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that -poor or false playing has an injurious
effect upon good flutes. Much might be said
of the remarkable influence of heat and cold
upon a flute, but I have not the space to say
more than that the flute ought to be kept
warm, for eerriment has proved that by ex-
posing it to the cold for an hour, its pitch was
lowered one tone. After a flute has reached a
certain degree of heat its tones will not
get higher.

K. Z. might also tell you something about
the Boehm flute, the instrument now con-
sidered the best, but my letter is long and I
must close.g

The Guitar.
Address all icati pertaining to this de-

partment to Justin M. Holland, care S. Brainard's
Sons, Cleveland.

HISTORY OF THE GUITAR.

The gultar is an instrument of great antiquity,
and its history can be traced back to the typlcal
“nefer” of the fourth Egyptian dynasty, the fret-
ted fingerboard of which permltted the production
of different notes by the shortening of the string.
The ldentlty of the name with the Greek kisapa is
not to be doubted, but the resemblance of the
guitar of today to the anclent Greek instrument
seems too remote to imply derivation. The Span-
ish guitar is the most generally known mod-
ern representative of the numerous famlily,
which includes also the zithers and lutes. It prob-
ably developed directly Irom the Arabian El Aud,
which came into extended use about 270 A. D. The
El Aud was fashloned partlylike the Greek instru-
ment before alluded to, and partly like the old
finger-board instruments of the Assyrians and
Egyptiany. These latter instruments were prob-
ably independent inventions in both countrles.
To the finger-board instrument the Arabian added
the resonance cavity peculiar to the kiopa,In the
form of a turtle shell, from whlich the instrument
took its name of El Aud. The German appellation
“laute” and the English ‘“lute” are derived from
thls name.

The place of manufacture of the first modern
guitar is unknown, but it {s assumed that it was
produced in Spain and modeled after the E1 Aud.
The bitter war of races In Spaln from 710 to 1274
caused a total disappearance of Arabian artin that
country and led to the invention of the modern
gultar. Though the manufacturers had been ex-
pelled or killed, the El Aud had continued as an
importantfactor of everyday life. The mild climate
of Spain, favorable to open-alr music, the romantic
spirit of the people, the habit of giving expression
to the emotions through song, all required an in-
strument easlly handled and adapted to accom-
panying the voice. These requirements were found
in the El Aud, and the guitar became its successor,
but only at the end of the sixteen century had the
latter assumed its normal form and become known
in France and Italy. It was then essentially the
guitar of today. Its body consisted of a level bot-
tom and top, with cross pieces at right angles., The
sides of the body had, similar to the bow Instru-
ments then developing, bends inward in the middle,
between which was placed the sound-hole. The
attachment of the strings and the quality of the
finger-board were such as those of the poorer
guitars of today, only with less attachments and
less strings. The El Aud, in its primitive form,
had only four strings, while the first guitars had
five, of which the two lowest were struck with the
thumb, and the others with the first three fingers
of the right hand.

‘The guitar having come into general use in Spain
and Italy was brought Into Germany in the year
1788 by the Duchess Amelia of Weimar. Durlng the
succeeding ten years, John August Otto of Vienna
was the only imitator of the imported Instruments.

He added a sixth string which was universally
adopted. In the beginning of the nineteenth cen-
tury, the popularity of the guitar in Germany, as
in Spain, France and Italy, amounted to almost a
craze, and the instrument was in the hands of
high and low, rich and poor.

A number of attempts have been made to im-
prove the guitar by the addition of lower strings,
key-board attachments, etc., and music has been
written and published for instruments with eight
and ten strings. No permanent changes have been
made, however, and the guitar is today sub-
stantially the same instrument as was madeby
Johu August Otto in the latter part of the last
century.

QUESTIONS AND ANSWERS.

P. H. L. writes: ‘I am about to purchase a terz
guitar, and wish to know something about the in-
strument; how it is tuned in relation to the larger
guitar; also thetitles of some music for the twoin-
struments, and from whom it can be obtained.”

The "‘terz” is a smaller guitar. tuned a minor
third above the larger instrument, and is used par-
ticularly for playing the leading partsin duos for
guitar and piano. The strings being shorter, the
terz guitar Is of very brilllant tone,and it waswith
this instrument that the eminent gultarist Giullani
accomplished some of his greatest triumphs.

The pitch of A, the open fifth string of the terz
guitar, may be obtained from C, at third fret ofthe
fifth string of the larger guitar, or from C of the
piano; or C of the third fret of the terz, may be
tuned from an A tuning fork. The pitch of the
fifth string having thus been obtained, the other
strings should be tuned from it, bearing in mind
that the strings of the smalller guitar are tuned in
relation to each other the same as if it werea
larger instrument.

The following musle is recommended for the two
instruments:

Diabelli, A., Orpheus. Melodische Satze zur Bil-
dung des Vertrages und Geschmackes, books 1
to 12.

Gluliani, M., Op. 66, 3 Rondeaux: Op. 69, La Lira
Notturna.

Mertz, J. K., Op. 51, Duc sur Alessandre Stradella.

Muller, J. J., Op. 3, Potpourri sur Le Freischutz;
4, Potpourrl sur La Muette de Portici; 5, Potpourri
sur Fra Diavolo; 33, Potpourri sur I Puritani.

The above music can be procured through our
publishers.

L. 0., St. Paul, Minn., writes: *“My objecl in
communicating is to inquire whether there are
exercises or pieces in B, E. A flat written for guitar
and to be had in the United States. I would also
ask to be furnished with a list of pieces for concert
room.”

The following exercises will afford practice in
the ““flat keys’’:

Caruill, F., Op.114, L'Utile et Agreable, 4 preludes
et 24 morceaux. .

De Fossa, F., Op. 5, Fantaiste pour Guitar Seule.

De Fossa, F., Op. 11, Les Adieux a I’Espagne.

Glullani, M., Op. 100, Etudes Instructlves. Faciles
et Agreables. '

Praeger, IL., Op. 48, Suite des Exercises.

Sor,E., Op. 11. Deux Themes varies et douze
menuets. .

Sor, F., Op. 25, Deuxime Grande Sonate.

Sor, F., Op. 29, Douze Etudes.

For concert pieces the following are recom-
mended as being brilliant and not too difficult:

gor, F., Op, 9. 0 Dolce Concento.

Sor, F., Op., March du Ballet de Cendrlllon.

Carcassi, M., Op. 38. Le Dieu et 1a Bayaders.

Holland, J., Home, Swcet Home.

Holland, J., Carnival of Venice.

Mertz, J. K., Op. 17, Die Zigeunerin (Bohemian
Girl).

Our publishers have a portion of this musicin
stock and will order the balance from Europe, if
you 80 request,

We havereceived a programme of a guitar recital
given at St. Paul, Minn., December 7, as follows:
PROGRAMME,

Duo pour deux Gultares, Overture de Otello
O OO UPUURPORRRPRPPRN 21 1. 11§ 1]
Messrs. Roebuck and Buchmann.

Duo pour Guitare et Flute, Nocturne Concerto
in A moll... coiveoiciiiiiririeen e ceee e, urgmuller

Messrs. Buchmann and Couch.
Solo, Le Gondoller, Op. 65.............cccceeuueees...... Mertz
Mr. A. M. Buchmann.

Duo, Rondeau pour deux Guitares, sur la Bar-

carolle Favorite de Fiorella.................... Carulll

Trio for Guitars.............. ....ccocccvvvvenrnenne .. Amateur
Messrs. Buchmann, Roebuck and Harpman.
Duo_pour Piano Forte et Guitar, Serenade,

OP.T6...cooccveeiirecrceeineneeinnace s ssnnennennn L d€ Call
rs. J. Harpman and Mr. J. W. Roebuck.
le Carnaval de
€. s rane et s ert e enan Holland et Ferranti
Mr. J. W. Roebuck.

Serenade, Op.
Carulli

Mertz

Messrs. Buchmann and Roebuck.
Trio pour 3 Guitares, Op. 26................ ..L.de Call

Mr. Buchmann is well known in Cleveland, and
was the first president of the Cleveland Guitar
Club, which was organized in July, 1884. He took
a prominent part in the first chamber recital of
the club, given December 11, 1884. Mr. Buchmann
was a pupil of the late Prof. Justin Holland and is
a fine performer on the guitar. Mr. Roebuck is
also well known in this part of the state as an ex-
cellent guitarist. He resides in Canton, and is the
possessor of one of the largest private collections
of gulitar musle In this country.

GUITARISTS' SUPPLIES.

This department is prepared at all times to fill
orders for Guitars, Guitar Strings, Instruction
Books, and everything and anything used by
Guitarists, on short notice, at the verylowest
prices consistent with reliable goods.

Guitar Strings.

Among our Stock of Strings we might mention
the “Crlterion,” a first-class article, and one which
has been sold extengively, and become a great
favorite, and the ‘‘Standard Russian Gut,” an
extra fine String, which is made expressly for the
use of (Guitarists, who desire the best to be found.

Our Bass Strings are of the best American manu-
facture, and can be furnished wound on Silk or
Slik and Steel; an excellent article.

We also carry a Line of Compounds, and Silver-
Plated Steel Strings (Single and on Spools).

Persons in ordering will please state whether
Finished or Unfinished Strings are desired. Write
for prices.

Guitar Methods.

As for Instruction Books, we may bring to your
notlce :

Holland’s Method for the Guiltar.

This Celebrated Method has become the invalu-
able companion of all Guitarists, professional and
amateur. It is the work of one of the best
Guitarlsts in the world, and is an improvement on
all other Methods of teaching this sweet instru-
ment. It is famous for its progressive arrange-
ment, adaptation, simplicity and thoroughness.
The book contains many beauti®ul Gems of Guitar
Music by the best writers. Guitar players should
setangd2 !_)({))r one at once. Mailed post-paid on receipt
0 .50,

Carcassi’'s Guitar Method.

This Standard Method for the tiuitar, edited by
Justin Holland, the celebrated Guitarist, is the
only correct edition of the foreign work, and con-
tains numerous additions and notes. It is used by
the best teachers in this country and Europe, and
a standard authority on all matters pertaining to
the instrument., Order only Brainard's ﬁ'ew
and Improved Edition. Prlece, Complete, $3.00;
Abridged, $2.00.

The Criterion Guitar.

1f you want the Best Guitar in the World, an in-
strument without an equal for depth, breadth,
power and sweetness of tone, one that in the
hands of a performer will fill your room with
music, get the “Criterlon Guitar.” There are
hundreds of cheaper and many higher in price,
but none equal to this favoriteinstrument. Every
Genuine Instrument has the name of S, Brain-
ard’s Sons and the word ‘‘Criterion” plainly
stamped on the inside. Warranted perlect and
not to check or split. Write for prices.
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of his fingers were left him, the faithful clans- | towards a style more musical than that of other | plano. We give below the titles of a number o

n still plaved on, the music growing fainter guitarists.” Aguado had at that time acquired the | pieces for two zithers and gultars:
ma play ’ g 4 . art of playlng in a clear and soft tone, with great | Bartl, J.. Willkommen! Melodien ohne Worte
and ever fainter as the chapter filled with |expression upon an instrument which usually be- | aus dem bayrischen Hochgebirge.
blood, ending only when his pipes were taken comes a tin pan in the hauds of nineteen-twen- Bartl, J., Die IIirschberger Rengentropfen.
from hlm and with them his life. tieths of those who handle it. But meeting Sor, | Laendler.

