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A Twilight Meditation. T. L. Carpenter.50
Sarabande. Handel.20
My Alpine Love. Rich. Goerdeler.35
Sequoia Gavotte. H. \V. Patrick.25
Sing, Birdie, Sing. Op. 263, No. 4. H. Necke.30
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Pianoforte Method. Walter Macfarren.SI 25
Violin Method. Otto Peiniger. 1 50
Celebrated Violin School. Louis Spohr. 6 00
Voice Training- Exercises. Emil Behnke and Charles
W. Pearce.
60
Twenty-five Lessons. Concone. 50
Forty Lessons for Contralto. Concone. 50
Fifty Lessons, Medium Voice. Concone. 50
Treatise on Choir and Chorus Singing. Fetis... 40
Supplemental Book of Exercises. Henry Gadsby. 40
A. Singing Book for Public Schools and Choir
Boys. Alfred Gilbert.
20
Two-Part Solfeggi. James Higgs. 40
Five Minutes Exercises. Florence A. Marshall. 20
Thorough Bass School. Mozart. 40
Manual of Singing. Richard Mann. 40
Voice and Vocal Art. Sabilla Novello. 40
Vocal School. Sabilla Novello.
Daily Vocal Exercises. Pinsuti. 1 00
The Elementary Principles of Music for Pub¬
lic Schools. Edward D. Rendall. 75
Instructions for the Guidance of Singing
Schools ami Choral Societies. Silcher. 20
Method of Singing. Stockhausen. 2 00
Harmony. Henry Gadsby. 1 00
Practical Harmony. W. S. Rockstro. 75
Key to Practical Harmony.
W. S. Rockstro.
60
History of Music. W. S. Rockstro.,. 75
The Rules of Counterpoint. W. S. Rockstro. 75
The Music of the Bible. John Stainer... 1 00
A Treatise on Harmony. John Stainer.. 3 00
A Theory of Music. Louis Gibson. Three books.each
40
The Growth of the Musical Scale and of Modern
Harmony. J. M. Capes... 2 00
Harmony and Thorough Bass. A. R. Gaul. 1 20
A Treatise on Counterpoint and Fugue.
Cherubini.
2 50
General Musical Instruction. Dr. Adolf B. Marx... 2 50
A Treatise on Modern Instrumentation and
Composition. Hector Berlioz... 4 00
A Dictionary of Musical Terms. Sir John Stainer... 3 00
A General History of the Science and Practice
of Music. Sir John Hawkins. Two volumes.each
Three volumes, containing the Portraits. 6 40
The Organ. Fred. Archer. 2 40
The Art of Organ Playing. W. T. Best. Part 1. 1 20
The Art of Organ Playing. W. T. Best. Part 2.3 00
A Progressive Introduction to Playing the
Organ. John Hiles. 2 00
Daily Studies and Complete Pedal Scales.
G. Lake. 50
Practical Organ School. C. H. Rink
Oblong Folio.
Cloth, $-4 80; or in 6 books, each. 1 00
Complete Practical Organ School. F. Schneider.
Paper, $1 00; boards.„. 1 25
Studies for Pedal Playing. F. Schneider.2 25
Chorals, Scales, and Exercises. F. Schneider. 1 15
Forty-eight Trios for Manuals and Pedal Ob¬
ligato. F. Schneider. 2 15
The Organ Primer. John Stainer. (Novello, Ewer A
Co.’s Primer, No. 8.)

Paper cover, 75 cts.; paper boards... 1 00

Instruction Book for the Organ. Charles Steggall 1 20
The Organ, Its History and Construction.
Edward J. Hopkins.
Complete in one volume, $10.00;
also in five parts, cloth, each. 2 60

Life of Mozart. Edward Holmes. 1 volume.2
Life of Chopin. Frederick Niecks. 2 volumes.10
Life of Mozart. Otto Jahn. 2 volumes.„10
Life of Bach. Philip Spitta. 3 volumes.12
Letters from Bayreuth. Joseph Bennett.
The Literature of National Music. Carl Engel. 2
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FOR SALE BY

THEO. PRESSER,
1708 Chestnut St.,

Philadelphia.

portrait and biographical sketch of the composer, and that the price
is very low, enough has been said to show that this Library of
Musical Classics, which is wholly a product of American iudustry,
is in all respects fully the peer of any similar European edition.
The following numbers are ready:
NO.

PRICE

*

40. CLEMENTI. Twelve Sonatinas for the Piano. Op.
36, 37, 38 (Koehler).$0 50

*

42. FIELD.

Eighteen Nocturnes for the Piano (Liszt)....

60

*

52. KUHLAU. Twelve Easy Sonatinas for the Piano.
Op. 20, 55, 59 (Klee-Koehler-Roitzsch).

50

58. MENDELSSOHN. Songs Without Words for the
Piano (Kullak). In paper, $1.00; in cloth. 2 00

*

90. SCHUMANN. Album for the Young, Op. 68, and
Scenes of Childhood, Op. 15, for the Piano (Vogrich)....

50

* 134. WEBER. Concertstiick, Pieces and Variations for the
Piano. Edited, revised, and fingered by Dr. William
Mason.

75
40
40
40
40

153. CZERNY, CARL. Op. 139. Hundred Progressive
Studies without Octaves (Vogrich).
50
* 154. — Op. 740. The Art of Fiuger Dexterity. 50 Studies in
Brilliant Style (Vogrich). Complete, in paper $1.25;
in boards... 2 00
155-160. — The same in 6 Books, each.
30
161. — Op. 299. The School of Velocity (Vogrich). Complete
60
162-165. — The same in 4 Books, each.
25
* 242. CONCONE. Op. 9. Fifty Lessons for the medium
part of the voice (Randegger).
* 243. — Op. 9. The same, transposed for Contralto (Ran¬
degger).
244. —Op. 10. Twenty-five Lessons for the medium part of
the voice (Randegger).
247. — Op. 17. Forty Lessons for Contralto (Randegger)
248. — Op. 17. Forty Lessons for Bass (Randegger).
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* 135. RERTINI. Twelve little Pieces and Preludes (Vog¬
rich)..
136. —Op. 100. Twenty-five Easy Studies without Octaves
(Vogrich-Buonamiei).
137. —Op. 29. Twenty-four Studies (Vogrich-Buonaraici)....
138. — Op. 32.
Twenty-tour Studies. A sequel to Op. 29
(Vogrich-Buonamici).
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255. MOSZKOWSKI. M.
Op. 12.
Spanish Dances.
For Piano, four Hands. 1 50
257. BRAHMS, JOH.
Hungarian Dances for Piano,
four Hands (Scharfenberg). . 2 00
(Other volumes in preparation.)

NEW SONGS.
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(Nymphes et Sylvains.)

WALTZ SONG WITH ACCOMPANIMENT OF PIANO

Arnold
Milde,

(ENGLISH-FRENCH)
BY

H. BEMBERC.
For Soprano (Original) in F, Soprano or Tenor in E, Mezzo-

Affern
Ajfiiiez

Soprano or Baritone in E flat, Alto or Bass in D.

PRICE 75 CENTS EACH.
In the sub-title, “ Waltz Song,” the essential feature of this delicate
dance of wood sprites is aptly characterized. By a device masterful
in its simplicity, the four-times repeated introductory bass-pulse on
the dominant in the accompaniment, a feeling of expectancy is
subtly yet naturally awakened, and is kept on tiptoe by the refusal
of the bass to touch the key-note till the very beginning of the
waltz-rhythm of the actual dance. The sprightly melodious setting
of the text is in every way charmingly effective.

BUCK, DUDLEY. Five Songs for Mezzo-Soprano :
No. 1. In June.
No. 2. Love’s Remorse...
No. 3. Alone.
No. 4. Spring’s Awakening.
No. 5. Crossing the Bar.
— The same, transposed for Alto, each...
Within a narrow' compass, these five songs have a wide
scope; their changing moods are marked by the delicate yet
powerful touches, the dignity of sentiment which spurns
sentimentality, that are characteristic of Mr. Buck’s best
work.

