C on the left hand side, (in a line with

the middle of the thumb strap,) following with the lowest D on the right

hand side, (the second note on the first finger row,) corresponding in

position with the lowest G on the opposite side. It may be necessary

to remark that the descriptions, exercises, (fcc., (fee., in these instructions,

are written for a treble Concertina of the fullest compass. The scale

will be much facilitated by keeping the fingers always over the last note

played, until the disused finger is required for another note. By this

means the fingers become guides to each other.—For example, by keep-

ing the first finger over the C on the left hand while playing the D, the

position of the E on the same side as C will be easily found
;
and by

retaining the finger over D, the F on the same side can be readily played.

It may be remarked, that by keeping the first and second fingers of each

hand always over the last notes played, there will be four notes con-

tinuously under the fingers, ready to be used again, or as so many guides

for succeeding notes. The ascent with both hands should be continued

to the second C on the left hand, and the descent should be made in like

manner to the note commenced from. The pupil is advised not to prac-

tice the above exercises too much at one time, but to relieve them by

intermediately learning the notes as expressed on paper, and their rela-

tive positions on the instrument.
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PLAN OF THE KEYS ON THE ENGLISH CONCERTINA.
r'

LEFT HAND. RIGHT HAND.

FURTHER REMARKS ON THE POSITION OP THE HANDS.

To obtain a good position in commencing the following exercises, the pupil is advised to bear in mind the following rule, viz. : to place 1

first and second finger of the left hand over the lower C and E, and the first and second finger of the right hand over the lower D and

those being the first four notes of the scale of C Major.

.1^

s*
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MINOR SCALES.
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THE CHROMATIC SCALE.

EVELYN’S BOWER.
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When a note is repeated several times it is requisite to change the fingers.
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FAVOURITE AIR.

IL SEGRETO.
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DRIN, DRIN, DRIN. FRENCH AIR.

THE MAID OF LLANGOLLEN,

ANDANTE.
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THOU ART GONE FROM MY GAZE.
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THE CAVALIER. C. W. GLOVER.

AliliEGRO.
RATAPLAN. (From La Figlia del Regimento.) DONIZETTI.
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PLANXTY KELLY.

HAMMER POLKA. W. H. BIRCH.

LUCY NEAL.
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ERIN GO BRAGH.

JOCK O’ HAZELDEAN.

THE LASS OF GOWRIE.
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THE LEGACY.
27
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AIR PROM NORMA.

AIR FROM “IL PIRATA.” BELLm.
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PORTUGUESE HYMN. (Adeste Fideles.)

31
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GERMAN WALTZ.212121312 1213 3 1 221212 1 312 1

O DOLCE CONCENTO. MOZART.

DIVINA AGNES E. (From Beatrice di Tenda.)
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GOD SAVE THE QUEEN.
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DONIZRTTI.

DEH CONTE.
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MY LODGING IS ON THE COLD GROUND.
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DUETT. FOR TWO CONCERTINAS.
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