) and hearing him play in the stralned style for| DBartl, J., Jubelmarsch.
The Athollréxen %ressed on to find the castle wmcht hg was 50 ﬂoted. Aguado tenl 3hatt nei iha.cl 2 léarﬂ, g {))lie \r'ecrtrla%;lcheg. Laendler.

ates unbarred, and no one waiting to oppose | new study to make. Sor, too considerate himse artl, J., Prinz-Carl-Marsch.
fheir assage. In the dark hall gwherepll):lalf to think of openly blaming the method of perform- Brelt, G., Fantasie (Auf der Welt ist’s schoen).

p ge-. < ’ . ing used by so distinguished an artist, quietly Burgstaller, F. X., Fin Gedanke "nach Pfarr-
an hour before the dancing went on merrily, | pointed out the inconvenience of the use of the | kirchen.
an old woman, too old to care for life, sits by | nalls. Aguado thereupon began a course of prac- Darr, A., 4 Tonstuecke. .
herself. who tells them that she, thanks to the tice to acqulre distinctness in playing, and 1. de Keppel, L., Abendruhe, Allemande und Steyrer-

s 2. . b [ Fossa says that the executlion of Aguado was soon | lust.
boy’s pibroch, is now the garrison of Dun-|equal to that of his model. So far as we know, | Ponholzer,J., Leichter Slnn. Schottische.
troon. Agillmd(t)hwas lI,hﬁ onflg' greatlguitalt'ist wlh;) ussedtlth% " 1;111e above pieceq may be procured from our pub-
, ;| nails, though he afterwards confessed to Sor tha shers.

These are the h’"_‘ded down words of his | o sy beyond the time of life in which he could | Vs, E. Fracker, lowa City, la.. writes In
last greeting to his chief: Dabicads, DUE that werd i forbasin iy, hewodld | TeLgrence to “r',” (uitar Department of the WomLp:
. i e 2 > e ‘“My December number of the WorLp has given

All hail to thee! all health to thee! all hailto thee, | lay without using the nails. me a giorious Christmas treat, and I hasten to

untroon! L el- 4 : \
All hall to thee' all hail to thee! all hail to thee, Aguado’s method, 2 remarkable and most excel- | offer thanks for the interest taken in the behalf of

lent work, was first published in Madrid in 1825. | pyjtarists. I shall read with interest the iteis
young Neil! A second and eularged edition followed in 1827, | Bo Wil 815, i
‘They are on thec, they are on thee: be heedful. O [ yag tgansldted mtnﬁ-wnch by F. d(:a Fossa, and goncerning this long neglected instrument, and

, aD ; “be.

Duntroon?’ published in Paris iu the same year. A third fi%lt.ifgé c;nlylagfa:lr;y(;g;rl;,s%xop!eﬁléi“tgg :l';a:ggﬁswbﬁl

His or not, they are alive with the unselfish, *tfﬁltilgl‘. was lsslllegl 1'"““"“‘1"‘1 mtl‘&df In Pmi “"t‘l"k entitle e to it."’

reverent devotion of. t.h'e (')eltlc heart, which gu?tare?so h?t?r%isl’;méo1££$Heguzl Oiul:(g?ilgus?y (lle‘f \lltl A. M. Buchmann, of Minneapolis, Minn.,

the thing we call civilization has elected to|veloped; that of studying the scale on a single W"I*“‘ | h ol he ’ .

crush out and destroy. string is intelllgent und original, and gives an l“"““? “”“I“'“c p,e.;.:urie tt € i’"gat l?:ln o
The Celtic ¢ t hi thing : it | understanding of the intervals by the material ‘t‘I“' umn lor us "(ieI““ guitaris "‘60" is 0““

e Celtic heart must worship something; it | ;06T '0f the number of frets embraced. [t more- | the instrument, and T cannot curb my impa 1elilce
worshiped you, highland chiefs, for many a]over familiarizes the pupil from the beginning | letuntilli:h%nextnur?ber.nor l;nlput& Wr. t‘eg
long century, till you cast it forth from  its|with the motion of the hand on the neck of the | B¢ CXDIESSING MYy e} "etrl“e 'i’l“ %"‘(’; Tour CI g
t to wander b d shelterl ¢ | instrument. "The work is progressive: care being | 10Re 8000 to have Lie . ustin and Gultar Clu
lome wander hungry and shelteriess over | c,ve, not to present two difficulties at the same | o Minneapolis organize
the wide earth. The remnant here and there re- | time and it 1s concluded by a short treatlse on | Miss Addie Skeels, of Cincinnati, writes:
maining still worships you, if you will give it [ harmony as applied to the guitar, in which is| “Iam so glad that the WokLp is ‘taking sueh in-

kind look, but the maior part has groped | Ziven a nomenclature of the principal chords, the terest in the guitar as to glve it a column, which I
one kin y jor p grop manner of forming them on the guitar, the reso- | will read with great interest.
its way to other lands, or into the great cities, | lution of dissonants, the prohibited intervals, the | 4 typographical error in the January number
there to worship “freedom” and your own |suspensions and anticipations of harmony, the | made us say that the terz-guitar is used particularly

‘ ) principal harmonic progressions, and the indis- | for playing duos for gultar and piano, whereas we
mammon god—! Wealth —not you. pensable rules for the suceession of chords. wm[t)e i pfrtlcularlygtor playlnl; duos for guitars
Fresh, cool evening dawns on ; not 2 shadow |~ Aguado was among the first to observe that one | and guitar and piana.”

is to be seen on all the wall now, for the golden | of tnia secr?ttshot a br:llm%&xecution_is theipropler [
; . f position of the guitar er experimenting, he
light comes flooding across from behind the | {veyted a tripod in which the instrument is GUITARISTS’ SUPPLIES.
Jura peaks, and bathes them in living fire. | held without support from the player. The in-

We hoist our little white sail—the wind has | ventor claims that by use of the tripod the guitar This department is prepared at all tlmes to fill

is isolated as much as possible, being held In posi- 1nits Tt
!lﬂeﬂ and will carry us home gloriously, l}ap}?y tion by the eclasps, and the vibrations have no %‘;gﬁ{; L‘:‘;(l(’lel;t‘;.riﬁh:;gltfil;lds';;g;,gt%irl];s‘gggﬁtlgg
in the breeze blowing through our hair, in|impediment at all: that, relieved from the labor of | (U TGES, on short notice, at the Very lowest
the water rippling across our keel, in red E;)zlg}alflgl tllloest%urlemir; etll\l:bll:al(;lwt?nr'glilw}'ealllilg':::m‘ea:td prices eonsistent with reliable goods.
hought that the good in s masve:Tite outlasts | “Hasme XM e co roturn to nis natt Guitar Stringe.
oug| at the good in a man’s life outlas aving a strong desire to return to his native ur Stock of Strings w
the evil, and that for men who seem to us|country, in 183 Aguade weut back to Madrid, | e eRESHE PR 1) SIELOES NE RS Menton
ith ) t - ver d s have | Where he resided until his death, December 20th, | pag peen sold extensively, and become a great
?‘elt er very wortlly mor very good, Some have | 1449, The followiag works of this artist were pub- | gavo il 2ha” the” “Standard  Russian Gut,gr
even dared to die. lished in Paris- extra fine String, which i3 made expressly for the

Op. 1. Douze valsey pour Ja tuitare. use of Guitarists, who desire the best to be found
89- é fl’xiﬂfcﬁg » ‘i,t“‘“' Our Bass Strings are of the best American manu-
. 01" ) b“ botites Pieces facture, and can be furnished wound on Silk or
L[]‘Y 1’ { Op. 4. 8ix Petites Pieces. Silk and Steel; an excellentarticle.
q Op. 5. Grande Methode. We also carry a Line of Compounds, and Silver-
81;' ';’ i\;glus‘ésll}.?egli%tegoj\igxl)%éill‘l‘lirtl.gf]?:‘dlltﬂ Plated Steel Strings (Single and on Spools).
Addras ol ronn pertaining to i do-| 0 & Gantredunscn of Vajucs plStond 4 oxiring Wil nloase siate whether
- partment to Justin M. Holland, eare 8. Brainard’s: Op. 9. Contredanses Non Difficiles. for prices
Sone, Cleveland. Op. 10. Exercises Faciles et Tres Utlles. -
' Op.’11. Les Favorites, Huit Contredanses.
8p. }é %}x Menue}‘s et Sll)):l\'alze%. biffeil Guitar Methods.
p. 13. Morceaux Agreeables et Non Difficiles, .
DIONISIO AGUADO. 8"‘ %_!_ %ix\}’etite: Eifeceds NondDivmcl.les. m_)—\t:i;ctenr Instruction Books, we may bring to your
— p. 15. Le Menuet Afandangado Varie. ,

This renowned guitarist was born at Madrid, | Obp. 16. Lefandango Danse Espagnole. : Holland’s. Method for the Guiltar.
April 8th, 1784, son of a' notary of the eccleslastic - — e —— . This Celebrated Method has become the invalu-
vicar of that city. His early education was ac- { able companlon of all Guitarists, professional and
quired at the college of Madrid, where a monk QUESTIONS AND ANSWERS. amateur. It is the work of one of the best
taught him the first princlples of the guitar, but | —_— Guitarists in the world, and is an improvement on

it was to the celebrated Garcia, then unknown in | . M., New Orieans. asks whether it is possible | 21l other Methods of teaching this sweet Instru-
Irance and ltaly, that Aguado was indebted for a|pefore putting a string on the guitar to ascer- | ment. It is famous for its progressive arrange-
knowledge of the wonderful resources of the In- | tain whether it is false. ment, adaptation, simplicity and thoroughness.
strument and the combinations of harmony which | ““Apyado gives the following method: *‘I'o try a | The book contains many beautiful Gems of Guitar
it is capable of producing. On the death of Ms| string hold between the thumb and first tinger | Music by the best writers. Gultar players should
Tather in 1803, Aguado inherited a small property ( of each hand a portion equal to the length re- | 9end forone at once. Malled post-pald on receipt
in_the village of Fuentablada, where he retired | quired for the guitar; give this portion a certain | of $§2.50.

with his mother during the French occupation. degree of tension and make it vibrate by snapping Carcass!'s Guitar Method.

and glving himself up exclustvely to the study of | jt “with one of the fingers which is free. The| Thls Standard Method Ior the Gultar, edited by
the guitar, developed the system of fingering and | gtring is perfect if the vibrations produce only | Justin llolland. the celebrated Guitarist, is the
harmonie effects which were afterwards set forth | two apparent Ilnes; it is false if they form more | only correet edition of the forelgn work, and con-
in his excellent method. Ilis mother died In 1824, | {han two. When on the first trial, the portion of | tains numerous additions and notes. It is used by
and the next year he went to Paris, where he as- | the string tested is not perfect, one side may be | the best tvachers In this country and Europe, and
sociated with the most eminent artists of the day. | shortened, the other lengthened, and the oper- | a standard authority on all matters pertainin,

i vy there that be met i formed » ek | S Ncatod tieastrument deder ohly Bt Ko
guitarists the world has ever produced. These two | L.H. Cleveland, O.. is informed that the sudden | 20d_improyed Fditlon.  Price. Complete, $3.00:

A o. | Abridged, $2.00,
artlsts represented different schools and their | Unwinding of the pegs of the guitar may be pre
Styles of execution were very dissimilar.  Aguado | veuted by rubbing the Inside of the peg-holes with

had been taught, as ¥. de Fossa tells us, “To make | ¢astile soap and alterwards with whiting. The The Criterion Guitar.
on the guitar note alter note, scale after scale, pegis {“‘W t}“’ﬁ“ be t,urn_edd;zasny and will remainin |  1f you want the Best Guitar in the World. an in-
with an extraordinary velocity, because this wag | Position without unwinding. strument without an equal for depth, breadth,

bly the old Spanish guitarists called excellence.” | 8. F., Buffalo, N.Y,, asks to be informed *“Of a | power and sweetness of tone, one that in the
18 inaster played with the nails, and shone at a | plece for piano, two zithers and guitar, or the | hands of a performer will flll your room with
perlod when rapid passages alone were required of | like, suitable to be played at exhiblitions.” music, get the “Criterion Guitar.” There are
the guitar, when the only object in view was to We have been unable to find a plece for these in- | hundreds of cheaper and many higher in price,-
dazzle and astonish. But, as Ferdinand Sor states, | struments, although we have consulted the con- | but none equal to this favoriteinstrument. Every
*Aguado felt good music himself and from the | ductor of a zither club, and have looked through | Genuine Instrument has the name of S. Brain-
time when he began to act without any other | our catalogues. Joseph Bartl has made a number | ard’s Sons and the word “Criterion” plainly
guide than his own exquisite taste and his own | of arrangements for three or more ordinary |stamped on the inside. Warranted perfect and
understanding, he inclined, as much as he could, | zithers, with altzither, strelchzither, guitar and | not to check or split. Write for prices.
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The Guitar.
Address all ications pertaining to this de-

partment to Justin M. Holland, care S. Brainard’s
Sons, Cleveland.