40
40
40
40
40
40

Centol
— No. 2
— Op. 4
Hofma
IInet,
— S6ren
— Joye
— Ilisto
— Tocc
Joachi
Speer.

Hi rnui

Schmn

Caeclli
M
Se
StehXe.

DE KOVEN, REGINALD.

Ask What Thou Wilt. Sop.
E flat, Mezzo Sop. D, Alto C, each.
— Love’s Ecstasy. Sop. G, Mezzo-Sop. E flat, each.
— Norman Cradle Song. Sop. F, Mezzo-Sop. E flat, each.
— Where Ripples Flow. Barcarolle. Sop. G, Mezzo-Sop. F,
Alto C, each.
— Only in Dreams (Hendrick), from the Comic Opera, “ The
Knickerbocker,” Ten. F, Mezzo-Sop. E flat, Bar. D flat,
Bass C, each.
— Spinning Song (Katrina), from “The Knickerbockers.”
Sop. G, Mezzo-Sop. F, each.

50
50
40

Jat'asso

50

Bre*V*,
W
c
— Sing

40

Goetze
50

The well-spring of graceful and pleasing melody, of which the
author of “Robin Hood,” “The Knickerbockers,” and “The Fencing
Master” is the fortunate possessor, flows on through these new
songs in unabated freshness, happily wedded to the melodious verse
of their text; they should prove as genuinely popular as anv of their
predecessors.
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PIANO AND REED ORGAN.

IN

CATALOGUES FREE
323 TO 333 SO. CANAL STREET.

BY CHAS. W. LANDON.
PRICE $1.00.

Method for the Piano.

They

Perhaps the most popular set of Easy Studies ever issued.

BY

CHAS. W. LANDON.
PRICE $1.50.

Chase Bros. Pianos. H

This work is especially designed to meet the
want of the popular student with mediocre ability.
It contains ail the ideas of recent pianoforte play¬
ing. The author is a well-known practical teacher,
and author of a similar work lor the Reed Organ,
which is now generally used for instruction on that
instrument. It will be well for every teacher to
examine this new work, which will be ready in a
short time.
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THEODORE PRESSER, Publisher,
PHILADELPHIA.

COLUMBIA COLLECTION

CLASSICAL > PIANO

Tone,

MUSIC.

SUPERIOR IN EVERY RESPECT TO AST BOOK
.OF ITS UlSfO EVER FURBISHED.

Ita Staiari fir Excellence ani Unity.
MANUFACTURED IN ALL 8TYL353 OF

Among its pages will be found many choice pieces by
Josefi'y, D’Albert, Gregh, Kientzl, Scharwenka, Hoch
GRANDS and UPRIGHTS
sprung, Hyllested, Strelezki, Ashmall, Lassen, Raff.
an P
Liszt, Gruenfeld, Massanet, Jaell, Moor. Hoffman, Pon
cbielli, Sternberg, Schuy, Scholz, Manchester, and other
celebrated composers.
Factories: Grand Rapids and Muskegon, Michigan.
Every composition has been selected for some particu¬
Am
lar merit, and every number weighed with critical dis¬
8end for Illustrated Catalogue.
Send fo
crimination before being admitted to this cellec'ion ;
each of the gems thus chosen may be considered unusu¬
ally interesting, or very unique and characteristic. 144
A Mo
pages, printed from stone on heavy paper, wilh a hand¬
some lithograph title.
scription $1.00 per year; sample co^s l0 cents eac
Every Piano X=la.yer slr.o-u.ld. liavs It.
THUD VIOLIN
PRICE $1.00.

CHASE BROS. PIANO CO.,

THE V8QUN WORLD.
13 EAST SIXTEENTH STREET,

_

Music

fIC REVIEW

A List of Standard Educational Works.
Foundation Studies in Pianoforte Playing.
By Stephen A. Emery. The very best method yet published for
use with beginners, and especially adapted ior
children. Price $1 50, net.

THE

AND OTHER

me v

IDuGATIDN •> PUBLICATIONS

Head and Hands.

Of Especial Yalne to Teachers of Mnsic

By Stephen A. Emery. Fundamental Technique for the Piano¬
forte. An introduction to Tausig’s Daily Studies.
Price $1.60, net.

published by

Preparatory Exercises in Pianoforte Playing.
By Carl Faelten.

Price 75 cts., net.

24 Short Melodious Studies for the Pianoforte.
By

A. D. Turner.

Op. 30.

Price, Pt. 1, $1.50; Pt. 2, $1.25.

30 Easy aud Melodious Studies for the Pianoforte.
By

Henry Maylath.

Op. 163. In two books.
hook.

Op. 57.

174 Wabash Avenue, Chicago.

Price 75 cts.

FAR
T
PAR
T

CLAYTON F. SUMMY,

PAR
P

Music • Publisher • a ml • Importer,
174-176 WABASH

13 Easy Octave Studies (In the Major Keys) for the
Pianoforte.
By A. D. Turner.

Op. 20.

AVENUE,

CHICAGO.

Price 90 cts.
The Better Class of Music a Specially.

Etude Albnin for the Pianoforte.
A co'lection of Etudes for the Pianoforte selected and arranged in
progressive order. By Arthur Foote. Price $1.00, net.

Special Studies in Presto Seales for Pianoforte.
By Stephen A. Emery-.

Op. 20.

Price $1.25.

13 Etndes for the Development of Technic and Style.
By E. A. MacDowell.

Op. 39.

METRONOME
BARGAINS.

Two Pianoforte Pedal Studies.
By Arthur Foote.

For

the proper use of the Damper Pedal.
Price 35 cts.

The Art of Phrasing.

By Alfred Arthur.

Price 75 cts., net.

Etnde Album for the Organ.
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MAELZEL + METRONOMES.
Without Bell, only

@3.00

With

@5.00
WE ALSO OFFER

Etude Album for the Yiolin.

Solid Rosewood Guitars at $10.00

A collection of Etudes for the Violin. Selected and arranged in
progressive order by Charles N. Allen.
Price $1.25, net.

Usual Price $22.

By Edwin M. Lott and O. B. Brown.

By W. S. B. Mathews. A Systematic View of the Typical Forms
of Modern Music. Price 80 cts., net.

Elements of Harmony.
By Stephen A. Emery. A Clear and Concise Method of Teaching
Harmony, used for many years by the leaning conserva¬
tories and teachers. Price $1.00, net.
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depen
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Fine American Mandolins, $10.00

cation

Usual Price $20.

every

Price 50 its., net.

Primer of Musical Forms.
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count on all goods.

A collection of Etudes lbr the Organ. Selected and arranged in
progressive order, with Registration, Pedaling, and Fin¬
gering carefully indicated. By Everett E.
Truette. Price $1.50, net.

Dictionary of Musical Terms and Elements of Music.

comp
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30 Vocalises by C. Gi.oqbner-Castelli. Edited by G. Federlein.
Book I, price $1.50. Soprano or Tenor, Contralto,
Baritone, or Bass.
Book II, price $2.50. Soprano or Tenor, Contralto.

Progressive Vocal Studies for Medium Voice.

TH

cal w

Method of Pianoforte Technique.
By Charles Buttschardt, with additions by Arthur Foote.
Price $1.00, net.

PAR
(S

An invitation is also extended to all to visit my place of business
and examine the extensive stock of sheet music and music books.
Your attention is particularly called to the excellence of the stock,
both as to variety and character, and to the superiority of editions.

Price $1.25 each

100 Original Daily Exercises for the Pianoforte.
By Edmund Neupert.

CLAYTON IP. SIMM!)

Nickel-Rim Banjos,

-

$8.00

Usual Price $18.

The
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Complete Violin Outfits,

-

$12.00

Usual Price $25.
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Goods sent on approval anywhere in United
Supplementary Exercises, Chants, and Chorals to
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States. Send for Catalogues.
Elements of Harmony.
This
By Stephen a. Emery. Price 5U cts., net.
Mention THE ETUDE.

Complete Graded Catalogue sent
free upon application.

