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TRANSLATOR’S PREFACE.

Or all music written for the Pianoforte that ot
Chopin will least bear rough handling. Unless its

interpreter thoroughly grasps its meaning, and

possesses the amount of technical skill necessary

for its perfect execution, this music, so full of grace

and elegance, becomes unsatisfactory, meaningless,

painful to the hearer The following Lectures have

been placed before the English world because they

contain many valuable hints as to the meaning of

several of Chopin’s Works, besides other information

which cannotfail to benefit the student.

In the performance of Chopin's music, the correct

employment of the open Pedal isa point of the

highest importance, many of his most charming
works depending upon this for their effect. For
further information upon the subject the readeris 
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referred to “Das Pedal des Clavieves," by Hans
Schmitt.

Tt must also be noted that Chopin’s Works cannot
be well played upon a bad instrument. The common
Sticker-action Cottage Pianoforte, with its coarse tone
and coarser touch, is altogether unsuitable. It may
be added that there can belittle excuse for the
employmentof such instruments for any purpose at
the present time, when Pianofortes with check action,
of pure tone, andelastic sympathetic touch, may be
obtained at very moderate prices,

Concerning Chopin and his Works, much more
can be learned from “Frederic Chopin: his Life,
Letters and Works,” by Moritz Kavasowski, trans-
lated by E, Hill; also from Liszt's “Life of Chopin,”
translated by John Broadhouse. For the attaining of
refinement and high finish in the performance ofall
kinds of music the “ Tvaité de VExpression Musicale”
of M. Lussyis strongly recommended,
Someof the besttechnical Studies, for use before

attempting the more difficult works of Chopin, are to
be found in Part 4 of Lebert and Stark's Grand
Theovetical and Practical Piano School,

FREDERIC CHOPIN'S WORKS,

AND THEIR

PROPER INTERPRETATION.

LECTURE I.

Nearty thirty years have now elapsed since the
master, belovedofall, waslaid in his grave. In pro-

portion to the increase in the numberof his admirers,
the circle of those whom he knew and loved, of those

who shared his thoughts, diminishes every day.

That which tradition brings down to us, concerning

his incomparable style of execution, becomes more
and more vague; no lively remembrance of him

remains, except with his best pupils; especially with

those women who have best known how to reproduce
the magical poetry ofhis inspirations. ‘The time has
come in which to collect these Precious remem-

brances, to snatch them from oblivion, to transmit

them to posterity as the echo of the manner and

touch of the master. :

The fountain-head being to me inaccessible, I have, 
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for my information, had recourse only to those most
nearly connected with Chopin by thetiesoffriend-
ship and talent ;* this having been obtained, added
to the results of my own mental exertions, it appeared
to me to be my duty to let the whole world shareit
with me. May be my workwill induce those who are
in possession of materials more full and complete,
to utilize those materials as an act of reverence to
the memory ofthe great artist.
Much has been written concerning Chopin,

especially during the last ten years. His character,
his works,his life, have furnished themes for exhaus-
tive descriptions. Although, to speak generally,
foreigners have under-estimated him, as we shall
show further on, it must be admitted that his genius
hasbeenfully recognized by Liszt, by Schumann, and
by Schucht. (‘ Thoughts on Chopin,” in the Neue
Zeitschrift fiir Musik, 1875.) Liszt's book, aboveall,
gives us an idea of the genius of Chopin at once
poetic and deep. Our national authors have never-
theless, it appears to me, best set forth the character
of his music. It would appear after this, that all
difficulties in the correct reading of the works of
Chopin should disappear; yet how rareit is, either in
the drawing-room or on the concert-platform, to have
them well executed, with even a small approach
towards that which we havefrom tradition concerning
them! How many of the rest of us, who feel
profoundly what Chopin meant, cannot succeed in
ous endeavour to transmit that feeling to those who
listen to our performanceof his works |

  

* I may mention the Princess Marcellina Gartoryska, Madame
Dubois, Madame B. Zaleska, and M.J. Fontana,
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It is because the compositions of the master are
not only rich in ideas and attractions (others have

equalled and sometimes even surpassed him in these)
—butit is that, nevertheless, their formation so varied

and elegant, never oversteps the limit allowed to the

pianoforte. The idea is clothed with a tissue so
ethereal and delicate, with reflections of that idea so

changing and diversified, that we sometimes stop
powerlessin despairas to the possibility of reproducing
such great delicacy.

Although his style is always distinguishable, we

find the master at one time grave or despairing,at
another gay or playful, occasionally bursting forthlike
a clap of thunder which dies awayin plaintive lamen-

tations, but all through maintaining a certain
suitableness and propriety in form, never over-
stepping certain limits from the passage of whichhis
zsthetic instinct prohibited him.

We nowpurpose to devote several pages to the

spirit and meaning of the works produced by this
genius of the pianoforte—weshall then indicate the

technical necessities for their performance—weshall

finally consider the differences between Chopin and
other composers, the observation of which differences
constitutes the great difficulty.

Born of a French father and a Polish mother,

Frederic Chopin had within him these two nationali-
ties. Nature had given him a sensitive mind, in-

clined to meditation and sadness, together with an

amountof vivacity and gaiety. These two opposite
qualities united in a wonderful harmony, in a whole
in which each tendency corrected the other, each

exhibiting itself in its turn, both in his life and in his
compositions, It has been well said that he hada 
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sad heart and a joyful mind. Among his intimate
friends he carried gaiety sometimes to childishness ;
among strangers he was quite another being ; contact
with a strange hand rendered him like the sensitive

plant which, upon being touched, withdraws its
corolla. This suffices to explain the glowings of his

youth and his later sufferings. So long as he
was among his friends his good humour and

liveliness passed into his compositions. Later, as
his exile became prolonged, with no one to whom to
open his heart, too proud to lay bare his sorrows to
those who could not take the place of family and

country, he suffered the more from the fact that his

sufferings were hidden within himself; solitude gave

colossal proportions to this misery, renderingit almost
tragical. His generous soul, his lively nature, would
nevertheless at times react, and never allowed him to
fall into utter depression. If we add to this his native
delicacy, which could endure nothing except that
which wasrefined, we shall have some lights for our
guidance in the reading and execution of his works.
Germancritics have, it appears to me, completely
misconceived the character of Chopin ; they represent
him as a man of despair, a hero of the minor keys;
they forget his early youth, his happy years at
Varsovia, his good humourand sprightliness, which
he never lost even in Paris. Beyond-this, in con-
sidering his mazurkas and his polonaises, they have
not grasped that intensity, that fire, which exhibits
his spirit, fighting against suffering, and fighting

victoriously until physical suffering at last gained the
ascendancy. Several of these critics, notably Schucht,
unable to deny this energy and these indications of

life, account for them as a sort of sepulchral gaiety,

and their Proper Interpretation. 9
 

as that kind of forgetfulness which one finds among
the heroes of Byron.

Thefirst works of Chopin, whether written under

the direction of Elsner or quite independently, are
free from every trace of trouble; they overflow with
life and cheerfulness! Listen to Schumann con-
cerning the Variatious sur Don $uan (Op. 2). ‘In
reading this work, I seemed to be under the gaze of

fantastic eyes, eyes of basilisks, of peacocks, of young
girls .... Leporello seemed to beckon me, and Don
Juan to pass in a white cloak. The whole is dramatic
and sufficiently in the manner of Chopin . .. . Each
bar is the work of a genius. Don Juan, Zerlina,

Leporello, Masetto, are characterized in admirable

style. The first variation is just a trifle too pompous ;
it is a Spanish grandee cooing amorously with a
country maiden. In the second, more familiar and
animated, two lovers seem to pursue one another and
tolaugh at their sport. What difference in the third!
The moonillumines the scenewith its poetic glimmer;
Masetto stands aside, and swears in an unmistakable

manner; but Don Juan does not stop for so small a
matter. And the fourth! is it not captivating and
full of boldness? The Adagio, in B flat minoris
like a warning to Don Juan to renounce his designs.
Leporello, concealed behind a thicket, sets his master

at defiance; the clarionet and oboe attract and pro-
voke him; the key of D flat major, suddenly introduced,
indicates the first kiss .. . . All this vanishes if we
compare it with the finale (hast thou still any wine?
adds Schumann) ;_ the corks pop out, the bottles are
smashed on the floor. Then come the voice of
Leporello, the spirits who appear upon the scene,
Don Juan who takes his flight. A few final bars 
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which calm and satisfy the mind, conclude the
work.”

Upon consideration of the impression produced
upon foreigners by these early works of Chopin, a
judgment may be formed of that which we (Poles)
feel, finding in his notes not only that which is beauti-
ful, but a picture, as it were, of our national mood.
Listen to these brilliant passages, these cascades of
pearly notes, these bold leaps which wefind in the
Rondos (Op. 5 and 15), in the Cracovienne, in the
Fantasie sur motifs polonais, and in the two Concertos.
Is this the sadness and the despair of which we hear
spoken? Isit not rather, youth, exuberant with inten-
sity and life; is it not happiness, gaiety, love for the
world and for men? The melancholy notes are only
there to bring out, to enforce the principal ideas.
For instance, in the Fantasia, Op. 13, the theme of
Kurpinski moves and saddens us; but the composer
does not give time for this impression to become
durable ; he suspends it by meansof a long trill, and
then suddenly by a few chords and with a brilliant
prelude, he leads us to a popular dance which makes
us wish to mingle with the peasant couples of Mazo-
via. Does the jinalein F minorindicate by its minor
key the gaiety of a man devoid of hope ?—as the
Germanstell us.

It may perhapsbe true that the minorkey in which
the greater numberof our national dancesare written
may be accounted for by our proverb, ‘A fig for
misery.” But this circumstance gives to these airs
a characterofelevated beauty, not of sepulchral gaiety.
Sadness and despair have a right to a place in the
domain of art, if only they are accompanied and
counterbalanced by

a

feeling of hope, by an utterance
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of fortitude which elevates, and calm which refreshes

us. cs
‘The group of the Laocoonis beautiful, becausein it

we see suffering vanquished by fortitude of soul; the
statue of Niobe is beautiful, the maternal sentiment,

carried to the height of our conceptionofit, imparts to
it a supernatural calm whichtransfixes us and com-
pels our admiration. The art displayed consists not
in concealment of the suffering, but in keeping it

within certain limits, assigning it a place beneath
some idea more grand and elevating. In studying
Chopin weshall perceive that this idea is always to be
found in company with his laments, removing from
them that which might seem personal sorrow. Inhis
first works his spirit had not sustained those struggles
which caused its later suffering. Some few studies
(Op. 10), showing that quietude of mind had for-
saken him, were composed, if we may trust to
tradition, some time after he had said farewell to

Varsovia.
Chopin loved his relatives andfriends; his delicate

nature, both moraland physical, required amiable sur-

roundings. He suffered much in quitting Varsovia,
leaving there a girl loved with all the strength of
youthful love. Whenlater circumstances would not
permit of his again seeing Varsovia, his despair knew
no bounds. During his stay of six months at Vienna,
as he could not give a concert, he there wrote probably

nothing.
Afterwards, when his mind was somewhat more

calm, the tempest of his soul found vent in ideas, and

he composed his Scherzo in B minor (Op. 20) and the
Study in C minor (Op. 10), likewise without doubt
that other Study in C minor, filled with sounds like 



12 Fredevic Chopin's Works,
 

the discharges of great guns, which forms part of

Op.25.

This Scherzo in B minoy is a proof of that regard

for forms, which even the most intense passion never

prevented Chopin from observing. His ideal nature

could never descend to coarseness; there is never too

much ofthe pathetic nor an excessof the brilliant; it

is rather the movement keen andtelling, the unex-

pected alternations of forte and piano, revealing the

stateof hismind. Thefirst two chords, nevertheless,

are of astonishing boldness: a commencement with

two such characteristic dissonances was extremely

daring forthattime. (Ex.1). The principal motive,

full of thunderings and tempest, stops suddenly and

gives place to a sweet and poetic song in C major,

telling of the meadowsloved in childhood; then the

two chords of the commencement interrupt this

melody, and the tempest is again unloosed to cease

on an equally daring chord, and to die away inits

own tumult.

As weare not recounting the life of Chopin, and

not being forcedto follow any chronological order, we

mayhere speak of the Schevzo in B flat minor, more

highly finished than the one before mentioned, and

equally impassioned. What could be more beautiful

than the song ofthe first part? The melody ascends

gradually to the upper partof the pianoforte like the

ascent of the soul which takesits flight to loose itself

in heaven. The middle movement is an idyll full of

grace and charm; then, repeated for the last time

the themeattains the highest degree of intensity and
power,leading ustoa series of dissonances,introduced

so naturally and so logically that they in no way
offend the ear.
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With such works as these before us, we are com-
pelled to acknowledge that Chopin never loses the
feeling of equilibrium; always refined, he feels that
passion should never descend to the prose of realism.
He suffers, he has his fits of madness, but none of

those unbecoming convulsions which composers of
the present time, sometimes without reason or sense,

introduce into their realistic productions; he does

not take advantage of guessed or risked chords; he
does not allow his idea to wander at random; he

never forgets to preserve his dignity ; he knowsthat
it is not for him to exhibit to strangers the extreme
depths of his heart. He was the samein hislife.

Few indeed were those whom he admitted to his

intimacy, and to whom he imparted his thoughts;

the letters from membersof his family, and the little

presents which he received from them were his most

cherished treasures which he shared with no one.

It gave him pain for any strange hand to touch these

beloved objects.
At this period his mind,still strong and energetic,

knew also howto reject sad ideas and to bring to the

front whatever he possessed that wasgay and pleasing.

Then he became “' dearlittle Chopin,” ashis friends

styled him; he would imitate the Polish Jew bargain-

ing for corn, or the sentimental English lady; seated

at his pianoforte he wouldcaricature the playing and

movements of the fiery Liszt or the formal Thalberg.

There is no composition moreelegant, and containing

more of brilliancy and freedom than the Grande

Polonaise in E flat major, preceeded by an Andante

Spianato (Op. 22), which was written at this time, and

played at the Conservatoire during the first years of

his stav in Paris. 
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Then it was thata little Nocturne in E flat (Op. 9,
No. 2), the Nocturne most popular of all at the
present time, made sucha sensation in Paris. This
charming bagatelle did more for the popularity of

Chopin than all his other works. It is impossible to

deny certain resemblances to Field’s first Nocturne,
if only the key, the rhythm, and the last peculiarity.

(Ex. 3.) But in it there is a certain tinge of earnest
sadness unknown to Field, which even at that time

began to manifest itself. fhe Nocturnes—in which
compositions Chopin has put the greatest brightness

of his genius—have remained to the present time

models of elegance and of romantic sadness without
affectation; these are the most eloquent pages ofhis
life ; true poemsof the night, sometimes calm as the

silver moonlight (for instance, the Nocturne in Eflat,

and the first part of that in F), at other times over-
shadowed by the clouds which darkened the horizon
and the heart of the poet; occasionally intercepted by
some sanguinary drama, the echo of some terrible
narrative.

The first in order of date, the Nocturne in B flat
minor, exhibits to us a musical form unknown until
that time; a thrilling sadness together with a novel
elegance of construction. In the middle part, which
should not be played too fast, the melody drags along

in heavy octaves, as though the soul were sinking
beneath the weight of thought and the heat ofa
summer’s night.
The Nocturne in F sharp is the typeof feelings of

youthful expansion, of the love of human-kind; the
young man, knowing nothing of the wicked, seemsto
say to the world, “ All that Ihave is yours!” This
Nocturne resembles Schiller’s poems; at this time,
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when the influence of the German ballads was so

great, when Mickiewicz himself began his career by
the imitation of German poetry, a young mansosen-
sitive as Chopin could not but feel the powerot these
verses consecrated to the love of mankind; but he

knew how to impart to ideas, common to many minds

at that period, aform so typical and so individual that
he made them his own,and he cannot be accused of
any plagiarism. He comes neither from Beethoven,

Weber, nor Schubert,—he is always himself—he is

connected with them only by a community of ten-

dencies.
Two Nocturnes (Op. 27), written at a muchlater

period, mark the culminating point of his creative
genius. An entire world separates us there from
Field,—the thought of a poetry profoundly felt, clothes
itself in magic form. The Nocturne in D flat has
been compared, by authors who have written about

Chopin, to the highest creations of contemporary
poets. His concluding bars are inimitable; they are
sighs with truth stamped upon them, whichrise in
the air to lose themselves in the entrances of the

heavens. The Nocturne in C sharp minor appearsto
me to be the description of a calm night at Venice,

where, after a scene of murder, the sea closes over a

corpse, and continues to serve as a mirror to the

moonlight.

In the Nocturne in G minor (Op. 37), which might

be entitled ‘‘ Home-sickness,” the poet weeps at the
remembranceof his native soil; aremembrance which
we perceive in the middle part of the piece in the

form of a prayer played upon the organ of a country
church. This prayer soothes the mind of theartist

who concludes with a last modulation into G major. 
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The celebrated Nocturne in C minor is the tale of a
still greater grief told in an agitated vecitando ; celes-

tial harps come to bring one ray of hope which is
powerless in its endeavour to calm the woundedsoul,

which proceeds with its tale of despair, and sends
forth to heaven a cry of deepest anguish. (Ex. 4).

The two last Nocturnes (Op. 12), by their somewhat
too affected form, furnish an indicationof the ravages
made upon the heart of the poet by deception and
physical suflering.

The Study in C sharp minor (one of the most
dignified among the compositions of the master) and
the Berceuse (so calm and elegant) should be num.
bered among the Nocturnes.

Wewill leave until later some remarks which
mightfind place here, and we now returnto the first
yearsofhis stay in Paris.

As we have already said, two elements combined

formed the personality of Chopin—Slavonic thought-
fulness and French vivacity. During the period of
youth this latter element predominated. Thefacility

itself with which he composed oughtto havefilled his
whole being with that contentment and happiness

whichare the ordinary privileges of composers whose
ideas are rich and numerous.

His commencement wasnevertheless difficult ; first
there was the separation from those whom he loved,
and the idea of his being a burden to them; these

were troubles of a substantial kind. Then,although
received with deference in the artistic world, he had

not yet gained that sympathy, which afterwards was

so general and so devoted: witness the opinions con-
cerning him of Kalkbrenner, Field and Moscheles.

We know that he was at that time thinking of  
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going to America, but a trifling circumstance which
happened through a mere chance, a meeting in the
street, caused him to remain in Paris. The Prince

Valentin Radziwill begged Chopin to come with him

to a soirée at Rothschild’s. He could not refuse; he

played for a long time, and extemporized like onein-
spired. Surrounded immediately by the ladies, he

had so many requests for lessons in the houses of the
most opulent, that he had no need to disquiet himself
longer about the future. Then it was that his pre-
vious works becamepopular, and that there appeared

several newones: the Ballade in G minor (Op. 23), the
Mazurkas, the Studies, the Nocturnes (Op. 27), and

others.
If the Nocturnes are the most charming among the

smaller jewels of his poetical casket, the Ballades are
certainly his most complete and finished works,
the works which have the greatest musical value.
Their form is new and bold; they scorn all con-
ventionality; the master listens only to his ownin-
spiration, pursuing his idea with the greatest order in

the midst of variations and other passages always
appropriate to the title. ‘Their meaning andcharacter
are derived from the ballads of Mickiewicz. They

are veritable dramatic recitatives, always changing,
and full of surprises. In the first three, especially, we

see the author in possession of his full energy and
vitality. Their design is broad, their gloomy pictures

are painted objectively, as in the theatre; sadness,
despair, fill the heart of the hero of the story; but we

perceive that these feelings do not represent the only

sentiments of the author.
It was at this time that his friend Orlowski wrote

(1834) :—* Chopinis full of health andvigour; all the 
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French women dote on him, and all the French men

are jealous of him. Heis all the fashion; the world

will shortly see gloves d la Chopin.”
I have the more extensively enlarged upon this

masculine side of Chopin’s creations, seeing that up

to the present time it has received but little attention

(except from Karasowski*). His graceful and charm-

ing figure, the delicacy and softness of his best known
works, lastly his malady, and that which we know

concerning his last years, all tend to represent Chopin
to most people as a weak and enervated being;

and, worse than this, such an idea is frequently the

cause of a dull and monotonous performance ofhis
works; a performance absolutely contrary to their

spirit. His poetry and sweet melancholy which touch
our hearts (our hearts), injure him in the estimation
of foreigners. These have styled him,as Field styled
him, a man with the talent of the sick-chamber; they
have exaggerated the weak side of his mind, and have

instanced certain compositions written underpeculiar
circumstances. Even amongst ourselvesthis opinion
has its adherents ; we cannot too strongly combatit,
for it is the cause of a performance diametrically

opposed to the sense and meaning of the music.
Numbers of school-girls playing Chopin’s music with
that whichis called feeling, are not aware that there
is in it strong and noble matter which they debase
and degrade ad lib. This misnamed feeling has the
following characteristics: (1) Exaggeration of the
rubato; (2) The turning of the thought upside down,
 

* Author of several books concerning Chopin written in Polish,

also of an excellent biography of the master, published in German.

Of this work there is an English translation, 2 vols, cr. 8vo., 128, 6d,

London, W. Reeves,  
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if one may so describe it, by giving the accents to the

notes, which should be weak, and vice versd; (3)
Striking the chords with theleft hand just before the
corresponding notes of the melody. Chopin has,
without doubt, his negative points which serve as the
basis, so to speak, of the positive side of his genius.

He somewhat lost sight of himself in the Parisian
drawing-rooms; perhaps he did not come up to the
expectations which he raised, so far as considerable

works are concerned. Considering the richnessofhis

talent, he has disappointed us somewhat, as he dis-
appointed Schumann; but, on the other hand,
throwing his whole heart into small works, he has
finished and perfected them in an admirable manner.

The executant should not exaggerate his weakpoints;
on the contrary, as we shall say when we cometo
speakof style, he should treat them as the reflection
of the more powerful passages.

Those who set themselves above the music of
Chopin are generally people of an unmusical nature ;

people who are no bettercritics of the music of other
masters, nor of the utility of music itself. These

same Zoiluses, occasionally hearing the last prelude
or the Polonaise (Op. 53), feel themselves taken by
surprise, and ask: Is this really Chopin’s?

In the letter which we have already quoted,
Orlowski thus explains himself: ‘He is only afflicted
with home-sickness.” He hadalso other afflictions;

and amongst these a ‘“ wearinessoflife,” common at
that time to many exalted minds. To us he is most
touching in the works in which these sorrows are
made perceptible in gentle complainings. The
Nocturnes in F minor, and in G minor, the Study in

C sharp, the Waltz in A minor, the Preludes, &c., 
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brought him the sympathy of every feeling heart—
feminine sympathy especially. ‘ Chopin,” says some-
one, ‘‘is a sigh which has something pleasinginit.”

People have gone too far, nevertheless,in seeking in
his Preludes for traces of that misanthropy, of that

‘weariness of life,” to which he was prey during
his stay in the island of Majorca. ‘That which
happened to him wasthe lot also of other masters.
Haydn was not happy in his household affairs;

Beethoven fled frem the world and from men; still

gaiety rings in the works ofthe first, and the second
enchants us by the tranquil majesty of his melodies;
in the compositions of either it would be in vain to

seek foe traces of household discomforts. How is
this? It is that man is one beingin his dailylife,
but a totally different being when thedivine inspira-

tion takes hold of him. The happiness which he
feels in creating renders him indifferent to the whole
world, carries him far from earth andits cares. This

is true of Chopin above all; of Chopin who,in his

private life, could not allow indifferent persons to
share the secrets of his heart, who would have
deemed it beneath his dignity to exhibit the true state
of his soul; at least, he did so very rarely.

Very few of the Preludes present this character of
ennui, and that which is the most marked in this
respect, the Prelude No. 2, must have been written,
according to Tarnowski, a long time before he went
to Majorca. We know,from the Memoirs of Madame
Sand, the history of a Prelude which Chopin had
composed, but that the rain was beating against the
windowsof the house in which he was alone, waiting
for his friends, who had gone out for a walk, and
whom he imagined he should never see again. If
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this Prelude, according to the universally received
tradition, is that in B minor, I ought to add that the

idea which it contains is only developed fully in the
Prelude No. 15 in D flat, compared with which the

first-named is a mere sketch.
The foundation of the picture is the drops of rain

falling at regular iutervals, which by their continual
dropping bring the mind to a state of sadness and

absence: a melody full of tears is heard through the
pattering of the rain; then passing into the key of C
sharp minor, the melody rises from the depthsof the

bass to a prodigious crescendo, indicative of the
terror which nature in its deathly aspect excites im
the heart of man. Here again the form does not
allow the ideas to become too sombre; notwithstand-

ing the melancholy which seizes you, a feeling of
tranquil grandeur revives you. Whatis there to say
concerning the other Preludes, full of good humour
and gaiety (No. 18 in E flat, No. 21 in B flat, No. 23

in F), or of the last in D minor. Is not that strong

and energetic which concludes as with three cannon

shots ?
The work most full of despair, the work most

replete with sadness, is the celebrated Funeral March.