ON THE CHOICE OF A GUITAR.

For one who would play the gultar well and with
effect four things are necessary, viz.: 1st, a good
guitar, properly strung; 2d, correct position of the
gultar; 3rd, correct position of the arms and hands;
4th, correct method of pressing and striking the
strings. )

The talent of the most clever guitarist will not
prevail against the disadvantages of a guitar hav-
ing 2 bad form of construction, little tone, hard
touch, frets inaccurately placed or strung with
strings of disproportionate size, bad quality, falde
tone or worn out. To be a good instrument, the
guitar must have a fine tone, with frets accurately
placed, strings elevated very little above the fin-
ger-board, and it must be well proportioned in all
its parts, especially in the neck. It is dicMult to
explain what is a fine tone, but comparison of dif-
ferent guitars will enable one to appreciate what
Is meant,and to select an instrument of clear, soft,
agreeable tone, at the sane tlme having sufficient
volume. The same may be sald with regard to
touch. The Criterlon guitars are good, so that
choosing a good instrument is to-day a matter of
little difficulty. Fifty years ago, however,the player
had to measure and test an instrument before pur-
chasing.

As all guitarists should know something of the
proportions of the instrument, we will state that
the distance from the nut at the head of the neck

to the first fret must be equal to one-eighteenth of
the length from the nut to the bridge; one-eigh-
teenth of the distance from the first fret to the
bridge gives the fixed measure for the second fret.
and this operation repeated will g1ve the places for
the following frels, the spaces between which
diminish progressively. The twelfth fret is exactly
mildway between the nut and bridge: the fifth fret
i8 equally distant from the nut and the twelfth
fret; and from any given point on the finger-board
a space of five frets towards the nut will be equal
to a measure of seven frets from that point to-
wards the bridge.

To insure the best results, the finger-board should
be convex, the curve not exceeding an arc of 18
degrees. The bridge must be neither too high nor
too low, for if too low, the strings when set in mo-
tion are apt to jar upon the frets (a fault often
found in cheap and poor guitars); if too high, re-
moving the strings in its vibration too far from
therdirection parallel to the finger-board, the
sound would lose much of its strength and especi-
ally of its roundness. The height of the nut and
bridge should therefore be so proportioned that
the elevation of the open string from the first fret
shall be the same as the elevation of the string
ahbove the second fret when pressed at the first
fret, and so on. By this means the same resistance
is had at every point, and consequently the same
facility in pressing the strings, but, tn order to
produce stronger and more sustained basses, the
Ilne of the bridge on which the wire strings bear
I3 not quite parallel to the plane of the sounding
board, but a little more elevated on the side of
the sixth string. The head is not in a straight
line with the finger-board, but inclined backward
s0 as to form an angle of from 24 to 26 degrees.

In order to obtain a good tone the instrument
should not only be well construeted,but the strings
must be of good quality and of suitable size for it.
In many cases instruments which do not give sat-
{sfaction will excite surprise by the favorable
change when furnished with proper strings. The
proper size can be ascertained by experiment and
measured with a string-gauge, and one can thus be
able to obtain strings of the proper size. (In our
next we shall explain the best method of holding
the guitar and setting the strings in vibration.)

. e

FRANCOIS MOLINO.

This distinguished guitarist was born in Florence,
Italy, about 1775. Little is known of his history
prior to his arrival in Paris in 1820, after having
traveled for a number of years in Spain. His
compositions (of which a partial list is given be-
low) were considered excellent, but his chief work
Is a method of which two editlons, with French
and Italian text, were published in Paris, and a
German translation issued in Leipsic. In this work
the principles of music are applied to the guitar

clearly and thoroughly,the explanations regarding
embellishments being remarkably expliclt, enough
of the theory of music I8 taught to enable the pu-
pil to analyze the scales.to distinguish major from
minor keys, scales and chords, and to know what
intervals may be used in forming chords on each
note of a key. The first exercises consisted of a
theme in C major, with thirty-five variations, de-
signed particularly to teach the fingers of the right
hand, and to accustom the pupil to handling the
insirument. Scales,chords, arpeggios and preludes
follow in the other keys,and the work is concluded
wil:hta sonata for guitar with violin accompani-
ment.

Notwithstandingthe remarkably analytical mind
with which Molino was gifted, he did not entirely
emancipate himself from the faults of the Ltalian
school with regard to fingering, resting the fourth
finger of the right hand on the sounding board and
the poor manner of holding the instrument. He
taught that the wire strings should generally be
struck with the thumb, and the third, second and
first strings set in vibration with the first, secoud
and third tingers respectively, even in scale pass-
ages. In his method, Molino often directs that
consecutive notes made on the same string be
struck with the same finger, and even where un-
necessary the thumb is made to strike two notes
not on adjoining ytrings.

Among the Spanish and Italians the guitar was
the instrument used for serenades and outdoor
music, and the guitarist himself often without a
seat, required for the instrument a support which
would leave his hands free for execution. For this
purpose nothing had been found better than a silk
ribbon attached to the small pegs on the head, and
lower end of the instrument, and passed over the
left shoulder and back of the performer. Molino,
himself an Italian, did not discard the use of the
ribbon even when seated, but rested the lower con-
vexity of the guitar on the right thigh, the ribbon
aiding the thumb of the left hand in supporting
the neck of the instrument. This manner of hold-
ing the pultar is not in vogue now, although, on
account of the present mode of dress, it might be
preferred by many ladies. The great objection to
this position is the difficulty of holding theinstru-
men} firmly, so as to produce a full and pure tone.
The left hand being burdened with a partial sup-
port of the neck of the guitar, the fingers cannot
be moved over the fingerboard with agility.

Molino’s principal works cousist of:

1. 'Trios for Guitar, Flute and Alto, Op. 4, 19 and

30.

2. Sonatas for Guitar and Violin, 0p.2,3,7, 10,
22 and 29.

3. Nocturnes for Guitar and violin, Op. 36 and 38.

4. Nocturne for Guitar and Piano, Op. 4.

5. Sonatas for Guitar, Op. 1, 6 and 15.

6. Rondos for Guitar, Op.11 and 28.

7. Themes;varied for Guitar, Op, 5, 9, 12, 18, 21, 31
and 35,

8. New and Complete Guitar Method, Ttalian
and French text.

Molino died in Paris, 1847,

= -~

QUESTIONS AND ANSWERS.

J. 8., Cincinnati, Ohio, says: “Is there any work
published explaining how to make accompani-
ments for the guitar?”’

Carulli, the founder of the modern school for the
guitar, wrote two works for accompanists, the
first of which (Op. 61) was published in Paris, pre-
vious to 1820, under the title of *Premiere Suite a
la Methode de Guitare ou Lyre, ou Methode pour
apprendrea a ccompany le Chant,” (First Sequel
to the Method for Guitar or Lyre, or Method for
learning to accompany singing.) In the introduc-
tion the author states that accompaniments for
the guitar can be made so easy that they may be
executed by a pupil who has taken only twelve or
fifteen lessons. Ile adds that the treatise offers to
amateurs the surest, briefest and easiest means for
learning all themajorand minor chords, arpeggios
and passages in every position which are ordinarily
found in guitar accompaniments; that the work
will be of great utility to those who, having little
knowledge of the Instrument,wish to amuse them-
selves by making accompaniments, as well as to
musicians who, without knowing anything of the
instrument, can make accompaniments with the
aid of the passages given in the treatise. This
method, while containing none of the rules of har-
mony, gives scales, ;arpeggios of three, four, six,
eight and sixteen notes, in all the keys and pass-
ages of diminished sevenths in all the positions.
These exercises are followed by fourteen French
and Italian songs as illustrations,

Another work by the same author, “L’Harmonie
appliquee a la Guitare,” (Harmony applied to the
Guitar), published in Paris in 1825, is a treatise
based upon a regular theory of harmony, with
rules, illustrations and exercises. This work is
very valuable to those who wish to learn to arrange
correctly, or to adapt for the guitar accompani-
ments of the piano or orchestra.

About fifty pages of Aguado’s “Complete Method
for the Guitar,” (Paris, 1827,) are also devoted to an
explanation of harmony as applied to the guitar.

These works were written in French, and have
%ev?f,hso far as we are aware, been published in

nglish. -

C. M,, St. Louls, Mo., writes: ‘1 have seen it
stated that the strings of the guitar were formerly
arranged in pairs like those of the mandoline.
Can you inform me it such was the case?”

In the early part of the century the double-
stringed gujtar was still in use in Spain. It was
provided with only one first string, while the heavy
sixth string was mated with a fine wire string giv-
ing Its octave. The other atrings were in pairs.
The objections to this'style of stringing were stated
by Ag[uado as follows:

1. Tt was diffieult to find two strings so perfect
as to preserve an exact unison from one end of the
fingerboard to the other.

2. There being only one first string, there was a
disproportion in the sounds in passing from that
strin% to the others.

3. The fine wire string mated with the coarse
gixth string prevented distinguishing the lower

one.

4. There was more difficulty in holding two
strings than one string.

5. Tone being produced by the duration of vibra-
tions, it 13 much easier to sustain it on one string
than on two strings. There was consequently no
increase of tone except with open strings.

6. The double-string was an obstacle to agllity,
and increased the difficulty of maintaining the
tones. :

J. D., Cleveland, Ohio, asks: ‘“Would you please
imform me, at your earliest convenience, through
the Guitar Column of the MusicaL WoRLD, whether
I can get a journal devoted exclusively to the gui-
tar, giving moderately difficult music? One for
banjo and guitar, giving equal attention to both,
would be very acceptable, if the other cannot be
found. Can “Traumerie’ be secured in sheet form
arranged for the guitar? By giving this informa-
tion at your earliest convenience you will greatly
oblige me.” i

So far as we are aware, there I3 no musical jour-
nal published devoted exclusively to the gultar,
We receive two journals devoted to the banjo and
guitar; “S. 8. Stewart’s Banjo and Guitar Jour-
nal,” published in Philadelphia, and now in Its
[ourth year, and a new publication, “Gatcomb’s
Banjo and Guitar Gazette,” published in Boston.
These journals are pubiished each alternate month,
giving in each issue one or two pages of easy gui-
tar music. The MusicaL WorLD devotes more space
to guitar matters than both the above journals
combined, and offers the advantage of being a
monthly publication.

We have never seen a published guitar arrange-
ment of “Traumerie.”’

-— -

MUSICAL REVIEW.

KEOKUK, IA.—The pupils of 8t. Vincent's,
under the charge of the Sisters of Charity, gave
an 0ld Folks’ Concert on February 13th. The pro-
gramme contained many fine numbers, and the
entertainment must indeed have been a pleasant
one.