Mall Orders solicited and promptly filled
to all parts of the Country.
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1102 Chestnut St., Philadelphia. works

on his summer vacation, endeavored to collect his
pupils who were teaching in Berlin and to found a
Deppe School of Piano Playing, through which Deppe’s
principles should be transmitted and perpetuated. I do
not know how Count Hochberg is succeeding with this
school, but it was in existence when I was abroad a year
and a half ago. I was in Berlin only six days, and did
not see Count Hochberg, which I have much regretted
since. From there I went to Hamburg to visit Frl.
Elise Timm, who was Deppe’s friend and associate
teacher for years, and who has a flourishing piano
school founded on Deppe’s ideas. She has always been
his devoted adherent, and is the best teacher of his
method in Germany. Her address is 35 Kirchen A116e,
Hamburg. I went to Hamburg for one winter in 1875,
in order to study with Frl. Timm, and learned from her
points of technique which have been of the utmost
value to me both in playing and in teaching ever since.
She had the patience to study with her pupils, and many
an evening have we spent hours practicing technic
together.
The Deppe method is a religion with Frl. Timm, and
she is still teaching it as vigorously as ever. Americans
going abroad to study would do well to go to her first
for hand training and for the foundation of their musical
course. She understands how to give that invaluable
elementary instruction which everybody needs, and
which so few teachers know how to impart. My own
manner of teaching is based on the same lines, and I
always begin with the Deppe exercises, which are edited
by me and are published by S. W. Straub, 245 State
Street, Chicago. Anybody can get them by ordering
from him or at Mr. Presser’s house. I have prefaced
each exercise with a note describing how it should be
studied, but can make it perfectly clear only by illustra¬
tion on the piano. In a course of five lessons, of one
hour each, I can teach the leading features of the Deppe
method, and have done so to teachers all over the West,
who used to come to me for a month during their sum¬
mer vacations when I lived in Chicago.
As a perfect specimen of the Deppe method, I can
furnish my little twelve-year-old pupil, Laura Sanford,
who plays with the finish of an artist now, and who is
meeting with phenomenal success in public. She has
been developed wholly on the Deppe method, and will,
perhaps, appear at one of the concerts of the World’s
Fair this summer. It is my hope ultimately to take her
to Berlin and to have her play under the protection of
the Empress of Germany and of Count Hochberg, as
the American exponent of the Deppe School.
A
teacher, like a merchant, should be able to furnish “ a
sample of his goods.” Yours, respectfully,
Amt Fat.

HINTS TO THE THOUGHTFUL.
GEO. C. BULLING.
Cant and pretension in music are systematically being
pushed to the wall by the vigorous strides which com¬
mon sense is making in the art. We have too long been
talked and written to in the dead languages about music.
We demand plain Anglo-Saxon as a medium of commu¬
nication between musicians and music lovers. There is
nothing mysterious about music but the ignorance which
some people bring to it.
Many musicians are given to playing and singing
scraps or incomplete portions of a composition. This
makes it unpleasant for the listener, while it is artistic¬

best cure for his superfluous egotism is to associate with
musicians who know more than himself and yet make
no unbecoming parade of their knowledge.
Sympathy and deservedly bestowed praise are two of
the necessaries for the proper development of the musi¬
cian’s art life. Without them his working ambition is
apt to become stagnant.
One great superiority of music over the other arts is
that it cannot be turned to vicious ends.
Many people lament that they are too old to begin the
study of music. This is a mistake. We could mention
a long list of amateur musicians who did not begin the
study of the art until comparatively late in life.—Song
Friend.

NEW PUBLICATIONS.
FINCK’S NEW BIOGRAPHY OF WAGNER*
Richard Wagner is unquestionably the central figure
of the musical scene which has occupied the stage dur¬
ing the past fifty years. He dominates the situation by
virtue of his profound originality, his intellectual power
and grasp, his unrivaled creative imagination, his force
of character, the unexampled violence of the storm of
opposition awakened by his works and his doings gen¬
erally, and by his unparalleled triumphs over all adverse
circumstances.
It was the first of these qualities, to begin with, which
hindered the general acceptance of the new truths which
he had discovered, and of the colossal art-works which
he created for the embodiment of them. People in
general are slow to accept radical innovations in their
habitual ways of thinking. The vis inertia is a great
force in human affairs. Indeed, it would seem to be
even a greater force in the lives of educated men, espec¬
ially of those who are nominally occupied with the care
of the higher intellectual and spiritual interests, than in
the lives of men in general. Woe to that man who dis¬
covers a new truth or sets forth a new ideal of life,
character, art, religion, morals, science, or philosophy.
In this world he shall have tribulation ; and the oppo¬
sition he is sure to meet will more often come from
those whose superior education and position ought to
insure their appreciation than from people of inferior
cultivation. It is not the Hebrew race alone which has
always stoned and crucified its great prophets and seers
and canonized them afterward ; nor is it a characteristic
of that race only to divide into a higher intellectual and
social class, who cry out “ Crucify 1” while the common
people hear the prophet gladly. Every race has thus
treated its great intellectual and spiritual leaders, and
the German race is no exception. The story of the
struggles which have finally resulted in the triumph of
Wagner’s ideal of the music drama is a most impressive
illustration of this truth. As set forth in Mr. Finck’s
fascinating pages, it is both pathetic and tragic; the
German Philistine played a great part in it; and, above
all, the educated German Pharisee, who thanked God
that he was not as other men are, who considered him¬
self the repository and guardian of orthodoxy in musical
art, and who looked down upon more simple-minded and
open-hearted men, capable of receiving new ideas as
narrow-minded Philistines. The term itself is a German
university term employed to designate the great mass
of uneducated and unenlightened men as opposed to
those whose better opportunities for development ousht
to give them greater breadth of view. With what crush¬
ing force it maybe justly applied to numbers of pro¬
fessional critics, musicians, and official art-leaders
many a page of Mr Finck’s book conclusively testifies
1 his book is not dispassionately written : we are still
too near the life of Wagner for that, and he was too
much of a fighter, had too many faults and weaknesses
which rendered him vulnerable, while at the same time he
was a tremendous personal force.
Action and reaction
are equai; and the personal power of Wagner^s
marked by the violence of the hostility he aroused
It
is still impossible not to be either a partisan or an
* Wagner and his WorkB: The Story of his life
Comments. By Henry T. Finck
With PortLv6’
Price 85.00. New York: CharlesScribner's SotL
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gymnastics ; later, still more gymnastics, with the result
that the ear and musical nature are entirely uncultivated,
and the student graduates with very respectable attain¬
ments for a blacksmith or typewriter perhaps, but
utterly incapable of artistic soulful playing. One need
only question any first-class artist or teacher, to be con¬
vinced that this is not a pessimistic view of the situa¬
tion. A beautiful and artistic use of the pedal depends
almost entirely upon keenly sensitizing the ear. A
distinguished American composer once remarked, jok¬
ingly, to the writer, that he contemplated writing a set
of pedal studies for the training of the feet; but even
he did not seem to realize that it is not foot but ear
training that is wanted. That eminent American teach¬
er, Dr. Wm. Mason, has written an admirable study
(Vol. 4, “Touch and Technic”) that contains in a nut¬
shell the whole secret of artistic pedaling.
What is this secret? While in an article like the
present an exhaustive treatment of the subject is not
possible, yet the writer would make a few suggestions
which, if followed, will do much toward answering the
question. There are three fixed, invariable rules for the
use of the pedal. The first is to listen; the second,
listen; the third, listen I Beethoven’s dictum here ap¬
plies, that whatever sounds good is good. Bearing
these three rules in mind, let us examine a few of the
ways in which the pedal may be employed.’ It may be
used, first, to sustain a single tone of the bass. A
good example of this is found in the Chopin Nocturne
in E flat, in which the pedal is pressed on the first tone
of each group of three, and released on the chord that
immediately follows.
Second, to sustain the tones of a melody while the
hands are employed in passage work above or below
the theme. Gottschalk’s “Last Hope” is a familiar
example of this, the Chopin Etude, Op. 25, No. 1,
another.
Third, to sustain an organ point, as the low F
sharp in the Bach Saint-Saens Gavotte in B Minor.
The invention of the third, or soslenuto, pedal has
rendered it possible to do this perfectly without any of
the blur that necessarily accompanies the use of the
damper pedal. In using the third pedal it must be
pressed down after the note to be sustained has been
struck.
Fourth, the pedal is used to give brilliancy, fullness,
and resonance to chords played with the elastic touch.
There results from this combination of pedal and
touch a tone obtainable in no other way. Schumann’s
“Novelette” in F, is a good example of this method
of pedaling.
But by far its most important use is for the connec¬
tion of the tones of a melody that cannot be played
legato with the fingers. A skillful handling of the
pedal in this way wonderfully increases the sonority
and singing power of the piano, even when the legato
connection can be preserved without its aid. One has
only to listen to Paderewski, who is a master of the art
of pedaling, to realize the beautiful tone effects that
can be produced by its aid. Before trying to use the
pedal in this way it must be thoroughly understood
that purity of tone depends upon damping the string
at precisely the proper moment. In other words, in
playing a succession of tones, C, D, E, the damper
must fall on the C string at the exact moment that the D
is struck, and on the D the instant the E is struck. That
this is not such an easy matter to accomplish will be
vividly realized by a few attempts to bring exactly together