Thetolling of the bells fills us with dread, and serves

as accompaniment to a mournful and heartrending
melody; but who would presumeto say thatthis is
sickly, unhealthy? He whohas, if only once in his
life, found himself in the state of mind here so

dramatically depicted, he comprehends the grandeur
of these lamentations, the majesty of this grief. The

note of hope in the middle part in D flat major is no

defect.
Let us now pass on to the more charactesistic 
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works of Chopin, the Mazurkas. Here again we must
combat the idea that they are too sad, too muchin
minor.
The propensity to melancholy, to musing, is not in

itself a weakness ; a delicate nature is not necessarily
a feeble nature. Chopin, a Pole, as his mother was
a Pole, could not avoid that which is characteristic of
our nation. Our peasantslike dances in minor keys ;
they return often and sometimes persistentlyto that
somewhat monotonous tone which, nevertheless, with
them indicates so well the loving and generous depth
of their being. Ah well! that is our defect. It isa
weakness, if you must so regard it; we like plenty of
that Christian love which extends to the entire
creation. Blessed, nevertheless, be the masters and
poets who have knownhow,in their works, to sound
that note so dear to our hearts.
There are those who might perhaps object to Chopin

that he delighted in popular themes of a melancholy
cast. Let us not forget that he has put forth with
equalfelicity the chivalrous and martial parts of these
songs, and this is the most difficult to reproduce,
A foreigner who sees our dancesis forced to admit
that these are the pastimesof a virtuous and martial
people.

In spite of his continual sufferings, Chopin did not
allow his efforts to relax. One of his last works is
the Allegro de Concert (Op. 46), full of life and gaiety.
It bears some resemblance to the introduction to
his Fantasie sur des Airs Nationaux (Op. 13).
We maysafely say that his illness and natural

weakness produced no othereffect than thatof render-
ing his productions more infrequent, of putting
omewhat wide spaces between his Moments of
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poetical inspiration: during these moments he forgot

everything else, becoming quite another being. It is
to these moments that we are indebted for the Fantasie
in G minor, and his Polonaise (Op. 53), the type of a
war song. There is a tradition attached tu this
Polonaise. Whenheseated himself at the pianoforte
for the purpose of playing it for the first time,* the
room seemed to him to be filled with the warriors
whom he hadconjured up in his music, and hefled in
terror of the products of his own imagination. ‘This
tradition furnishes a key to his character; it gives us,

so to speak, Chopin in his entirety; the body too
weak, too enervated, could not support the produc-
tions of the mind which remained healthy and strong.

At this period however, as we have just said, pro-
duction became more difficult; thought could not so
easily burst into the light of day in the midst of so
manyhindrances. The efforts of the master, however,

for some time concealed these impediments to pro-

duction; this is perceptible in the Berceuse, the

Sonata in B minor, and the Barcarolle. It was only

after his rupture with George Sand, and during the
short space of time which elapsed until his death, that

we see a broken spirit, a thought which found diffi-
culty in giving itself clear expression. Thus it was
with his last Nocturnes, the Sonata for Violoncello,

and that last Mazurka composed on his death-bed,

whichhis failing hand could not write.

This painful period, nevertheless, produced one

grand and trimphant conception, a protest against
sickness, against feebleness of body; a shout from

the spirit which felt itself still strong; this is the

 

* This occurred in an isolated tower of the Chateau de Nohant. 
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Polonaise Fantasie (Op 61). The idea, the parent
of this Polonaise, concealed under a form unfortv-

nately too vague, was to depict the sufferings,
the fall, and the approaching triumphofhis people.
Does not this prove that, his weakness of body

notwithstanding, his spirit was always supported
by a lively faith and an unshaken hope ?

Finally, is it possible to include Chopin among

men of despair, literary and poetical? No; for he

never forgot, in the midst of his greatest sufferings,
the ideal to which his soul aspired. That ideal has
not always served as guide to masters of the new
school. Does not Schumann himself sometimespre-
sent in his Fantasias too muchfever, too many unde-
fined and clouded ideas ?* And the Realistic school

itself, where has it placed its ideal? Has it not

supplanted ideality, and for it substituted doubt and

the worship of matter? If these symptoms and
tendencies are to be found in Chopin, no one can

deny that his work had a neutralizing influence.

But we find the contrary, and a few exceptional works
will not weaken our opinion. Resting upon that
which we believe ourselves to have proved, we shall
proceed to study the technical and intellectual re-

quirements for the performance of the master’s
works.

 

* These tendencies consist in an abuse of chromatic passages, disso-

nanees, and in the instruction, contrary to established custom, to play

the dissonance piano, This strangely irritates the nerves,

Lecture II.

Wuoever hasseen the portrait of Chopin painted
by Ary Scheffer, whoever has for any length of time

considered his frail, delicate form andthe native grace
and dignity of his manner, will understand one of the

most distinctive characteristics of his productions;
he will perceive that Chopin dwells in ethereal and
ideal regions; that refinement and eleganceare the
necessities of his nature ; that many things appearto
him coarse which do not offend the generality of
people. Notto speak of his habits and manners, for
which he wasby Liszt styled ‘‘The Prince,” we find

in his compositions and in the tradition which has
descended to us concerning his manner of perfor-
mance, characteristics which distinguish him from all

other artists. His touch was generally softer than
that which is ordinarily employed, andhe rarely used
power; he carefully avoided that which is merely

brilliant and written for mere effect; he sought out
higher qualities, and often such as were incom-

prehensible to the ordinary crowd.

Liszt's manner of playing did not alwayssatisfy
Chopin; his favourite authors were those whose
works were most delicate and purest in form. Heine
has styled him ‘The Raphael of Music ;” Mozart,
who merits the same description, he preferredto all

other composers. On his death-bed he begged the 
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Princess Marcelline Czartoryska and the violoncellist
Franchommeto play Mozart's Sonatas. The grand
works of Beethoven offended him, in that they con-
tained some passages which he considered rough;
and even in the immortal “‘ Don Suan” of Mozart,
his favourite work, he found passages disagreeable to
his ear.
From this we perceive that Chopin placed the ideal

of pianoforte playing very high. Withoutyetentering
into an analysis of his beautiful style, we may affirm
that in the opinion ofall his contemporaries his execu-
tion wasperfect, except perhaps in weight; his touch
was so exquisite that sometimes a single chord was
sufficient to charmhis hearers. It is not surprising
that he should require the same perfection in his
pupils. Thus the first few lessons were to them a
perfect martyrdom; the touch of the pupil al-
ways appeared too hard and rough. The smallest
detail which did not come up to the ideal of the
master was always repeated and severelycriticized.
The basis therefore of this method of teaching

consisted in refinement of touch; and this alone
would suffice to distinguish it from all others.
Every one, it is true, recognized the utility of a
good touch, but often spoilt it by an abuse of
exercises badly comprehended. Chopin wasentirely
filled with the sentiment of the beautiful and the
exquisite ; and the same maybesaid of his admirable
works.
The works of Beethoven, and evenofLiszt, played

with ability, but with a less refined touch, may yet
please us and retain their characteristics ; whereas
Chopin’s music, played with a clumsy or too heavy
hand, is not far from caricature, especially in the
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Berceuse or the Nocturnes. Seeing that during the
latter part of his life he became, as a consequence of
his illness, only too conscious of a note somewhat
roughly touched, it is impossible to deny that this
constant care for delicacy of touch wastheresult of a
profound conception of an ideal, worthy of the
greatest eulogy, and morerare at that time thanit is
at present.

Chopin considered the first requisite for a good
touch to be a good position of the hand; he was ex-
tremely particular about this matter. Though there
were some remarkable virtuosi at that time, the
method employed in teaching was far from the per-
fection whichit has attained in our days ; and in this
respect Chopin outstripped the then existing German
school, and surpassed it perhaps in other respects.
He prepared the hand with infinite care, before
permitting it to reproduce musical ideas. In order to
give the hand a position at once advantageous and
graceful (and in his estimation these two qualities
always went together), he caused it to be thrown
lightly on the key-board in such a manner that
the five fingers rested on the notes E, F sharp,
A sharp and B; this he considered the normal
position. (Fig. A, p. 28.) Then without change of
position the hand was required to play exercises
calculated to ensure the independence and equality
of the fingers. He almost always instructed the
pupil to commencethese exercises playing the notes
Staccato.
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is a wonderful means of counteracting heaviness and

clumsiness; the hand should be so held over the keys

that the teacher placing his own hands under the

wrists of the pupil feels scarcely any pressure. This
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is, besides, the kind of exercise which most certainly

conduces to an equality of powerin the fingers; itis,

likewise, that which most quickly counteracts the

natural inferiority of the third and fourth fingers. A
secondset of exercises consisted of a legato staccato,

or heavy staccato, in which the finger rests somewhat

longer on the key.

  

 

Then we cometo the true slurred manner by modifying
the legato staccato, making it an accented legato.

 

Next we use a legato executed with the fingers raised
considerably above the key-board; and,finally, we
have the legato performed ad lib., with a movement
of the fingers more or less marked, modifying at

pleasure the power from ff to pp, and the movement
from Andante to Prestissimo.

 

 

Theseare the first exercises. The second seriesis
for the purpose of preserving the even and tranquil

position of the hand during the passage of the thumb
in scales and arpeggios. We here touch upon a ques-
tion important and much controverted, and we are

probably aboutto find ourselves in disagreement with

the generally received opinion. It is known that with 
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nearly all great virtuosi the elbow rests near the body

as muchaspossible, and the passage of the thumb in
scales and arpeggios takes place insensibly, But I
believe that none of the exercises written with this

object are so good andso logical as those of Chopin.

At first it is ordinarily impossible to avoid moving the
elbow, or turning the hand somewhat, at the moment

of the passage of the thumb. Now Chopin,from the
very first lesson, insisted upon the hand’s retention of
its position; he preferred that the notes should at

first be disconnected, rather than that the hand should

alter its normal position.
He also at the commencement caused all exercises

and scales to be played staccato, without troubling

about the passage of the thumb. ‘Taking it that each
scale has two fundamental positions, viz., that of

thumb, first, second, third, and of thumb, first,

second, fingers; his pupils commencedwith the scale
of B major for the right, and of D flat major for the

left hand,* forming the hand in the manner already
described at each fundamental position—

 

 

 

 

By this staccato exercise the hand was rendered

familiar with the successive positions; then by the
various steps of legato staccato, accentuated staccato,

 

* These being the most easy scales for the respective hands,s a ri
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&c., the pupil got to the point when, raising the
fingers high, the thumb was passed by the action of
the muscles alone, the hand still retaining its hori-
zontal position; the hand was thus prepared for the
more difficult scales, and for arpeggio passages, in
which the wide intervals were eventually reached
without effort and without greatly raising the fingers.
I knowfrom experience that by this method an equal
and steady style of performance is attainable even
whenit is necessary to pass the thumbafter the third
or fourthfinger, as in the Scherzo in B flat—

 

 

 

 

 

 

 
 

in the Study in A minor—

8va.
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These exercises also explain to us how Chopin exe-

cuted his very difficult accompaniments ; accompani-

ments unknownbefore, and consistingofnotes at great

distances apart; for instance, in the Nocturnes in D

flat and in, C sharp minor in the Marche Funebre

(Trio), in the Nocturne in G, &c. These also explain

to us those fingerings—so original that they shockea

the old pianists—the object of which is to keep the

handin its properposition, even by passing the second

or third finger over the fourth: for instance, the

chromatic scales with the second, third, and fourth

fingers, Study, O%. 10, No. 2; the passage to the

second motivo of the Nocturne in B flat minor—
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the Nocturne in C sharp minor, &.—

 

 

 

 

 

Kalkbrenner, an excellent pianist, but a partisan

of the old school, was quite horrified at this uncere-

monious innovation; and admitting that Chopin had
‘a kind of talent,” advised him to follow his
(Kalkbrenner’s) instructions for three years at least,

in order to correct his defective fingering. Fortu-

nately the young master, in accordance with the

counsels of Elsner, would not listen to the advice,
and remained that which he was.

I must yet add a few words concerning this

fingering. It arises from an idea perfectly true and
rational, from a natural position of the hand, to which

position it ought to conform in most passages; and 
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this is one of Chopin’s greatest merits so far as
pianoforte technique is concerned. If we take as the

normalposition of the right hand, + E, 1 F sharp,
2G sharp, 3 A sharp, 4 B, and for the left hand the
analogous position, + C, 1 B flat, 2 A flat, 3 G flat,

4 F flat, we perceive that the two hands must be
slightly turned in contrary directions.

This is the Key to an even execution :—
First.—Of the scales, taking always for the
hands the positions, first, +, 1, 2, 3; and

Second, a.) 1,2.

Second.—Of passages of broken chords; the
position, +, 1 2, 3, is taken for passages such
asC, E, G, B flat—C, D sharp, F sharp, A; or
even the position, +, 1, 2—+,I, 3, for passage,

such as C, E, G,—C, F, A, &c. The same

holds good for the left hand proceeding in the

contrary direction. It could be best done on
the pianofortes with two key-boards reversed,

one being placed above the other, according to
the system of the Brothers Mangeot.

Third.—Ofall rapid passages in general, recol-
lecting that the hands mustbeslightly turned,

the right hand to the right, the left hand to

the left, and that the elbows should remain

close to the bedy, except in the highest and
lowest octaves. Exceptions to these rules
will certainly be found; but they will be very
rare.

The pupils of Chopin, however advanced, were

required, besides the scales, to play with care the

second bookof Clementi's Preludes and Exercises, and

above all to studythe first Etude in A flat. Every
hard, rough, or uneven note had to be played again
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and carefully corrected. To complete his misery

the pupil encountered at the commencement an

arpeggio :—

which has caused many tears to flow. It was

necessary that it should be executed rapidly, cre-

scendo, but without abruptness. It was this arpeggio

which brought upon one unfortunate pupil this some-

what too sharp rebuke from the master, who springing

up onhis chair, exclaimed : ‘“‘ What was that? Was

that a dog barking?” Ihad this story from the late

MadameB. Zaleska, who herself has said some sharp

things to me whilst showing me some peculiarities in

Chopin’s mannerof performance.

This unfortunate study had to be worked in every

possible way ; it was played quickly and slowly; forte

and piano, staccato and legato, until the touch became

equal, delicate, and light without feebleness.

I have somedifficulty in reconciling these lessons

with a statement which I had from someofhis pupils.

Chopin, it seems, sometimes kept his hand absolutely

flat, in such a manner that it was impossible to

understand how he could play so well with it in

this inconvenient position. I have been shown this

manner of playing, and have heard oneofhis pupils

thus play the Study in A flat, and some pages of the

Sonata in B flat minor. This hasfailed to convince

me, and I do notbelieve that such a mannerof playing

can ever become general. It is true that by this

means an extremely delicate and connected tone may

be obtained, but these qualities are ctherwise obtain. 
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able, and such a position of the hand is incompatitle
with power andrapidity. It is possible that Chopin
employed it in order to avoid striking the keys
with his nails (Figure B), and to facilitate striking

them with the fleshy part of the finger. (Figure C.)
At the present time it appears to me that someprofessors of the pianoforte recommend that the

fingers should be bent like a claw, so as to give
them more power and certainty; others would keep
them more flat. But these latter do not go so
far as to recommend the perfectly flat hand em-
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ployed sometimes by Chopin; from which T presume
that it was a method rarely adopted by him, and
without doubt slightly exaggerated by his pupils.
The two methods above-mentioned can always, I
believe, be employed according to the nature of the
passages to be executed. By holding the hand more
or less bent it appears to me that the touch would be
somewhat different in different cases. That would
depend—

First.—Uponthe scale in which we maybe playing.

By comparing the following positions, E, F sharp,
G sharp, A sharp, B—and C,D, E, F, G,it will be

seen that more extended fingers are most convenient

for the first; whereas fingers bent are most advan-
tageous for the second.

Second.—Upon the necessity for a strong and
elastic, or singing tone.

Forstriking a strong chordit is necessary absolutely
to concentrate the hand, so to speak (Fig. D) ;—in the

opposite case, we may stroke the keys with out-

Fig. D

stretched fingers, as Chopin sometimesdid in order to
obtain a touchlike velvet. 
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The above is the greater part of the information

that I have been able to collect. Let us add that
listening to the greatest virtuosi, besides playing
technical exercises, is necessary for the acquirement

of the touch required for the execution of Chopin’s
works. We should, it seems to me, learn from

Madame Essipoff and Antoine Rubinstein.* The
latter enchants us by a special detail; almost without
movinghis finger, he repeats the same soundlike an

echo, softening it each time in a mannerinfinitely

charming.

Chopin often employedthis effect, and has indicated
it to us at the end of his Study in F minor (Op. 25,

No. 2) in the Nocturne in F minor (Op. 55, No. 1), in
the Polonaise in C minor, (Trio), in the Polonaise inC

sharp minor, &c.
These rules for touch are quite compatible with

power, which Chopin employed sometimesto a con-
siderable extent ; but the tone though powerful should

never be rough and hard; it should be alwaysfull and

tich,
In order to acquire these different qualities of tone,

Chopin, from the first lesson, unceasingly directed the
attention of the pupil to the freedom and independence
of the fingers. He differs in this, I believe, from other

professors who do not cometo the independence of
the fingers until after a long courseof study. Chopin
recommended,with this object, that the fingers should

 

® Or from Richard Rickard.—Translator.
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fall freely and lightly, and that the hand should be held
as though suspended in the air (without weight): he

objected to rapid movements attoo early a stage of
the pupil’s progress, and wished that they should learn
to execute all passages fortissimo and pianissimo.
From this method the various qualities of tone came

of themselves, and the hand wasneverfatigued. This
frequent employment of piano, for the purpose of

avoiding heaviness and clumsiness of hand, is a

characteristic feature in the method of Chopin.
With the object of acquiring independence of

the fingers, in addition to the five-finger exercises of

which we have spoken, he had the scales played with
an accent on each third or fourth note.
Resuming our observations, we perceive that this

continual tendency to develope beauty of tone was the
principal cause of the charm ofhis execution—thefull

sounds were thereby the more easily connected. And
as this result was obtained by the free movements of
the hand owing to the staccato work, it may be said

that the staccato is the best exercise for learning to
play legato. Moscheles has left us an enthusiastic

description of that execution, so beautifully smooth and
so sweet to the ear, which he admired in the study in

A flat. (Op. 25, No. 1.)

It is evident that in this study an importantfactor
wasthe use of the pedal, of which Chopin has pene-

trated the secret better than any other master. He
gave to his pupils several rules which only later found

a place inthe usual methods. Not being able here
thoroughly to examine this question of the pedal, so
important and so full of variety, I refer the reader

to a little book published at Vienna in the year 1875:

Das pedal des Clavieres, by Hans Schmitt. Exceptin 
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certain particulars this is an excellent book, and
throws great light on the execution of Chopin’s
works.

Before all things, those who would study the use of
the pedal in the works of the master, should pay
attention to these observations: (1) The directions
for the employment of the pedal are sometimes
defective in the editions of Chopin’s compositions;
(2) The employment of the pedal is an individual
matter, and one which cannot be fettered by precise
and definite rules. Different artists take different
viewsofit, and thus produce new effects. Its use also
depends upon the instrument and the place in which
weplay.
Each employmentofthe pedal (I speak here of the

open or loud pedal) must have an end which justifies
its employment. The pedal may be employed in the
following cases :—

First.—Itis usefulin all broken chords, and in some
passages which keep in one key. Many passagesin
Chopin are indebted to the frequent and intelligent
employmentofthe pedal for their beautiful harmony:
for instance, the Study in A flat (Op. 25, No. 1), Pre-
lude in F (No. 23), &c.

Second.—We knowthat in playing with the same
hand both the melody and its accompaniment,the pedal
is indispensable to the prominence of the melody.
Another use of the pedal occurs infrequently in the
works of Chopin, though examples are to be found—
for instance, in the trio of the Study in E minor (Op.
25, No. 5), but it is an effect often employed by Thal-
berg and Liszt. In the compositions of these authors
and others of the same school, we find the pedal
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‘atilized in a manneraltogether peculiar, and that is

the holding it for a length of time without interruption.

Thusthe sonority of the instrumentattains prodigious

proportions ; but this is only allowable in grand cre-

scendos. Tausig used this means in the trio with

octaves of the Grande Polonaise in A flat (Op. 53).

Third.—According to Schmitt, the pedal augments

the richness and beauty of the tone by the introduc-

tion of the harmonics of the principal sound, which

vibrate with it. This is especially true of the middle

octaves of the key-board. The employment of the

pedal may therefore become, in a melody consisting

of notes of long duration, the principal cause of beauty

of tone.

Nevertheless, there are two things which must be

avoided :—

(a.) Mixing two notes of a melody,—notonly two

adjoining notes, which would produce dis-

sonance, but even two notes belonging to the

same consonant chord, the hearing of which

together would be illogical and unnatural.

‘The pianoforte with double key-boards would

be of great service in cases like this, as there is

a pedal for the melody and another for the

accompaniment.

As an example I will here cite the Nocturne in F

sharp (Op. 15), and the Prelude in D flat, in which

the pedal cannot be held during the whole measure,

though, according to the indications, it should be so

held. Inthe Nocturne the first measure would be

dissonant; in the Prelude the melody would have the 
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effect of a duet, two notes sounding together, one of
which ought simply to follow the other.

(5.) The too frequent use of the pedal. This
fatigues the ears of the audience. It appears
to me an impossibility to employ the pedal
every time its use is indicated in the first eight
measuresof the Nocturne in A flat (Op. 32), or
in the trio of the Fantasie Impromptu (Op. 66).
This confirms the opinion of Schmitt, who
considers that great artists prefer not to trouble
themselves at all about the pedal, leavingits
employment to the will of the executant (like
Schumann, whofrequently simply marked Ped.,
at the beginning of a piece), or, not taking
into consideration their own use of the pedal,
their indications are not in accordance with
the manner in which they themselves would
intuitively employ it. (This may be said of
Moscheles in his editions of the Sonatas of
Mozart and Beethoven.)

Fourth.—The higher octaves of the pianoforte
admit a more frequent and lengthened use of the
pedal than the middle octaves.

Fifth.—Sometimes, in order to sustain certain
notes,it is well to take the pedal after having struck
the note or chord. By this means we obtain a great
smoothness and connection between chords which
succeed one another. We have indicated the pedal
in the manner of Schmitt, by notes placed on a
special line. All this part of the Nocturne thus
played, has an admirable effect, as though played
upon an organ. The sounds of the bell in the
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Marche Funebre should be connected in the same

manner -—
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Sixth._Sometimes we omit the pedal for a
moment, to make a phrase clear and to avoid a dis-

sonance. Thus, in Example 3 (Plate 1), the pedal,
quitted an instant before the B flat of the upper
part, serves to destroy the dissonance, C fiat, and

yet does not entirely efface the bass, B flat, which

is the tonic of the following chord. The same
thing occurs in the Polonaise in E flat (Op. 22);
at the phrase which brings us again to the prin-
cipal motivo, it is necessary to emphasize the B flat
of the bass: but it becomes necessary to diminish
this sound before the end of the measure by a rapid

movementof the foot, for the purpose of allowing 
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the following chord to come into prominencein all
its purity.

Werefer you to Schmitt for further details, only
adding that the pedal is a delicate and difficult
means to employ, but which if used frequently

for only a short space of time produces very
beautiful results. In a few rare cases, when it

becomes necessary to strengthen a consonance, it

may be employed for a longer time andin a bolder

manner.

Wenow cometo the combination of the two pedals.
Chopin brought this resource to perfection. We
know those graces whichare so beautiful when played

with the help of the soft pedal—(the Nocturne in F
sharp, part 2; the Nocturne in G minor ; the Larghetto
of the Concerto in F minor; the trio of the Impromptu
in A flat ; the Nocturne in D, &c. Chopin frequently

passed, and without transition, from the open to the

soft pedal, especially in enharmonic modulation.
These passages had an altogether particular charm,
especially when played on Pleyel’s pianofortes. For

instance, the first measure of the solo in the Larghetto
of the Concerto in F minor on the note E flat; the

Polonaise in C minor (Op. 40) upon the return of the
motivo of the trio :—

|le==
ped.

The Mazurka in A minor (Op. 17), eighth measure;

andtheir Proper Interpretation. 45

the Polonaise in C sharp minor (Op. 26), second part,
ninth measure, &c.

In the next Lecture more detailed directions upon

this subject will be given. Here we will only add,

that notwithstanding the charming effects of the soft
pedal, it should be employed with due caution ; many

passages are best when played simply and without

the use of either pedal. This may be said of the
Nocturne in F (Op. 15), and the middle part, in 3 time

of the Andante spianato (Op. 22).
Likewise an excessive use of the pianissimo should

be avoided, the result of which would be to invest a

work with anairof affectation.

 



LECTURE If.

Upto the present time we have spoken only of the
necessary technical conditions for the execution of
the works of Chopin. It now beccmesrequisite to
enter into the spirit which should influence that
execution. The remarks which we are about to
submit were obtained from those who were ac-

quainted with, and who followed the instructionsof,

Chopin.
Before all, let us recall that ideality which animated

the great artist, and which endowed him with the

appellation, “the Raphael of Music.” This ideality
was associated with perfection of forim, delicacy, and

an infinite variety of shadings. Tut this ideality was
not without defined outlines, it was not without

distinct character. This Raphael suffered and expe-
rienced much ; we haveseen that his works contain a

considerable amountbothof grief and of gaiety, but
he avoided all useless noise and vulgarity. He hada
certain reticence in all things, which prevented his

falling into affectation and sickly sentimentality : still
he would be open to such an accusation, judged by his
compositions as executed by some,and only too many,

exponents.
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The root of his musical tendency was truly the
aspiration to a broad and noble style. This beautiful
style in the course of time became absolutely his own;
still severai masters, both his predecessors and con-
temporaries served as his models. We know with
whatcare he studied Bach; he found in the Adagios
of Beethoven that clearness of thought and that
serenity, which he so well knew how to adopt and to
utilize. In other works of less value, but suited to
the pianoforte, we also find that harmony and that
elegance, which Chopin has brought to such a height
of perfection. For example, Field’s Nocturnes, his
First Concerto ; Cramer’s Study in D (in Book4 of his
Studies) whichis similar in style to the Concertos of
Field ; then the Concertos of Hummeland the Andante
to his Fantasia (Op. 18), &c.