BUFFALQ, N. Y.—Mr. F. W. Riesberg’s puplls
gave a student’s recital on February 13th. They
were assisted by the Mendelssohn Club., Mendel-
ssohn’s Rondo, Op. 29; Weber’s “‘Invitation to the
Dance,” also a Rondo by Dussek were the best
numbers on the programme. The Mendelssohn
Club, of which Mr. Riesberg is leader, sang a few
pretty numbers.

LINCOLN, NEB.—Mr. Clarence Eddy gave two
inaugural organ concerts at the First Presbyterian
Church, on February 7th and 8th. The programmes
could not have been better, and we know the same
is true of the performance of the same. Eddyisa
great artist, and all churches that have good or-
gans should invite him to play for them one con
cert a year at least.

DUBUQUE, IOWA.—The St, Cecilia Club, assisted
by Mr. J. L. Brink and Mr. Fred Carberry,ogave a
reﬁitaé on February 25th. The programime was ex-
cellent.

The Academy of Music gave its 43d recital on
February 11th. This programme also was pure,
aiming at good things. Dubuque may call herself
fortunate for having such representatives of pure
art. All hail to you, Dubuque.

ERIE, PA.—An excellent programme of classical
music was performed at this place on the 27th of
January,under theé auspices of the Scherzo Society.
The suceess of Mme. Rive-King in this city was
something phenomenal.

The Scherzo Society gave a publicentertainment
on the 13th ot February. The programme was an
excellent one and shows an unusual degree of
musical life and activity in the city of Erie. Wish
we could meet with the Scherzos. They must be a
merry set. Let us hear from you again. Greetings
to you all.

EMPORIA, KS.—A pilano and song recital was
iven at this place on January 31st, by Mr. G.'S.
ross. The programme contalned many good
numbers that speak well for the musical culture
of this place.

A pleasant musical was given on February 1l4th,
for the benefit of the College Home. The pro-
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J. K. MERTZ, Op. 88, No. 2.
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BRAINARDS MUSICAL WORLD.

The Guitar.

TO CORRESPONDENTS:—All personal letters for
the Editor of the Guitar Department should be addressed
to JUSTIN M. HOLLAND, Box 1905, New Orleans,

a,
All business communications, subscriptions, orders
for mugic, books, etc., should be addressedto S. BRAIN-
ARD’S SONS, Cleveland, Ohso. L ]
Our complete catalogue of guitar musicioill bemailed
free to any one on application.

POSITION -OF THE GUITAR.

There is no doubt that the vibrations of the
guitar are impeded owing to its resting against
the performer. To overcome this impediment,
wholly or partially, was a matter whilch occupied
the attention of Sor and Aguado for a number of
years. The former artist finally adopted the use of
a small. table under the right end of which he
placed his left leg. Thelower left-convexity of the
guitar was then supported on theright thigh,which
was 4 little turned out, and the upper left-convex-
ity rested on the corner of the table opposite the
twelfth fret of the instrument and next to his
body. The guitar was thus held solidly in posi-
tion, being supported not only by theknee,and the
table, but held firmly by the weight of the right
fore-arm and hand resting on the upper side of the
instrument opposite the bridge. The left hand not
having to support the neck of the Instrument
could be readily passed over the finger-board.

The experiments of Aguado led to the invention
by him of the tripodison, a mechanical arrange-
ment for supporting the guitar without assistance
trom the player. The lower portion of the trip-
odison, was somewhat llke that of a piano stool
with the revolving seat removed. Metallic clasps
for holding the instrument were attached to the
screw, which was used to raise or lower the guitar
to any height desired. The instrument being iso-
lated, the vibrations had no impediment, and were
pure and full. The player, relieved from the labor
of holding the instrument, was enabled to give his
entire attention to execution. Although doubtless
the best mechanical arrangement ever invented
for holding the guitar, the tripodison, did not
come into extended use, probably on accountof the
cost of manufacture. .

For those not provided with the tripodison,
Aguado recommended the following manner of
holding the instrument:

“Seat yourself in a chair, large enough to leave
at your right a sufficient space to support the large
convexity of the left side of the guitar, resting at
the same time your right fore-arm upon the large
part of the opposite side. The instrument will
thus be supported without assistance of the left
hand, which will be at liberty torun over the whole
extent of the finger-board with ease. The oblique
elevation of the neck forms an angle of thirty-tive
to forty degrees. If that angle be departed from
the left arm will be fatigued, and the hand lose its
agility. The body must be upright, and the head
straight. L .

“To avoid bruising the instrument, I place a
hankerchief at the point of support, although 1
recognize the fact that it somewhat deadens the
sound. 1 believe that it would be possible to in-
crease the volume of sound by supporting the
guitar on a large empty case,especially constructed
for that purpose. .

*“Those who have heard Mr. Sor, will remember
that he placed the left foot upon a stool, while he
supported upon the left thigh the concavity of the
guitar and upon the right thigh the point form-
ing the union of the two sides. Notwithstanding
my veneration for all that emanates from that ex-
traordinary man, I regard as the most advantage-
ous the manner which I have indicated above, be-
cause the weight of the right arm suffices to hold
the instrument in place without employing any
force, the muscular strength of the fingers being
reserved for the execution. All who have adopted
my ldeas ol this fundamental principle have ob-
tained the Lest results.”

The manner in which Sor usually held the guitar
(as described by Aguado) is the same as that re-
commended in the methods of Carulll, Carcassi,
Mertz and Ilolland. The seat shiould be a little
higher than those in general use, the left foot being
placed on a small stool of a height proportioned to
that of the seat. The body of the performer should
be erect, and his head and neck in their natural
position. The concavity of the left side of the
guitar is supported upon the left thigh, while the
point forming the union of the two sides rests
against the right thigh, the right knee being a lit-
tle turned out and the foot slightly drawn back.
The oblique elevation of the neck of the instru-
ment should not exceed thirty-five or forty degrees.

—_—

CORRESPONDENCE.

We have lately had the pleasure of receiving a
letter from Mr. J. M. Miller, of Fort Howard, Wis.,
who is spoken of by the papers of his city as being
a thorough musician. Bornin Copenhagen, he had

the advantage of a thorough musical training in
youth, and with a remarkable aptitude for music
he soon became master of the violin, flute, piano,
guitar and cornet. He came to the United States
when about 14 years of age and settled in the
Northwest, wherejlater he married an estimable
lady. He has two children who are noted in their
sectlon for remarkable musical talent. The daugh-
ter, Miss Emily, only 17 years of age, 1s organiste
of St. Patrick’s Church of Fort Howard, and plays
organ, plano and guitar with equal facility. Master
Arthur Miller, who is 15 years old, has the reputa-
tlon of being an excellent performer on the cor-
net. At a concert recently given in Fort Howard,
Misg Miller performed Zani de Ferranti’s *‘Carna-
val de Venice.” That one so young should have
acquired the skill necessary to render this com-
position (one of the mnost difficult yet written for
the guitar) will no doubt seem almost incredible to
our readers. But having great musical talent and
an excellent teacher in the person of her father,
Miss Miller has withln a few years acquired a skill
which comes to those less gifted only after years of
la.boirious study. She has a fine collection of guitar
musie. .

Mr. Miller is suffering from a disease of the
respiratory organs, and has been advised by his
physician to seek a milder climate. The family
would be a great accession to any musical com-
munity, and we hope that any of our readers
knowing of alocation where musical talent would
be appreciated and rewarded will communicate
with Mr. Miller.

e

MUSICAL TALK.

Gruitar solos and duets are becomln&,quite a feat-
ure in concerts. At Fort Iloward, Wis,, at a con-
cert given February 3d, by the Philharmonic Or-
chestra, under the direction of Prof. J. M. Miller,
Misses Emily Miller and Bessie Allen rendered an
air from Ballet of Nlna, varied for two guitars by
lHoretzky. The Green Bay Musical Journal, after
speaking of Miss Miller as the best, or one of the
best, guitarists {n Wisconsin, states that the per-
formance “earned well deserved applause.”

The Evening Repository, of Canton, Ohio, givesthe
following account of a performance of ‘‘ll Puri-
tani,” fantaisie for two guitars, by J. J. Muller, at
a coneert given in that ¢ity on February 22d:

. ““4 NEW FEATURE. '

““A new and splendid feature of the programme
was a musical duet on guitars by Messrs. Roebuck
and Prescott. The selection played was a revela-
tion as to what sweet melody can be extracted from
this instrument. Unlike the ordinary . guitar
thumping, the music was akin to the soft, harmon-
1ou;~si tungs of a mandolin in the hands of a Spanish
student.”

-
QUESTIONS AND ANSWERS.

J. M. 8., Grant Centre, Iowa, asks whether the
guitar methods of Molino, Giullani and Carulli,
published in English, ecan be obtained in this coun-
try; and whatstudies we would recommend for one
who has gone through Careassi’s method.

Molino’s method is pubiished with German and
Trench text, but would hardly be of benefit to one
who has been through Carcassi’s method. Carulli’s
method is published with French and German text,
and Giuliani’s studies, with French, Italian and
German text; both works can be supplied by our
publishers. Giuliani’s studies, Op. 1, are especially
valuable as exercises for developing the strength
of the tingers of the right hand, and for acquiring
facility in playing thirds, sixths, octaves and
tenths in the various keys.

P. H. L., Cleveland, Ohio, asks: “How should the
strings be struck by the right hand to give a loud
tone and yet not snap? Is it not better never to
use the thumb of theleft handin fingerlng, leaving
out a note, if necessary, to do so?”

1. To prevent their “*‘snapping” against the frets
of the guitar the strings must be so .struck as to
vibrate in a direction parallel to the plane of the
soun(lln?—board, as well as to that of the finger-
board. In order to produce this vibration, both
hand and fingers must be entirely clear of the
sounding-board and bridge, and the endsof the fin-
gers placed in front of and parallel to the plane
formed by the strings. The fingers should not be
too much curved, and the act of setting the strings
in vibration should be only of shutting the hand,
without however closing it entirely. The thumb
should never be directed towards the hollow of the
hand, but act as if going to make a cross with the
next finger, the thumb itself going above the fin-
ger. To obtain a clear and lengthened tone with-
out its being violent, touch the string at one-eighth
part of its length from the bridge, making the
sound result from a kind of friction, and not from
a pull, If alouder tone is desired, touch 1t nearer
the bridge, exerting a. ttle more force.

2. 'The opinion of guitarists is divided as to the
propriety of using the thumb of the left hand for
pressing the sixth string. Its use was taught by
the early writers for the instrument, and their
teachings have been followed by Carulli, Giuliani,
Mertz and Zani de Ferrantl. The habit is strongly
condemned by Sor, for the reason that the strings

cannot be pressed with the thumb without con-
tracting the shoulder and bringing the hand be-
hind the neck of the guitar, not only annulling in
a great measure the play of the fingers shortened
by one-half, but putting the wrist in a strained and
palnful position. In this position it is necessary
to contract the fore-fingerexcessively to press Fat
the first fret of the flrst string, and the ends of the
fingers not falling perpendicularly on the strings,
greater efforts must be made to press them. An-
other objection is that it is almost impossible to
avold touching the neighboring strings, thus damp-
ing a sound which may be wanted. These objec-
tions urged by Sor, the most!philosophical of the
writers for the guitar, as well as a player of most
extraordinary ability, seem conclusive against
using the thumb of the left hand for fingering. It
isourexperience that manyof the passages marked
for the thumb can be more easily played with the

fingers.
—————

O. M. T. A,

Members of the Ohio Music Teachers’ Assocla-
tion, teachers, amateurs and lovers of music are
reminded hereby that the next convention will be
held at the Metropolitan Opera House, Columbus,
Ohio, beginning Wednesday at 3 o’clock p. m.,
June 27th, and closing Friday evening, June 29th.