slightest overlapping of the tones, which will be the
case if the pedal is put down too soon, or the slightest
separation, which will happen if the pedal comes down
too late. When single tones can be perfectly connected
in this way, apply the same principle to chords, after
that to the connection of melodies.
The following
are good examples:—
Schumann’s “Romance” in F sharp.
Liszt’s “ Liebestraueme ” No. 3.
Schubert’s “Momens Musicale,” Op. 94, No. 2.
Many teachers instruct their pupils to raise the pedal
at each change of harmony. This is a very good rule
as far as it goes, but the property that a vibrating string
has of giving out overtones (an explanation of which
may be found in any work on Sound) often renders it
unadvisable to retain the pedal, though the harmony
remains the same. For instance, take the C sharp
arpeggio of Rubinstein’s “ Kamennoi Ostrow,” and
hold the pedal throughout; then play it again, raising
and lowering the pedal two or three times very quickly,
and notice the gain in clearness which results as the
overtones are cut off by the dampers.
In some compositions greater clearness results if the
dampers are only raised the smallest appreciable dis¬
tance from the strings ; this is especially the case where
the melody is in repeated notes, like Gottschalk’s
“ Tremolo ; ” great skill is here required, and the effect
must be heard to be appreciated.
The student, if he have a sensitive ear, will be able to
discover many novel pedal effects. For instance, press
down the pedal on the D sharp in measure 34 of Schu¬
bert’s “Momens Musicales,” Op. 94, No. 2; play the
first D sharp forte, and each succeeding one more softly
down to the finest pianissimo. The hammer should press
the last tones out of the string, which can be accom¬
plished if the key is allowed to rise about halfway with
finger still in contact with it. This is a lovely pedal
effect, but one very difficult to describe. A novel effect
may be produced in the second cadenza of Liszt’s
“Liebestraueme,” No. 3, by sustaining the entire lefthand arpeggio with the pedal while the descending pas¬
sage is being played ; care must be taken to release the
pedal as the middle of the keyboard is approached, as
at that point the vibration of the strings is of longer
duration, and a blur might result. Another charmfng
effect may be produced in measures 1 and 2 and 38 and
39 of Rubinstein’s “ Kamennoi Ostrow ” thus : putdown
both pedals, then, commencing pp, make a very marked
crescendo to the end of the first measure and an equallymarked diminuendo from that point to the end of the
second measure; the last few notes should hardly be
struck at all, but the vibration of the strings allowed to
die away.
If measures 38 and 39 be played ad libitum the effect
will be much enhanced.
In conclusion it may be said that the pedal should
never be employed except with a view of producing some
definite effect ; it should never be allowed to obscure
the clearness of the melody, and should be so skillfully
handled that the hearer is hardly conscious that it is
being used.

THE CLASSICAL MUSIC FAD.
There would seem, to the casual observer a eon
Burning thirst throughout the country for “classical’

music.
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is but the merest shadow, and it is almost impossible for
those who know the truth to stand by in passive abey¬
ance.
Rubinstein is held to be the greatest offender; and
yet but few modern writers have created so winning a
style as the illustrious Moldavian. Of course, he has
committed faults—more, perhaps, than any of his con¬
temporaries. Some of his works are not pianistic;
the effects are stretched, or they verge on the impos¬
sible for small hands. His style seems to be a continua¬
tion of that of Mendelssohn but shows a greater fertility
of resource. The effects are alike pleasurable to musi¬
cian and the general public, as they come from the source
of real inspiration and are clothed in broad and beauti¬
ful melody. The “ Le Bal ” suite is charming, especially
the polka. The galop is a trifle too “orchestral.”
For drawing-room work the “ Soirees,” Op. 109 are
particularly good.
The last number presents the
greatest difficulties, which lie in thirds, sixths, and oc¬
tave progressions. An easier set, suitable for medium
grade pupils, is the “Miniature” collection. They
are all delightful, and will ground a good taste in the
student. For very difficult selections, the five numbers
of Op. 69 are to be recommended.
Anton Strslezki, better known by his songs, is a
composer that sometimes indulges in wilder vagaries
than Rubinstein. Of all modern composers, he pre¬
sents the greatest power of strikingly original color
and effect. His music appeals immediately and power¬
fully, both to the understanding and to the ear. But
he has the fault of writing for unusual hands- The
“Galop De Bravoure” and the wonderful “Ballade
in B Minor,” Op. 13, for instance, are totally im¬
possible for ordinary pianists—notably the first work.
The “ Dixieme Mazurka ” is very quaint and effective,
but is hard. All the nocturnes, novelties, grand valses,
polonaises, 6tudes, and ballades are very fine. No col¬
lection in existence surpasses the numbers of Op. 60 for
music and instruction in an easy grade. The works
from Op. 178 to Op. 194 are in general pianistic.
Strelezki is a thoroughly cosmopolitan composer; if
he leans at all, it is toward Chopin. He never repeats
himself; is apparently inexhaustible, and his moods
range from the most frantic bravour to the tenderest lied.
Moszkowski, who enjoys a large degree of popular
favor, fully deserves all the credit he gets. His works
are preeminently pianistic; all the effects are legiti¬
mate. The Vaises, the “ Caprice Espagnole,” and the
“Gondoleria” are world-famous. All the numbers of
Op. 16, Op. 18, Op. 23, and Op. 38 are very effective,
besides, they are not too difficult. Moszkowski belongs
to the Schumann school and indulges at times in
abstruse and morbid harmonies. But this only gives
an individuality of color that is quite alluring on
closer acquaintance.
Nothing can be said in detraction of Saint Saens—at
least as regards the fitness of his works for the piano.
His concertos are as truly pianistic as Chopin’s, and
some of the finest passage writing is to be found in his
smaller works. Some critics profess to believe that he
is soulless, and that his compositions show scholarship
without the spark of genius. The writer however, is
not disposed to share this opinion. The most popular
works, perhaps, are the “ Rhapsodie D’ Auvergne,” the
three mazurkas, and the six numbers of Op. 72. •
Scharwenka offers a mass of varied, beautiful and
practical work for amateur and artist. Unfortunately,