This style is based upon simplicity ; it admits of no
affectation, and therefore does not allow too great
changes of movement. This is an absolute condition
for the execution of all Chopin's works, especially of

his earlier works, and more especially of his concertos;
the richness and variety of the embellishments would
tend to sickliness and affectation if the execution were
not as simple as the conception.

This remark, being in every respect in accordance
with that which we know of Chopin’s execution,
allows us at the sametimeto estimateat their proper
worth all the details of his compositions, so compli-
cated, and yet possessing so much unity. Thus, for
example, these digressions,these frequent arabesques,
are not meaningless ornaments and paltry elegance,

as were the ornamental passages of Herz, amongst
others ; but they are, if we may be allowed the ex-
pression, the transparent lace-work through whick 



48 Frederic Chopin's Works,
 

the principal thought smiles upon us, thereby gain-
ing yet another charm. This is a matter which
must not be disregarded in executing them. These
ornamental passages, these grupetti of a certain

number of notes, most frequently appearing when

the same motivo returns several times; first the
motivo is heard in its simplicity; afterwards, sur-
rounded with ornaments, richer and richer at each

return. It is, therefore, necessary to render this

motivo with very nearly the same shadings, what-

ever may be the form in which it reappears. For
example, compare, in the Nocturne in F sharp

(Op. 15), the third and the eleventh measures, then

the eleventh and the third upon the return of the

principal motivo; or compare, in the Concerto in E

minor, the thirteenth and fifty-fourth measures; or,

in the second motivo of the Impromptu in A flat, con-

sider the different forms in which the phrase in F

minor appears, &c, Again, these ornamental pas-

sages should not be slackened,but rather accelerated

towards the end; a vallentando would invest them

with too much importance, would make them appear

to be special and independent ideas, whereas they are

only fragments of the phrase, and, as such, should

form part of the thought, and disappear in it like a

little brook whichloses itself in a great river ; or they

may be regarded as parentheses which, quickly pro-

nounced, produce a greater effect than they would if

they were retarded. Here are examples of these

ornamental passages which should be played more

slowly at the commencement and accelerated towards

the end :—

a. Nocturne in E flat (Op. 9), measures 16 and 24.
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b. The Larghetto of the Concerto in F minor,

measures 26, 28, 30, 40, 75, and 77.

The following parentheses should be delivered
tapidly and pianissimo :—

a. Nocturne in Aflat (Op. 32), measures 14 and 22.

b. Nocturne in F (Op. 15), measure 28; also upon
the return of the motivo.

c. Nocturne in G minor (Op. 37), measure 36, &c.

Chopin differed, in his manner of using arabesques
and parenthetical ornamentations, from the usual

manner of his time, which was to dwell upon such

passages and to endue them with importance,as in
the cadenzasattachedto the airs of the Italian School.
Chopin wasperfectly right. In spoken language we
do not use the same tone of voice for the principal
thought and the incidental phrases; we leave the

latter in the shade, and properly so. All the theory
of the style which Chopin taught to his pupils rested
on this analogy between music and language, on the
necessity for separating the different phrases, on the
necessity for pointing and for modifying the powerof
the voice andits rapidity of articulation. We are not
nowputting forth any new doctrine, since Biilow has

so well indicated the musical punctuation in his

editions, and since M. Lussy, in his Traité de l’Ex-

pression Musicale—a work crowned (couronné) at the
exhibition of Vienna—has thrown a brilliant light
upon this subject.
The rules laid down by these two authors have

sarely been utilized by other writers ; M. Sikorski is 
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an exception, for, in his Mouvement Musical,* he

recommends them to his readers. Here follow
Some principal rules for musical punctuation and
elocution.

In a musical phrase composed of something like
eight measures, the end of the eighth will generally

mark the termination of the thought, that which, in
language written or spoken, we should indicate by a

full-point ; here we should make a slight pause and
lowerthe voice. The secondary divisions of this phrase
of eight measures, occurring aftereach twoor eachfour
measures, require shorter pauses—thatis to say, they

require commasor semi-colons. These pauses are

of great importance; without them music becomes a
succession of sounds without connection, an incom-

prehensible chaos, as spoken language would be if no
regard were paid to punctuation and the inflexion of
the voice. A short example will make the matter
clear. Let us take the well known Waltz in A flat
(Op. 69); the musical thoughtis divided into periods
of two measures,andthusthe concluding note of each

second measure should be shorter and weaker than
the preceding notes.

Written thus :—

 

 

* A Musical Journal, which was issued in Varsovia. from 1857 to
1862.
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Judge what a ridiculous effect would result from
a performance like that indicated in the following

example :—

 

 

 

 

 

 

  

|
|

|
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|   

From these general rules, Chopin arrived at the
following conclusion, to which he attached much
importance: do not play by too short phrases ; that is

to say, Do not keep continually suspending the move-

ment and lowering the tone on too short membersof
the thought; that is again to say, Do not spread the

thought out too much, byslackenings of the movement,
this fatigues the attention of the listener whois follow-

ing its development. Ifthe thoughtis short, as in an
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Adagio, the movement may be slackened, but never

whenit consists of more than four measures. Thus

in the Adagio of the Fourth Sonata by Beethoven,

in E flat, each of the first four measures is the

independent member of a phrase :—

we may fora similar reason play more slowly in the

Adagioof the Sonate pathetique,for instance, wherethe

phrase is not comprehensible until after four measures.
How many times have I heard the melody of the
Fantasie-impromptu (Op. 66) played in this dragging
and fatiguing manner. The listener is then tormented
to extremity; it seems to him that the phrase crawls
along and willnever end. Further, Chopin remarked,
and most justly, that every shortened note is also a
weakened note, the ndte of smaller duration requiring

smaller power, just like the long and short syllables of

ordinary yerse. The highest note of a melody, and
a dissonant note, should also be made strong. Here

we give as an example, part of the melody of the

Scherzo in B flat minor; we have indicated the punc-
tuation, also the strong and weaknotes.

Con anima. *

    



 

 

 

 

 

 

 

 

We give no more examples, but advise every
amateur to take as his guide M. Lussy’s book, and in
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accordance with the rules there given to find out the
functuation of every musical idea, the note of greatest
importance in each memberof the phrase, and the

places in which the tone requires to be lowered. This
labour will be all the more agreeable from the fact

that it is easy, and at the same time very useful for

understanding the works of the great masters.
Chopin’s advice was, that this theory should be

grounded upor. the rules which guide vocalists, and
that it should be perfected by hearing good singers.
At the present time the method usually adopted for

the indication of members of musical phrasesis, to
place over them the segment of a circle, which un-

fortunately also signifies ‘‘legato.” This system

might be altered; it is quite possible to distinguish
the different members of a phrase by commas, semi-

colons, and full points. Chopin attached great im-
portance to these segments, which by the way are not
always correctly drawn in the greater part of his
works; whenever this mark terminated he detached
the hand after having diminished the tone; this we

do at the present time. (See Lussy and Bulow.)
Continuing our observations on the works of the

great master, wearrive at this conclusion amongst

others, that to play Chopin’s music without time and
without rhythm is absolutely opposed to tradition, as

also to the principles of music in general. Time and
rhythm are the necessary conditions for the compre-

hension of a musical thought. ‘Timeis the soul ot
music.” Chopin always observed it; the rubato
passages with which we meet in his works cannot
weakenthis truth.
The different outlines of the thought must always

be clear and defined; it is only in developing this 
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thought with greater freedom, that the liberty ia
ailowed of infringing the absolute laws which govern
the value of notes written of equal length. The time
strictly observed is sometimes the only meansof re-
producing the simple ideas of Chopin.
Wehave spoken of the rubato; it will be well for

us to rest awhile upon this word. First, what is its
meaning ? Rubare, to rob, from which comes rubato
that is to say, stealing from the hearer certain bits
of the measure. I know not who first made use of
this term, but certainly it was not Chopin, for the
rubato existed long before his time. The rubato had
its origin in the Gregorian chant; the singers held
certain notes ad libitum, taking the other mates rapidly,
for the sake, no doubt, of traditions concerning the
declamation of the Greek rhapsodists. The recitative
introduced into Italy in the sixteenth century, and
which wasalsothe revival of old Greek facies is
nothing but the rubato style. This style passed
shortly afterwards into instrumental music; we have
signs of it in the Chromatic Fantasia of Bach. Beet-
hoven sometimes indicates rubato passages: the Trio
in B flat (Op. 97, Adagio), the measures17, 11 before
the finale, the Sonata for Piano (Op. 106, Adagio)
Besides, tradition tells us that for his later Sonatas
Beethoven allowed a certain latitude as to the time.
This it is in which, according to the letters of
Mendelssohn, consisted the charm of the Sonata
(Op. 101) dedicated to Mdme. D. Ertmann, and exe-
cuted by thatartist herself,

In proportion as music is employed for the pur-
pose of painting tumultuous sentiments, or those
more vague andindefinite, the rubato becomes more
frequent. No one probably ever employed it with
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greater grace than Chopin, whotook the idea,if net

from Bach.and Beethoven, from the recitatives of the

Italian school. From this we may explain the

recitative introduced into the Larghetto of the Concerto

in F minor. The greater the amountof personality

and original boldness shown by Chopin, the more

frequent became his employmentof the rubato, until

in his later works he ceased to indicate it; leaving its

use in properplacesto the intelligence of performers.

Once again, whatis the rubato of Chopin? Liszt

answers our question. ‘ Supposea tree bent by the

wind; between the leaves pass the rays of the sun, a

trembling light is the result, and this is the rubato.”

Some of Chopin’s pupils have assured methat in

the rubato the left hand ought to keep perfect time,

whilst the right indulges its fancy; and that in such a

case Chopin would say, ‘ The left handis the conduc-

tor of the orchestra.” Many passages of the Berceuse

can be executed in this manner. Paganini also,

playing with the orchestra, recommended that the

instrumentalists should observe the time, whilst he

himself departed from it, and then again returned to

it. It is, nevertheless, my belief that this means can

only be employed in certain particular cases; and I,

therefore, can only regard it as a demi-rubato. ‘There

are passages in the works of Chopin, in which not

only do the leaves tremble (to continue the compa-

rison of Liszt), but the trunktotters. For instance:

the Polonaise in C sharp, (Op. 26) 3rd part, measures

g-14; Nocturne in A flat (Op. 32), the middle part.

We may quote also the Zmpromptu in

A

flat; here)

everything totters from foundation to summit,

and everything is. nevertheless, so beautiful and

so clear, 
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Moscheles, speakingof the rubato, says, ‘ Chopin's
manner of playing ad libitum, a phrase which to so
many signifies deficiency in time and rhythm, was
with him only a charming originality of execution.’
We see, therefore, that even the rubato is never a

defect in the time; the idea of rhythm, and conse-
quently of the relative value of the notes, must never
be lost, apparent changes and momentary incongruities
notwithstanding.

I shall now give the result of my own reflections
on the rubato of Chopin :—

t. Precise rules for it cannot be given; because a
good executionof the rubato requires a certain musical
intuition, that is to say, a certain particulartalent.

2. Every rubato hasfor its foundation the following
idea, Each musical thought contains moments in
which the voice should be raised or lowered : moments
in whichthe tendency is to retardation oracceleration,
The rubato is only the exaggeration or bringing into
prominence thesedifferent parts of the thought; the
shadings of the voice make themselves more marked,
the differences in the value of notes more apparent.
Hence there arises in the mind an image of the
musical thought morefull of vitality and of poetry,
but always in accordance with law and order.

Let us, as an example, take the middle part, in F
minor, of that Nocturne in A flat, so frequently before
ected. In the first measure we may rest longer on
the high note F; in the second, on the D flat; and we
glide over the other notes. We mayalsorest, in the
fourth and fifth measure, on the notes A flat and D
flat. The same thing may occur again even with a
greater exaggeration in the fifth measure of the
motivo which returns ‘n F sharp minor. Wein all cases
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borrow the time from notes of smaller importance for
the purpose of giving it to the principal notes. In
this manner may be explained the remaining detaiis
of this middle part of the Nocturne, which ought, so
to speak, to totter all the way through. Whoever
has heard one of Chopin’s pupils thus execute a piece,
will admit that, in this momentary uncertainty of the
rhythm,there is aninfinitecharm. The exaggeration,
nevertheless, does not extend far; and to nothingis
more aptly applied the proverb, “‘ From the sublime
to the ridiculous there is but a step.” The rubato
likewise is only applicable to somewhat short move-
ments; applied to longer compositions it might
become monotonous. This possibly, orit may be
the novelty of the style, was the cause of the non-
success of the Concerto in E minor, which was
performed, with the orchestra, by Chopin, at the
Théatre Italien, just after his arrival in Paris.
Beyond thesepeculiarities of touch, of rhythm, and

of style, the veritable speciality of Chopin consisted in
the employmentof the pedals. Only those who have
heard him are able to tell of the effects which he
obtained from them. Weare only able to judge of
these effects from the indications which he has given
in certain passages of his works. The soft pedal is
with him, it appears to me, the symbol of, and con-
dition for, that ideal which he pursued in all his
compositions. Frequently the pedal una corda attaches
to melodies truly divine; melodies which remove us
from earth. For example: the trio of the Prelude
in F sharp, the Waltz in C sharp minor, Scherzo in B
minor, the Nocturne in C minor, &c.

I consider it to be impossible to play these passages
without thoughts of the soul's immortality, of an ideal 
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something beyond the grave, which hovers above the
miseries of the world here below.
This sentiment of the ideal is also apparent in the

enharmonic passages, which are anotherspeciality of

Chopin. In this characteristic he has often been

imitated, and with great felicity of imitation, by

Schumann. As an example take the Arabesque,
measures 89—104.
The language of passion itself, we have already

said, is never, with our master, deprived of the senti-

mentof the ideal and beautiful; it is not necessary

that too harsh sounds should be employed. Even in
the Scherzo in B flat minor it is necessary to preserve
a certain time, in order to avoid falling, towards the

end, into a too convulsive agitation. In the midst of
the most impetuous crescendo and accelerando, when
the musical thought approaches its climax and is

about to burst, it is well that the performer should

rest a moment (ritenuto), as though to collect his

powers. Weadvise this in the following phrase :—
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We might here multiply our observations if we

allowedourselves to proceed withthe study of Chopin’s

works in all their details; but this course would be

better suited to a Conservatoire ; it exceeds the limits

of a work like the present. Our object has been to

give general indications by which the comprehension

of Chopin’s compositions maybefacilitated, and which

mayfurnish assistance towards their correct execution.

The following is Liszt's remark :—

“ All the compositions of Chopin should be played,

observing the rules of accentuation and of prosody, but

with a certain agitation, the secret of which, those who

have never heard the masterfind it difficult to fathom.”

It is sad to reflect that the great musician, whilst

leaving us his immortal thoughts, carried with him to

the tomb a greatpart of his genius, the best part of

his artistic personality. How manyof us feel this

regret when listening to descriptions of Chopin’s

marvellous style and manner of performance, a per-

formance which we ourselves never had the chanceof

hearing and admiring! Concerning it, we are able

only to collect certain indications, but not to re-

construct the ideal in all its purity, not to bring tolife

an individuality which has, alas! been snatched fron

us for ever. 
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I nevertheless think that this little work is not
destitute of utility, and may perhaps be allowed to
add to it a few words.

Chopin, hearing the dull colourless playing of some
youngartists, exclaimed: ‘ Put all your soulinto it!
Play as you feel!’ ‘This is a solid injunction, but at

first sight somewhat paradoxical. The precept,
‘“Play as you feel” is dangerous, in that, wrongly

applied, it injures the most beautiful works, and

especially those of Chopin. On the other hand,it is

evident that many people play badly because they do
not give themselves the trouble to consult their own
intelligence, and to put forth their power. It was,
without doubt, to this class of pupils, the mentally

idle, that Chopin gave this advice, in order to prevent
them from putting a restraint upon their individual

conceptions, and to give them confidence in them-

selves. Far from laying down precise and immutable

rules for every detail of his works, his desire was that

aboveall things the idea should be grasped. Though

most exacting in his requirements concerning each
important detail, he knew how to respect the in-

telligence of a pupil whom he saw taking a charac-

teristic and individual course; he would then say?
“T do not play it in this manner, but your rendering
is good.” Further, he himself played his own com-
positions in different styles accordingto the inspiration
of the moment, and always charmedhis audience.

Is it to be concluded from this that there is no
criterion of truth in music, and that all the traditions

which we have collected are worthless? By no
means; truth in the principal features is one matter,

but there are numerous secondary features which must

be left. to the individual mind of the performer; a
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perfect executiun is impossible except when tradition

is in accordance with the individuality of the exe-
cutant, except when the individuality of the master
who has composed a work, has become that of its
interpreter.

I will give some seneral examples: whoever has
heard a song composedofseveral couplets, sung with
intelligence, knows what a prominentpartis furnished
by the mannerof the singer in the variety to be intro-
duced in these various couplets. In the first he will
be calm andtranquil; in the second he will put forth a
greater amountoffeeling ; the third may contain some
sudden outburst of passion ; the last may bring us to
the tranquillity of the commencement, and all without
any change in the melody. Thus it was that Madame
Viardot, with true genius, brought out the three
celebrated couplets of Gluck: “ $'ai perdu mon Euri-
dice.” The first couplet possesses a character of
resigned sadness; in the second wehave, asit were,
wailings which lacerate the soul; the third causes us

to share in the despair of the lover: the melody rises
to the height of passion, the timealso is accelerated.

This may be perceived in more than one of
Chopin’s Nocturnes. The same idea returns again
and again, always with a new sentiment, which the
author could scarcely indicate, except in a very
general manner.

I will give an example in the well-known Nocturne
in F minor (Op. 55).
The principal melody, though charming, is so

frequently repeated that, unless its character is some-
times changed, monotonyresults from its repetition.
It was, besides, a characteristic of Chopin not to

execute a musical thought twice in the same manner.
What, then, should be done? In opposition to the 
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theories of Hanslick—who pronounces music to be

powerless for the production of sentiments— it is

necessary to grasp the workin its entirety, to apply it

to the words of an imaginary poem created by our

own mind; the details will then come spontaneously

and without difficulty.
To myself, this Nocturne represents a sadness

which rises by different degrees to a cry of despair,

and is then tranquillized by a feeling of hope. With

this idea for a guide we might execute the work in the

mannerfollowing :
Thefirst two measureswill be piano and calm ; the

two following will be weaker, like an echo of the first
lament; in the fifth and sixth measures, the melody,

by a strongly pronounced crescendo will rise to forte
and fall again to piano in the seventh measure. The
repetition of the first eight measures might be exe-
cuted thus: the first two pianissimo, then gradually
rising to forte (even somewhataccelerating the time),
and lastly, the tone diminishing, but to a greater

extent than before.
The second part (measures 16, 17) will be com-

menced with calmness and simplicity ; a crescendo will
extend as far as the upper F, and a decrescendo follow
to the end of the phrase: we beg the attention of the
reader to the necessity for separating the members of

the phrases following :—
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a-a—a——

Ritennto,

  
After a melancholy diminuendo on the three C’s

which are repeated, the first motivo returns, but not

too piano ; the little ornamental passage, which is the
embellishment of the principal motivo, requires, on
the contrary, to be played extremely piano —in a sing-
ing manner—and the forte which follows endsall at
once by a sudden diminution of the tone.

This represents the grief pent up and accumulating

in the mind of the poet; the second motivo returns,

and is scarcely audible (una corda); it ends as though
wearied, on the three C’s; the second C is even sus-

ceptible of a pause m. The first motivo again returns,
and in this couplet we resume rapidly all anterior

contrasts: after having commenced with a soft, yet
somewhat impassioned murmur, we cometo a burst

of force in the last measure, but still do not decrease

the tone, and continue for'e the piu mosso. There,

with the first symptoms of grief, comes the rubato—
the sign of a still greater mental agitation; the
crotchets held down should be well accentuated.
After eight measures the tempest abates, at least ap-
parently ;—the author wrote piano to avoid clamour
and vulgarity. But we are no longer masters of our-
selves; we play piano, but we accelerate the time;

we give more and moretoneto arrive at a fortissimo
(Chopin’s indication is simply forte) which is an 
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abandonment to despair, and here again comes the
rubato.

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  
 

Other masters would have continued this impas-
sioned movement,—Liszt certainly would have filled

several pages with surprises and bursts of emotion,—

Chopin controls himself, returns to the principal

theme by modulations full of charm; resigned and
wearied he pauses.

This is the termination of his despair; the theme
has returned to us, clearer and more peaceful. I
recommend here the greatest simplicity. After the
ornamental passages which marktherecent agitation,
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the soul of the poet rests in perfect peace. After the
percussion of the bass F, he raises a song full ot

tesignation and devotion to the Creator, and in a

series of admirable graces pianissimo, he elevates his
thoughts to heaven.

The nocturne is now, so to speak, concluded.

But this was not sufficient for Chopin. He would
once again resume his thoughts. A minor chord

sounds like an echo of past laments; then a sweeter

chord leads to the major; the sounds rise by a cres-
cendo to the broken chords, strong, long, majestic, as

though proceeding from an organ.

This is the meaning of this poem, and all Chopin’s

works are poems. Only seek and youwill find, and you
will be a thousandfold rewarded for your researches.
The form in coupiets, that very usual form, is not

the only form which permits us to introduce our own
individuality into works of genius. Everywhere the
individuality of the artist may make itself conspi-

cuous, and this it is truly which transports us in
listening to the Liszts and Rubinsteins; it is that
gift of creation without which no one can become a

virtuoso of the highest order.

One circumstance favourable to us (Poles) is that

weare the fellow-countrymen of Chopin. Whilst the
foreigner pursues a difficult path through an unknown

country, we find, at a glance, the right road (espe-

cially in the Polonaises and Mazurkas) ; the qualities
of his muse are qualities which appertain to us, and

he himself frequently regretted, amongst his foreign

pupils, the absence of these Polish characteristics.

It becomes by so much the more necessary that all
which we have received from tradition should be col-
tected ; it becomes necessaryto listen to thoseartiste 
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whohave best understood Chopin, but not with the
object of slavish imitation ; then we should endeavour

to infuse our soul into each of his immortal works.
To makeplain that which Chopin was with regard

to ourselves, 1 may be allowed to quote some ob-

servations of M. Wilcznski concerning the composer
Moniuszko; the author here most happily charac-
terises our Slavonic art :—

“Notice the characters of our poetic sentiment;

they are entirely peculiar to ourselves, and we differ
from all other nations. They bear no resemblance
to the German romanticism which took its rise in
sombre forests, seas, and mountains. The country
of the Germansis built upon a barbarous model; it
inspires a superstitious fear which penetrates you

from every pointof view: likewise the fancy of man
has there produced terrible legends and sanguinary
dramas. Its ideal is abstract, barbarous, solitary;

it resembles those barons of the middle ages who
from the high peaks of their rocks waited for the
passing of the peaceful traveller. The Germanic
ballads filled with horror the Roman legions who
invaded these barbarous countries.

‘Our land, on the contrary, breathes calmness and

tranquillity. Our mind is! imprisoned by no barrier,
and bounds in freedom across the infinite plains ;
nothing afiects it invincibly, neither melancholy rocks,
nor a too ardent sun; nature produces no too strong
emotions, we are not entirely occupied with nature.
Thus the mindturnsto other things and interrogates
the mysteries of life. Hence that sincerity in our
poetry, hence, that continual tendency towards the
beautiful, and that impassioned pursuit of the ideal.

The force of our poetry is in its simplicity, its true
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emotion, and its ever exalted purpose. Another cf

its characteristics is an indescribable vivacity of
imagination.”
And further on—page 40.
“Our style aspires to two ruling qualities: simpli-

city and purity. How does art with us represent

beauty? Let us take two chefs-d’euvre. One strikes
usby the force of its subject, and compels admiration :

the powerful conception of the master has exalted the
idea to its greatest height. He has kept within the

bounds of truth; but he has, if one may so speak,
by the power of his genius caused it to shine with
unwontedbrilliancy, and shows us truth as science

has made it. He has taken a view of his subject
differing from the average view, it has presented
itself to his mind with an unusual aspect. It is from
this that we obtain that exaggerated {form of truth,
that aspect of the supernaturally true, to which the

realists object.”
“Look upon the pictures of Kaulbach, listen to the

music of Wagner; whatforce thereis in the form,in

the colouring, in the shadings and contrasts! It is the

same with the dramas of Victor Hugo, and the
romances of Dumas. Webelieve ourselves to be in
a world of giants, we seem to see mankind through a
magic-lantern. Here we have a style extremely
grand but far removed from simplicity. Now let us
consider this other chef-d’euvre, it does not attract

you, it waits until you feel disposed for its contem-
plation. Here the master, though fully penetrated
with the idea which he represents, has placed that

idea in the foreground, hasutilized all its qualities.