The programme of recitals, essays, compositions
and concerts, in which the very best talent of our
great Btate will participate, is now being arranged
by the official board.

As “‘guests” we expect to have with us some
eminent talent both vocal and instrumental, now
under consideration.

Sessions during the day from 9 to 11:30 o’clock
a. m., 3 till 5:30 p. m. and concerts from 8:15 till
10:15 p. m. This arrangement of hours will give
all attending members comfortable time to get
to the place of meeting and enjoy a little visiting.

We are pleased to say to members that there will
be less climbing of hot steirways, and in all prob-
ability a comfortable place of meeting when you
get there. Present indlcations warrant us in pre-
dicting a great success musically,intellectually and
socially, Particulars concerning programmes, par-
ticipants, essayists and guests, may be looked for
in May. Railroad rates will doubtless be the same
as last year, vis.: Full fare golng to Columbus,
and one-third fare returning, on the certificate
plan. The annual report for 1887 is now ready for
maillng. 1t contains the official report, five essays,
list of members, advertisements, etc. As a sou-
venir of last year’s remarkable meetings, it will
be eagerly scanned by members, and should be in
the hands of every teacher and amateur in the
State. Members are urgently requested to send
in thelr dues (§1), and recelve nembership cards in
return, thus facilitating matters very much and
saving annoyance and confusion at Columbus.
Please send in one¢ new. name for membership!
Our number could easily be doubled by a little in-
dividual work.

Members who have attended one of our conven-
tions scarcely need an invitation to come again;
they know how pleasant it is to be with us, and
musically “commune” with us. Therefore bring
in new members, active or passive and enjoy a
feast of good music and fraternal fellowship.

A little enthusiasm, brothers and sisters in
art, a slight sacrifice of time and money, and you
will return to your labors musically refreshed and
enthused and_ better work and results will crown
yourefforts. Fraternally, W.L.BLUMENSCHEIN.

——————

MUSICAL REVIEW.

NOKOMIS, ILL.—Miss Sarbaugh gave a recital
with her pupils on February 28th. The pro-
gramme was of a pleasing character, and was much
enjoyed.

ALLEGHENY, PA.—Mr. Theo. G. Wettach and
pupils gave a plano recital on March 8th. The
programme, was a delightful one, and speaks well
for teacher and students.

ADA, 0.—The muslcal department of the Normal
school at this place gives recitals every Monday
evening. _ The programme of March 5th lies be-
fore us. It contains fine numbers and speaks well
td?{lme Conservatory, which is in a prosperous con-

on.

EMPORIA, KAS.—The Musical Department of
the State Normal School gave a concert at the
assembly room of the Normal. The programme
was a good one, and we will be pleased to hear
from this school again. Mr. A. C. Moss was the
conduetor.

McKEESPORT, PA.—The Blue Ribbon Choral
Union gave a concert lately. The programme was
of a popular character. In connectlon with this
we announce the sad fact that Prof. H. G. Jay Cox,
the well known musican, died suddenly of conges-
tion of the lungs.

YORK, NEB.—The Conservatory of Music Choral
Union gave a concert on March 22d, assisted by
Mme. Adolf Weber. The whole was under the
leadershlp of Prof. A. B. Howell. The programme
was an interesting one. Mrs. O. B. Howell pre-
slded at the plano.
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BRAINARDS MUSICAL WORLD.

The Guitar.

TO CORRESPONDENTS:—All personal letters for
the Editorﬁf the Guitar Department should be addressed
to JOSTIN 1. HOLLAND, Box 1905, New Orleans,
All business communications, subscriptions, orders
Sfor musio, books, etc., should be addressed to S. BRAIN-
ARD’S SONS, Cleveland, Ohno. o i

Our complete catalogue of puitar musicwill bemailed
free to any one on application.

QUALITY OF TONE.

FROM SOR’S METHOD FOR THE GUITAR.

It is not alone sufficient that an instrument
should be well constructed, but the strings must
be of suitable size and tuned to pitch answering
to the guitar’s dimensions, in order to judge prop-
erly of the quality of its tone. (Thus, if you tune a
little guitar up to concert pitch only, you will have
areal kettle).- 1 have seen guitars which did not
give satisfaction, but which as soon as I had fur-
nished them with proper strings excited surprise
by the favorable change. But 1 now speak in this
place only of the manner of producing the tone.
As the stretched string offers more or less resist-
ance in proportion as the finger applied to it is
nearer or further from the bridge, the vibrations
must be started with a different velocity (not dif-
ferent frequency) for each point in the half of its
length, and the tone resulting will be likewise dif-
ferent. Therefore I think that in order that the
instrument may yield me all the gradations of
piano and forte, those gradations must not depend
alone on the hand; one thereby avolds such in-
convenlences as touching one string instead of an-
other, or missing those which it was intended to
touch. Wishing also to take advantage of the re-
sistance offered by the string on touching it in dif-
ferent places, I established the common place of
the hand at one-tenth of the whole length of the
string from the bridge. At that point the resist-
ance being nearly as powerful as the impulse given
by the finger, a clear and lengthened tone may be
obtalned without it being violent. When a mere
mellow and sustained sound is desired the string
should be touched at one-eighth part of its length
from the bridge, and profiting by the curve form-
ing the inside of the extreme joint of the finger
one should make the sound result from a Kind of
friction, and not from a pull. If, on the contrary,
a louder sound is desired, the string should be
touched nearer the bridge than usual, and, in this
case, a little more force exerted in touching it.
Sometimes, when it is desired to play with force a
chord in which all the six strings are employed,
the thumb may slide across them all with rapidity,
its direction being parallel to the sounding-board,
as otherwise the latter strings may be missed or
forced too near the sounding-board, in which case
they jar against the frets. The quantity of tone,
in this case, should not depend on the pressure of
the thumb against the strings. The blow received
by a plane from a solid falling body is according to
the helght from which it falls. In physics this
blow 18 called the quantity of motion; and this
quantity of motion i$ the product of the weight
of the body multiplied by the velocity (or the
straight line passed through in its falling direc-
tion) at every point wherein the body is found.
This multiplication has a much greater product
than if the weight be multiplied by the total
helght of fall, because the augmentation is more
in the former case than In arithmetical progres-
sion. Hence, it follows, by this method that if
only one of the factors be increased the quantity
of motion will always be augmented. Considering
the hand as the heavybody and the line passed
over by the thumb as the velocity, the quantity of
motion (or momentum) will be the product of the
one by the other. lnsteadof increasing the weight
of the hand by adding the impulse of the arm, I so
manage as to prevent that from taking place: I
leave the wrist at liberty, and increase the veloe-
ity in passing over the line of motion, which I be-
gin at a much greater distance from the sixth
string than that where I generally hold the thumb.

-

LEONARD DE CALL.

Leonard De Call was born in a village 1n South
Germany in 1779. From early childhood he applied
himself to the study of the guitar, flute and violin,
first becoming known to the public as a composer
in 1801. At that time De Call was residing in
Vienna, and his first works were written for the
guitar and flute. Being easy and agreeable these
compositions were favorably received and soon be-
came popular. The music publishers encouraged
the author to such an extent that in less
than twelve years he had given to the public
about 150 compositions. These consisted of guitar
solos and duos, duos for guitar and flute or violin,
trios, quatours and serenades for guitar with ac-
companiment of violin, hautbois, bassoon and
other instruments. At various intervals collec-

tions of songs for three or four male voices fol-
lowed these light compositions and obtalned a
phenomenal success. De Call may be considered
as the one who introduced that style of music
among the Germans, and the catalogues of music
publishers give about twenty collectionfof these
songs, numbering more than 140 pieces. .

As is generally the case with composers of light
musie, De Call, notwithstanding the fecundity and
brilllant success of his compositions, lived to see
his popularity wane, and had he not died at the
early age of thirty-six years he would have had the
chagrin of finding himself almost entirely for-
gotten, le died at Vienna in 1815, .

A few of De Call’s compositions may still be ob-
tained, principally serenades or nocturnes for
ruitar, flute or violin and alto. His “Trio Facile

our Trois Guitares, Op. 26,”” is well known to
guitarists, and is used perhaps more on account
of the scarcity of muslc for three guitars than for
the intrinsic merit of the piece. De Call’s trlos
and quatours for gultar with other instruments
are far less desirable than those of Carulli,Giuliani
and Kuffner, a number of which can still be ob-
tained from foreign publishers.

— -

MUSICAL TALK.

The Cleveland Plain Dealer and Leader of March
29th make mention of serenades the night before
by the lonia Zither-Guitar Quintet. The Quintet
is composed of Messrs, J. Vogt, J. B. Ives and Will
Bernsee, zithers; Will E. Steele and L. H. Prescott,
guitars. These gentlemen are skllled players and
make exceedingly sweet music.

It appears from a letter lately recelved by us
from Ithaca, N. Y., that quite an interest is mani-
fested in the guitar by the young ladies and gen-
tlemen of that city, a number of them being skilled
performers on the instrument. We hope to chron-
icle at an early date the formation of a guitar club

there.
———————

QUESTIONS AND ANSWERS.

Howard, Cleveland, 0., asks: “In fastening the
strings Iinto the pegs to tighten them, which way
should they turn, all to the left or right, or part
one way and part the other?”

Answer—We have always followed the method
given by Aguado: “The strings being well secured
at the bridge and passed through the grooves of
the nut, are fastened to the pegs in this manner:
The first and sixth strings to the two pegs nearest
the nut; the second and fifth to the two pegs
above; and the third and fourth to the two upper-
most pegs. The first and sixth strings are turned
outward and the others inward, the rule being to
wind the string toward the lower and not the
upper part of the peg.”

Miss K. A. B, of Clincinnati, 0., asks: “Isit
necessary that the guitar be kept in a box? Can it
got‘)be sufficiently protected in a flannel or silk

ag?

Answer—In order that the guitar may preserve
all its good qualities the greatest care should be
taken of it. Dampness, dryness, severe cold or ex-
treme heat greatly influence the strings and wood
of even the best seasoned instrument. The varia-
tions of the atmosphere always affect, more or
less, the integrity of the instrument. For these
reasons a case lined with flannel, fur or cloth is
absolutely necessary, and in this the guitar should
always be kept when not in use.

Miss C. 11, Indianapolis, Ind., writes:
much difficulty in preserving strings.
to dry up and become brittle.
this?”

Answer—The gut strings should be preserved irn
oiled paper and the wire strings should be guarded
from dampness. We have known strings to be
preserved in good condition for over two years,
the gut strings being wrapped in oiled paper, the
wire strings in ordinary paper. " They were then
placed in pasteboard boxes, which were kept in a
large tin box with close fitting cover.

A. B, of St. Louis, Mo., writes: “I have a chance
to buy a fair-toned gultar, think it is Spanish, but
the back is cracked. Isthat a serious fault?

Answer—A crack in the back of a guitar can be
closed by a good workman so that the original
tone of the instrument will not be impaired. A
French terz-guitar in our possession, known to be
over forty years old, has been cracked both on the
side and back, and yet has been so skillfully
repaired that the tone has not been at all injured.

H. P., Cleveland, O., asks: “What do you think
of having the fifth, seventh and ninth positions
?agk)ed by a circle of pearl over each of these
rets?”

Answer—These marks on the fingerboard are not
only unnecessary, but are positively detrimental,
inasmuch 88 one accustomed to depend on them
would be confused when playing upon an instru-
ment not so marked. Every guitarist should guard
against contracting the habit of looking at the
left hand, because it is necessary to employ the

“I have
‘They seem
How can I prevent

eyes in reading the music. The fingers should be
accustomed to mechanically inding not only the
string, but In addition the fret upon which they
have to exert their pressure.