tical virtue, for novelty is the moving principle to the
majority of mankind. Nearly all his compositions are
easy or only moderately difficult from the mechanical
side—the Concerto, Op. 16, the Ballade, Op. 24 and the
Sonata in E minor excepted. This is another claim in
his favor. The Burlesque Scenes, Op. 6, are well liked
in general for drawing-room purposes. They are useful
in a technical way also. For pieces containing more
color than the above, the “ PeerGynt,” and “Holberg,”
suites come in for a great deal of praise. Also the
dramatic numbers of Op. 19.
Paderewski seems to be almost solely known as a
pianist in this country. This should not be, for he is
equally as great as a composer. His very first work, the
Minuetto and Prelude, shows the hand of a master.
Strikingly original, poetical, and very effective harmo¬
nies have sustained him from the first in a clearly defined
stream. Like Chopin, none of his works bear the impress
of labor at their birth. They have all the freshness of
spontaneous inspiration. The sets of Polish dances are
fully up to the Chopin content, and are very melodious.
Some are very “catchy”—one of them, the B flat
Mazurka of Op. 6, is even more so than the well known
Minuet. The “Voyagers’ Songs,” Op. 8, are weirdly
effective, and the “ Album de Mai,” is in every sense
delightful. The Love Song has a dainty melody, and the
change to the minor is grand. “At Evening” is a
wonderful little descriptive sketch, and when the theme
passes into the bass near the end, the effect is fine in the
extreme. The Scherzino has some very taking sonorities.
Op. 14 contains the material for good effects when in good
hands, though the technical demands are not many—
save in the last two numbers. The three numbers of
Op. 16 are also fine, the wonderful “ Theme Varie ” in
particular. Number 2, the “Melodies,” is very beau¬
tiful and gives capital practice in managing counterpoint.
Constantin Sternberg is another writer who is better
known as a pianist. It is not very easy to define his
style, as a pronounced atmosphere of individuality hovers
around his compositions. All things considered, it may
be said that he is somewhat Schumannesque. The
Italian Scenes show a power of concentration that is
quite remarkable. In this respect he approaches Liszt.
The “ Danse Andalouse,” “ Grand Polonaise,” and the
various drawing room valses give a fair idea of his powers.
The “Staccatella” caprice is a concert study worthy of
Chopin. He has not forgotten the young folks, as the
“Scenes Mignonnes,” Op. 56, will show.
Max Vogrich is a writer whose fame is rapidly
increasing. His work displays a remarkable originality
that never palls upon the ear, as he has the gift of fluency
to back it up. The most popular pieces are the “ Passpied,” “Staccato Caprice,” and valse Brilliante—and
all these deserve theirposition. For the intelligent young
student, the album of “ Ancient and Modern ” dances
and the “Fairy Tales” are very practical. Some of
them are not easy, but they have a fascination of melody
that induces conscientious effort. The two transcriptions
of Jensen’s songs are wonderfully faithful.
Bruno Oscar Klein is another composer of rising
note, and he gives every promise of becoming one of the
prominent figures of the near future. All his composi¬
tions are full of color and effect, and but few of them
require a high pressure technic. The numbers of Op. 19
and Op. 20, present a great variety of style ; and the two
numbers Op. 32, are wonderfully appealing. Op. 37 and
Op. 39 are also fine.
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ist Polen nicht verloren.
Poland will some day honor Paderewski as it now
honors Chopin; but in order to win the great fame and
wealth which have fallen to his lot at the early age of
thirty-two, he was of course obliged, like Chopin, to
leave his native country and seek the great musical cen¬
tres of the world. Three years ago he played in London
to a $50 audience. To-day he often makes $0,000 in
two hours, with $7,000 for the high-water mark. This
profitableness of his art is a phenomenon worth men¬
tioning, because he never resorts to clap-trap, trickiness,
or sensationalism in order to win success and applause.
In this respect he is superior to Liszt, who, in his early
period, did sometimes resort to sensationalism, which,
however, was less a sign of immature taste than the
wild exuberance of technical mastery bent on a frolic,
and therefore not to be judged more severely than young
Mozart’s feat of playing on a piano the keys of which
were covered with a cloth. The conditions in those
days were not the same as at present. How eager the
world was for Liszt’s show pieces may be inferred from
the fact that when, in the pressure of concert-giving and
traveling, he sometimes kept his operatic arrangements
in his head a few months before writing them down, the
publishers pursued him from town to town urging him
to put them into shape for the printer.
To offset this early sensationalism, Liszt did more
than any other musician to popularize the best music by
playing his later splendid and thoroughly artistic arrange¬
ments all over Europe. To us it seems strange that he
should have played Beethoven’s symphonies on the
piano at Viennese concerts; but the truth is that the
orchestras and conductors of that time were unable to
interpret those symphonies satisfactorily, and many per¬
sons exclaimed, after hearing Liszt’s inspired perform¬
ance, that now for the first time was Beethoven’s genius
fully revealed to them. Mr. Paderewski would never
imitate Liszt’s example of playing a Beethoven sym¬
phony on the piano, for the simple reason that such a
thing is no longer necessary. Our instrumentalists have
improved immeasurably since the time—not much more
than a century ago—when the leading orchestra in
Vienna put aside Schubert’s ninth symphony as too
difficult to be played. But Mr. Paderewski does play,
and most properly, Liszt's superb arrangements of songs
and operatic melodies. Schumann once said of Thalberg that he had the gift of dressing up commonplace
ideas in such a way as to make them interesting. Liszt
had the higher gift of taking the ideas of the greatest
composers and transcribing them for the piano in such a
way as to make them even superior to the original.
Thus he succeeded in doing with music what no poet has
ever succeeded in doing with poetry—translate it suc¬
cessfully into another language. His happiest transla¬
tions were the Magyar melodies, with their Asiatic gypsy
ornaments, which he welded into his Hungarian rhap¬
sodies for the delight of all whose musical enjoyment
does not consist in the pedantic analyzing of sonatas, but
who take pleasure in the spontaneous melodies in which
the naive populace, in its moments of poetic emotion,
has embodied its joys and sorrows. Mr. Paderewski
has revealed to us the true spirit of this delightful Hun¬
garian folk-music as no pianist or gypsy band has ever
done.
Liszt had the mocking-bird gift of imitating the style
of all the great pianists, and generally surpassed them
on their own ground. Mr. Paderewski has inherited
this trait, as well as Liszt’s amazing and unobtrusive
technic and the art of getting orchestral effects from
the piano, while in the magic of producing exquisite
tone colors he even surpasses Liszt. In regard to their
early career these great pianists present a considerable
contrast. Mr. Paderewski was almost thirty before he
won universal fame, while Liszt was the pet of all
Europe as a boy. At nine, if he was asked to play a
Bach fugue, he would boldly ask, “ In what key?" At
sixteen he had earned $20,000. But at present Mr.
Paderewski is undergoing the same experiences that
Liszt did, in the way of artistic, pecuniary, and social
successes. That some foolish persons participate in the
new “cult” is not his fault, nor is it gallant or just to
sneer at it as a feminine fad. Were it notfor the women,
music in America and England would soon come to an
end. Wagner understood this when he wrote: “ With