This chef-d’euvre does not delight you all at once,

bnt the more trequently you regard it, the more 
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clearly apparent becomes the grandeur of the con-
ception. A contemplation of several hours will not
fatigue you, for the various aspects of the idea will
unveil themselves to you from moment to moment.
“This is the simple style—rare as the purest

pearls—it is this whichgives eternallife to works and
preserves their value. If in the first there is greater
apparent force, a greater powerof representation, in
the second the idea has ofitself more of greatness,
whether given forth by the pen, the pencil or by
sounds; in the first we are the slaves of the master,
in the other we are free, we are his brothers
in thought. We feel ourselves better able to en-
joy the conception which the master has set forth,
we becomelike him, poets and artists. This style
demands true and profound feelings, not fictitious
nor feverish enthusiasm; it requires a simple and
pure mind,a poetical imagination and delicate senti-
ments. Purity of style raises art to a level with
teligion.”
These observations are admirably applicable to

Chopin; with him that which strikes us is purity of
style and perfect simplicity, a certain reserve, a pro-
found dignity which is never wanting ; even in the
expression of his strongest feelings he does not
entirely give himself upto us, he hasin his modesty
withheld one part of his soul. We cannot penetrate
into these recesses which he has concealed from us;
we can only endeavour to divine and comprehend
them. At times gayand cheerful, he is never vulgar;
when sorrowful, his complaints never descend to
meanness ; amiable, he never stoops to affectation,
Those who seek in his Mazurkas for dramasin the
mannerof Hugowill lose their labour; to those who  
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know our people Chopin has simply set forth his love
for the dance, his melanchcfy intruding upon his
gaiety and goodnature, at times somewhat rough but

yet sympathetic.
Wehave said that women seem to play the works

of Chopin better than men. Must we conclude trom

this thatit is right to describe his nature as effeminate ?
By no means. He was poet: this it is which made

his nature resemblethatof woman,a poetical tendency.
Women also render better than we the numerous
shadings in kis works; these we at times treat in

too rough a manner. Nevertheless, for passages of

force the hand of a womanis not generally strong

enough. Chopin was, however, of that race which
people may style effeminate if theywill, becauseits
nature is to love and not to hate ;—because it is

suited for peaceful life, for the domestic hearth, not

for battle-fields and the hazards of war.
As a sonof this race, he was also a true Christian;

we see this in his life and in his works, and this

sincere religion entitles him to sympathy and respect.

Woman he was for his gentleness and his sense of
the beautiful; Man for his energy and the force of
his mind. He consequently presents one of the most
complete types of a humanbeing andofan artist.

WHE END.
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HISTORICAL, DESCRIPTIVE AND

ANALYTICAL ACCOUNT OF THE

ENTIRE WORKS OF

BRAHMS
EDWIN EVANS

(SENIOR)

The works are treated in the order of their opus number,
and every single composition is dealt with exhaustively. No
other work with such a wealth of detail exists in any
language. The whole, being adequately indexed, forms a
complete reference book for pianist, student and concert-
goer, and may be described as monumental.
Of the CHAMBER AND ORCHESTRALmusic, a minute

analysis reaching to the rhythmical significance of each
baris given.
The analytical accounts of the PIANO works are each

subdivided under the headings: Key; Time and Extent;
Thematic Material elody; Harmony; Rhythm; etc.
The CHORALworks are dealt with in the fullest detail,

and original English translations have been made to most
of the SONGS.

Each volume is a self-contained unit and a complete
textbook on its particular subject.

WITH 1,500 PAGES AND OVER 1,000 MUSIC
EXAMPLES AND TABLES, COMPLETE IN 4
VOLUMES,OCTAVO, GLOTH, £5 15s. net. OR

SOLD SEPARATELY AS FOLLOWS :_
Chamber and Orchestral Works. First

Series to Op. 67. 30s. net.

Chamber and Orchestral Works. Second
Series. Op. 68 to the end. 30s. net.

Piano and Organ Works. Comprising the
complete Solo Works ; Works for Piano and Orchestra: also
Works for Piano Duet and Organ Works as applicable to
Pianoforte Solo. 30s. net.

Vocal Works. With portrait. 599 pages. 25s. net.

Send for 8 page prospectus sent post free.
“This treatise is comparable only to the Kochel catalogue of Mozart.Research and detail could go no further; this book, a labour of love in.deed, will be the standard work of reference on Brahms for this cen-

tury, if not longer.’—The Library Assistant.  

FESTHETICS, CRITICISMS, ESSAYS.
PAN PIPES. THE SPIRIT OF MUSIC in Nature, Art and

Legend, from East to West. Penned in Sixteen Ar-
ticles for General Reading, with Drawings of Eastern
Musical Instruments By G. P. Green (author of
“Some Aspects of Chinese Music’’). Crown 8vo, cloth,
6s. net.

HOW TO LISTEN TO GOOD MUSIC and Encourage the
Taste in Instrumental and Vocal Music. With many
useful Notes for Listener and Executant. By K. Broap-
LEY GREENE. Complete, cloth, 7s. 6d. net; or in two
books, paper, 2s. 6d. net each.

MOZART, WEBER AND WAGNER, with Various other
Essays on Musical Subjects. By Hxcror Burrsoz.
Translated from the French by Epw1n Evans, Senior,
F.R.C.O. Crown 8vo, cloth, 8s. net.

A charming Book of Musical Hssays.

MUSICAL MOMENTS. By J. pe S. Wiszyeratne. A Series
of 18 Short Musical Essays. Cr. 8vo, boards, 4s. 6d. net.

SOME FAMOUS SYMPHONIES, How to Understand
Them. With their Story and Simple Analysis. Refer-
ences also to Gramophone Records; numerous Portraits.
By J. F. Porrp. Dealing with Symphonies of Beet-
hoven, Berlioz, Borodin, Brahms, Chausson, Dvorak,
Elgar, César Franck, Haydn, Mendelssohn, Mozart,
Schubert, Stanford and Tchaikovsky. Complete in cloth,
8s. net, or in 2 separate parts, paper, 2s. 6d. met each.

For the general reader and musician alike.

THE DEATH AND RESURRECTION OF THE MUSICAL
FESTIVAL. By Rutianp Boucuton. 8vo, sewed, 1s. net.

The Decay of Tricnnials—The Rise of Competitions—The Reform of Com-
petitions—The Festival of the Future.

SOME ASPECTS OF CHINESE MUSIC AND SOME
THOUGHTS AND IMPRESSIONS ON ART PRINCI-
PLES IN MUSIC. By G. P. Green. Post 8vo, cloth,
5s. 6d. net, paper covers, 3s. net.

THE FUTURE OF MUSIC. Coming Changes Outlined in
Regard to Composer, Conductor and Orchestra. By
Louts Lanoy. Translated by Mrs. Franz Lieprcu. 8vo,
cloth, 3s. 6d. net; paper, 2s. net.

SOME ASPECTS OF GIPSY MUSIC. By D. C. Parxer.
Post 8vo, cloth, 5s. met (or paper covers, 2s. 6d. neé).

MUSIC AND MUSICIANS, Essays and Criticisms, by Roper
Scuumann. Translated, Edited and Annotated by F. R.
Rirrer. Portrait of Robert Schumann, photographed
from a Crayon by Bunpmmann. First Series, Eighth
Edition. Thick crown 8vo,cloth, 419 pages, 12s. 6d. net.

Ditto. Second Series. Fourth Edition, with a Contents-
nde added. Thick crown 8vo, cloth, 540 pages,

is. net. 



4 AISTHETIOS, CRITICISMS, ESSAYS.

MEZZOTINTS IN MODERN MUSIC. Critical Essays on
Brahms, Tchaikovsky, Chopin, Strauss, Liszt and Wag-
ner. By Jas. Hunexer. Sixth Edition. Crown 8vo,
cloth, 10s. net.

THE DEEPER SOURCES OF THE BEAUTY AND EXPRES-
SION OF MUSIC. By Josep Gopparp. With many
Musical Examples. Crown 8vo, cloth, 6s. net.

MUSIC AND THE HIGHER EDUCATION. Art a Neces-
sity in the College World. The Teacher’s Preparation

and his Method. By Epwarp Dickinson. Crown 8vo,
cloth, 10s. net.

WOMAN AS A MUSICIAN. An Art Historical Study. By
F. R. Rirrer, 8vo, sewed, 2s. net.

MUSICAL DEVELOPMENT, or, Remarks on the Spirit _of
the Principal Musical Forms. Being an Atsthetical In-
vestigation, in which an Attempt is made to show the
Action in Music of certain Laws of Human Expression;
to point out what are the Spiritual Aims of the Chief
Forms of Composition, and the Broad Principles upon
which they should be Constructed. By JosepH Gopparp.
8vo, cloth, 7s. 6d. net.

IN THE SERVICE OF ART. A Plea for Simplicity in
Music. By J.-Joacurm Nin. Translated by Mrs. Franz
LiepicH. Post 8vo, 2s. net.

Translations of this brilliant essay have already appeared in Spanish,
Italian and German.

THE PLACE OF SCIENCE IN MUSIC. By H. Sarnr-
Guoren. Addressed to Advanced Students of that
branch of Musical Knowledge commonlycalled Har-
mony. With music examples. 8vo, sewed, ls. 6d. net.

NECESSITY OF MUSIC IN THE SCHOOL CURRICULUM.
Address delivered to Members of the Music Teachers’
Association. By A. W. Porurt, Mus.D., F.R.C.O.
8vo, sewed, ls. 6d. net.

AESTHETICS OF MUSICALART,or, The Beautiful in Music.
By Dr. Ferprnanp Hann. Translated from the German
by Warrrer E, Lawson, Mus.Bac. Cantab, etc. Second
Edition. Crown 8vo, cloth, 7s. 6d. net.

PURITY IN MUSIC. By A. F. Tursaut. Translated by J.
Broapuouse. Crown 8vo, cloth, 5s. net.

An Appreciation of the Old Classics.
ScHUMANN says: “A fine book about music, read it frequently.”

NATIONAL SCHOOL OF OPERA FOR ENGLAND. Being
the Substance of a Paper read at Trinity College, Lon-
don. By Frank Austin. 1s. net.

MATERIAL OF MELODY and Early Steps in Musical Art.
By J. H. Lewis. 6d. net.  

BOOKS ABOUT MUSICIANS AND

THEIR WORKS.

I.—COLLECTED.

RUSSIAN MUSIC. Critical and Historical Studies
of Glinka’s Operas, Balakirev’s Works, etc. With
chapters dealing with Compositions by Borodin,
Rimsky-Korsakov, Tchaikovsky, Mussorgsky, Glazunov,
and various other Aspects of Russian Music. By Grratp
AprawAM. With Frontispiece and Music Examples.
8vo, cloth, 12s. 6d. net.

Companion to the same author’s ‘‘ Studies in Russian
Music.’’ 16s.

STUDIES IN RUSSIAN MUSIC. Rimsky-Korsakov and
his Contemporaries. Critical Essays on the most im-
portant of Rimsky-Korsakov’s operas, Borodin’s
“Prince Igor,’’? Dargomizhsky’s ‘‘Stone Guest,” etc. ;
with chapters on Glinka, Mussorgsky, Balakirey and
Tchaikovsky. By Grratp Apranam. Copiously illus-
trated by music examples. 350 pages, crown 8vo, cloth,
16s. net.

FROM MENDELSSOHN TO WAGNER. Being the Memoirs
of J. W. Davison, forty years Music Critic of ‘‘ The
Times,’’ compiled by his son, Henry Davison, from
Memoranda and Documents. With 52 portraits of
Musicians and Important Letters (previously unpub-
lished) of Mendelssohn, Berlioz, Gounod, Jullien, Mac-
farren, Sterndale Bennett, etc. Index, 539 pages, 8vo,
cloth, 17s. 6d. net.

WITH THE GREAT COMPOSERS. A Series of Pen Pic-
tures, exhibiting the Personal Characteristics as Artists
of the World’s great Tone Poets in the form of Inter-
views. By Grratp CumBrertanp. Portraits. Cr. 8vo,
cloth, 10s. net.

Deals with Chopin, Haydn, Mendelssohn, Paganini, Beethoven, Handel,
Rossini, Schubert, Liszt, Berlioz, Mozart, Wagner, Tchaikovsky, Cheru-
bini, Wolf, Borodin, Schumann, Sullivan.

THE SYMPHONY WRITERS SINCE BEETHOVEN. Criti-
cal Essays on Schubert, Schumann, Gotz, Brahms,
Tchaikovsky, Briickner, Berlioz, Liszt, Strauss, Mahler,
Mendelssohn, Saint-Saéns, ete. By Frerrx Wrrncarr-
ner. Translated by <A. Buss. Twelve Portraits.
Second Impression. With Chapter added by D. C.
Parker on Weingartner’s Symphony No. 5. Crown 8vo,
cloth, 12s. 6d. net. 
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REEVES’ DICTIONARY OF MUSICIANS. Biographical Ac-
counts of about 2,500 Noteworthy Musicians of the Past
and Present. Edited by Epmonpstoune Duncan and
Others. Crown 8vo, cloth, 7s. 6d. net (paper covers, 4s.
net).

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN-
ISTS. Biographical and Anecdotal, with Account of
the Violin and Early Violinists. Viotti, Spohr, Paga-
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu-
mann (Robert and Clara), Chopin, Thalberg, Gottschalk,
Liszt. By G. T. Fmrrts. Third Edition. Crown 8vo,
cloth, 6s. net. Edition with Portraits to each, 8s. net.

SKETCHES OF ENGLISH GLEE COMPOSERS. Historical,
Biographical and Critical. From about 1735-1866. By
D. Barrie. Post 8vo, cloth, 7s. 6d. net.

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A.
Barretr. 8vo, cloth, 6s. net (paper covers, 3s. 6d. net).

SOME MUSICAL RECOLLECTIONS OF FIFTY YEARS.
By Ricwarp Horrman. With Memoir by Mrs. Horr-
MAN. Illustrated with many Plate Portraits. Crown
8vo, cloth, 8s. 6d. net.

MUSICAL MEMORIES. By Wiruiam Sparx, Mus.Doc. (late
Organist of the Town Hall, Leeds). Revised Popular
Edition. With sixteen Portraits. Thick crown 8vo,
cloth, 7s. 6d. net.

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including
Performers on the Violoncello and Double Bass, Past
and Present. Containing a Sketch of their Artistic
Career, together with Notes of their Compositions. By
A, Mason Crarxp. Nine Portraits. Post 8vo, cloth,
10s. net.

“We may here take the opportunity of recommending a useful book to
all lovers of violins end violinists. Fiddlers, Ancient and Modern, is
praotioally a little Biographical Dictionary, well arranged, with some
excellent portraits.”—Northern Whig.

HOW TO STUDY THE PIANOFORTE WORKS OF THE
GREAT COMPOSERS. By Herpert WesrEersy
Mus.Bac. Handel, Bach, Haydn, Scarlatti, Mozart,
Clementi, C. P. E. Bach. With Portraits and Musical
Examples throughout. Crown 8vo, cloth, 10s. net.

The following issued singly, paper covers:

Hanpet, 1s.; D. Scarvarrt, 1s.; J2S: Bace, is; 6d.;.C; P!
E. Bacu anp Haypn,1s.; CLEMENTI, 1s.; Mozart, Is. 6d.  
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MAKERS OF MUSIC. Biographical Sketches of the Great
Composers. With Chronological Summaries of their
Works and Facsimiles from Musical MSS. of Bach,
Handel, Purcell, Dr. Arne, Gluck, Haydn, Mozart,
Beethoven, Weber, Schubert, Berlioz, Mendelssohn,
Chopin, Schumann, Wagner, Verdi, Gounod, Tchaikoy-
sky, Brahms and Grieg, with General Chronological
Table. By R. Farqunarson Swarp. Numerous Por-
traits. Fourth Edition, Revised and Enlarged. Crown
8vo, cloth, 10s. 6d. net.

The author’s endeavour throughout this work has been to convey an im-
pression of the personality of each composer, as well as to furnish bio-
graphical details. At the end of each biography is a tabulated list of the
composer’s works and dates of production, together with a facsimile from
one of his original manuscripts. A useful volume, got up in good style
and well adapted for a gift or prize. Has speedily run into several
editions.

BRITISH MUSICAL BIOGRAPHY. ADictionary of Musical
Artists, Authors and Composers born in Britain and its
Colonies. By J. D. Brown and S. S. Srrarron. 8vo,
cloth, 21s. net.

 



BOOKS ABOUT MUSICIANS AND
THEIR WORKS.
U.—INDIVIDUAL.

RACHMANINOFF. An Exhilarating Biographical Study
of this Genius of the Keyboard. By Watson Lyte.
With Critical Survey of his Works as recorded on
Gramophone Records, also his Playing of other Com-
posers’ Works. Preface by Lerr Povisunorr. Two
Portraits and List of Works. Crown §8vo, cloth,
12s. 6d. net.

BACH. A DIGEST OF THE ANALYSES OF J. S. BACH’S
FORTY-EIGHT CELEBRATED FUGUES FROM THE
WELL-TEMPERED CLAVIER (Das Wohltemperirte
Klavier). With over 1,600 Music Examples and 46
Tables. Thefive parts in one thick royal 8vo vol., cloth,
21s. net. Compiled by Broox Sampson, F.R.C.O.

The following parts can be had separately :—

Section I, Subject, Answer, Theme. 2s. 6d. net.
Section II, Exposition, Counter-Exposition, Plan of Con-

struction. 2s. 6d. net.
Section III, Subject and Counter-Subject, etc. 5s. net.
Section IV, Codetta and Episodes. 5s. net.
Section V, Stretti—Summary of Interesting Facts—

General Index. 5s. net.

THE FORTY-EIGHT FUGUES IN THE WELL-TEMPERED
CLAVIER (Das Wohltemperirte Klavier). By J. S.
Bacw. Analysed by Brook Sampson, Mus.Bac. Oxon.,
F.R.C.O.
Following obtainable, 1s. 6d. net each.

No. in C sharp minor No. 29, in D major
No. 9, in E major No. 34, in E minor
No. in G minor No. 36, in F minor
No. in G sharp minor No. 38, in F sharp minor
No. in B minor No. 40, in G minor
No. in C sharp minor

OUTLINE ANALYSIS OF BACH’S FORTY-EIGHT FUGUES.
By Broox Sampson. 3s. net.

BALFE: HIS LIFE AND WORK. By Wma. ALEXANDER
Barrett. Over 300 pages. Crown 8vo, cloth, 8s. 6d. net.

A CRITICAL STUDY OF BEETHOVEN’S NINE SYM-
PHONIES, with a Few Words on His Trios and
Sonatas, a Criticism of ‘‘ Fidelio”? and an Introductory
Essay on Music. By Hecror Bertioz. Translated from
the French by Epwin Evans, Senior. Portrait. Crown
8vo, cloth, 8s. 6d. net.

LIFE OF BEETHOVEN. By Lovis Non. Translated by
Joun J. Lator. Third Edition. With Portraits and
Facsimile. Crown 8vo, cloth  
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“Tae Immortan Nine.”
BEETHOVEN’S NINE SYMPHONIES. Fully Described

and Analysed. A Series of Chapters giving a complete
Account of Thematic Material and auxiliary Motives:
an Analytical Chart of each Movement; full Technical
Descriptions of Developments; Particulars of Formal
and Rhythmic Features; Epitomical Tables, etc. Tllus-
trated by 637 Musical Examples. By Epwin_ Evans
(Senior), author of ‘‘Handbook to the Vocal Works of
Brahms,’’ etc. Cloth, Vol. I (Nos. 1 to 5), 17s. 6d. net.
Vol. II (Nos. 6 to 9), 17s. 6d. net.

BEETHOVEN’S SYMPHONIES in their Ideal Significance,
Explained by Ernst von Exrerurmn. Translated by
Francis Weser. With an Account of the Facts Relat-
ing to Beethoven’s Tenth Symphony. By L. Nout.
Second Edition, with Portrait. Crown 8vo, cloth,
7s. 6d. net.

BEETHOVEN’S SYMPHONIESCritically Discussed by AtEx-
ANDER TrErcen. With Preface by JoHn BROADHOUSE.
Second Edition. Post 8vo, cloth, 6s. 6d. net.

BEETHOVEN’S PIANO SONATAS. A Descriptive Com-
mentary on the Sonatas in the light of Schnabel’s In-
terpretations; giving an esthetic Appreciation of each
Sonata, with an Outline of the Development of the
Sonata Form in Beethoven’s hands. With a Biographi-
eal Sketch of Schnabel and an accountof his activity as
an executant, composer and teacher. By Rupoir Kast-
ner. Knglished by Grratp ApranamM. 55 pages, post
8vo, cloth, 5s. 6d. net (paper, 3s. 6d. net).

BEETHOVEN’S PIANOFORTE SONATAS Explained for the
Lovers of the Musical Art. By Ernst von ELTERLEIN.
Translated by E. Hi, with Preface by Ernst Paver.
Revised Edition (the Seventh issue). With Portrait,
and View of Beethoven’s House. Crown 8vo, cloth,
7s. 6d. net.

“He writes with the ripe knowledge and thorough understanding of
a practical musician. Eyery musical student or amateur can safely trust
him as a competent and agreeable guide.”—E. PAvER.

NOTES ON THE INTERPRETATION OF 24 FAMOUS PIANO
SONATAS OF BEETHOVEN. By J. Aurren Jonn-
stONE (author of ‘‘The Art of Teaching Piane
Playing,’ ‘‘ Piano Touch, Phrasing and Interpretation,”
etc.). Portrait, crown 8vo, cloth, 10s. net.

BEETHOVEN AND HIS PIANO WORKS (Sonatas, Con-
certos, Variations, etc.), Descriptive and Analytic Aid
to their Understanding and Rendering. By HrErperr
Westerpy. With list of Principal Editions and Bib-
liography. 3 illustrations, 45 music examples. Crown
8vo, cloth, 7s. 6d. net. 



10 BOOKS ABOUT MUSICIANS AND THEIR WORKS.

BEETHOVEN. By RicHarp Wacner. With a Supplement
from the Philosophical Works of Arthur Schopenhauer.
Translated by Epwarp Dannreuruer. Third Edition.
Crown 8vo,cloth, 10s. net.

“It is a plain duty to be familiar and even intimate with the opinion
of one famous man about another. Gladly therefore we welcome MrDannreuther’s translation of the work before us. Mr. Dannreuther hasachieved his task with the conscientiousness of his nature and with a
success due to much tact and patience.”—Musical Times.
“This work contains his contributions towards the metaphysics ofmusic, if, indeed, such can be said to exist. Apart, however, from meta

physics, the work is an exposition of Wagner’s thoughts on the signifi-
cance of Beethoven’s music.”—Grove’s Dictionary.

BORODIN THE COMPOSER AND HIS MUSIC. A Descrip-
tive and Critical Analysis of his Works and a Study
of his Value as an Art Force. With many references
to the Russian Kouchka Circle of Five—Balakirev,
Moussorgsky, César Cui and Rimsky-Korsakov, with
Borodin. By G. E. H. Asranam. With 5 Portraits.
Thick crown 8vo, cloth, 12s. 6d. net.

LIFE OF JOHANNES BRAHMS. By FiLorence May. Second
Edition. Revised by the Author, with additional matter
and Illustrations, and an Introduction by Ralph Hill. In
2 vols., 8vo, cloth, 35s. net.

LIFE OF CHOPIN. By Franz Liszr. New and very much
Enlarged Edition. Translated in full now for the first
time by Joun BroapHouss. Second Edition, Corrected,
Crown 8vo, cloth, 10s. net.

© Franz Liszt has written a charming sketch of Chopin’s life and art.”
—Encyclopedia Britannica.
“ Liszt's oriticisms upon his separate works have all the eloquent mys-ticisms to be expected from him; and the biography is a book musicians

will always prize.”’—Sunday Times.
Gorge Sanp describes it as “un peu exuberent en style, mais remplide bonnes choses et de trés belles pages.”

CHOPIN, HIS LIFE AND LETTERS. By Mortrz Kara-
sowski. Translated by Emitry Hira. Third Edition,
with additional Letters in Polish with English transla-
tion, Chopin to Graymala, and extra Illustrations.
Fourteen Illustrations. Crown 8vo, cloth, 18s. 6d. net.

Karasowski was a close friend of the family of Chopin and was in-
timate with them for several years. He was given access to the letters,many of which were subsequently destroyed during the Warsaw insur.rection, written by Chopin to his family in Poland throughout his lifeabroad. These facts give this work particular value, and to it we arealso indebted for valuable information regarding Chopin’s life.

CHOPIN: THE MAN AND HIS MUSIC. By Jamus
Hunexer (author of ‘‘Mezzotints in Modern Music ae
Musical Examples. Thick crown 8vo, cloth. Copies
occasionally available at 17s. 6d. net.

“Will at once take its place in the front rank of books on Ohopin.Serene the masterly ohapter of seventy-four pages on the études willsoon be found indispensable by all teachers and students of the piano-
forte."—The Nation (U.S.A.).  
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FREDERIC CHOPIN, Critical and Appreciative Essay. By
J. W. Davison, forty years Music Critic of ‘‘The
Times.’’ 8vo. 2s. net.

CHOPIN: AS REVEALED BY EXTRACTS FROM HIS
DIARY. By Counr Tarnowsxt. Translated from the
Polish by N. Janorwa. With eight Portraits. Crown
8vo, cloth, 5s. 6d. met (or paper cover, 3s. net).

In the above notes Chopin alludes to many of his compositions as well
as relating the conditions under which they were written.

CHOPIN THE COMPOSER AND HIS MUSIC. An Ana-
lytical Critique of Famous Traditions and Interpreta-
tions, as exhibited in the Playing of Great Pianists,
Past and Present. By Joun F. Porte. With portrait.
193 pages, crown 8vo, cloth, 8s. net.

“Your excellent book gives me supreme pleasure. You judge tradition
eo well. I thank you for your artistic sympathy and your wonderful
book.”—Moritz ROSENTHAL.

CHOPIN’S GREATER WORKS (Preludes, Ballads, Noc-
turnes, Polonaises, Mazurkas). How they should be
Understood. By J. Kizczynsxi. Including Chopin’s
Notes for a ‘‘Method of Methods.” Translated with
additions by N. Janorna and_ Edited by SurHEr.anp
Epwarps. Second Edition. With three Portraits and
a Facsimile. Crown 8vo, cloth, 7s. 6d. net.