Miss T. L., Cairo, Ill, asks: “How can I acquire
certainty in fingering? I am always touching one
fret or string for another.

Answer—It is only through much practice that
one acqulires force and agllity and beesomes able to
always touch the desired fret or string. Aguado
calls this ““assurance,” and he says that il can be
acquired by repeating a passage a thousand times
until it is mastered. When a certain number of
passages have been learned the fingers become 8o
supple and disposed to execute every kind of move-
ment that they can be moved at will, either sue-
cessively or simultaneously, the latter being very
necessary In the execution of chords.

J.D. is Informed that “Traumersl” has been ar-
ranged for the guitar by W. L. Hayden, and can be
obtained of our publishers.

GUITARISTS' SUPPLIES.

This department s prepared at all times to fill
orders for QGuitars. Guitar Strings, Instruction
Books, and everything and anything used by
Guitarists, on short notice, at the verylowest
prices consistent with reliable goods.

_ Gultar Strings.

Among our Stock of Strings we might mention
the “Criterion,” a first-class article, and one which
has been sold extensively, and become a great
favorite, and the ‘‘Standard Russian Gut,” an
extra fine String, which is made expressly for the
use of Guitarists, who desire the best to be found.

Our Bass Strings are of the best American manu-
facture, and can be furnished wound on Silk or
Silk and Steel; an excellent article.

We also carry a Line of Compounds, and Silver-
Plated Steel Strings (Single and on Spools).

Persons in_ordering will please state whether
Finished or Unfinished Strings are desired. Write
for prices.

Gultar Methods.

As for Instruction Books, we may bring to your
notice

Holland’s Method for the Gultar.

This Celebrated Method has become the invalu-
able companion of all Guitarists, professional and
amateur. It is the work of one of the best
Guitarists in the world, and 1s an itmprovement on
all other Methods of teaching this sweet instru-
ment. It i3 famous for its progressive arrange-
ment, adaptation, simplicity and thoroughness.
The book contains many beautiful Gems of Gultar
Music by the best writers. Guitar players shouid
st;nélz g%r one at once. Mailed post-pald on receipt
of $2.

" Carcassi’s Guitar Method.

This Standard Method for the Guitar, edited by
Justin Ilolland, the celebrated Guitarist, is the
only correct editlon of the foreign work, and con-
talns numerous additions and notes. 1t 13 used by
the best teachers in this country and Europe, and
a standard authority on all matters pertaining to
the instrument. Order _only Brainard's New
and Improved Edition. Price, Complete, $3.00;
Abridged, $2.00.

The Criterion Gultar.

If you want the Best Guitar in the World, an ia-
strument without an equal for depth, breadth,
power and sweetness of tone, one that in the
hands of a performer will fill your room with
musie, get the “‘Criterion Gultar.” There are
hundreds of cheaper and many higher in Erlce,
but none equal to this favoritelnstrument. Every
Genuine Instrument has the name of 8. Brain-
ard’s Sons and the word “Criterlon” plainly
stamped on the inside. Warranted perfect and
not to check or split. Write for prices.

CINCINNATI MAY FESTIVAL.

The Centennial May Musical Festival will be
given May 22d, 23d, 24th, 25th and 26th, in great
Music Hall, Cincinnati, under the direction of
Theodore Thomas. The solo artists have been cho-
sen with the utmost care, and comprise Frau Lili
Lehmann, Mme. Giulia Valdi, Herr Paul Kalisch,
Myron W, Whitney, Mrs. Corinne Moore-Lawson.
Miss Emma Cranch, Theo. Toedt, Miss Elizabeth
Hetlich, A. E. Stoddard and Edward Lloyd, the
great English tenor, who comes under contract to
sing solely at this festival. Arthur Mees will be
the organist. The other musical forces are Theo-
dore Thomas’ magnificent orchestra augmented to
108, and the unrivaled Cincinnati May Festival
Chorus of slx hundred volces.



- DEER o N 4
Po L SRS - X

NO 204, S Pamamssos JUNE, 1888, Sougesos YOL XXV,

VR T

GIUSEPPE VERDI,



210

BRAINARDS MUSICAL WORLD.

The Guitar.

T0 CORRESPONDENTS:—All personal letters for
the Editor of the Quitar Department should be addressed
to JUSTIN M. HOLLAND. Doz 1905, New Orleans,

a.
All business communications, subscriptions, orders
for music, books, etc., should be addressed to S. BRAIN-
ARD’S SONS, Cleveland, Ohio.

Our complete catalogue of puitar musicwill be mailed
Sfree to any one on application.

MATTEO CARCASSI.

While in this country the name of Carcassi is
more familiar than that of any other foreign com-
poser of guitar musie, little is known of his early
history. He was born in Florence, Italy, about
1792. Applying himeself from youth to the study of
the guitar, he acquired a remarkable skill upon
the instrument. In the early part of this century
Paris seems to have been the goal of the great
guitarists, and it was only natural that Carcassi
should go there in search of fame and fortune.
Carulll had preceded him several years, creating a
great furore by the perfection of his execution;
his celebrated method for the guitar was the only
one in general use; he had written and published
over three hundred original compositions for the

instrument, But the founder of the modern
school for the gultar was growing old; his fingers
no longer had the suppleness of youth; he did not
appear so often in public, and the fickle Parisians
were ready to transfer their allegiance to a new
guitar king. Carcassi brought them a different
style of musiec, full of melody, brilliant, abounding
in new and pleasing effects, and of medium diffi-
culty. Understanding all the resources of the in-
strument, able to execute this music with a mar-
velous skill, Carcassi at once acquired a reputa-
tion as a finished artist. Publishers importuned
him for his music, and the salons of all the artists
and nobility of Paris were thrown open to him.

Commencing in 1822, Carcassi made concert tours
in France, England, Germany and Italy; his repu-
tation had preceded him, and he was everywhere
received with great enthusiasm, partieular'y in his
own country, to which he returned for the first
time in 1836.

Carcassi 13 pre-eminent among guitarlsts for the
definite nature of his individuality, which he im-
pressed upon all his compositions and arrange-
ments. He especially excelled in fantaisies and
variations. The fantaisies upon the airs from the
operas ‘‘La Muette de Portiel,” “Le Comte Ory,”
“Ea. Fiancee,” “Guilliame Tell,” “Fra Diavolo,”
“Le Dieu et la Bayadere,” “*Zampa,” ‘“‘Le Cheval
de Bronze,”’ are not only artistically arranged and
very brilliant, but exhibit all the resources of the
instrument, without being too difficult for players
of moderate ability, His arrangement of the
Overture of Semiramis as a guitar solo (Opus 30) is
also a work of zreat merlt.

“Carcassi’s Mcthod for the Guitar” is more exten-
sively known in the United States than any other
method for that instrument, and is issued under
the imprint of a half-dozen publishers. This work

is divided into three parts, containing the ele-’

mentary principles of music, the theory of the in-
strument, with the necessary examples and les-
sons arranged progressively in such manner as to
facilitate their application. The exercises in the
second part for practice of the slurs, trills, sons
etouffes, thirds, sixths, octaves, tenths, harmonics,
studles for practice in the different positions,
scales and preludes in the various major and
minor keys, are vety complete. The method is
concluded with fifty pieces of different styles, com-
posed expressly for the work, and designed to im-
prove the execution and musical "taste of pupils.
A supplement to the method, written immediately
after, contains twenty-ive melodic and progres-
sive studies, designed to glve expression and fa-
cility in execution. .

Over seventy of Carcassi’s works for the guitar
have been published. They are distinguished by a
good style and originality, traits which are not
common.

Carcassi died in Paris, January 16th, 1853.

e

PURITY OF TONE.

The purity and fulness of tone obtained from
the guitar depend almost entirely upon the man-
ner of pressing and touching the strings. Aguado
gives three fundamental rules which must be ob-
served in order to play the gaitar well:

I. The finger must be pressed on the string with

force to firmly fix one of the points of support of

its vibrating part.

I1. This force must be equal and constant dur-
ing the time the string is required to vibrate.

f[[. To make the sound cease, it is sufficient to
interrupt the vibrations.

The force with which the finger may be pressed
upon the string depends largely upon the position
of the left arm and hand. It is generally under-
stood that the end of the left thumb should be
placed at the middle of the convexity of the neck
of the guitar opposite to the finger which corre-
sponds to the first fret, the hand bheing entirely
free of the neck, the fore-arm and wrist curved,
and the elbow slightly separated from the body.
The fingers must press just to the left of the frets,
and, when pressing the fifth and sixth strings, the
elbow is brought closer to the side, the wrist
curved a little more outward, and the thumb with-
drawn towards the under edge of the guitar’s neck.
For the barrer the first fingerislaid literally across
the strings parallel to thefrets. With theleft arm,
wrist and hand placed as here described, the
fingers may be brought down upon thestrings with
force which may be maintained during the time
represented by the notes heing played. The least
diminuation of the force of pressure serves to in-
terrupt the vibrations and destroy the purity and
fulness of the tone. The string ceases to vibrate
as soon as the finger is raised.

The right fore-arm should rest on the edge of the
guitar opposite the end of the bridge, only enough
of the fore-arm extending over the sounding-board
to permit the ends of the fingers to easily touch
the six stringg. The elbow should be separated
from the body, the fingers separated and slightly
curved just above the strings, and the body of the
hand in a direct line with the fore-arm. No part
of the hand or fingers should he allowed to rest on
the sounding-board or bridge. The hand should
be elevated a littie on the side of the fourth tinger
in order that the thumb, first and second fingers
may preserve a line parallel to the pladne of the
strings viz., each strike the string at an equal dis-
tance from the bridge. Great care must he taken
in striking not to lift the string. as the reaction
would carry it agalnst the frets, interrupting the
vibrations and causing a harsh tone, 'T'he round
tips of the fingers should strike the strings forcibly
and then glide over them. asif in the act of closing
the hand without closing it entirely. The thumb
should act with the first finger as il to make a cross
with it, moving in front of the finger and not to-
ward the hollow of the hand. The strings should
be struck at a point distant from the bridge one-
tenth to one-eighth of their whole length, accord-
ing as aloud or mellow tone is desired. It should
be remembered that the duties of the two hands
are correlative and simultaneous, constituting a
close harmony of action, and that if either fail the
result is unsatisfactory.

The observance of these directions will enable a
performer to obtain from the guitar a tone clear,
brilliant and strong,without being harsh: or elear,
sweet and soft, without heing weak.

——

QUESTIONS AND ANSWERS.

J. 8., St. Louis, Mo., asks: “What is meant by
the indication *vth string to D,” met with in some
pieces of music?

Answer: “tth string to D” signifies that the
sixth string must be lowered one tone to the
octave of the fourth string. The new D thus ad-
ded to the scale is written on the  clef of a sup-
plementary line below that of E.

G. L., Chicago, asks: ‘‘Has ‘Sor’s Method for the
Guitar’ been published in English?”

Answer: An edition of Sor’s method in English,
translated by A. Merrick, was published many
years ago by R. Cocks & Co., London. We do not
know whether it can be obtained at this time,

Miss M. J., Cleveland, O., asks: “Which is the
correct way of playing the appogaiatura, before
the bass and principal note, or with the bass
note?”’

Answer: The appoggiatura should he played
with the bass or under parts, and slurred to the
principal note.

Miss S. 1., Indlanapolis, asks: “Why is it that
the fourth string, altliough smaller than the third
string, gives a lower tone?”