MUSICAL EDUCATION OF THE MASSES.
BY LOUIS LOMBARD.
It is not wise to pour only the most scientific music
into the ears of the uneducated listeners.
Musical
knowledge must be diffused slowly. The public should
be led by gradual steps to the musical Parthenon.
Light but correct composition might be performed
oftener. By introducing into a heavy program a few
graceful and simple numbers many auditors could be
coaxed that are now repelled.
To explain the fine
touches of a Shelley to a cannibal would be no more
injudicious than to give a program consisting exclu¬
sively of Bach’s or of Wagner’s works before a
promiscuous audience.
I have no doubt that the intention of musicians who
produce only the best works is good. But although I
believe that the sincere aim of all artists should be to
improve the taste of their hearers, I think that they
try too often to impart good taste in a manner that
savors of despotism. They should stoop to conquer.
If they always soar far above the heads of those less
favored than themselves, they will be lost sight of and
waste their sonatas on the desert air.
No man can hear what he has not preparation for
hearing. Just as the painter sees more in the picture
than one who has not studied painting, so the musician
hears more than the uncultured man.
The latter
being unable to derive any intellectual pleasure from
music, evidently hears less than the musician, who is
able to trace the development of a composition in all
its details.
But all hearts can be reached through music, although
it may speak differently to each.
Each hearer is ad¬
dressed in a particular language. Each one sees the
tone-picture according to his antecedent experience,
his imaginative powers, his testhetic training. The
uninstructed who have lived without a musical envi¬
ronment enjoy only the most commonplace harmonies;
some prefer no harmony at all. The monotonous dance
rhythm alone pleases many. What would Beethoven’s
Adagios say to such listeners? “ Down on the Suwanee
River” brings tears to some eyes, while to others it
causes a twinkle of derision.
Chopin’s Nocturnes
transport the refined soul into the highest regions of
poetic contemplation, and yet they do not affect the
uncultured any more than rain does a window pane.
It is not natural, that from such facts, some musi¬
cians should have drawn the erroneous inference that
they alone can enjoy their art? It is, however, indis¬
putable that only musicians can feel the full pleasure
of what may be termed the “intellectual” in music
Who would delight in the fugues of Bach without
having learned to appreciate them? But because
Homer in the original is preferable to any translation,
is it wise to read the “ Iliad” in the Greek language to
a miscellaneous crowd? Those who know not even
the alphabet cannot learn a tongue by listening to an
abstruse philological treatise, and those who listen
exclusively to the so-called “classical” music, with¬
out studying the principles of the art, are in an analo¬
gous position. Through such superficial training some
persons may acquire a taste for a better class of works
but the majority will remain unimproved.
The simple, no less than the elaborate style, has an
important place in the world of art. Many well-mean¬
ing artists, however, forgetting the truism, “ Beauty
unadorned, adorned the most,” would reject all that
which is not overelad. But if they wish to educate the
masses, they must heed the fact that only the simplest
forms will ever reach the people. Music will g0 to the
palaces or the cottages throughout our land, not in the
garb of a fugue, or of a symphony, but in that of an
unadorned song. And whether a polyphonic problem
can be called music with more fitness than would apnlv
to a beautiful melody is debatable ground even among
musicians.
®
Those who would have music of the most complex
character only, should think of the many beings that
would be barred from all enjoyment.
They might
remember, too, that what pleases them to-day was
once distasteful to them. Many excellent artists will
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I have called him “ Robert Schumann—Poet," and it
is as poet that I shall here regard him.
The oft-told story of his boyish fit of somnambulism—
how, at midnight and in a dream, he had stolen down to
the old piano and played a series of chords, weeping
bitterly the while, is as good a key to his after life as
any, picturing, as it does, the art intoxication with
which he was ever possessed.

art. Nothing less would be compatible with his poetic the so
owed
Teachings after the ideal.
And for practical demonstration of this fact, recall of his
for the moment what he actually did. The names and
Bu
works of the foremost men were made known to the the po
reading public. Not only were exhaustive articles writ¬ ibly s
ten about his fellow-countrymen, Mendelssohn, Hiller, they e
Franz, Brahms, but equal mention was made of the they f
And, when in Vienna, Schumann found two treasures English Sterndale-Bennett, the Scandinavian Niels W. later s
which he carried home in triumph—a blotted page of Gade, Chopin, the Pole, and Berlioz, the Frenchman. of sen
Schubert’s manuscript and a rusty steel pen. The pen He was the champion of a cause, and it mattered little anoth
was found on Beethoven’s grave, and was afterward whether the composer be German by birth or breeding D-min
used by Schumann in writing some of his most beautiful or not. If he were a believer in the new faith, if he one u
songs.
The blotted score served as an ever-present were bearing a torch of the same new light, this was stanza
source of inspiration to his poetic mind.
enough. It was Schumann who pointed to the light and
Sch
Take the well-known case of his mass.
Schumann explained its meaning. It was Schumann who increased
Mend
was a Protestant, yet in this mass he goes out of his and utilized the interest already roused, who concen¬
one p
way to write for an offertory a hymn to the Virgin Mary, trated the forces then in motion.
the res
not from any feeling of adoration for Mary, but simply
And thus did Schumann do his share in furthering Mende
because of the poetic medimval idea of “the Blessed and making possible that wonderful modern school,
Schum
Virgin.”
“ Romantic” by name, real by nature, whose disciples lids se
Art invariably attracted him. It was in a state of hated the bad, clave to the good, despised cant, and
Take a
art intoxication that he lived. It was from art intoxica¬ impetuously proclaimed “Truth in Art” to be their
calm
tion that he died.
motto.
Rest in
The two sides of Schumann’s life-work must be
Such was Schumann’s work as a critic.
than t
studied together. He is not complete as composer, but
Man
AS A COMPOSER.
must be known as the criticiser of the compositions of
these b
others as well.
And it is well to remember that it was
In the summer of 1844 Schumann laid down his edi¬ symph
the regular routine work that he was compelled to do
torial pen for good and aye and devoted himself entirely of wor
upon his paper that roused him from his “dreams at
to composition. As a critic he had defied wrong and reveren
the piano and made him the Schumann that we know.
deified right, and now in his own compositions he sought preciou
To a youth, shy and sentimental, with independent
to exemplify all that he had advocated in his journal.
And
means and a fondness for Jean Paul and his ilk, this
And note how closely his compositions come to the Schum
imperative, regular, critical and editorial work that
realization of what he thought true music should be.
was forced upon him by reason of his position of
Schumann’s musical intuitions were remarkable. He
editor of a revolutionary musical weekly, proved to be
received no incentive to music from either his father or
the best possible tonic. He was roused from his poetic
j
mother. He had no musical bent during his boyhood,
ihe ab
stupor and forced to become a leader in the most radical
and even as a young man it was poetry first and music of the
of parties.
afterward. And, since his soul is upon music bent, to ment,
On the third of April, 1824, a new journal appeared
whom does he turn? Sebastian Bach! Without instruc¬ musici
with this preliminary notice:—
tion, for he was untaught. Without incentive, for he credit
“The day of reciprocal compliments is gradually
show a
went unurged. Schumann intuitively searched for and
of thes
dying out. The critic who does not attack what is bad
found in the mysterious depths of sentiment lurking of wha
is but a half hearted supporter of what is good.”
about the harmonies of the old canton the soul satisfac¬ years
And with this banner nailed at their mast-head, young
one wi
tion for which he longed.
Schumann and his enthusiastic assistants sought to rev¬
oth g
But Bach was the sternest of classicists. Schumann
literatu
olutionize the music world. The “honey-daubing” of
the most pronounced of the romantic school. And yet I nese
the journals of the time was censured in unmistakable
so truly is the one the pupil, the follower of the other, educat
language. Music itself was not what it should be. The
that in the works of no other modern writer is the union where
light, flippant measures of the time were criticised, and
of modern feeling and ancient form more clearly marked. is the
their composers were told to go back to the writers of
Schumann at first confined himself to the composition intellec
the olden time, ‘ since it is only at those pure sources
of music for the pianoforte. And there is something one ch
that new beauties in art can be found.” But, after all
truly pathetic in his seeming concentration of all thought who is
the chief idea of the new journal was to accelerate the
ing,
and interest upon this one instrument. Seven hours a
coming of a new poetic era by the encouragement of
day are given up to the practice of such scales and exer¬ liver us
what was best in the work of the younger writers of the
cises as will make his fingers perfect executants of his
day. And thus did this new critic and his fellows fulfill
meaning. Does he go to ride, he carries in his lap a
We
the requirements of their office.
They tore down the
dumb key-board, and the evening is spent playing piano musima
bad and built up in its place and stead all that was really
duets with a friend “ for pleasure.”
Mmnr
good, all that reflected the true beauty of the olden
haTnn
Can anything be more engrossing?
;.at\“°v
time, to which they ever pointed as the source of the
The
piano
is
the
most
unpoetic,
unromantic
of
instru¬
good, the true, and the beautiful.
bu d a
ments. But Schumann forces it to utter the poetry of
But even in this prosaic work of criticism Schumann
his soul.
Surely, if Schubert could “set a handbill thoro^
must be the poet.
And so he gathers about him an
thoroug
to music and write an opera with a menu card for a
imaginary companyand calls its members “ Davidites,"
libretto,” Schumann weaves romances out of five-finger
and the mission of these “ Davidites ” is to wage unceas¬ exercises.
a tim^d
6
ing war with the “Philistines.” The “Davidites”
to a mi
But the time comes when the strings of his pet instru¬ to a mi

and fully annotated by the well-known educator, Mr.
Charles W. Landon. The pieces are out of the common,
TESTIMONIALS.
hackneyed style, and are especially arranged for the reed
organ with many new and striking effects pointed out
I cannot express to you my appreciation of “ Mason's
in the annotations. These pieces show the use of the
System” and of Mathews’ “ Course of Graded Piano
true reed organ touch, and how to make music on the
Studies.” They are an inspiration to pupil and teacher.
reed organ beautifully effective. The selections will be The Etude I simply cannot get on without.
in all grades, and are calculated to supplement any
Mrs. Taylor Frye.
course of reed organ instruction as profitable recrea¬
Having used “Melody Playing, No. 2,” I find it just
tions for home and public playing.
the work to follow No. 1, and shall use it.
Mrs. Sada Yost Moyer.