HOW TO PLAY CHOPIN. The Works of Chopin. Their
Proper Interpretation. By J. Kumczynsxr. Translated
by A. Wartrincuam. Sixth Edition. Woodcut and
Music Illustrations. Crown 8vo, cloth, 6s. 6d. net.

“‘Qontains the cream of Chopin’s instructions to his own pupils. To
admirers of Chopin and players of his musio we should say this book is
indispensable.”’—-Bazaar,

HANDBOOK TO CHOPIN’S WORKS. Detailed Account of
all Compositions of Chopin. Short Analyses for Piano
Student and Critical Quotations from Writings of
Well-known Musical Authors. Also a Short Biography,
Critical Bibliography and a Chronological List of
Works, etc. By G. C. A. Jonson. Third edition,
Crown 8vo, cloth, 15s. net.

“Here in one compact volume, is all that it is necessary to know about
Chopin and his works except by the leisured enthusiast.’’- Daily Chronicle.

CHERUBINI, LIFE OF. By F. J. Crowrst. Crown 8vo,
cloth, 6s. net.

CHERUBINI. Memorials illustrative of his Life. By E.
Betrasis. Thick crown 8vo, cloth, 10s. 6d. met.

Standard biography of Cherubini.

CESAR FRANCK. Personal Reminiscences. By J. W. Hrn-
ton, M.A., Mus.D. Crown 8vo, limp cloth, 5s. net. 
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GLUCK AND HIS OPERAS. With an Accountof their Rela-
tion to Musical Art. By Hxzoror Brruioz. Translated
from the French by Epwin Evans, Senior. Portrait.
Crown 8vo, cloth, 7s. 6d. net.

HANDEL’S ‘‘MESSIAH.” The Oratorio and its History.
A Handbook of Hints and Aids to its Public Perform-
ance, with useful Notes on each Movement, as well as
Numerous References and much Original Information.
By J. Attanson Benson. Cloth, 6s. net (paper 3s. net).

FRANZ LISZT. By T. Cartaw Martin, A Sketch of his
Life and Personality. Post 8vo, 2s. 6d. net.

LISZT, COMPOSER, AND HIS PIANO WORKS. Descrip-
tive Guide and Critical Analysis, written in a popular
and concise style. By Herspert WesTerBy, Mus.Bac.,
Lon., etc. 5 illustrations, 24 music examples. 336 pp.,
crown 8vo, cloth, 12s. 6d. net.

THE ORGAN PARTS OF MENDELSSOHN’S ORATORIOS
AND OTHER CHORAL WORKS. Analytically Con-
sidered. By Ortanpo A. Mansrrieip, Mus.Doc., F.R.C.O.
Numerous Musical Examples. Crown 8vo, cloth, 7s. 6d.
net.

HOW TO INTERPRET MENDELSSOHN’S “SONGS WITH-
OUT WORDS”(the celebrated ‘‘ Lieder ohne Worte’’).
A Readable and Useful Guide for All. Gives the Piano
Student helpful Insight into the first Principles of
Form in Music. By Cuaries W. Witxinson. With
portrait and facsimile of MS. Crown 8vo, cloth, 6s. net
(paper, 3s. 6d. net).

These notes on each of the “Lieder” will help the student in playing
theso homely and easily intelligible compositions.

ANALYSIS OF MENDELSSOHN’S ORGAN WORKS. A
Study of their Structural Features. For the Use of
Students. By Josmpu W. G. Haruaway, Mus.B. Oxon.
127 Musical Examples. Portrait and Facsimiles. Crown
8vo, cloth, 7s. 6d. net.

MOZART: a Commemorative Address read before the Posi-
tivist Society. By V. Lusuincron. 8vo, 2s. net.

Mozart and Religion.

MOZART AND THE SONATA FORM: A Companion Book
to any Volumeof the Sonatas for Piano, including an
Analysis of the Form of each Movement, with Notes
upon Treatment and Tonality, by J. R. Tosi, Mus.B
Crown 8vo, cloth, 7s. 6d. net.

MOZART’S DON GIOVANNI. A Commentary (Scene by
Scene) by Cuartus Gounop. Translated from the third
French Edition by W. Crarx and J. T Hurcutnson
With music examples. Crown 8vo, cloth, 8s. 6d. net.  
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THE SONATA: Its Form and Meaning, as Exemplified in
the Piano Sonatas by Mozart. A Descriptive Analysis,
with Musical Hxamples. By F. H. Marks. Sq. 8vo,
well printed on good paper, cloth, 15s. met; paper,
10s. 6d. net; or in two volumes (Nos. 1 to 9 and 10 to 20),
paper, each 6s. net.

QUESTIONS ON MOZART’S SONATAS, both Educational
and Suggestive. By F. Hermna Mars. Aid and Com-
panion to the Study of the Author’s work, ‘‘The Son-
ata: Its Form and Meaning as Exemplified in the
Piano Sonatas by Mozart.’’? For Teachers. and Stu-
dents. 2s. 6d. net.

PURCELL. By Witiram H. Cummines, Mus.Doc. Crown
8vo, cloth, 6s. net.

LIFE OF WEBER. With List of his Compositions. By
Sir J. Benepicr. Crown 8vo, cloth, 6s. net.

FRANZ SCHUBERT, Man and Composer. A Vivid Story
of a Charming Personality. By C. Waurraxker-Wirgon.
With Original Translations into English of eight Well-
knownSchubert Songs, together with the Music for the
Voice. Portraits and Illustrations of Schubert and his
friends. Handsome yolume, thick crown 8vo, cloth
gilt, 15s. net.

Schubert—the most poetical musician that ever was.—L1szr.
Schubert—thne man with the Divine Spark.—BEETHOVEN.

HENRY SMART’S ORGAN COMPOSITIONS ANALYSED.
By J. BroapHouse. Crown 8vo, cloth, 5s. net.

NOTICE OF ANTHONY STRADIVARI. The Celebrated
Violin Maker known by the nameof Stradivarius, pre-
ceded by Historical and Critical Researches on the
Origin and Transformations of Bow Instruments, and
followed by a Theoretical Analysis of the Bow and Re-
marks on Francis Tourte. By F. J. Freris. Translated
by J. Brsnop. Facsimile of a Letter of Stradivarius.
8vo, cloth, 10s. 6d. net.

TEMPLETON AND MALIBRAN. Reminiscences of these
Renowned Singers, with Original Letters and Anec-
dotes. Three Authentic Portraits by Mayaru. 8vo,
cloth, 5s. net.

WAGNER’S TEACHINGS BY ANALOGY. His Views on
Absolute Music and of the Relations of Articulate and
Tonal Speech, with Special Reference to ‘‘Opera and
Drama.” <A Series of Papers for the Student. By
Epwin Evans, Senior, F.R.C.0. Crown 8vo, cloth,
6s. net; paper, 3s. 6d. net.

The above forms an introduction to Wagner’s Prose Writings.

WAGNER’S ‘‘PARSIFAL.’’ And the Bayreuth Fest-Spiel-
haus. By N. Kirpurn. Paper, 1s. net. 
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OPERA AND DRAMA. By Ricuarp Waener. Translated
by Evwin Evans, Senior, F.R.C.O. Vol. I: Part I.
Opera and the Essence of Music. Part II. The Stage-
Play and Dramatical Poetic Art in the Abstract. Vol.
Il: Part II. Poetry and Music in the Drama of the
Future. The Three Parts in 2 vols. Portrait. Crown
8vo, cloth, 21s. net (or separately, Vol. I, 12s. 6d. net;
Vol. II, 10s. 6d. net).

The value of the study of Wagner’s prose writing as an education to
the musical student cannot be over-estimated, and amongst these prose
writings “ Opera and Drama” may be considered his principal critical
and theoretioal production. Without a study of its contents no true and
lasting understanding of opera can be arrived at.
Wagner writing to his friend Uhlig said:
“ Here you have my testament; I may as well die now—or

ther that I could do seems to me a useless piece of luxury.’

Ernest Newman in “‘ A Study of Wagner,” writes: “ Although there
appears here and there in his prose-work something of the vast synthetic
power of his musical imagination—such a work as ‘Opera and Drama,’
for instance, finally compelling our admiration for its tenacity of pur-
pose and the breadth of vision that sweeps so far before and after.”

WAGNER’S PROSE WORKS. Translated by Wm. AsHron
Exuts. Vol. I, The Art-Work of the Future, etc., 21s. net;
Vol. II, Opera and Drama, 25s. net; Vol. III, The Theatre,
21s. net; Vol. IV, Art and Politics, 21s. net; Vol. V.
Actors and Singers, out of print; Vol. VI, Religion and
Art, out of print; Vol. VII, In Paris and Dresden, 25s. net;
Vol. VIII, Posthumous, etc., 25s. net. Complete sets are
occasionally available. Apply to the publishers of this
list for particulars.

LIFE OF RICHARD WAGNER. Being an Authorised Eng-
lish Version by Wm. Asuton Exits of C. F. GuasEnapr’s
“Das Leben Richard Wagner’s.’’ 6 vols., 8vo, cloth.
£4 4s. net. Vols. 2, 4 and 6 can be supplied separately at
15s. net each.

JUDAISM IN MUSIC. Being the Original Essay together
with the Later Superent By Ricwarp WaGner.
Translated from the German (Das Judenthum in der
Musik) and furnished with Explanatory Notes and In-
troduction. By E. Evans, Snr. Crown 8vo, cloth, 10s.
net.

“This ‘ human document’ shows Wagner in a peculiarly personal light,
and as such it will be read with interest by those who believe that the
composer of the ‘ Ring’ never wrote anything which is not worth read-
ing.”’—The Scotsman.

WAGNER SKETCHES, 1849. A Historical Retrospect in
vindication of Wagner. By Wri114m Asuron Eis.
Cloth, 3s. 6d. net (paper 2s. net).

DIARY OF A PILGRIM IN THE NETHERLANDS. The Holy
Grail in Bruges and Other Impressions of Travel.
Bruges, Courtrai, Tournai, Amsterdam, the Hague, Ant-
werp. By Rose Kornic. Crown 8vo, cloth, 3s. 6d. net
(paper covers, 2s. net).

nything fur-

 

BOOKS ABOUT MUSICIANS AND THEIR WORKS. 15

HOW TO UNDERSTAND WAGNER’S ‘RING OF THE
NIBELUNG.”’ Being the Story and a Descriptive Ana-
lysis of the ‘‘ Rheingold,” the “WValkyr,’’ ‘‘ Siegfried ”?
and the “Dusk of the Gods.”” With Musical Examples
of the Leading Motives of each Drama. By Gustave
Kossz. Together with a Sketch of Wagner’s Life. By
N. Kirsurn, Mus.Bac. Cantab. Seventh Edition, with
Additions, a Portrait and Facsimile. Post 8vo, cloth,
6s. 6d. net.

“ Desoription and anaiysis go hand in hand with the narration of thestory. Musical examples are given as aids to the identification of theleading motives and an index makes it easy for any reader to turn upany particular motive instantly.”—Yorkshire Observer.

MY RECOLLECTIONS OF RICHARD WAGNER. By
Aucust Lestmpre. Post 8vo, cloth, 3s. 6d. net (paper
covers, 2s. net).

WAGNER. A Sketch of his Life and Works. By N. Kr-BURN, Mus.Bac, Cantab. Paper, Is. net. i

ON CONDUCTING. By Ricwarp Waaener. Translated by
Epwarp Dannrgutuer. Fourth Edition. Crown 8vo,
cloth, 7s. 6d. net.

“One of the finest of his minor publications, and to the professi
On mine lications, 9 2 essionamusician, perhaps the most instructive, giving ‘hie views ae fe the tonewayof rendering classical music, with numerous directions how to do itand how not to do it, together with many examples in musical type fromthe instrumental works of Beeth ae rave’,

Dicionay: eethoven, Weber, Mozart, etc.”—Grove’s

WAGNER. “Ring of the Nibelungen.”’? Being the Storyconcisely told of ‘Das Rheingold,” “Die Walkiire,*”“Siegfried”? and ‘‘Gétterdammerung.” By N. Ku-BURN, Mus.Bac. Cantab. Crown 8vo, paper, 2s. net.

THREE IMPRESSIONS OF BAYREUTH. The 1908 andPrevious Wagner Festivals. By Rost Kornig. WithTwo Facsimile Programmes. Crown 8vo, cloth, 3s. 6d
net (paper, 2s. net), ;

 



HISTORY OF MUSIC, AND OF MUSICAL

INSTRUMENTS.

STRINGED INSTRUMENTS OF THE MIDDLE AGES.
Their Evolution and Development. By Horrunss
Panum. English edition, revised and edited by Jurrruy
Punver. A detailed and comprehensive history, with
illustrations, of the evolution of the medizval stringed
musical instruments from their first appearance in the
records of the earliest civilisations, through their
gradual development in the Greek, Roman and Ch
tian eras down to more recent times. 400illustrations,
8vo, cloth, pp. ix, 511, £1 12s. 6d.

Many years of travel and research were necessary to make the produc-
tion of this work possible. The author, in addition, has most pains-
takingly searched medieval literature and the records of contemporary
art for references to and descriptions of the instruments dealt with,
and it is believed that the account here given of them is as complete as
it is possible to make it.
The book is most generously illustrated and carefully indexed by the

editor. No pains have been spared to secure drawings or photographs
of practically every type mentioned.

IRIBAL MUSIC AND DANCING IN THE SOUTHERN
SUDAN, at Social and Ceremonial Gatherings. A de-
scriptive acccunt of the music, rhythm, etc., from per-
sonal observation. By Dr. A. N. Tucker. 5 illustra-
tions, 61 music examples illustrating the dances, songs
and rhythm. 57 pages, demy 8vo, 10s. 6d. net (or paper,
6s. 6d, net).

HISTORY OF THE TRUMPET of Bach and Handel. A
New Point of View and New Instruments. Forming a
History of the Trumpet and its Music, from its earliest
use as an artistic instrument to the middle of the 18th
century. Special reference given to its employment by
Bach and Handel, and the correct modern performance
of old parts; including a description of the newinstru-
ment invented by the author for this purpose. By
Werner Menxe. Englished by Grrarp ABranAm. With
5 plates and music supplement. English and German
text. 223 pages, crown 8vo, cloth, 15s. net (or paper,
10s. 6d. net).

BOWED HARP (THE). A Study showing Fresh Light on
the History of Early Musical Instruments. By Orro
Anprrsson, Ph.D., President of the Swedish University
at Abo. From the Original Swedish Edition, revised by
the Author. The Translation Edited with additional
footnotes by Kathleen Schlesinger. 116 Illustrations,
Bibliography and Index. 340 pages, 8vo, cloth,
£1 7s. 6d. net.

“4 valuable contribution to the literature about early musical in-
struments.”—The Strad.  
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MUSIC IN MEDIA:VAL SCOTLAND. By Dr. Henry G.
Farmer. Introduction by Srr RicHarp R. Terry,
Mus.Doc. 8vo, sewed, 5s. net.

MUSIC OF THE MOST ANCIENT NATIONS, Particularly
of the Assyrians, Egyptians and Hebrews; with special
reference to Discoveries in Western Asia and in Egypt.
By Carn _Enegn. This issue has large size reproduc-
tions of Harp unearthed at Ur (1928), and of Silver
Military Trumpet from the Tomb of Tut-Ankh-Amen
in the Valley of the Kings (unearthed 1926). The
volume has about 100 illustrations. Thick 8vo, cloth,
25s. net.

STORY OF INDIAN MUSIC AND ITS INSTRUMENTS. A
Study of the Present and a Record of the Past. To-
gether with Sir William Jones’ celebrated Treatise in
full. With 19 Plates, chiefly of Instruments, 7 Music
Illustrations and a Map. By Erxe, Rosenrnat,
A.R.C.M., F.R.G.S. Crown 8vo, cloth, 12s. 6d. net.

OPERA STORIES OF TO-DAY AND YESTERDAY, Retold
Act by Act (including Wagner’s 5 ‘‘ The Ring ’’ Operas).
By Epmonpstoune DuNcAN. Complete, cloth, 6s. 6d. net,
or in 2 vols., paper, 2s. 6d. net each.

A racy account of the plots and histories of fifty famous operas, from
Purcell, Gluck and Mozart, to Richard Strauss and Ethel Smyth. —
ELIZABETHAN VIRGINAL MUSIC and Its Composers,

New Issue, embodying recent additional Discoveries
(1934) in the Index of Virginal Composers and their
Works. By Marearer H. Guyn. With seven facsimile
ages from MSS. by William Byrd, John Bull, Orlando
sibbons and Giles Farnaby. “158 pages, crown 8vo,

cloth, 15s. net.

OLDENGLISH PSALMODY. By W. T. Brooxsr. First
Series: From the Accession of Edward VI to the Re-
storation of Charles II, 1547-1660. Second Series:
Psalmists from 1660-1800. Crown 8vo, paper covers
2s. 6d. net eachseries. :

THE GIPSY IN MUSIC. By Franz Liszr. Englished for
the first time by Epwin Evans, Senior, and preceded by
an Essay on Liszt and his Work,

Gipsy and Jew, Two Wandering Races.
Gipsy Life in Relation to Art.
Gipsy Music and Musicians.

The result of the Author’s long Experience and Investi-
gations of the Gipsies and their Music. With Portraits
of the Author, etc. In two handsome volumes, 8vo
cloth, 25s. net. : :

ARABIC MUSICAL MANUSCRIPTS IN THE BODLEIAN
LIBRARY. Plate of two Musical Instruments from early
Arabic Manuscripts. By H. G. Farmer, M.A., Ph.D
8vo, sewed, 5s. net. ; ‘ 
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HISTORY OF RUSSIAN MUSIC By M. Monraeu-Natuan.
Being an Account of the Rise and Progress of the Rus-
sian School of Composers. With a Surveyof their Lives
and a Description of their Works. Frontispiece. 2nd
Edition, Revised. Thick crown 8vo, cloth, 15s. net.

“Mr. Montagu-Nathan’s book breaks new ground; it introduces the Eng-

neti Mr. Montagu-Nathanpresents a vast amount of
Hewterte ue tas loving public of this country . ... his book
should find many eager readers.*Manchester Courier.

. We want a book packed full of hard stuff. This we get at ite
best in. . .. Mr. Montagu-Nathan’s ‘History.’""—Saturday Review.

MUSIC AND MUSICAL INSTRUMENTS OF THE ARAB,
with Introduction on How to Appreciate Arab Music
by Francesco Sauvapor-Danre. (Director, Paris Con-
servatoire of Music, 1871). Edited with Notes, Mem-
oir, Bibliography and thirty Examples andIllustrations,
by Dr. H. G. Farmer. Crown 8vo, cloth, 18s. net.

THE STUDENT’S HISTORY OF MUSIC. History of Music,
from the Christian Era to the Present Time. By Dr.
F. L. Rirrer. Third Edition. 478 pages of Letter-
press and 72 Plates of Musical Illustrations. Thick
crown 8vo, cloth, 12s. 6d. net.

IRISH MUSICAL HISTORY, Introductory Sketch of, by
H. Grarran Froop. A compact Record of the Pro-
of Music in Ireland during 1,000 Years. Portraits.

Crown 8vo, cloth, 5s. 6d. net (paper 3s. net).

RISE AND DEVELOPMENT OF OPERA. Embracing
a Comparative View of the Art in Italy, Germany,
France and England. By Joseea Gopparp. Showing
the Cause of the Falling Back of the English School in
the Modern Period, and the Compensation which that
Involved. Numerous Musical Examples, Portraits and
Facsimiles, Crown 8vo, cloth, 10s. 6d. net.

RISE AND DEVELOPMENT OF MILITARY MUSIC.
By Dr. H, G. Farmer. WithIllustrations of Early In-
struments and Musical Examples, and Short Biographi-
cal Notices of all the Staff Bandmasters. Preface by
Linut. A. Wintiams, M.V.0., Mus.Doc., Bandmaster of
Grenadier Guards. Crown 8vo, cloth, 12s 6d. net.

CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY
By F. J. Crowrstr. Revised and Enlarged Edition
Tenth Thousand. 187 pages. Post 8vo, cloth, 5s. net
(paper, 2s. 6d. net).

Musical Education ‘An excellent little book—yet not so little
since it contains an immense amount of information—historical, bio-
graphical and critical—in a very small compass.’

THE TROUBADOURAS MUSICIAN, Past and Present. By
C. A. Harris. Cloth, 5s. net (paper, 2s. 6d. net).

HISTORY OF THE HARP. From the Earliest Period. By
Joun Tuomas (Pencerdd Gwalia). 8vo, paper covers,
5s. net,  
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POLISH MUSIC AND CHOPIN, ITS LAUREATE. A His-
torical Account from 995 to the Present Time, including
Chopin and his Works, By E. Rayson. Four Portraits
Square 8vo, cloth, 5s. net (paper, 3s. 6d. net).

NATIONAL MUSIC OF THE WORLD. By H. IF. Cuoruey.
Edited by H. G. Hewizrr. Many Music Examples.
New Issue, with Index added. Crown 8vo, cloth, 10s. 6d.
net.

Treats of the national tunes, folk-songs and airs of various races of
the world, The chapters are undoubtedly marked in a high degree with
the critic’s acumen, attesting the wide range of Chorley’s learning.

CHRONOMETRICAL CHART OF MUSICAL HISTORY
Presenting a Bird’s Eye View from the Pre-Christian
Era to the XXth Century. By C. A. Harris, A.R.C.0.,
etc. On linen, folded in case, 5s. met (on special paper,
2s. 6d. net).

“Sure to be v seful to students . . . . excellently arranged and
seems to be very and thorough.”’—Dr. Rauex DuNsvan.

HISTORICAL FACTS FOR THE ARABIAN MUSICAL IN-
FLUENCE ON MUSICAL THEORY. By Henry
Guorce Farmer, M.A., Ph.D. Thick crown 8vo, cloth,
25s. net.

Dr. Farmer’s researches into the Music or THE ARABS OF THE MIDDLE
Aces, a period when these people led the world’s culture, have universal
recognition. He now throws a flood of fresh light on many obsenre
corners in the History of Medieval Music.
The present work undoubtedly breaks fresh ground in history, and is

from the hands of a scholar.

THE PAST AND THE FUTURE. AnInaugural Lecture at
GreshamCollege. By Sir F. Bringer, Mus.Doc. Crown
8vo, sewed,Is. net.

THE WORLD’S EARLIEST MUSIC. Traced to its Begin-
nings in Ancient Lands. By collected Evidences of
Relics, Records, History and Musical Instruments, from
Greece, Etruria, Egypt, China, through Assyria and
3abylonia to the Primitive Home, the Land of Akkad
and Sumer. By Hermann Smirn. With sixty-five full-
page IIllustrations and Cuts, nearly 400 pages. Crown
8vo, cloth, 17s. 6d. net. c

THE GROWTH AND DEVELOPMENT OF MUSIC.
Clantors on the Study of Musical History. By Epwarp

son. With Annotated Guide to Music Litera-
— Over 400 pages. Thick 8vo, cloth, 18s. 6d. net.

Ernist Newman (Manchester Guardian) writes: “..... the extent
and the accuracy of the information conveyed make the book indis
pensable to students and to public libraries.’

GENERAL HISTORY OF MUSIC from the Infancy of the
reek Drama to the Present. By W. S. Roocxsrro.

Fourth Edition, 535 pages. Thick 8vo, cloth, 21s. net.
TREATISE ON BYZANTINE MUSIC, By S. G. Harneriey.

208 Musical Examples. 162 pages, 4to, cloth, 21s. net.
There are upwards of 50 unabbreviated musical pieces, ancient andmodern, from Greek, Russian, Turkish and Egyptian sources, given andfully analysed. 



ORCHESTRAL.

THE CHAMBER AND ORCHESTRAL WORKS OF
JOHANNES BRAHMS. FIRST SERIES TO OP. 67. His-
torical, Descriptive and Analytical Account of each
Work treated in the order of the Opus number, and
preceded by a Didactic Section. With Exhaustive
tructural, Thematic and Rhythmical Analyses, and a

complete Rhythmical Chart of each Movement. By
Epwin Evans, Senior. With 435 music examples and
tables. 8vo, cloth, 30s. net.

THE CHAMBER AND ORCHESTRAL WORKS OF
JOHANNES BRAHMS. SECOND SERIES, OP. 68 TO
THE END. By Epwin Evans, Senior. Uniform with
the above. With 633 music examples and tables. 8vo
cloth, 30s. net. i

The above two volumes are a complete technical account of the chamber
and orchestral music, with the exceptior of the two piano concertos.
They form a part of the Historical, Descriptive and Analytical Account
of the Entire Works of Brahms advertised on page 2. ,

ORCHESTRAL AND BAND INSTRUMENTS. A Short
Account of the Instruments used in the Orchestra, and
in Brass and Military Bands. By G. F. Broapuerap,
Mus.B. Dunelm, L.Mus.T.C.L. With 24 Illustrative
Music Examples. 8vo, cloth, 5s. net (paper, 3s. net).

CONCISE METHOD OF INSTRUMENTATION. How to
Write for the Orchestra and Arrange an Orchestral
or Band Score. Illustrated with Musical Examples and
various large folding Charts and Index. By Epw:n
Evans, Sentor, author of ‘Beethoven’s Nine Sym-
phonies Fully Described and Analysed,” etc. 8vo, cloth.
Vol. 1D 15s. net; Vol. II, 15s. net; Vol. te How
to Write for Strings, Arrangement of Scoring and Pre-
paration of Parts. With Charts. Vol. II. How to
Write for Wood, Brass and Drums, and Arrange a Band
Score. With large folding Charts.