Answer: The difference between the sounds
produced by strings of a musical instrument re-

sults from difference in the number of vibrations,.

which vary according to length, tension, size and
welght of the string by whlch produced. The
length and tention being equal, the largest or
heaviest string wlll give the lowest sound. The
three gut strings of the guitar being of the same
material, vary in sound according to the diamater,
which supplies the weight, and are graded so that
the second may be nearly half the size of the'third
and double that of the first. The third string hav-
ing the greatest diameter, and therefore the
greatest weight, will give a lower tone the smaller
the lighter strings. In order not to unduly in-
crease thesize of the fourth, fifth and sixth strings,
the weight (necessary to give the lower tones) is
supplied by heavier material, silk and wire. The
fourth string being heavier, although smaller than
the third string, with equal tention gives a lower
sound. The fifth and sixth strings are of the same
material as the fourth, but as with equal tention
they must produce lower sounds their size and
welght are increased in the same proportion as
the gut strings. -

MUSICAL REVIEW.

AVONDALE, 0.—The Choral Society gave the

“Creation,”” under the leadership of Prof. Nem-
bach, on May 1st.

BLOOMINGTON, ILL.—The Musical Union gave

a concert on May 18th. We failed to receive a pro-
gramme, hence we can say nothing of the event.

LONG ISLAND CITY, N. Y.—The Astoria

Maennerchor celebrated its 25th anniversary, be-
ginning the festivities on May 2Ist. The whole
was an enjoyable affair.

ITAMILTON, 0.—Miss Lilllan Miller gave a Class

Recital at this place May 5th. The programme was
of a popular character, perhagg a little lengthy.
Will he glad to hear often from Miss Miller.

BEAVER, PA.—The Female College gave its 100th

recital on May 3d. The programme was worthy of
the occasion, excellentin every respect and reflects
great eredit on Dr. R. T, Taylor’s sehool and 1ts ex-
cellent teachers. We like to get such programmes.

DECATUR, IND.—The operetta “Katie Dean”
was performed at this place with much success.
Mrs. Gregory and Miss Albers deserve speclal men-

tion for having carried on thelr parts with great
suecess. The whole performance was credible both
to the class and their leader, Mrs. Mann, who is a
thorough musician.

DETROIT, MICIl.—The Detroit Conservatory of
Music gave a programme of compositions by E. A.
MacDowell, on Wednesday, May 9th. The perform-

ance was under the direction of Mr.J. H. Hahn.
The programme consisted of a great varlety of
comporitions by this composer and must have
been very interesting.

COLUMBUS. 0,—Mrs. Laura Schneider gave a
piano recital at the Ohio Institution for the Blind,
on the evening of April 30th. She was assisted by

B. F. Reinmund, Esq., baritone, The programme
was a beautiful one. All honor to the two musi-.
cians. And also honor to the teacher of the blind
who trained his pupils so that a programme like
this {s aceeptable.

CHICAGO, ILL.—A chorus oI 60 voices under the
able leadership of Mr. Chas. McK. Trimmer, gavea
concert in Western Avenue Methodist Church.

They were assisted by Dolla Chapman, pianiste,
and Mr. IFrank Hazen, organist. The programme
was of a pleasing character. Mr. Trimmer isan able
and active musiclan whose labors are productive
of good results.

MILWAUKEE, WIS.—On May 1st, the Musical
Society gave Vlerling’s oratorio “Constantine” in
the Academy. This was the Soclety’s 330th con-

cert. The performance of the oratcrio proved to
be a grand success, and great credit is due to Mr.
Luening as conductor. Mention should also be
made of Mrs. Lankow, who as Lucretia made a
most favorable impression.

LA GRANGE, 0.—Mr. 8. S. Myers, of Cleveland,
0., conducted a ten days musical convention at
this place, whieh closed with a grand concert on

the evening of the 23th inst. A large and appre-
ciative audience greeted the singers. The conven-
tion was composed of over 150 members of the best
vocal talent of La Grange and surrounding coun-
try. Great enthusiasm prevailed throughout and
much was done towards attaining a higher stand-
a}'d {)f musical culture in the home and the church
circle.

ERIE. PA.—Thanks to some kind friend who
sent us a paper containing the description of a
most pleasant affair that transpired in the Scherzo

Society. May the editor add his greetings to those
kind wishes expressed by the Society for Mrs. R.
W. Russell, who is evidentlya true lover of art. We
are glad this fact is recognized. May the Scherzo
Society flourish and may the active support of such
a lady as Mrs. Russell be long granted it. We are
always interested in Irie, Pa.

NASHUA, TOWA, May 12th.—Prof. Chas. McK.
Trimmer of Chicago, has conducted a Musical In-
stitute here for the past five weeks which was a

very great succesy. IHais ability as a leader, his
knowledge of music and his genial manner have
won him great honors in this community. The
Rrogramme contained several numbers by Mr.
‘rimmer, and these betoken talent and rare gifts.
The programme was Irom what we have heard very
well performed, and the musical occasion was one
that will long be remembered here.
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FERDINAND SOR.

Ferdinand Sor, one of the most renowned guitar-
Ists of the latter part of the eighteenth and the be-
ﬁlnnlngot the nineteenth centurles, was born at

arcelona, February 17, 1780. His musical talent
showed itself very early, and at the age of five
years he composed little alrs which he played
upon the guitar and his father's violin. The ar-
tists who saw and heard the child musiclan, recog-
nized in him a genius who needed only the oppor-
tunity to develop into one of the greatest musi-
cians of the'age. Acting on theiradvice, the pa-
rents concluded to gratify the child’sgreat passion
for music, and he was placed under a teacher. So
rapid was his progress, that his father sent him
shortly afterward to a convent to receive a thor-
ough education, including harmony and composi-
tion. Young Sor was noted in the monastery for a
thoroughness in all his studies, as well asin music,
and when, at the age of sixteen, he left the monks,
they had every reason to be proud of their pupil.

An Itallan opera troupe, then in Barcelona.
afforded Sor an opportunity of becomlng practlcal-
1y acquainted with the art of song and orchestra-
tion. The young_artist at once determined to
write an opera. Having found in the library of
the theatre the score of an opera by Cipalla,
(“Telemacco’”), he adapted the words to music,
which was performed with success notwithstand-
Ing the author was only seventeen years of age.
Having established a reputatlon as an artist of
ability Sor went to Madrid, and was immediately
engaged by the Duchess of Alba to write the music
for an opera bouffe. He abandoned that work,
however, on the death of the Duchess which
occurred shortly afterwards. The Duke of Medina
was also much interested in the young artist, and
on his advice Sor undertook to write the music of
gome oratorios, which was followed by a number of
symphonies, quatours for stringed instruments, a
‘‘salve,” and many Spanish songs.

At this time Spain stood on the brink of a revo-
lutlon. The return of Bonaparte, followed by the
fall of the Directory in France and the establish-
ment of the Consulate, ecommenced a new epoch
for Spain. The treaty at San Ildefonso, in October,
1800, was followed by war with Portugal, and Sor,
with manyother artists of the time, entered the
Spanish army. He remained in the army until
compelled in 1813 to take refuge in France with the
adherents of King Joseph. In the French capital
he met Mehul, Berton and Cherubini, who,
charmed with his genius, prevalled -upon him to
again enter the career of art. After a short so-
Journ at Paris, Ser went to England. The Spanish
guitar had at that time come into general use on
the continent, although only little known in Eng-
land. The English guitar, or “‘citra,” was of dif-
ferent shape, and had'six wire strings, two being
single, and four, of iron wire in pairs, tuned in
unison. The scale of this instrument was as fol-
lows: G, E, G, C, E, G, the lowest note belng the
same as that produced at the third fret of the fifth
string of the Spanish guitar. The technique ot
the instrument was of the simplest. the thumb
and Arst finger only being employed, and some-
times a plectrum.

Sor was a performer of extraordinary skill on
the guitar, and his playing aroused a furore in
London. As had been the result onthe continent,
so in England the =panish guitar superseded all
other forms of theinstrument. Sor now settledin
TLondon, and employed his time in teaching and
writing music for the guitar. He also while there
composed “The Fair of Smyrna,” a_comic opera,
and the music of the ballets, “Le Scigneur Gen-
ereux.” (The Generous Lord), “I’Amant Peintre,”
(The Painter Lover), and ““‘Cendrillon.” The march
from the latter ballet was afterwards arranged for
the guitar by the author, and is to-day well known
to‘ﬁultarists. . . .

hile Sor was popularizing the guitar in Eng-
land Giuliani was engaged in the same work in
Russia, and the latter subsequently coming to
England, there was great rivalry between the two
masters. Giuliani introduced into his concerts
the *‘terz chitarra,” or third guitar, which being
tuned higher was more brilliant than the ordinary
guitar. is duets for piano and terz guitar, for
guitar and terz guitar, and concertos for terz
guitar with accompaniment of orchestra, excited
the greatest enthusiasm. Such was the popularity
of one of these concertos that Jlumme] transcribed
it for the plano forte. A musital journal was
started devoted to the interests of the guitar,
being named for Giuliani (“Giulianied”), and some
of Giullani’s compositlons were published in each

number, Each of the great masters had his par-
tisans; there were Sor clubs, and Giuliani clubs.
But, at length hoth quitted London, Giuliani
roing to the continent, and Sor to Moscow to give
a representation of his Dballet, *““Cendrillon.”
While in Russia he wrote a funeral raarch for the
obsequies of the XmperorAlexander,and composed
the music of the ballet “IHercules et Omphale.”
on the occasion of the accession to the throne of
the Emperor Nicholas.

On leaving Russla, Sor returned to Paris, where
he essayed in vain to have one of his dramatic
works represented in one of the theatres of that
city. Ill health and consequent misfortune had
overtaken him, and, pressed by want. he returned
to London. While there he composed the music of
the ballet “Dormeur Eveille,” and later the fairy
opera, “La Belle Arsene.” Besides these works
Sor had up to this time written a great deal for the
guitar, but his music was not popular with the
masses because his style of composition was
nearly always in four parts rendering It difficult
for amateurs.

Returning to Parls in 1828, he brought out new
productions. 1lis health was not restored by the
change of climate, as he had hoped it would be,
and after having languished eleven years ina con-
dition bordertng on want and misery, notwith-
standing the universal esteem in which he was
held for his talent, he died July 8, 1839, the result
of a sickness as long as it was painful. ’

(TO BE CONTINUED.)
i ——

THE THUMB OF THE LEFT HAND.

It may be stated as a ryle almost withopt excep-
tion that the thumb of the left hand must never be
used in fingering the fifth or sixth strings as was
the practice of sSome of the guitarists of the last
and early part of this century. 1t is better, even
at the loss of a little harmony, to avoid this by
dropping some note which will allow a readjust-
ment of the fingerlng so that the thumb retains
its proper positlon. The reason for this is appar-
ent when we conslder the perfect or ideal position.
Tmagine a line, called the median, drawn from the
head of the guitar down the neck as far as the
twelfth fret and equally distant from both sides of
the neck. Place the first finger of the left hand on
C of the second string, the second finger on E of
the fourth string, and the third finger on C of the
fitth string. A graceful curve drawn from the
shoulder will pass through the elbow, over the
wrist. knuckles, and end at the fingerboard with
the tips of the fingers. Having curved the arm
and hand as Indicated, place the thumb on or a
little above the median llne (as the guitar rests in
positlon in the lap) not parallel to or at right
angles across, but so that it makes an angle of
forty or forty-five degrees across the neck. The
elbow rests easlly at the side, not over two or four
tnches Intervening, This may be called the “nor-
mal”’ or proper or ideal position, and will be va-
ried somewhat according to the relative size of the
player’s fingers and the guitar, but for grace,
beauty and finished playlng, this i1s the only cor-
rect manner.