It may not be “mal-a-propos ” to send you what the
We have in preparation the second volume of
great operatic composer, Massenet, just wrote about
Landon’s “Reed Organ Melodic Studies.” Thefirst vol¬ “Observations of a Musician.”
ume has been rapidly gaining favor with those teachers A Monsieur Louis Lombard, Directeur du Conservatoire
de Utica.
who enjoy having their pupils play better than ordinary.
My Dear and Illustrious Confrere:—It is with
To a still greater extent than does “Landon’s Reed
gratitude that I receive your book, so well written. How
Organ Method,” do these studies develop touch and much I admire you I What great courage and authority 1
technic for the organ, looking toward fine and artistic Bravo with all my heart I”
Jules Massenet.
playing. The pupil is taught phrasing, expression, and
I have read “ Observations of a Musician ” with much
the kind of touch to use for the various pleasing effects
interest. Judicious views, the result of unusual oppor¬
that even an almost beginner can produce. The selec¬
tunities, are clothed in charming diction; and the book
tions, while furnishing technical work, are musical, they is one of the few which will hold the attention of the
cultivate' taste and a love for good music as well as reader until he reaches “ the end.”
Peter R. Neff,
technic, a musical as well as a mechanical technic.
Presiden t College of Music Cincinnati.

This is the time of year when progressive teachers get
themselves in form for better work for the next season.
The Etude office can supply any book or method for
the purpose of self study, putting the teacher in the way
of thorough preparation for the introduction of improved
ways of working for his next year of teaching.

We have in press another volume of Heller’s
“ Selected Studies.” These are taken from Opus 125.
They are not so difficult of execution as Ops. 45, 46, and
47, but are fully equal to them musically. The rhyth¬
mic element is strongly characteristic of Opus 125.
The volume will be a refreshing relief to the teacher
who has never yet used these charming little etudes.
Mr. C. B. Cady has done some brilliant work in editing
this volume. They are refingered and phrased, with
remarks on interpretation. An extract from the preface
will be found in the reading columns of this issue.
The usual special offer for new works will be made
for those who wish to subscribe for copies of the work
in advance of the publication. Twenty-five (25) cents
will purchase a copy if cash is sent with order. The
offer may be withdrawn next month, as at this writing
the plates are nearly ready. Send in your orders early.

*****
We must advise our patrons once more to place their
names on package when returning music. So many
packages come to us of which we are unable to identify
the sender.

In a letter recently received from Xaver Scharwenka
he says the following concerning the “Scale Studies”
by Wilson G. Smith :—
The special exercises in scale playing contain, besides
the necessary technical material, much to arouse the
ambition of the student, and I trust they may receive the
extended recognition their merits deserve.
Xaver Scharwenka,

Director Scharwenka Conservatory of Music, N. Y.
I heartily recommend “Landon’s Piano and Reed
Organ Method.” It is just what I needed. I regret
now I did not have it months ago. Thanks for copy.
Mrs. M. Mahorner.

The works from your “ extraordinary offer” arrived
safely. I am very much pleased with them. I take this
opportunity to say that all works I have had from you
have been “ extraordinary.”
Miss M. E. Stone.
Second book of “ Melody Studies ” by McDougall re¬
ceived and thoroughly examined. I find them excellent
for developing independence of hands and o-eneral
musical ability.
o. E. Robinson.

*****
There is no work on the pedals of the piano in English.
This subject has been exhaustively treated by Hans
Schimdt, of Vienna. Our translation is by P. S. Law.
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I have used “Touch and Technic” since first pub¬
lished, and consider them the best in the world for
finger training.
W. L. Hofer.

TXAR
JLA
Street,

This makes five names for me, and I hope during the
year to make it not less than a half dozen more, for as
yet I have hardly had time to more than mention it to
ray friends. To be without The Etude in music is to
be without salt on food.
Mrs. Frank Willman.

“TH
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Am inreceipt of Vol. Ill “School of Four-Hand
Playtng, and like it very much indeed, and later “ Lan¬
don s Melody Studies for the Piano or Reed Organ
they are so beautifully graded and so fine in every wav
fingering, phrasing, etc.
Mrs. S. Buffum

*****
The special offer in Grade VI of Mathews’ “ Graded
Course of Pianoforte Studies ” is hereby withdrawn.
The work has been delivered to those who ordered
copies in advance.
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SPECIAL NOTICES.
Notices for this column inserted at 3 cents a word for one insertion
payable in advance.

Copy must be received by the 20th of the

Th

previous month to insure publication in the next number.

T'I?
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T
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WO ladies desire positions as Teachers of Languages
and Music. Graduates. Diploma, F. S. C., German
Method, Mason’s Technic. Several years’ experience,
wit reference
South preferred. Address “ F.” 161
I hird Street, Muskegon, Mich.

Th

N

expense if not perfectly satis¬
factory. Ask your dealer for
the ‘ ‘ Davis Chair. ’ ’ Send for
catalogue of full upholstered
styles, with price lists and dis¬
counts.
Agents wanted.

T
for

sen

DAVIS CHAIR CO., Marysville, Ohio.

170
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“.A. NOBLE

ART,”

BY FANNY MORRIS SMITE.
PRICE $1.00.

GROVES’ DICTIONARY
OF

MUSIC AND MUSICIANS.

A book wbi'-h will possess a peculiar interest for all lovers of
music, being a collection of the lectures on the evolution and con¬ The only Complete Encyclopaedia of Music in
struction of the piano.
the English
These lectures are a careful study of the science of piano-making,
—a practical study, made not alone in libraries, but in piano-factories
Bound in handsome Brown Cloth, Gilt Tops. Put up in boxes and
and work-shops. They present a most picturesque aud graphic de¬ sold only in complete sets. This new edition includes the Index.
scription of the triumph of the piano-makers’ art. The information
they contain is procurable in no other form, for many of the “se¬
crets of the trade” have been for the first time turrendered for the
use of this author. The lectures excited unusual interest upon their
delivery, and Miss Smith was obliged to repeat them before a num¬
ber of other audiences.
Address
“A Noble Art” makes a volume of 160 pages, illustrated with
more than sixty engravings. It is issued in dainty form, printed on
fine paper, the leaves uncut and with broad margins, the cover of
Japanese paper printed in dull red.

Language.

Price for 5 Volumes, (including Index,) $18.50.
Price for Index,
....
$2.50.

THEODORE PRESSER,

_1708 CHESTNUT ST„ PHILA.

For sale by

THEO. PRESSER,
1708 Chestnut Street, Philadelphia.

STUDIES IN PHRASING.

THE MUSIC LIFE
AND

HOW TO SUCCEED IN IT.
BY THOMAS TAPPER.

VOL. II.

By W. S. B. MATHEWS.

PRICE

.

.

$1.50.

PRICE $1.50, NET.

A collection of a higher grade of Piano Compositions.
Also containing an extensive treatise on expression,
which is as practical as it is valuable. The principles
iven in the treatise are exemplified in a series of the
nest compositions of the greatest composers, including
selections from Bach, Schubert, Mendelssohn, Schu¬
mann. Chopin, and Rubinstein.

f

MENDELSSOHN.
Critically Revised by Calvin B. Cady,
With Portrait and Biographical Sketch by
Theodore Presser.

PRICE 75 CENTS.
This edition is beautifully printed on good
paper.