INSTRUMENTS AND ART OF THE ORCHESTRA. An In-
troductory Study. With Table showing Range of each
Instrument. By P. W. pe Courcy-Smatn, Mus.Bac.
Cloth, 6s. net (paper, 3s. 6d. net).

ORCHESTRAL WIND INSTRUMENTS,Ancient and Modern
Being an Account of the Origin and Evolution of Wind
Instruments from the Earliest to the most Recent
Times. Illustrated with Plates specially prepared for
this Work, giving sixty-one Examples of Instruments
(or parts) described. By Uxnric Davpeny. Important
original work, fully illustrated with beautiful Reproduc-
tions taken from fine Photographs of the Actual In-
struments. 8vo, cloth, 18s. 6d, net.

HANDBOOK ON THE TECHNIQUE OF CONDUCTING.
By Sir Aprian Bourt. Seventh Edition, revised. 5s. net.  
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PRACTICAL GUIDE FOR THE CONDUCTOR and Useful

Notes for the Orchestra. By F. W. pp Massi-HarpMan.

With Music Examples and Diagrams. 3s. net.

ART OF THE CONDUCTOR. A Suggestive Guide to the

Theory and Practice. With 41 Diagrams and Exam-

ples. “By Hecror Brruroz. Translated by J. Broap-
HousE. Cloth, 6s. net (paper 3s. net).

A MUSICAL Z00, Twenty-four Illustrations displaying the

Ornamental Application of Animal Forms to Musical

Instruments (Violins, Viol da Gambas, Guitars, Poch-

ette, Serpent, etc.). Drawn from the Carved Examples

by Henry Saint-Grorce. Cloth, 6s. net (paper, 3s. 6d.

net).

THE FUTURE OF MUSIC. Coming Changes Outlined in
Regard to Composer, Conductor and Orchestra. By

Lovrs Latoy. Translated by Mrs. Franz Lirsicu. 8vo,
cloth, 3s. 6d. net (paper, 2s. net).

HOW TO PLAY FROM SCORE. Treatise on Accompani-

ment from Score on the Organ or Piano. By F.
Feris. Translated by A. WauittrncHam. With forty
pages of Examples. Crown 8vo, cloth, 7s. 6d. net.

This popular and useful book might have been entitled “ The Art of
Making Arrangements for the Organ or Pianoforte from Full Orchestral
and Other Scores.” It contains ail that is necessary to know upon this
subject.

ON CONDUCTING. By Ricnarp Waener. Translated by
E. Dannreuruer. Fourth Edition. Crown 8vo, cloth,
7s. 6d. net.

Wetneartner, speaking of this celebrated work, says: ‘‘ Wagner’s book
laid the foundation for a new understanding of the function of the con-
ductor, in whom we now recognise, not only the eternal factor that holds
together an orchestral, choral or operatic performance, but above all the
spiritualising internal factor that gives the performance its very soul.”

Grove’s Dictionary says ‘‘ One of the finest of his minor publications,
and to a professional musician perhaps the most instructive. A Treatise
on Style, giving his views as to the true way of rendering classical music,
with minute directions how to do it and hownot to do it, together with

many examples in musical type from the instrumental works of Beet-
oven, Weber, Mozart, etc.”

NOTES ON CONDUCTING AND CONDUCTORS. ByT. R.

Crocmr, F.R.G.S., F.Z.S., also the Organising and Con-

ducting of Amateur Orchestras, with three full-page

Illustrations of the various ‘“‘ Beats” and Plan of the
Orchestra. Fifth Impression, Revised and Enlarged.
Crown 8vo,cloth, 6s. net (paper, 3s. net).

«A mine of good things.’”-—Musical Opinion.
“© One of the best guides to conducting.”—Music Trades Review.

ABOUT CONDUCTING. Practical Advice on Concerts,
Rehearsals, the Orchestra, Players, Scores and Parts, etc.
by Srr Henry Woop (Conductor and Organiser of the
PromenadeConcerts). With two plans, crown 8vo, cloth,

5s. 6d. net. 



ORGAN.
TECHNICS OF THE ORGAN. An Illuminative Treatise on

many Points and Difficulties connected therewith.
Special Treatment of Rhythm, Minimisation of the Use
of Accessories, Extemporisation, Expressive Regulation
of Organ Tone and Accompaniment. By Epwin Evans,
Senior, F.R.C.0. With over 100 Music Examples, 4tocloth, i2s. 6d. net. i

A valuable Book to help a Moderate Player to become a Master.

NEW ORGAN PRINCIPLES AND THEIR INTERPRETA-
TION. A Guide to and Suggestions on Phrasing and
Registration with a view to improved Organ Playing.
By Terence Wurre. With 54 music examples. Octavo,
cloth, 6s. net (paper covers, 3s. 6d. net).

ORGAN OF THE ANCIENTS FROM EASTERN SOURCES
(Hebrew, Syriac and Arabic). By Hpnry Grorcr
Farmer, M.A., Ph.D., Carnegie Research Fellow.
Foreword by Canon F. W. Garpry. With numerous
Illustrations. Square 8vo, cloth, 25s. net.

“An authoritative treatment of the subject.”—Grove’s Dictionary.

TECHNICS OF ORGAN TEACHING. A Handbook which
treats of Special Points in Organ Teaching Examina-
tions, together with Test Questions. By R. A. Jnvons.
8vo, cloth, 6s. net (paper, 3s. 6d. net). :

ART OF ORGAN ACCOMPANIMENT IN THE CHURCH
SERVICES. What to Do and what to Avoid: being
a Guide. to the Organist in the effective rendering of
the Music. By Watter L. Twinntno, F.R.C.0., author
of “Examination Test Questions,’’ etc. Cloth, 6s. net
(paper covers, 3s. 6d. net).

MODERN ORGAN BUILDING. Being a Practical Explan-
ation and Description of the Whole Art of Organ Con-
struction, with Especial Regard to Pneumatic Action.
Together with Chapters on Tuning, Voicing, etc. By
Watrer and Toomas Lewis (Organ Builders). Third
edition, with additional matter and Diagrams added
covering the latest developments in electrical control,
unit chest, etc., and organ blowing. 116 illustrations,
including 76 drawn to scale and reproduced from actual
working drawings, together with diagrams, tables, ete
xxix, 247 pages, 4to, cloth. uehe

THE ORGAN AS VIEWED FROM WITHIN. A Practical
Handbook: on the Mechanism of the Organ. By Jon
BroapHousn. With over fifty Illustrations. Second
Impression. Crown 8vo, cloth, 7s. 6d. net (paper, 5s. net).

THE PEDAL ORGAN. Its History, Design and Control.
By Tuomas Casson. With folding Diagram. Second
Impression. 8vo, cloth, 5s. net (paper, 2s. 6d. net)  
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THE EARLY ENGLISH ORGAN BUILDERS and their

Works, from the Fifteenth Century to the Period of the

Great Rebellion. An Unwritten Chapter on the His-

tory of the Organ. By Dr. E. F. Rimpavur. Well

printed, with Woodcuts. Post 8vo, cloth, 7s. 6d. net

(paper, 5s. net).

THE ORGAN: A Comprehensive Treatise on its Structure,
Capabilities, History and Bibliography. With Criti-
cisms and Depositories, preceded by an Analytical Con-
sideration of general Bibliographical and Catalogual
Construction. By J. W. Warman, late Organist of the
Anglican Cathedral, Quebec. Four parts [A to Nou.
(the rest unprinted)], 15s. net.

advertised above are all that have been published, as the un-
x. Warman prevented the completion of the work. The

mine of wealth for tho: interested in organ subjec’ The
devoted the best part of his life in compiling the work andcollect-

ing material for his subject. The MS. concluding the above is for sale.

ADVICE TO YOUNG ORGANISTS. By J. T. Frevp.

6d. net.

THE ORGAN FIFTY YEARS HENCE. AStudy of its
Development in the Light of its Past History and Pre-
sent Tendencies. By Francis Buregss, B.S.A., Scot.
8vo, 2s. net.

SOME CONTINENTAL ORGANS(Ancient and Modern) and
their Makers. With Specifications of many of the fine
Examples in Germany and Switzerland. By Jamus I.
WepcEwoop. Post 8vo, cloth, 4s. 6d. net.

Contains specification and a brief critique of some of the famous old
Gontinental organs. Describes also several up-to-date Continental organs.
Amongst others particulars are given of those at Haarlem, Cologne,
Aix-la-Chapelle, Frankfort, Heidelberg, Ulm, Stuttgart, Einsiedeln, Strase-
burg and Antwerp. This work forms a valuable supplement to Hopkins’s
and Rimbault’s great treatise.

MODERN ORGAN TUNING, The How and Why, Clearly
Explaining the Nature of the Organ Pipe and the
System of Equal Temperament, together with an His-
toric Record of the Evolution of the Diatonic Scale
from the Greek Tetrachord. By Hrrmann Smrra.
Crown 8vo, cloth, 7s. 6d. net.

“The greatest authority on acous: matters connected with organ
pipes who has ever lived,” says Mr. G. A. Audsley of Hermann Smith
in his “ Art of Organ Building.”

THE TEMPLE EDITION OF ORGAN OVERTURES AND
ARRANGEMENTS,all with Ped. Obb. 3s. net each.

See page 25 for list of about sixty works in this series, including works
by Wagner, Tchaikovsky, Beethoven, Mozart, Handel, Berlioz, Glinka,
Schubert, Gounod, Hérold, Mendelssohn, rheer, Balfe, Auber, Ros-
sini, Weber, Wallace, Suppé, Adam, Thomas, Nicolai, Sterndale-Bennett,
Cornelius and Flotow, chiefly arranged by Edwin Evans.

THE INFLUENCE OF THE ORGAN IN HISTORY. By
Dupiry Buck. Fresh issue with Illustrations. Crown
8vo, cloth, 4s. net (or paper, 2s. net). 
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ORGANIST’S REPERTOIRE GUIDE. An I i
Repertoire Guide (Historical, Educational Hip
tive) to Foreign, British and American Works. By
Herpert ‘WESTERBY, B.B.C. Organ Recitalist (author of
eae Composer, and his Piano Works’’). 4to, cloth

is. net. i i
Describes th si ane EBrita eed ae Organ Music of foreign countries as well as of

A large and beautifully presented iA larg y ted quarto work, fully illustrPaesaes art paper, comprising seven English agesey y-one portraits, and illustrations of the houses of

RIGS PRACTICAL ORGAN SCHOOL: Edition Care-
a . Revised. The Pedal Part printed on a Separate
ae and the Original Preface, Remarks and Technical
ea in English. Edited and arranged by Jonn
Se he a Hooks Complete, bound in red cloth,

. foo, 20s. net, or the six parts at 3s. net each: r
sold separately. ; eae

The best edition ever published of this grand ciassi rorkgraved, well printed and well edited. A mecislimertvet aiecateninhat the bar lines are bold, and that they are drawn right through thescore, instead of through eachstaff, as was the custom in days goneby.
REFORM IN ORGAN BUILDING By

Crown 8vo, sewed, 1s. net. : Bimaene
TUTOR FOR THE AMERICAN ORGAN ANDHA

By W. F. Taytor. 4to, 2s. 6d. net, eae
THE ORGAN. Its History told i Ni

C. F. Aspy-Witr1ams ~ is Cee eRe Ey
ORGAN MUSIC. Its History told i i

C. F. Aspy-Wituiams. Osteraee a
EEBNR ORGAN BOOK, for Piano or Organ. A Collec-Higa of 21 Pieces (Pavans, Galliards, etc.), by Williamgosited from the Virginal MSS., andrst published in Mod Notati M.Giyn, in two books, 4s. natteaEn:a eae“A charming collection.”—West Sussex Gazette  

THE TEMPLE EDITION OF

ORGAN OVERTURES. ( Staves).

Arranged from Full Score by Edwin Evans. Senr. (except where other
wise stated).

Price 3/- net eacn.

ATHALIE (Mendelssohn).
BARBER OF BAGDAD (Peter Cor-

nelius).
BEATRICE AND BENEDICT (Ber-

lioz).
BENVENUTO CELLINI (Berlioz).
BOHEMIAN GIRL (Baife).
CALM SEA AND PROSPEROUS
VOYAGE (Mendelssohn).

CARNAVAL ROMAIN (Berlioz).
CORSAIR (Berlioz).
CROWN DIAMONDS (Auber).
EGMONT (Beethoven)
EURYANTHE (Weber).
FAUST (Gounod).
FAUST (Wagner).
FESTIVAL OVERTURE (Tschaikow.

sky).
FIGARO (Mozart).
FINALE (Rubinstein’s Sonata, Op

12).
FLYING DUTCHMAN (Wagner).
FRA DIAVOLO (Auber).
FREISCHUTZ (Weber). A. Whit
tingham.

ISABELLA (Suppé).
ITALIANA (Rossini).
KING LEAR (Berlioz).
KING STEPHEN (Beethoven). P. J.
Mansfield.

LA CLEMENZA DI TITO (Mozart).
P. J. Mansfield.

L’AFRICAINE (Meyerbeer).
LA REINE DE SABA (Gounod)
LARGO from Beethoven’s Sonata in
E flat. W. A. C. Cruikshank.

LE SONGE D’UNE NUIT D’ETE
(Thomas).

LIFE FOR THE CZAR (Glinka).
LIGHT CAVALRY (Suppé).
LOHENGRIN (Wagner).
LURLINE (Wallace).
MAGIC FLUTE (Mozart).
MARITANA (Wallace).
MASANIELLO (Auber).
MEISTERSINGERS (Wagner).
MERRY WIVES OF WINDSOR

(Nicolai).
MIDSUMMER NIGHT’S DREAM
(Mendelssohn).

MIGNON (A. Thomas).
NAIADES, THE (Sterndale Bennett)
OBERON (Weber). A. Whittingham
OTHO (Handel). W. A. C. Craik
shank.

1812 OVERTURE (Tschaikowsky).
POET AND PEASANT (Suppé).
PARSIFAL (Wagner).
RAYMOND (Thomas).
RIENZI (Wagner).
ROSAMUNDE (Schubert).
RUY BLAS (Mendelssohn).
SCIPIO (Handel).
SEMIRAMIDE (Rossini).
SI JETAIS ROI (Adam).
SIRENE, LA (Auber).
SON AND STRANGER (Mendels

sohn). W. A. C. Cruikshank.
STRADELLA (Flotow).
TANCREDI (Rossini).
TANNHAUSER (Wagner).
TRISTAN AND ISOLDA (Wagner)
WAVERLEY(Berlioz).
WILLIAM TELL (Rossini). A. Whit
tingham. ZAMPA(Heérold).

PIANO SOLO OVERTURES.
Price 2/- net each.

BOHEMIAN GIRL (Balfe).
*CALIPH OF BAGDAD (Boieldieu).
OROWN DIAMONDS(Auber).
DER FREYSCHUTZ (Weber).
DON GIOVANNI (Mozart).
DONNA DEL LAGO (Rossini).
FRA DIAVOLO (Auber).
GUY MANNERING (Sir H. R
Bishop).

IDOMENEO (Mozart).
IL BARBIERE (Rossini).

*1L TANCREDI (Rossini).
LIGHT CAVALRY (Suppé).

MAGIC FLUTE (Zauberfiéte),
(Mozart).
MARITANA (Wallace).
MASANIELLO (Auber).

| *MERRY WIVES OF WINDSOR
| (Nicolai).
| MIGNON OVERTURE (A Thomas)
NOZZE DE FIGARO (Mozart).
*POET AND PEASANT (Suppé).
RAYMOND (Thomas).
SEMIRAMIDE (Rossini).
WILLIAM TELL (Rossini).
*ZAMPA (Hérold).

* Also arianged as Duet (piano, 4 hands), price 2/6 net. 



PIANOFORTE.
THE PIANO WORKS OF BRAHMS. By Epwin Evans,

Senior. Historical, Descriptive and Analytical Account
of each Work treated in the Order of the Opus number,
and preceded by a Didactic Section. 8vo, cloth
30s. net. i ;

The above volume is a complete technical account of the piano works.
the Ente WarkspFBakingMayeeeeee
HOW TO PLAY BACH’S 48 PRELUDES AND FUGUES. A

Guide Book for the use of Piano Students as an aid
to the Unravelling and Interpretation of these Master-
pieces, ensuring a more Intelligent Keyboard Render-
ing. By C. W. Wirxrnson. Crown 8vo, cloth, 8s. 6d. net.

NATURAL TECHNICS IN PIANO MASTERY, A Complete
and Authoritative Manual, covering every phase of
Piano Playing and Study. Many Diagrams of Hand
and Finger Technique and some Music Examples. By
Jacos EIsEnBerc. Crown 8vo, cloth, 10s. 6d. net. ;

REEVES’ POPULARPIANOFORTE TUTOR. Rudiments
of Music, Exercises with Popular Airs, Major and
Sree pone With Illustration of Fingerboard. Folio
ds. 6d. net. ;

PARTHENIA,or the First Musick ever printed for the Vir-
ginals. 21 Compositions by three Famous 16th and 17th
century Masters, William Byrd, Dr. John Bull and
Orlando Gibbons. Arranged for the Piano and freed
from the errors of Dr. Rimbault’s edition by accurate
comparison with the original text by Marcarer H.
Guyn. Folio, 12s. 6d. net, boards: cloth back, 15s. neé.

This edition of *‘ Parthenia” has been entirely re-engraved.

THE APPROACH TO LISZT. A Course of Modern Tonal-
Technique for the Piano, in the form of Graded Studies
from the Moderately Difficult to the Master Stage. By
Hersert Wesrersy, Mus.Bac. Lond., F.R.C.0., ete
Folio, 5s. 6d. net. kh
Preliminary Studies in Touch and Phrasing in all

Keys. Ba ed on the Scales and Broken Chords.
Intermediate Studies in Sequential, Wrist and Pre-

paratory Arpeggio Work in the Black and White Key
Positions.
_ Advanced Sequential Studies on the Black Keys, with
Sixteen Excer from Liszt’s Piano Works. The Mas-
ter Works: Fifty-eight Excerpts from Liszt.

THE ART OF TUNING THE PIANOFORTE. A New
Comprehensive Treatise to enable the Musician to Tune
his Piano upon the System founded on the Theory
of Equal Temperament. By Hermann Smita. New
ee thoroughly Revised. Crown 8vo, limp cloth

Ss. net. ‘

 

PIANOFORTE.

ESSENTIALS IN PIANO-PLAYING, and other Mus

Studies. By J. Atrrep Jonnstone, Hon. L.Mus.,

T.C.L. Portrait, 243 pages. Crown 8vo, cloth, 8s. met.

EXTEMPORISING AT THE PIANO MADE EASY. A Manual

for Beginners in Musical Composition. Hints and Aids

for the ‘(From Brain to Keyboard’? Composer. Jiv

Rev. E. H. Menume, F.R.C.0. 8vo, limp cloth, 3s. 6d.
net (paper 2s. net).

INDIVIDUALITY IN PIANO TOUCH. By ALGERNon H

Linpo and J. ALFRED JOHNSTONE. Crown 8vo, 2s. 6d. net.

THE ARTIST AT THE PIANO. Essays on the Art of Musi-
cal Interpretation. By Gzoras Woopxous New and
Revised Edition. Portrait of Paderewski. 8vo, cloth,

5s. 6d. net (paper, 3s. net).
The celebrated pianist, Paderewski, after reading the manuscript of

this stimulating volume, wrote: “ The booklet is ynite a remarkable work
and @ really valuable contribution to the philosophy of pianistic art.”

THE STUDENT’S GUIDE TO T ART OF TEACHING

THE PIANOFORTE. By Crrm R. H. Horxocxs,
L.R.A.M., L.7.C.L., A.R.C.M. With an Extensive and
Carefully Graded List of Studies and Course of the
Great Masters. Numerous Musical Examples. Second
edition, Revised. Crown 8vo, cloth, 10s. net.

Until quite recently it was thought impossible to give practical instruc-
tions on the art of teaching, but toy error of this idea has been proved
by the great success of the teachers’ class at the various musical insti-
tutions. The author's aim is to supply a guide-hook expressly for begin-
ners and those with limited experience in the art.
THE ART OF TEACHING PIANOFORTE PLAYING. By

J. A, Jounsronz. Second edition. Or. 8vo, cloth,

PIANOFORTE ACHER’S GUIDE. By L. Pramwy. Trans-
lated by Fanny Raymonp Rirrpr. Crown 8yvo, boards,
3s. net (paper, 2s. net).

“Some of the finest pinnists of the day owe much of their technical
facility to Plaidy’s excellent method.”—Bazaar

CANDIDATE’S SCALE AND ARPEGGIO TESTS for the
Piano. In the Primary, Elementary and Junior Grades
of all Local Examinations in Mus and the Higher
and Lower Divisions of the Associated Board of the
R.A.M. and R.C.M. By Witson Manutre. 1s. net.

TECHNICAL STUDY IN THE ART OF PIANOFORTE
PLAYING (Deppe’s Principles). By C. A. Euren-
FECHTER. With numerous Illustrations. Fourth Edi-
tion. Crown 8vo,cloth, 6s. net.

Contents: Position—Arm—Wrist—Fingers; Touch (Tone Production) ;
Legato; Equality of Tone; Tension and Contraction; Five Finger Exer-
cises; Skips; The Scale; Arpeggio Chords; Firm Chords; High Raising of
the Arm; Melody and its Accompaniment; Connection of Firm Chords;
The Tremolo; The Shake (Trill); The Pedal; Fingering 
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HOW TO ACCOMPANYAT THE PIANO. By Epwin Evans.(Plain Accompaniment, Figurated Accompaniment,Practical Harmonyfor Accompanists). 172 Music Ex-amples which are made Clear by the Explanatory Text,
Crown 8vo, cloth, 10s. net.

GRADUATED SCALE AND ARPEGGIO MANUAL. Com-piled for the various Exams. By Henry Sarnr-
GrorcE. 3s. net.

A SYSTEM OF STUDY OF SCALES AND CHORDS. BeingChapters on the Elements of Pianoforte Technique. ByB. Vinz Wesrsroox, F.R.C.O. Numerous Examples.
New and Revised edition, 8vo, 3s. net.

The author outlines a scheme which abolishes the drudgery and inspiresthe pupil with an enthusiasm for practice and formulates a method orsystem in which that practice may be carried out.
PIANO CLASSES IN ELEMENTARY SCHOOLS. By

Auprey Kinc. With Music Examples. Crown 8vo, 1s.
net.

HOW TO PLAY 116 FAVOURITE PIANO SOLOS. Beingthe 4 Series complete in 1 vol. of “ Well-Known Piano
Solos: How to Pl them with Understanding, Ex-pression and Bffect.”” By Carnes W. Wi LxInson.
Crown 8vo, cloth, 10s. net.

WELL-KNOWN PIANO SOLOS. Howto Play them withUnderstanding, Expression and Effect. By C. W.Witkinson. FourSeries, 2s. each (each series containing
about 26 articles), or four in one vol. as above.

Contents of the First Series:—S1xpine, Rustle of Spring. _ScansaTtr,Pastorale le Capriccio. PADEREWSKI, Minuet in @. Hanpet, HarmoniousBlacksmith. NS N, Melody in F. Scuarwenxa, Polish Dance.ScHUMANN, Nachtstiicke. Gopard, Mazurka Detiprs, Pizzicati fromSylvia. Grire, Wedding Day at Troldhangen. En@ar, Salut d’Amour.PADEREWSKI, Melodie. Rarr, La Filense. TcHATKovsky, Troika. Goparp,Berger et Bergéres, CHAMINADE, Pierrette. MoszKowsxt, EtincellesPADEREWSKI, Minuet in A major. GriEe, Norwegian Bridal Procession.Liszt, Reg Veneziana. CHAMINADE, Automne. Moszkowsx1, Serenata,Lack, Valse Arahesque. Scaumann, Arabeske. Corin, Etude in G flat.Durand, First Valse.
Draws one's attention to the beauties in a piece, explains difficultieshere and there, draws attention to a pedal effect and any peculiarity offingering, and generally gives all the information a professor is expectedto give to his pupils.

PIANO TEACHING. Advice to Pupils and Young Teachers.
By F. Lr Couppry(Prof. in the Conservatory of Music,
Paris, etc.). Translated from the Third French Edition
by M. A. Brerstapt. Post 8vo, cloth, 3s. 6d. net (paper,
2s. 6d. net).

DELIVERY IN THE ART OF PIANOFORTE PLAYING, OnRhythm, Measure. Phrasing. Tempo. By C, A. Enren-
FECHTER. Second Edition. Crown 8vo, cloth, 5s. net.

“The section with reference to accent is particularly good. There arenumerous illustrations from the works of the masters.”—W. H. Wrapr inThe'Pianist’s A. B. C.
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DIAN OUCH, E ETATION. By0 TOUCH, PHRASING AND INTERPRETAT 5
oo, ALFRED JOHNSTONE. Crown 8vo, cloth, 7s. 6d. net.

PRACTICE REGISTER for Pupil’s Daily Practice. A
Specimen, 1d. (or 2s, 6d. per 100).

EEVES’ VAMPING TUTOR. Art of Extemporaneous Ac-
BOeroKiett or Playing by Ear on the Hianoronie,

Rapidly Enabling anyone having an Earfor Music hae
or without any Knowledge of Musical Notation) to, Ac-
company with Equal Facility in any Key. Prac-
tical Examples. By FRaNcIS Tayior. New Edition,
to which is added Instructions for Accompaniment
with Equal Facility in every Keyillustrated by Ex-
amples. Folio, 2s. net.

PPE FINGER EXERCISES for Rapidly Developing
eae Touch in Pianoforte Playing, Carefully’ Ar-

ranged, Classified and Explained by Amy Fay (i upil
of Tausig, Kullak, Liszt and Deppe). Folio, English
or Continental Fingering, 2s. net.

INTRODUCTION TO RUSSIAN PIANO MUSIC. By Her-
BERT WESTERBY, Mus.Bac.Lond., F.R.C.O., L.Mus.T.C.L.,
Is. net.
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ESSENTIALS IN MUSIC STUDY FOR EXAMINATIONS.:
AHelpful Guide both for the General Student and Can-
didates for Junior and Intermediate Examinations, By
Rev. E. H. Mewzine, F.R.C.O. Cloth, 5s. net (paper
covers, 2s. 6d. net).

Rev. E. H. Melling is the author of several popular works which havebeen found of great use to music stud “Guide for the Young Com-poser,” “ Extemporising at the Piano ms asy,” ete

GUIDE FOR THE YOUNG COMPOSER. Hints on the Art
of Composition, with Examples of Easy Application. By
Rev. E. H. Mexiine, F.R.C.O. Cloth, 5s. net (paper
covers, 2s. 6d. net).

EXAMINATION | TEST QUESTIONS. Containing spaces
for the Pupils’ Written Answers. By Watrer L, Twi-
NING, F.R.C.O. No. 1, Musical Notation and Time; No. 2
Formation of Scales; No, 3, Ornaments; No. 4, Intervals
9d. net each. ;

THEORY OF MUSIC FOR YOUNG MUSICIANS. With
Ang given to all the Questions, and a Dictionary of

sessary Musical Terms. By Mary Suarp, Limp
2s. 6d. met (paper covers, 1s. 6d. net) ,

102 TEST QUESTIONS ON THE GENERAL RUDIMENTS OF
MUSIC. In ups of Six each Lesson, for Written or
Oral Use. By Witson Manuire, L.R.A.M. 6d. net.

PRIMARY COURSE IN THE RUDIMENTS OF MUSIC, With
Hints on Answering Questions (Written Work) for All
Examinations in the Primary, Elementary and Prepara-
Bory paades By Witson Manure, 1.R.A.M., ete
s. net. : i

EXAMINATION CANDIDATE’S GUIDE to Scale and Ar-peggio Piano Playing (with Tests). All that is requiredser the Various Exams. By Witson Mannrrg, L.R.A.M
3s. net, eaiaNie ae

CANDIDATE’S SCALE AND ARPEGGIO TESTS ot
Piano. By Witson Manure, L.R.A.M. 1s. net. ei

Sees INaPractical and Theoreticalurposes. By Percy Baxer, F.R.C.O., etc
5s. 6d. net (paper, 3s. net). case

MUSICAL FORM, A Handbook to, for Instrumen<M, and i s ental Playand Vocalists. By E. van per STRarrEn. With Mia
al E, S 2Si contr 205 pages. 8vo, cloth, 6s. 6d. net (paper

The part of the work on Dance Forms give; i ce s gives

a

history » ioftheSuite or Partita,Allemande, Courante, Gerapande (GieueGenesette, Bourrée, Branle, Passepied, Rigaudon, Loure, Pavane, Galliarl,Tambourin, Cebell, Rondo, Menuet, Polonaise, Mazurka, Boleto metella, Saltarello, March, Giaccone and eee Sea
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STUDIES IN HISTORICAL FACTS AND MUSICAL FORM.
Being a Guide and Note Book for a iore Systematic
Preparation of the General Knowledge Papers nowset
at the Universities and Colleges of Music. By Prrey
Baker. Cloth, 5s. 6d. net (paper, 3s. net).

MOZART AND THE SONATA FORM. By J. R. Tosin,
Mus.B. See Pianoforte Section.

FUGUE, A Conversational Address delivered to the Incor-
porated Guild of Church Musicians. By J. H. Lewis,
Mus.Doe (Victoria College of Music). Crown 8vo, limp
cloth, 2s. net.

MUSICAL EXPRESSIONS, PHRASES AND SENTENCES,
with their Corresponding Equivalents in French, Ger-
man and Italian. By F. Brrcrer. 8vo, cloth, 5s. 6d. net
(paper, 3s. net).

RUDIMENTS OF MUSIC, Set forth in Graded Quzstions
with Ans s, for Use of Candidates preparing for the
Examinations of R.A.M., R.C.M. and T.C.L. By B.
Howarru, L.R.A.M. and A.R.C.M. Crown8vo, 2s. net.

The Answers are always on the right hand page and can
be covered over if desired, the Questions being on the corres-
ponding left hand pages.

ELEMENTARY LESSONS ON SIGHT-SINGING. Combin-
ing the Staff and Tonic Sol-fa Notations. With Music
Examples throughout. By J. W. Rosstneton, L.R.A.M.
Cloth, 3s. 6d. net; paper, 2s. net.

For many singers there is only one method of becoming good sight-
readers, viz., combining the tonic sol-fa with the staff notation. It is
hoped that a perusal of these elementary lessons will show the principles
on which this combination is effected, and simplify the somewhat difficult
task of sight-reading.
STEPS IN HARMONY. With Copious Explanatory Exam-

ples and Graded Test Exercises. A Handbook for
Students. By Dr. Cuurcuinn Siptey. With Music
Examples throughout. Crown 8vo, boards, cloth back,
6s. net (paper, 3s. 6d. net).

It is believed that he who thoroughly masters the contents of these
ill be prepared to study intelligently the harmonic structure of

of the great masters, and also to follow critically the changeful
tendencies of the present day.

600 QUESTIONS AND 600 EXERCISES IN ELEMENTARY
MUSICAL THEORY. By W. H. Patmer. Crown 8vo,
cloth, 5s. net (paper covers, 3s. net).

Intended as a help to the private student and to the candidate prepar-
ing for the several musical examinations.

THE MODAL ACCOMPANIMENT OF PLAIN CHANT. A
Practical Treatise. By Epwin Evans, Senior, F.R.C.O.
Part I, Theoretical; Part II, Practical School of Plain
Chant Accompaniment, consisting of 240 Exercises, with
an Appendix of Notes. Crown 8vo, cloth, 7s. 6d. net. 
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THE HARMONISING OF MELODIES. A Text-Book for
Students and Beginners. By H. C. Banister. Third
Edition, with numerous Musical Examples. Crown8vo,
limp cloth, 5s. net.

MUSICAL ANALYSIS. A Handbook for Students. By
H. C. Bantsrrr. With Musical Illustrations. Crown
8vo, limp cloth, 5s. net (paper covers, 2s. 6d. net).

THE ART OF MODULATING.

A

Series of Papers on Modu-
lating at the Pianoforte. By Henry C. Banister.
With 62 Musical Examples. Crown 8vo, cloth, 6s. net
(paper covers, 3s. 6d. net).

MODERN CHORDS EXPLAINED. (The Tonal Scale in
Harmony.) By Arruur G. Porter. Musical Examples
from C. Debussy, Richard Strauss and Granville Ban-
tock. 8vo, cloth, 4s. net (paper covers, 2s. net).

EXERCISES IN VOCAL SCORE READING. Collected from
the Works of Orlando di Lasso, Palestrina, Vittoria,
Barcroft, Redford, Peter Certon, Byrd, Gibbons, Croft
Rogers, Boyce, etc. For Students preparing for the
R.C.0. and other Examinations. By Jamus Lyon
Mus.Doc. Oxon. 4to, 4s. 6d. net. :

EXERCISES IN FIGURED BASS AND MELODY HARMON-
IZATION. By James Lyon, Mus.Doc. 4to, 3s. 6d. net.

EXAMPLES OF FOUR-PART WRITING FROM FIGURED
BASSES AND GIVEN MELODIES. By James Lyon
Mus.Doc. 4to, 5s. 6d. net. ve

These exercises are printed in open score so as to be of use i °eaeee mw key to“ Rxeroiveata OiguredBuea’!

HOW TO COMPOSE. A Practical Guide to the Composi‘ ( : a Pris 2 e C Osi-
tion of all Works within the Lyric Form, and aia
include: the Valse, Gavotte, Mazurka, Polonaise
March, Minuet, and all Ordinary Dance Forms: as also
the Nocturne, Impromptu, Berceuse, Reverie and
Similar Characteristic Pieces. By Epwin Evans,
Senior, F.R.C.0. With 60 Musical Examples. Crown
8vo, cloth, 6s. 6d. net (paper, 4s. net).

THE RUDIMENTS OF GREGORIAN MUSIC. By Francrs
Bureuss, F.S.A., Scot. Second Impression. Crown
8vo, limp cloth, 2s. 6d. net (paper, 1s. 6d. net).

MUSICAL PRONOUNCING DICTIONARY. By Dr Dfs ae fs 2 2 y uDLEY Buck. Eighth Edition, with the Concise Explana-
tion and Pronunciation of each Term. Edited and Re-
vised by A. WuirtincHamM. Crown 8vo, cloth, 3s. net(paper, Is. 6d. net). ital

A most valuable and usefil little book to all iRane ee ook all musical people. Theet noge adopted for giving the vronunciation of each term is most con-
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A FIRST BOOK OF MUSIC FOR BEGINNERS, Embodying
English and Continental Teaching. By Atrrep Warr-
TINGHAM. Sixth Thousand. Crown 8vo, sewed, 4d. net.

HARMONY, EASILY AND PROGRESSIVELY ARRANGED.
Presenting in a Simple Manner the ElementaryIdeas as
well as the Introduction to the Study of Harmony.
With about 300 Musical Examples and Exercises. By
Pavt Corserc. Crown 8vo, cloth, 5s. 6d. net (paper, 3s.

net).
Aveusr WiLHELMs says: “ This work is distinguished by brevity and

clearness. I most warmly recommend it.”

COMPEND OF MUSICAL KNOWLEDGE. By _PEroy
Baxer, F.R.C.0., L.Mus. T.C.L. Being a Guide with
Notes, Hints and Articles on the Study of Examination
Questions. Crown 8vo, cloth, 6s. net (paper, 3s. 6d. net).

Primarily to help candidates entering for the R.C.0. and T.C.L.
Diplomas, though containing much information for the amateur musi-
cian and general reader. Indispensable to teachers in guiding their
pupils through a course of study dealing with a large numberof subjects
like those sct for the F.R.C.O. and A.R.C.0.

ELEMENTARY MUSIC. A Book for Beginners. By Dr.
Wesrsroox. With Questions and Vocal Exercises.
Fifteenth Thousand. Crown 8vo, cloth, 4s. met (paper,
2s. net).

Contenrs: 1. The Staff and its Clefs. 2. Notes and their Rests. 3. Bars
and Time. Accidentals. 5. Keys and Scales. 6. Intervals. 7. Musical
Pitch, & Accent. 9. Secondary Signs. 10. Ornaments and Groups of
Notes. 11. Voices and Scores. 12. Church Modes. 13. Italian and other
Directions. 14. Foreign Note-Names. 15. Questions. 16. Vocal Hxercises.

“His explanations are extremely clear. The questions at the end will
be found very useful.”—Musical Times.

EXERCISES ON GENERAL ELEMENTARY MUSIC. A
Book for Beginners. By K. Pater. Fourth Edition.
Part I, 1s. 6d. met; Part II, 2s. net. Crown 8vo, paper
(2 parts complete in cloth, 5s. net).

Contents or Part I: 1. Pitch. 2. Length of Sounds. 3. Time. 4. Time
and Accent. 5. Intervals. 6. Scales. 7. Transposition. 8. Syncopation
9. Signs and Abbreviations. 10. Notation. 11. Miscellaneous Questions
and Exercises.
Contents or Part II: 1. Triads. 2. First Inversion of a Triad. 3.

Second Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Se-
quences. 7. Cadences. 8. Dominant Sevenths, etc.

HOW TO MEMORISE MUSIC. By C. F. Kenyon. With
numerous Musical Examples. Fourth Edition. Crown
8vo, cloth, 5s. net.

“Mr, Kenyon ‘proves himself an excellent guide; and indeed we know of
no other work devoted to the subject with which he has dealt so thor-
oughly and so successfully.”—Glasgow Herald.

HOW TO HARMONIZE MELODIES. With Hints on Writ-
ing for Strings and Pianoforte Accompaniments. By
J. Henry Brrocer, Mus.Bac. With Musical Examples
throughout. Crown 8vo, cloth, 6s. net. 
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THE ART OF MODULATION. A Handbook showing at a
Glance the Modulations from one Key to any other in
the Octave, consisting of 1,008 Modulations. For the
Use of Organists and Musical Directors. Edited by
CarLI ZOELLER. Third Edition, Roy. 8vo, cloth, 8s. net
(paper, 5s. net).

THE STUDENT'S BOOK OF CHORDS. With an Explana.
tion of their Inversions and Resolutions. By Pascai
NEEDHAM. Crown 8vo, sewed, Is. 6d. net.

The chords with their inversions and resolutions are briefly and clearly.explained.

HOW TO WRITE MUSIC IN SHORTHAND. For Com-
posers, Students of Harmony, Counterpoint, etc. Eas-
uy Acquired, can be Written very Rapidly and is more
Legible than printed Music, with Specimens from Ba
Handel, Chopin, Wagner, Mendelssohn, Spohr, Mozart,
etc. By Francis Tayror. 14 pages. Post 8vo, sewed,
Is. net.

COUNTERPOINT: A Simple and Intelligible Treatise. Con-
taining the most Important Rules of all Text Books. in
Catechetical Form (forming an Answerto the Question
‘What is Counterpoint?”’). Intended for Beginners.
By A. Livinestons Hirst. Crown 8vo, sewed, Is. net.

TRANSPOSITION AT SIGHT. For Students of the Organ
and Pianoforte. By H. E. Nicnor. Fourth Edition,
with numerous Musical Exercises. Crown 8vo, cloth,
3s. 6d. net; paper, Qs. net.

The practice of transposing upon the lines here laid down develops the“mental ear,” quickens the musical perception and gives ease in sight
reading; as it is evident that, if the student can transpose at sight, hewill not have much difficulty in merely playing at sight. Free use is
made of the tonic sol-fa as well as the standard notation in many musical
examples,

SCHUMANN’S RULES AND MAXIMS FOR YOUNG MUSI-
CIANS. Sewed, 6d.

THE STUDENT’S HELMHOLTZ. Musical Acoustics, or the
Phenomena of Sound as Connected with Music. By:
Joun Broannouss. With more than 100 Illustrations.
Fifth Impression. Crown 8vo, cloth, 12s. 6d. net: also in
2 vols., paper covers, each vol, 5s. net.

“In his Preface the author says: ‘The object of the present bookis to.give, in one volume, a good general view of the subject to those who canneither spare time to read, nor money to buy a number of large and ex-pensive works.’ A perusal of the book justifies us in asserting that this
design is most satisfactorily carried out; and it is not too much to say
that although the plan of the work excludes the possibility of minutelydissecting every subject treated upon, any careful reader mayobtain so.
clear an insight into the principle of acoustics, as to enable him not only,to pass 9n examination but to store up a large amount of general know.
ledge upon the phenomenaof sound.”—Musical Times.
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INIST’S MANUAL. A Treatise on Construction,

la Care, Adjustment, Study and Technique of the
Violin. Full of Useful and Practical Advice regarding
the Violin and Bow. By H. F. Gosrinc. Numerous

Illustrations and an Index. Crown 8vo, cloth, 12s. 6d.

net (or paper, 8s. net).

2 C some iolini ExactVIOLIN TECHNICS, or How to Become a Violinist. a
Instructions, Step by Step, for its Accomplishment with
or without a Teacher. By “First Viorin.’’ 3s. net.

PLAYING AT SIGHT FOR VIOLINISTS and Others in an
Orchestra. Valuable Hints and Aids for its Mastery.
By Sypney Twinn. Post 8vo, 2s. 6d. net.

Apvancen Mopern VioLin TECHNICS.

TONAL SCALES AND ARPEGGIOS FOR VIOLIN. Intro-
ductory to the Unusual Intonation and Finger-group-
ing of Advanced Modern Music. By Sypney Twinn.
4to, 3s. net. ;

“These soales will be useful to advanced players who find diffioulties
in the unusual intonation and technique of modern music.”—Strad.

SCALES AND ARPEGGIOS. Indispensable Studies for the
Violin. Edited by Arpert Grarr. Is. 6d. net.

ARPEGGIOS FOR THE VIOLIN. By Bastz Auruaus. Folio.

3s. net.

VIOLINIST’S ENCYCLOPEDIC DICTIONARY. Containing
the Explanation of about 4,000 Words, Phrases, Signs,
References, etc., Foreign, as well as English, used in

the Study of the Violin, and also by String Players gen-
erally, by F. B. Emury, M.A. New and enlarged edition,
doubled in size. 246 pp., crown 8vo. Cloth 10s. net,

paper, 7s. 6d. met, or on India paper and bound in red
pegamoid rounded corners, 12s. 6d. met. Suitable for

student or travel.

PREPARATORY VIOLIN EXERCISES for Beginners in
e the First Position, carefully Graduated, Supplementary

to the First Instruction Book. By Witson Manure,
L.R.A.M., A.R.C.M., etc. 2s. 6d. net.

BOW INSTRUMENTS,their Formand Construction. Prac-
tical and Detailed Investigation and Experiments re-
garding Vibration, Sound Results, and Construction.
By J. W. Gitray. Issued into English by the Author in
Co-operation with E. van per Srranren, Numerous
Diagrams. 8vo, cloth, 12s. 6d. net (paper, 10s. net).

A valuable treatise.”—The Strad 
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OLD VIOLINS AND VIOLIN LORE, Famous Makers of Cre-
mona and Brescia, and of England, France and Ger-
many (with Biographical Dictionary), Famous Players,
and Chapters on Varnish, Strings and Bows, with 18
full-page plates. By H. R. Hawnis. Thick crown 8vo,
cloth, 15s. net.

YOUNG VIOLINIST’S SCALE AND ARPEGGIO MANUAL.
By Winson Manure, L.R.A.M., etc. Qs. net.

FACTS ABOUT FIDDLES. Violins Old and New. By J.
BroapHouse. Fourth Edition. Crown 8vo, paper.
Is. 6d. net.

NOTABLE VIOLIN SOLOS: How to Play Them. ‘Three
Series (consisting of 48 descriptive Articles in all). By
E. vAN DER STRAETEN. 2s. 6d. met each series. Also
complete in cloth, with Portraits, 10s. net.

VIOLIN MANUFACTUREIN ITALYand its GermanOrigin.
By Dr. E. Scuepex. Translated by W. E. Lawson.
Second Edition. Square 12mo, cloth, 5s. net; paper,
3s. net.

CHATS WITH VIOLINISTS. By Watxrace Rircnm. With
four Photographic Illustrations. Crown 8yo, cloth,
7s. 6d. net.

Cuarrers: On the Importance of being Accurate; On Various Details;On the V: and its Fittings; On Reading from Sight and Playing fromMemory; A Few Violin Secrets; Some valuable Technical Exercises; HandDevelopment for Violinists, including Eighteen Excellent Finger Gym-
nastics; Sundry Useful Hints.
J here lay before the public that information and advice which I havehitherto been content to reserve for the sole use of my own pupils.During a considerable experience, both as a student and as a teacherof the violin, I have naturally pieccd together quite a variety of small

hints and items of information which, though modest enough individu-ally, have been found on the whole to be of no inconsiderable value, notonly with regard tc my own playing, but aiso—and which is of far more
importance—in enabling me to impart a knowledge of the art to others.
ADVICE TO VIOLIN STUDENTS. Containing Informa-

tion of the Utmost Value to every Violinist. By
WatLtace Rircuiz. Crown 8vo, cloth, 7s. 6d. net (paper,
4s. net).

Contents: Selecting and Adjusting—Choice of a Teacher—Course ofStudy—The Sevoik Method etising—Style—Tone Production—Pronun-ciation of Terms, Names, e raded List of Studies, Pieces, etc. To-gether with Hints on Common Faults—Shifting—Reading Musio—Stopping—Harmonics—Vibrato—Tempo—Intonation, Pitch, ete.

THE VALUE OF OLD VIOLINS. By E. Poronasxt. Being
a List of the Principal Violin Makers, British, Italian,
French and German. With Approximate Valuations of
their Instruments and Occasional Notes on their Var-
nish. Facsimiles of Labels and Violins. Crown 8vo,
cloth, 7s. 6d. net.

HOW TO REPAIR VIOLINSandother Musical Instruments.
By Aurrep F. Common. With Diagrams. Crown 8vo,
cloth, 6s. met; paper, 3s. net.
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INFORMATION FOR PLAYERS, Owners, Dealers and
Makers of Bow Instruments, also for String Manufac-
turers. Taken from Personal Experiences, Studies and
Observations. By Wiru1am Herpworrn. With Hilus-
trations of Stainer and Guarnerius Violins and Gauge
of Miilumetres and Centimetres, ete. Crown 8vo, cloth,
7s. 6d. net. eh :

Conrenrs; The Pegs—Neck—Finger-board—Bridge—Tail-piece—Saddle—
Violin Holder—Tail-pin—Bar—Sound-post—On the Stringing of Bow In-
struments in General Use—Strings—Rosin—Cleaning of the Instrumen
and the Bridge—Bow—Violin Case—Repairs—Preservation—Conclusion.

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN-
ISTS. Biographical and Anecdotal, with Account of
the Violin and Early Violinists. Viotti, Spohr, Paga-
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu-
mann(Robert and Clara), Chopin, Thalberg, Gottschalk,
Liszt. By G. T. Ferris. Third Edition. Crown 8vo,
cloth, 6s. net. (Edition with portrait to each, 8s. 6d. net).

TREATISE ON THE STRUCTURE AND PRESERVATION
OF THE VIOLIN andall other Bow Instruments. To-
gether with an Account of the most Celebrated Makers
and of the Genuine Characteristics of their Instruments.
By J. A. Orro, with Additions by J. Bisnor. With
Diagrams and Plates. Fourth Edition, further En-
larged. Crown 8vo, cloth, 7s. 6d. net.

Contains instructions for the repair, preservation and bringing out the
tone of instruments; tracing model for violin, mutes and fiddle holders;
list of classical works for stringed instruments. This work is especially
valuable for makers of violins.

HOW TO PLAY THE FIDDLE. For Beginners on the
Violin. By H. W. and G. Gresswertn. Eighth Edi-
tion. Crown 8vo, cloth, 6s. net; or in 2 vols., paper,

3s. net,
Joacuim says: “Contains many useful hints about violin playing.”

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including
Performers on the Violoncello and Double Bass, Past
2 Present. Containing a Sketch of their Artistic
Jareer, together with Notes of their Compositions. By
A. Mason CLarKE. 9 Portraits. Post 8vo, cloth, 10s. net.

“We may here take the opportunity of recommending a useful book to
all lovers of violins and violinists. Fiddlers, Ancient and Modern, is
practically a little Biographical Dictionary, well arranged with some ex-
cellent portraits.”—Northern Whig.

ART OF HOLDING THE VIOLIN AND BOWAS EXEM-
PLIFIED BY OLE BULL. His Pose and Method
proved to be based on true Anatomical Principles. By
A. B. Crossy, M.D., Professor of Anatomy. Portrait,
Diagrams and Illustrations. 8vo, cloth, 5s. net (paper,
2s. 6d. net).

Included in the above are some interesting recollections and anecdotes
of Ole Bull 
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THE VIOLIN AND OLD VIOLIN MAKERS. Being a His-
torical and Biographical Account of the Violin. By
A. Mason Crarke. With Facsimile of Labels used by
Old Masters and illustrations of a copy of Gasparo da
Salo. Crown 8vo,cloth, 7s. 6d. net; paper, 4s. 6d. net.

THE VIOLIN, ITS HISTORY AND CONSTRUCTION, 1Ll-
lustrated and Described from many Sources. Together
with a List of Italian and Tyrolese Makers. With 28
Illustrations and folding Examples of the First Music
issued for the Lute, Fiddle and Voice. From the Ger-
man of AseLe and NrIepERHEITMANN. _ By J. Broap-
HOUSE. Fresh issue printed in Jarger size. Crown 8vo,
cloth, 7s. 6d. net; paper covers, 5s. net.

“The learned and instructive treatise of Abele, skilfully rendered by
J. Broadhouse and supplemented by a version of Niederheitmann's list of
Italian and Tyrolese violin makers, a compilation invaluable to collectorsand connoisseurs of rare fiddies .. . . a work which forms a noteworthy
addition to the small number of English books upon this interesting sub-
ject.”"—Scotsman.

HOW TO MAKE

A

VIOLIN, Practically Treated. By J.
BroapHousr. New and Revised Edition. With 47 Il-
lustrations and Folding Plates and many Diagrams,
Figures, etc. Crown 8vo, cloth, 10s. net (paper, 7s. net).

Contents: Introduction—The Parts of the Violin—On the Selection of
Wood—The Tools required—The Models—The Mould—The Side-pieces and
Side Linings—The Back—Of the Belly—The Thickness of the Back andBelly—The Bass Bar—The Purfling—The Neck—The Finger-board—The
Nut and String Guard—Varnishing and Polishing—Varnishes and Colour-
ing Matter—The Varnish—A Mathematical Method of Constructing the
Outline—The Remaining Accessories of the Violin.
This new edition had the advantage of being revised throughout by a

celebrated violin maker.

A MUSICAL ZOO. Twenty-four Illustrations displaying the
Ornamental Application of Animal Forms to Musical
Instruments (Violins, Viol da Gambas, Guitars,
Pochette, Serpent, etc.). Drawn from the Carved Ex.
amples by Henry Saint-Grorce. Cloth, 6s. net (paper,
3s. 6d. net).