It is annotated, and newly phrased and

This work is'a companion volume to
“ Chats with Music. Students ” by the
same author. Numerous phases of art
and art life are talked about in a thor¬
oughly practical way. It points out the
way of success to teachers and students in
art life. Mr. Tapper’s informal and
thoroughly pertinent manner of writing
has a real value in it, that will make this
companion volume indispensable to every
musician.
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SELECTED STUDIES.

Six

BY STEPHEN HELLER.
Selected from Opus 45, 46, and 47.

W
PRICE >1.50.

sicia

Revised by Albert Ross Parsons, Calvin B. Cady, and
Arthur Foote, Edward Baxter Perry, John S. Van
meet
There are Cleve, W ilson (J. Smith, and Charles n. Landon.
These dtudes are carefully fingered and phrased Teac
nineteen of the songs, printed on 56 pages.

fingered.

The critical notes will be found es¬

pecially practical and valuable.

metronome marks given, use of pedal made clear and
The selections were by the advice and co-opera¬ concise, and each one is described, named, and anno¬ usefu
Th
tion of many leading musicians of this country. tated, the remarks containing valuable hints and sugges¬

Address the Publisher,

THEODORE PRESSER,
1708 Chestnut Street,

-

tions as to touch, style, and methods of study. This is
cont
the finest edition of these valuable etudes ever published.
volu
Address Publisher,

THEODORE PRESSER,

Philadelphia, Pa. 1708 Chestnut Street,

-

Philadelphia, Pa.
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WILL ACCEPT ENGAGEMENTS FOR RECITALS ON THE

WM. COURTNEY,

NEW JANKO KEYBOARD.

THE WELL-KNOWN NEW YORK VOCAL TEACHER,

Permanent Address, 84 Broad Street, Elizabeth, N. J.
Madame Pupin gives her Recitals with a brief Lecture on the Ad¬
vantages and Possibilities of the New Keyboard. S ecial terms to
schools and conservatories in Pennsylvania and Ohio the next two
months.

Observations of a Musician.
By LOUIS LOMBARD.

WILL HAVE CHARGE OF THE VOC’AI, BEPABTUENT
EMINENT ARTISTS
IN ALL BRANCHES.

SUMMER
MUSIC
SCHOOL
of the

THEO. PRESSER, Publisher,
1708 CHESTNUT STREET,

Afl I

I
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NORTHWESTERN

Semi for
Summer Catalogue.

CONSERVATORY of MUSIC, Commencing
Minneapolis, minn.
June 20th,

HUGH A. CLARKE, Mus. Doc.,
SS3 South. 38th Street,

Price SO Cents, bound in Cloth.
A neat and va’uable book of special value to musical students, but
anybody can peruse it with entertainment and profit. Though a
first-class artist. Louis Lombard is that rarity among artists, a prac¬
tical man, and his advice and every-day nhilosophy are full of sug¬
gestion and merit. He has been an extensive traveler, and some
chapters communicate the results of his observations abroad. Mr.
Lombard is thoroughly imbued with American ideas, which he
happily applies in his efforts to cultivate his art among the growing
generation. His little volume is a gem.—Rochester (N. Y.) herald.

25 cen
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Pupil,

Ro

PHILADELPHIA.

JAM

In Harmony, Counterpoint,
and Composition.
ORGAN OPENINGS, Etc.

F

Presid
Itev. H
Augus
Henry

MR. ALBERT W. BORST,
Teacher of the

ORGAN - AND - PIANOFORTE
3602 Hamilton St., Philadelphia, Pa.
No Charge for Organ practice.
Full arrangements made for
students studying for the profession.

Ne

AL

PHILADELPHIA, PA.
EDWARD BAXTER PERRY.

FIVE VALUABLE PAMPHLETS:
“On Teaching and Teaching Reform.”

By A. R. Parsons and
Constantin Sternberg.25 cts.
“What Shall we l’lay, or Musical Education in the Home.”
Letters to a Lady Friend. By Carl Reinecke. Translated
by John Rehmann,.25 cts.
“Elementary Piano Instruction for Teacher or Pupil.” By Aloys
Heuues, .15 cts.
“ Advice to Young Students of Pianoforte.” A collection of about
60 rules for beginners. By Albert W. Borst,.10 cts.
“ Method ol Study.” fFor Amateurs.) By C. A. Macirore,.10 cts.

The Five sent by Mail for 50 cts.
Address Publisher,

THEO

PRESSER, 17C8 Chestnut St.,

Concert Pianist and Lecturer.

Lecture Recitals at Colleges and Conservatories a Specialty.
Address, 178 Tremont St., Boston, Mass.
Mr. Perry makes an Annual Western and Southern Tour, from Sept.
10th to the holidays. Special Terms to parties on his direct
route desiring recitals at that time

SE

HARRY CLYDE BROOKS,
TENOR AND INSTRUCTOR
In Voice Culture and Artistic Singing, according to Italian
Methods.

Studio, 8 Euclid Ave.,

-

CLEVELAND, OHIO.

Mr. Brooks is a pupil of Sig. Antonio Sangiovanni, Milan, Italy.

PHILADELPHIA. PA.

JAMES
PALMER’S

New Pronouncing Pocket Dictionary
of Musical Terms.
2000

TERMS

DEFINED,

M.

TRACY,

LEIPSIC AND WEIMAR, 1869-62

PIANIST,TEACHER, AND WRITER.
-TERMS:$60.00 for twenty one-hour lessons $30.00 for twenty half-hour lessons.
address:
37 Fort Avenue, or Chickering’s, 152 Tremont St., BOSTON.

A new and greatly enlarged edition of the Pocket
MR. PERLEE V. JERVIS,
Dictionary has recently been issued, which contains up¬
ward of 2600 definitions, covering about all that is TEACHER OF PIAAOFORTE
Wi
-ANDrequired by musical students and teachers. It should
a spl
be in the possession of every person who studies music.
MASON’S “TOUCH AND TECHNIC.”
Cons
Studio 8, Carnegie Music Hall,) Tuesday
PRICE 20 CENTS.
New York,
J
and Friday.
Music
Address
THEODORE PRESSER,
141 Montague St., Brooklyn, j M™daL Wednesday,
year’s
"
I Thursday, and Saturday.
1708 Chestnut St., Philad’a, Pa.
Ter
If
BEAUTIFUL AND INSTRUCTIVE.
A New and Original Publication.
branc
EIGHT FUGUES,

jH]usic and Culture.

By JOHANN SEBASTIAN BAOH,

By CARL MERZ, MUS. DOC.

WitU Analytical Expositions In COLORS and Appended Harmonious Schemes

PRICE $1.75.
CONTENTS.
Genius, Success in Professional Life, Schopenhauer’s
Musical Philosophy, Music of Nature, Head and
Heart. Sanctity of Music, Church Music, Hints
to Pupils, Philosophy of the Beautiful,
Plea for Music, Value of Musical
Education, Memory, Woman in
Music, Harmony, Imagina¬
tion, Expression, Maxims.
The work l» alike indispensable to the teacher and pupil. To
both it offere valuable advice and encouragement. It contains over
200 pages and is printed in most excellent style.

By BERNARDUS BOEKELMAN.
A highly approved edition and endorsed by the following prominent artists:—
G. W. Chadwick, E. A. McDowell, A. M. Duvernoy, Arthur Foote,
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Niels W. Gade, Fr. Gernsheim. Alex. Guilmant, August Horn, Walter
McFarren, A. C. Mackenzie, William Mason, H. W. Nicholl, Carl
Reinecke, Dr. Hugo Riemann, Moritz Rosenthal. Samuel P. Warren,
Arthur Friedheim, Fanny Bloomfield-Zeisler, etc.
Copies for sale by

THEODORE PRESSER,
1708 Chestnut Street,

-

Philadelphia.

Dana'
Dana’
Thk A
Natio
Progr

Ad

MASON

IMPRO

Represent the sam
which has ac

-ORGAN
-A.S

THE

STANDARD OF THE

These Instruments have been supplied to Chur
Charity, Missionaries, and Schools th

MASON & HAMLIN ORGAN A
Headquarters, 154 and 155 Tremont
New York Branch, 158 Fifth Avenue.

PHILADELPHIA REPRESENTATIVES, GOU