THE HISTORY OF THE VIOLIN and other Instruments
Played on with the Bow from the Remotest Times to the
Present. Also an Account of the Principal Makers.
Coloured Frontispiece and numerous Illustrations and
Cuts. By W. Sanpys, F.S.A., and S. A. Forsrzr.
Thick 8vo, cloth, 21s. net.

THE VIOLIN AND BOW.

A

Treatise (in Three Languages,
English, French and German), with numerous Copies
of Photographs taken from Life, supplemented by
various Examples and Original Studies by TE Be Poz-
NANSEI. 4s. net.

ROYSTON’S PROGRESSIVE VIOLIN TUTOR (with Ilustra_
tions giving Correct Position for Hand, Wrist and
Fingers). Folio, 3s. net.
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TECHNICS OF VIOLIN PLAYING. By Karz Courvorsimr.
With Illustrations. Eleventh Edition. Cloth, 5s. net,
paper, 2s. 6d. net. : ae

“It is my opinion that this book will offer material aid to all violin
players.”’—JOacHIM. Gal

sf di ided by diagrams, can make clear so practical a

aubiedt a leralaviae of @ musical instrument, this little book leaves
nothing to be desired. The author, who was a pupil of gopchin, has

treated the subject in a most thorough manner, and we can highly recom-
mend his Jittle book.”—Hducational Times.

v {PORTANT LESSON TO PERFORMERS ON THE

a yIOLaN By the Celebrated TARTINI. Portrait.
Being the Translation by Dr. Burney, issued origin-
ally in 1779, together with the original Italian. 8vo,
cloth, 5s. net (paper, 2s. 6d. net).

fORY OF THE HARP. Told in Twenty-two Chapters. By
stony H. G. Froop, Mus.Doc. Frontispiece and 32 Illus-

trations of Instruments, ete. Appendix containing the
A®olian Harp; Epochs in Harp Making and Biblio-
graphy

VIOLONCELLO EXERCISES, SCALES AND ARPEGGIOS.
By E. Girrer. Complete in one vol., 4s. net; or Part
T, Exercises, Is. 6d. net, Part II, Scales, Is. 6d. net,
and Part Ill, Arpeggios, 1s. 6d. net.

OF VIOLONCELLO PLAYING. Tutor in_ Three

oe. By E. van ver Srrarren. Text in English
and French. 4to. ‘Book I, 3s. 6d. net; BookII, 4s. net.

7 i E r PlayWELL-KNOWN VIOLONCELLO SOLOS. How to }
Them. Three Series. By E. vAN DER STRAETEN. 2s. 6d.
net, each series. Also complete in cloth, with Portraits,

10s. net.

NOTES ON THE CONSTRUCTION OF-.THE VIOLIN. By
Coventry. F’cap 8vo, 2s. 6d. net.

S recede His-NOTICE OF ANTHONY STRADIVARI, Preceded by f
torical and Critical Researches on the Originand Traps-
formations of Bow Instruments. By F. J. Frris. 8vo,
cloth, 10s. 6d. net.

 



VOCAL.
SUCCESS IN AMATEUR OPERA. Instructions _on

Auditions, Equipment of the Society and the Conduc-
tor, Allocation of Réles, Rehearsals, Training of
Soloists, Diction, Conducting, etc. By Huserr Brown.
Including a Section on Stage Management, by H. G.
Toy. Preface by Derek O1rpHam. Crown 8vo, cloth,
6s. 6d. net; paper covers, 3s. 6d. net.

SPEECH DISTINCT AND PLEASING, or Why not Learn
to Speak Correctly? A clear description of the mental
and physical qualities on which the art of good speak-
ing is founded and grounded. By Frank Puri. 162
pages, Crown 8vo, cloth, 7s. met; paper covers, 4s. net.

VOICE PRODUCTION FOR ELOCUTION AND SINGIN
By Rev. E. H. Mevrine. Music Examples. 31 pages,
f’cap 8vo, cloth, 4s. 6d. met; paper covers, 2s. 6d. net.

THE VOCAL WORKS OF JOHANNES BRAHMS. Histori-
cal, Descriptive and Analytical Account of each Work.
Original English Translations supplied to many num-
bers. By Epwin Evans, Senior. Thick 8vo, cloth,
258. net.

The above volume is a complete technical account of the vocal works.It forms a part of the Historical, Descriptive and Analytical Account of
the Entire Works of Brahms advertised on page 2.
VOCAL TRAINING AND PREPARATION FOR SONG IN-

TERPRETATION. With a Section showing how to
Determine Accurately by Pitch and Curve Graphs the
special Suitability of Songs selected for particular
Vocal Requirements. Music Illustrations and D. ip-
tive Diagrams. By Frank Putte. 8vo, cloth, 12s. 6d.
net.

THE AMATEUR VOCALIST, A Guide to Singing. With
Useful Hints on Voice Production, Song Preparation,
etc. By Warren L. Twinning, F.R.C.0. Post 8yvo,
limp cloth, 2s. 6d. net.

HOW TO TEACH CLASS SINGING, and a Course of Outline
Lessons which illustrate the psychological principles
upon which successful tuition is based. By Granvitie
Humeureys, Professor of the t of Teaching, Voice
Production, etc., at the T.S.-F.C. ; late Lecturer in Class
Singing at the Training School for Music Teachers.
Numerous Music Illustrations. Crown 8vo, paper 5s. 6d.
net; cloth 8s. 6d. net. ka

_ Teachers will find this verv striking book of great value. The pub-lishers have no hesitation in strongly recommending it.
THE VOICE AND SINGING. Practically Explained, Con-

densed but Comprehensive Treatise, designed princi-
pally for Students and Amateurs, by an Experienced
Singer and Teacher (C. W. PALMER). Cloth, 5s. net:
paper, 2s. 6d. net.

“I have studied the subject as an enthusiast both theoretically andpractically, both as student and teacher, for over thirty years.’’—Eztractfrom the Preface. =
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VOCAL S 2 inki i in Speech and
CAL SUCCESS, or Thinking and Feeling in é 1

isi Song, including a Chapter on Ideal eer oe

Health. By the Rev. Cas. Grn. Crown 8vo, cloth,

7s. 6d. net; or paper covers, 4s. 6d. Gee

a ’ c i i ection with both

fAtaenenethe ae Graal Cae atateae andl have beens
impressions formed in the course-of long experience a!

raining of voices. ‘

VOCALSCIENCE AND ART. Hints on Production | of

Musical Tone. By Rey. Cuas. Gin. The Boy’s Noles,

Muscular Relaxation, Art of Deep Breathing, locoHn

for Ordination Candidates. With Numerous ue

trations, and Introduction, Notes and Diagrams, Py

oak. HAuus Daury, M.A., M.D., etc. Dedicated to the

Bishop of London. Crown 8vo, cloth, 7s. 6d. net.

'S i reparatory
DIMENTS OF VOCAL MUSIC. With 42 Prepara y

a Tecieices, Rounds and Songsin the Treble Clef. By

'T. Mus Parrtson. Second Edition, Crown 8vo, paper,

4d. net.

tT ERFECT
-AL DEVELOPMENT IN RELATION TO PE

teee PRODUCTION. By H. TRAvERS Apams, B.A.

8vo, paper, 3s. net. 1

s ts. Tre Vibration, Breaks and Registers, The

Seeioe actack, ‘Bacio “Application, Breathing, Exercise in
Inspiration, Expiration, and so on. i

SIMPLICITY AND NATURALNESS IN VOICE PRODUC-

TION. A Plea and an Argument. By Epwin WaARreE-

Ham. Crown 8vo, cloth, 3s. 6d. net.

t r i ts.
SERVATIONS ON THE FLORID SONG. Or Sentimen

nee the Ancient and Modern Singers. By Pp. ¥. Ha

Translated by Mr. Galliard. With folding Musical a

amples. 184 pages. A Reprint of this Celebrated Bde ‘

first pubushed in 17438. Crown 8vo, boards, with vel-

lum-like back. 12s. 6d. net. ae ;

Recommended to all students of the Italian method of singing by

tate Charles Lunn.
“The aged teach

the structure and
n supplemented by

experiment in

the

re i i experience and that of his con-

feeeee teremienthe art wasprobably more thoroughly
taught than it has ever been since.”—Grove’s pee: ee

NTARY LESSONS ON SIGHT SINGING. ombining,

te Stale and Tonic Sol-fa Notations. With Music ts

amples throughout. By J. W. Rossineton, L.R.A.M.

Cloth, 3s. 6d. net (paper, 2s. net).

i ingers there is only one method
eganeeerining:chetonto solcta, with nese

J OF VOCAL EXPRESSION. A Popular Han 00k

ee Singers, Teachers and Elocutionists. By

the Rev. CHAS. Gis. Crown 8vo, cloth, 5s. net; paper,

2s. 6d. net. ‘i

VOICE PRODUCTION AND VOWEL ENUNCIATION. By

f. F, Mewsurn Levien. Diagrams by Artaur C.

BEHREND. Post 8vo, sewed, 2s. net.

of becoming good’ sight-
the staff notation
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THE T. Irs
ic

na cenN ts RELATION TO SINGING. A Series
Illustrations oat nee? eeED

» L
by v ‘ th,

: aeee ition. Crown 8vo, cloth,
ONTENTS: Anatomical Structi
Gesaoe We Sing; HoyeeBeeueroice ; to Voice Builders ; iThroat Affections of Sipeneee ee

What we See with
Howto take Gare of the
e as uesteoyed | Common

ir Treatment, ete
HOW TO E i sn
Ree Mee SINGING VOICE, or Singing Shornapa ee Handhcoks for those desir-eusy g sess as Singers. By A Sye ae sare 8vo, cloth, 6s. net; eapee 3s. oei t ook which fitted Eva Tur (ere ton nes :

eee! whi Eva Turner to 4 fpee feaote operatic world (in Italy, GermanyBeen eeeee country. It should help you to achieve Brentah ayeeae Hae interesting book that has every right t encedSaeco are genuinely useful, and it shouldb Med eaee highest to the lowest.”—The Musical Obetee nae
TWELVhoreenPee AND BREATH CON-

THORP, Crown Bran iineeisos oe Pte

Lee ON THE DEVELOPMENT OF THEene Pontes,Speakers and Teachers. By G. Eee dition. Crown 8vo, limp’ cloth,
Mr. Thorp’s two booksbe T have from ti iYarious,eminent vocal speoialists as givingpracticalaidSednie Oybiased me, care anddevelopment of the voice. They

a
r
e

fi cer earsystem” or

“

discovery.” Ne oe rae any
Tro THE TRAINING OF BOYS’ VOICES, Withone Feaagraises and Chapters on Choir-OrganZa .

Be

Ca a or the Use of Choirmasters. B.d e 4. Fremine. Second Editi tere,cloth, 5s, net; paper, 2s. 6d. net. Bie int Bee
eewaeee EAERCISES FOR BOY CHOR-ERS. oO cs i iConjunction with Above “ByGo toa aealbum, paper, 2s. net. : He yewioe

Ditto, Boy’s Voice Part only, Is. net.

Rae SONGS FOR UNACCOMPANIED cHoRUS
Boventon. In one a (forao By Rvurianp

The songs are also issued separately. cane
VOCAL EXERCISES FOR CHOIRS

Dr. Wrsrsroox. Post 8vo, eee antes
uIONeenspL VOICE PRODUC.@aeie an cn DAMS, M.A. Cloth, 2s. 6d. net

 

THE MUSIC STORY SERIES.

“The Music Story’? Series books are indispensable, authori-

tative, interesting and educational. Specially designed

cloth, crown 8vo, well got up, at prices named below.

ORATORIO. By A. W. Parrerson, B.A., Mus.Doc. Fourteen

Chapters. Musical Examples, Frontispiece and 17 Illus-

trations. List of Oratorio Excerpts mentioned in the

Work. List of Principal Oratorio Composers and their

Works; First Performances, etc. 15s. net.

NOTATION. By C. F. Appy-WILLIAMs, M.A., Mus.Bac.

Origin and Development. Rare and Curious Examples.

Frontispiece, 4 Illustrations and 19 of Instruments.

Glossary and Chronological Table of Notation. 15s. net.

CHAMBER MUSIC AND ITS MASTERS IN THE PAST AND

IN THE PRESENT. By Dr. N. Kizpurn. New Edi-

tion, revised, and with additional chapters by G. E. H.

Apsrauam. With Plates and Music Illustrations. Crown

8vo, cloth, 10s. net.

“Mr, Abraham has brought the work up to date and written several

new chapters and the book now gives us a discussion on the most im-

portant writers and projectors 0 chamber music.”—Musical Opinion.

ORGAN. By C. F. Aspy-Wit114ms, M.A., Mus.Bac. Toid

in Nine Chapters. Thirty-eight Illustrations and Front-

ispiece. lustrations of two Instruments found at

Pompeii; F, W. Galpin’s Hydraulus; Organ Builders;

Stops; Technical Terms; Bibliography and Chronologi-

cal List of Organ Specifications.

ORGAN MUSIC. By C. F. Aspy-Wii114ms. The early His-

tory of Organ Music to the time of Bach, and the de-

velopments since his day, with examples of leading
representatives. Pp. xiv, 298. 10s. net.

FLUTE. By H. M. Fitzcrsson, M.A, Second Edition, with

additional matter, 1928, including new Frontispiece—

Lulli and his Flautists. Nineteen Chapters on Flutes,

Flute Players and Music. Forty-nine Musical Examples,

forty-five Illustrations (Instruments and Portraits).

Early Instruction Books, Particulars of Wooden and

Metal Flutes and Bibliography. 15s. net.

The new frontispiece consists of Lulli, the two Hotteterres and M. la

Barré, also Marais, the violoncellist, with their instruments.

SYMPHONY. By E. Marxnam Len, M.A., Mus.Doc.

Seventeen Chapters concerning Symphonic Music of, all

Ages. Examples and Facsimile Signatures, Frontispiece

and 9 Illustrations. Chronological List of Composers,

Glossary, Instruments employed in different Periods, a

Bibliography, etc. 10s. net. 
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ENGLISH MUSIC (1604-1904). Seventeen Lectures deliy-ered at the Music Loan Exhibition of the WorshipfulCompany of Musicians, Bye Tai, Sourueatr, W. H.Cummines, H. Watson, E. MarxuamLes, J. Fry, SirI’. Bripex, A, 8. Rosz, A. H. D. PRENDERGAST, F. J.Sawyer, G. F. Huntuy, D. J. Buarkiny, Rev. F, W. Gar-PIN, W. W. Coszert, J. E. Bornann, A. H. Lirriztonand Str E. Crarke. Frontispiece and 115 Hlustrations(Portraits, Instruments, Title Pages, etc.), Musical Ex-amples. 10s. net.

VIOLIN. By Pavn Sroznvine. Its Origins, Makers, Play-ers, and Music, providing much interesting informationon the first bowed instruments, the Gasparas and Am-atis, violin making in different countries, schools ofviolin playing, virtuosi, sonatas and concertos, withchronological tables of makers, players, and index. 41illustrations, pp. XXviil, 324.
HARP. By W. H. G. Froop, Mus.Doc. Twenty-two Chap-ters. Frontispiece and 32 Illustrations of Instruments,etc. Appendix containing: The Afolian Harp ; Epochsin Harp Making and Bibliography.
MINSTRELSY. By Epmonpsrounn Duncan. The wholebody of Secular Music that has stood the test of timeand which canbecalled national. Early Gleemen, theMinstrels (church and social), Troubadours, the TudorDeniod: the great Elizabethanists, etc. Pp. xvi, 387,Os. net.

MUSICAL FORM. By ©. Lwoas. The General Principlesof the Art of Composition and how they have been ar-rived at; explaining the development of the scale, oftome and dominant, cadences, phrases and motives,counterpoint, canon and fugue, harmony, style, songform, variations, sonata form. Pp. xvi, 226, 10s. net.
OPERA. By E. Marxnam Ler, M. Mus.Doc. NineteenChapters of International Interes .

_

Musical Examples,Portrait of Sullivan and 14 Illustrations. Chronological]List of Opera Composers, Conductors, etc., Glossary andList of Instruments employed in Opera Orchestras atdifferent Periods and Bibliography.
CAROL. By Epmonpstounn Dun The Progress of theCarol down the ages, early ecclesiastical music in medi-eval times, secular uses and dancing, mysterics, plays,and ceremonies; local customs. With glossarial andbiographical appendices, chronology and index. Pp.xii, 253, 10s. net.
BAGPIPE. By W. H. Grarran Fioop. Its History, Originof Reed Pipes, the Pipes of ancient Celtic Ireland andWales, the Scottish scene and Scottish melodies, changesfrom 16th to 19th centuries. 26 illustrations, glossary,bibliography, list of players, index. Pp. xx, 237, 10s. net.

 

MISCELLANEOUS.

t r Igraine), ChoralE RTH OF ARTHUR (Uther and Ig) eae

Lees The Libretto by R. R. Buckiry and peutANY

Bouenton. This work was performed at Glaston ury,

August. 1925, to the Music of Rurzanp Boveuron.

Is. 6d. net. leas

iAY’S ‘““BEGGAR’S OPERA.” Piano Selec ion ar-

lasty H. R. Hoopfrom the original Music by ae

Prpuscu. Performed at Drury Lane and Coven

den. Folio, 1s. net. i
Ditto, arranged for Violin and Piano.

ain 1 Trio for T Baritone andTHAT AGE. Vocal Trio for Tenor, i a

Seaae, Words from Masonic Ritual. Music pak Piano
Accompaniment. By H. Bonn. Folio, 2s. net.

i HE THREEyo ICAL SERVICE BOOK FOR TH

MARGREES OF CRAFT MUAY ee wie
Yompi Edited by T. J. Linrxar A 5

TokRoyalBea, blue cloth, 7s. 6d. net (or paper covers,

iescs says: “It contains all that is necessary for the degrees
in the way of Psalms, Hymns, Kyries, etc. peers

ratet OR PF., VN. AND ’CELLO.—Beethoven’sCele :

Fee in G, No. 2, Score and Parts. eligs es: ake

Also arranged for Vn. and Pf., 2s. net, an 4 ;
1s. 6d. net.

f assi rs. By S. O.5 10S. Arranged from Classical Composers. B;
Ee or Diane, Violin and Violoncello. Score

and Parts. Two books, each 3s. net. i Hoch

k 1: 1. Minuet (Beethoven); 2. Moment Musical (Se bubert) 58.
eeartiniy: 4, Chiarina(Schamann);6. Minuet(Pugnan ). Book11:

rré ini); 7 ns01 ‘s 3

(deiament) Greane ‘cithoutWords, No. 8 (Mendélesohn). ee

PHE rming Edition. EditedATION. By Haypy. Performing i
ee AG Mice Paper, 3s. ae eens 4s. net.
The edition as conducted by Sir Henry Wood in 1926, etc.

y TENDANCE REGISTER. us

Peiedfee a Choir of 60 orless, for One Year, beginning
a te, 4s. net. Ends

eles Choir of 20or less, for One Year, beginning
at any date, 3s. net.

ATIONSNACCOMPANIED CHORAL VARI :

TWOPONENGLISH FOLK SONGS, by UELANDOusHiOs
(with Piano Acomp. for practice only). 1s, 8d.

a) The Barkshire Tragedy.
ns ihe Arthur had Three Sons.

A Second Series by Rurnanp Boventon. Is. 8d.

(a) William and Margaret.
b) Widdecombe Fair. 4
ue Arthur, separately from the First Set, 9d.

By H. R. Hoop.
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RATIONAL ACCOMPANIMENT TO THE PSALMS. By F.
GILBERT WEBBE. Post 8vo, 1s. net.

MODEST IDYLLS FOR MUSICAL SETTING. By Ernesr
ALFIERI. Crown 8vo, sewed, 2s. 6d. net.

SONGS FROM THE RAVEL. (Words for Musical Setting.)
A Book of Prose-Lyrics from Life and Nature. By
Ernest Austin. Op. 30. Crown 8vo, sewed, 2s. 6d.
net.

PARTHENIA. 21 Compositions by Three Famous Sixteenth
and Seventeenth Century Masters, William Byrd, Dr.
John Bull and Orlando Gibbons, being Parthenia, or
the First Musick ever printed for the Virginals. Ar-
ranged for the Piano and freed from the errors of Dr.
Rimbault’s edition by accurate comparison with the
original text by Marcarer H. Guyn (author of ‘* Eliza-
bethan Virginal Music and Composers’’). Folio,
12s. 6d. viet; boards, cloth back, 15s. net.

This edition has been entirely re-engraved. The work contains eight
compositions by Byrd, seven by Bull, and six by Gibbons

50 MUSICAL HINTS TO CLERGYMEN. Management of
Breath, Classification of Male Voices, Management of
the Voice, The Service. With Twentyspecially written
Exercises. By Gzo. F. Grover. Cr. 8vo, paper, ls. net.

HOW TO MANAGE A CHORALSOCIETY, By N. Kirzurn,
Mus.Bac. Third Edition Revised. Crown 8vo, paper, ls.

A CHAT WITH CHORAL SINGERS. By H. W. Sparrow,
A.R.C.O. 8vo, papercover, 1s. net.

ts: Reading Music—Tone Production—Breathing—Phrasing—Bx-
Enunciation—Blend of Voices—Tone, Attack, Release-—Care of

the Voice—Suggestions.

HOW TOC SING AN ENGLISH BALLAD. By E. Pump.
Seventh Edition. Crown 8vo, paper, ls. net.

“It would bo difficult to find a casket of brighter gems than those
which lie within the cover of this little work.”—ZIllustrated London News,

NATIONAL NURSERY RHYMES. Arranged as a School
Chorus for Boys and Girls. By N. B. Woopp Surru.
With Pianoforte Accompaniment, 8vo, ls. 6d. net.

TUTORS AND EXERCISE BOOKS.

PIANO, ORGAN, HARMONIUM, VIOLIN,

VIOLONCELLO, MANDOLINE AND GUITAR.

THE POPULAR PIANO TUTOR, folio, 2s. 6d. net. (For de-
scription sce Pianoforte Section of Catalogue.)

DEPPE FINGER EXERCISES. By Amy Fay. (See Piano-
forte Section of this Catalogue.)

REEVES’ VAMPING TUTOR. By Franots Taynor. (See
Pianoforte Section of this Catalogue.)

CZERNY’S 101 EXERCISES for the Pianoforte. Complete,

ds. net; or in 2 books, 2s. net each.

GRADUATED SCALE AND ARPEGGIO MANUAL. By

es Samnt-Grorer. (See Pianoforte Section of this

Catalogue.)

Si ’S PROGRESSIVE VIOLIN TUTOR (with Tilus-

basen eae Correct Position for Hand, Wrist and
Fingers.) Folio, 3s. net.

VIOLONCELLO EXERCISES, SCALES AND ARPEGGIOS.
By E. Grurr. Complete in one vol., 4s. net; or Part
I, Exercises, ls. 6d. net, Part II, Scales, 1s. 6d. net,
and Part Ill, Arpeggios, 1s. 6d. net.

ART OF VIOLONCELLO PLAYING, TUTOR. By E. van

. pER SrRAEreN. Text in French and English. Part I,
3s. 6d. net. Part II, 4s. net.

TUTOR FOR THE AMERICAN ORGAN AND HARMONIUM.

By W. F. Taytor. 4to, 2s. net.

YOUNG VIOLINIST’S SCALE AND ARPEGGIO MANUAL,
with Directions. By Wiison Manuire. Text and
Music. Folio, 2s. net.

PREPARATORY VIOLIN EXERCISES for Beginners in
: the First Position. Carefully Graduated, Supplemen-

tary to the First Instruction Book. By Wrison Man-
HIRE. 2s. 6d. net.

SINCLAIR’S VIOLIN TUTOR. With Ample Instructions and
a Variety of Popular Melodies, and Plate designating
the Notes on the Fingerboard. Roy. 8vo, 1s. net.

SCALES AND ARPEGGIOS. Indispensable Studies for the
Violin. Edited by Apert Grarr. Is. 6d. net.

ARPEGGIOS FOR THE VIOLIN. By Basti ArrHaus. Folio.

3s. net. 
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Apvancep Mopgrn Viorrn TECHNICS.

TONAL SCALES AND ARPEGGIOS FOR VIOLIN. Intro-

ductory to the Unusual Intonation and Finger-group-

ing of Advanced Modern Music. By Sypney Twinn

4to, 3s. net.

MANDOLINE TUTOR. By H. Journer. A Simple and

Easy Method to Attain Proficiency Rapidly without a
Master. Folio, 3s. 6d. net.

Also DIAGRAM OF THE MANDOLINE FINGER-BOARD,

Showing the Position of every Tone and Semitone. By
H. Jovrner. Two-page music size, 1s. net.

ORGAN SCHOOL. By C. Rinx. (See Organ section of this

Catalogue.)

GUITAR TUTOR. By H. Journer. A Simple and Easy

Method to Attain Proficiency Rapidly without a Master.
Folio, 3s. net.

Also GUITAR SCALE. By H. Journer. Two-page music

size, ls. net.

THE VIOLIN AND BOW. A Treatise (in English, French

and German), with numerous Photographic Tllustra-

tions, supplemented by various Examples and Original

Studies, by I. B. PozNansxi. 5s. net.

REEVES’ CATALOGUE OF MUSIC AND MUSICAL LITER-

ATURE. Ancient and Modern, Second-hand and New;

containing the Contents of Libraries recently pur-

chased, often with a large quantity of Curious, Scarce

and Useful Music, such as Full Scores, Organ Music,

Duets, Trios, Quartets, Quintets, etc.: Tutors, Histori-

cal, Theoretical and Biographical Works in various

languages ; including rare and out-of-print works. This
Catalogue sent post free on request.
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