Now, on the other hand, allow the.guitar’s neck
to fall into the crotch formed by the thumb and
first inger of the left hand, and place the third
finger and thumb at the third fret of the first
string and sixth string respectively. This Is a fair
example of “thumb fingering.”” Tf now the hand
is closely noted, it is found that to press the
strings and produce the notes, a pinching of the
strings must take place instead of pressure.
Again, the little finger {3 thrown compvpletely off
the finger board, and the elbow must be thrown
far out from the body to make the position. To
make the common chord of C, therefore. will re-
quire a large movements of the arm, the thumb
must return to its position on the median line
with a very perceptlble portion of the time requir-
ed to do it, while the third finger must require
equally as much change to return to its right
place. Whereas in correct playing no movement
of the arm to any great extent should take place,
the fingers should all drop like little hammers to
their positions, while the thumb preserves itg true
and proper place at the back of the neck to steady
the fingers and guide the arm and hand when
moving in positions.

- —— ——————

QUESTIONS AND ANSWERS.

A. L, Cairo, I1l., asks: “In looking over some
foreign musie, 1 find the words, “sur deux cordes.”
Please explain whatis meant?”

Answer: Theliteral meaning of “sur deux cor-
des,” 1s “‘upon two strings,” and is an intimatlon
that the notes referred to, as they succeed each
other, are to be played alternately upon two ad-
joining strings, instead of upon the same string.
The direetion generally to successions of thirds,
the lower note of each couplet being played un the
third or second string, as the case may be, and the
higher note on the next higherstring.

P. 1., Loulsville, Ky., agsks: ‘“What s the mean-
ing of the terms ‘“‘tambour and friser?”’

Answer: These terms have reference to a man-
ner of striking chords practiced by the Spaniards,

and found in Spanish music or pieces written in
the Spanish style. Carcassi, in ‘“Valse Brillante,
O)i; 55,” gives the followlng explanations:

riser, indicates that the fingers of the right
hand, with the exception of the thumb, should be
held closed and then opened one after the other
passing over the strings, without making the
least movement of the arm.

Tambour, the thumb of the right hand must fall
full length across all the strings at a point near
the bridge, with force, but without producing a
harsh tone.

In the friser, the opening of the flngers carries
the nails across the strings, from the sixth to the
first, producing a peculiarly brilliant effect. The
tambour is intended to imitate the drum. Exer-
elses for practice of the “friser” and ‘‘tambour”
are given in the methods of Carcassi and Holland,
published by S. Brainard’s Sons.

_A Reader, Bay City, Mich., writes: “I would
like to know if it 1s necessary in playing the gui-
tar to make position notes, when in the upper
positions, or open notes. I have a piece of musie,
“When the Leaves Begin to Turn,” by W. L. Hay-
den, Op.136. In this piece there is a short run, d,
b, g, e. d; I makethe d, at the tenth fret, b, at the
seventh; g, at the third; e, open, and d, again at
the third fret. Now is this correct or not? Again,
in playing guitar musie, i1s it not intended when
the author wishes you to make the notes in the
upper positions, he will mark it with dotted lines
above the full length of the strain to be played in
that manner?”

Answer: Without knowing what precedes and
what follows the passage referred to, we cannot
state the best manner of fingering the same. But,
from your description, we infer that the d should
be taken at the tenth fret, b at the seventh, g at
the eighth (second string), e open, ete. Unless
some pecullar effect 1s to be produced, stopped
notes in the position in which you are playing are
generally preferred to open notes.

There 183 no uniform rule in marking the finger-
Ing of passages requiring to be played in the posi-
tions. Some authors mark such passages as de-
scribed by you, and others slmply mark the posi-
tion in Roman figures, or only the fingers to be
employed, the latter being generally sufficlent for
one having a knowledge of the finger-board of the
instrument.

. —

MUSICAL TALK.

Minneapolis, Minn. Under the direction of Sig.
Montanelli, the Minneapolis Mandolin and Guitar
Club gave a grand concert May 24th. There was a
large audience, and the programme, consisting of
twelve numbers, was well rendered throughout.
The opening number, Suppe’s “Pique Dame,” was
given with a spirit, general harmony and precision
which won the audience at once. Among the most
interesting numbers on the programme were
“Selections from Willlam Tell,” and *“‘Mazurka
Florentina,” for mandolin and guitar; “Andante
Nariee,” Carulli-Beethoven, for two guitars; “Pot-
pourrl, Zampa, Calife de Bagdad, Le Gondolier,”
guitar solo rendered by Mr. A. . Buchmann;
“British Patrol,” “Valse Espognola” and “Boulan-
ger March,” given by the club.

The entertalnment was successful both from an
artistic and financial standpoint, and is to be fol-
lowed by another concert in the near future,

Utica, N. Y. A letter from our correspondent at
Utlea gives the pleasing intelligence that the gul-
tar [s having a *‘regular boom” there, many of the
young ladies and gentlemen being fine performers.
We hope that they will follow the fashion and
establish a club.

L e

DICKENS' TASTE FOR MUSIC.

Charles Dickens was very fond of music,
and not only of classical music. He loved
national airs, old tunes, songs and ballads, and
was eagily moved by anything pathetic in a
sopg or tune, and was never tired of hearing
his special favorites sung or played. He used
to like to have music of an evening, and duets
used to be played for hours together, while he
would read or walk up and down the room.
A member of his family was singing a ballad
one evening while he was apparently deep in
his book, when he suddenly got up, saying,
“You don’t make enough of that word,”” and
he sat down by the piano, showed her the way
in which he wished it to be emphasized, and
did not leave the instrument until it had been
sung to his satisfaction. Whenever this song
was sung, which it often was, as ‘it became a
favorite with him, he would always listen for
that word, with his head a little on one side, as
muc’h ag to say, “I wonder if she will remem-
ber.”’
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been unable to rid my mind of the impression.”’

‘“Eh! Have you an attachment there, that
1 don’t know of, Gene? Some secret love
affair, you scoundrel,”

“No, Sam. I am most in love with myself,
at present.’”’
“Pghaw! A man never knows his own

heart, till some fair hand touches the secret
spring. A fellow with as much sentiment as
you, cannot always escape the blind god’s
random shots. By the way, have you read
that poem in the last monthly called ‘A
Dream?”’ An immensely fine piece of lyric
poetry, if I'm any judge.”

““Yes, I read it yesterday evening and the
words have been recurring to me to-day with
my thoughts of home. It is by F. A, Won-
der who F. A.,is?"”” And he leaned his head
back ou his chair and enveloped himself again
in a cloud of smoke.

As. if speaking to himself, Eugene repeats
these lines of the poem ;

“When true heart swells with love so pure
Unsullied by the thoughts of earth.”

As he finished, a meteorshot through the sky
and disappeared in the darkness, leaving for
an instant a train of sparks behind.

‘““Whew! But that was a beauty! Did you
see that, Gene?”’
“Yes."’

“The estimated number of meteors that are
constantly striking and dissolving in the earth’s
atmosphers is incredible,’’ replied Johnson.

Eugene arose and took his guitar from its
corner, and after carefully tuning it, played a
soft accompaniment to the air he was singing,
as he rode over the prairie that afternoon.

The little poem Johnson referred to had
touched Eugene’s fancy, and the musical plan
of its measure helped to fix it in his memory.

With his full rich baritone he sang one stanza
of the poem to his improvised air, and his
voice, with the sweet wired tones of the guitar,
floated out in the night air. The sound awak-
ened the cock roosting in the wagon shed, and
he crowed vigorously, arousing all the other
trumpeters of the early dawn to join in the
chorus. This reminded the boys of the lateness
of the hour.

TO BE CONTINUED.
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FERDINAND SOR.

II.

In contemplating Sor as an artist, we are struck
by his extraordinary genius and the rapid growth
of his powers. At the early age of seventeen he
stood before the public asthe composer of an opera
which had been recelved with great favor. His
symphonies and other instrumental compositions
showed a high order of talent, and were very pop-
ular in Spain, as were also the songs of which he
was the author.

‘We have already remarked on his powers as a
virtuoso on the guitar. He considered the first re-
quisites for a guitarist to be a correct and graceful
position, a quiet and steady hand, the power of
making the instrument sing the melody, clearness
and neatness in the ornaments, and of course the
necessary technique. Both as man and artist he
was retiring and modest, and deolared that asa
guitarist he possessed no greater means than any
olher person. He had taken up the guitar believ-
ing it merely an instrument of accompaniment, as
it was In Spain in thelatter part of the eighteenth
century. But he early discovered the capabilities
of the inssrument. The study of harmony and
counterpoifit, composition for volce and instru-
mentg, had famillarized him with the nature and
progression of chords and their inversions, with
the manner of placing the air in the bass or in one

of the intermediate parts, of increasing the num-
ber of notes of one or two parts while the others
continued thelr slower progressions. All these he
required of the guitar, and found that it yielded
them better than a continual jumble of semi-
quavers or demi-semi-quavers, in diatonic and
chromatic scales.

Sor had no patience with those persons who
sought to conceal a lack of talent with the remark,
“I play only to accompany.” He reasoned that a
good accompaniment requires a good bass, chords
adapted to it, and movements approximating as
much as possible to those of an orchestral score or
piano-forte composition. These things required a
greater mastery of the instrumentthan the sonatas
in vogue at that time with long violin passages,
without harmony, or even bays, except such as
could be produced on the open strings. Heace,
Sor concluded, as already had Carulll, Aguado and
Gluliani under similar circumstances, that there
were no masters within his reach capable of pro-
perly teaching the Instrument. His first experi-
ments were in the line of accompaniments, and he
soon found himself in possession of a stock of
positions. From his acquaintance with harmony,
knowing each chord and inversion, its derivation,
in what part the fundamental bass was found, what
should be the progression of each part for the re-
solutlon or transition about to be made, he was
prepared to establish a complete system of har-
mony on the guitar. Nor did he confine his in-
vesti%a.tlons to the theoretical part of guitar mu-
sie. lle studied to improve the construction of
the instrument, its position, fingeringand the best
manner of setting the strings in vibration so as to
yield the best quality of tone. 4

The guitars of that period were made of thick
wood, but Sor required the 1nstruments made for
him or on his order to have the sounding-board,
sides and back made of thin and very light wood,
supported by ribs or bars inside to withstand the
tension of the strings. He devised a new form of
bridge which was applied to the gujtars made un-
der his direction at London and St. Petersburg,
and the rules formulated by him for the neck and
finger-board are to-day still used in the construc-
tlon of the best instruments. Having made these
studies and deductions In the theory and practice
of guitar music and execution, dor wrote a few
pieces, not for publication, but as examples of his
reflections.

In his early days Sor had acqulred perfection of
technique, and yet always spoke of himself as only
an amateur. He possessed great skill, certainly,
power and a remarkably full tone, and his playing
was as much of a revelation to great guitarists like
Aguado and De Fossa as to amateurs. In fact, after
hearing Sor perform some of his own composi-
tions, Aguado studied them, and even asked Sor to
criticlse his rendering of them. The two artists
became very Intimate friends, and Aguado admit-
ted that were he not too far advanced in life to
overcome fixed habits he would adopt Sor’s style
of fingering and striking the strings.

We are unable to state the date of publication of
Sor’s first compositions for the guitar, but it was
probably some time after his first arrival in Lon-
don, an Opus1 (Six Divertisements) is dedicated
to Miss Wainwright, an English lady.

In reviewing Sor’s compositions we will first eon-
sider his method, a very remarkable and philo-
sophical work, the result of many years of ob-
servation and reflection. He never lost sight of
the true meaning of the word method, and re-
marked that he could never couceive how a method
could be made with a greater quantity of examples
than of text. The first part Is devoted to direc-
tions for construeting a guitar so as to produce the
best effects, but as these concern chiefly the manu-
tacturer, we will omit reference to them here. The
chapters on “Position of the Instrument,” “Right
Hand.” ““Left Hand’’ and “The Manner of Sctting
the Strings in Vibration,” are full and_exhaustive
and illustrated with numerous cuts. His manner
of holding the instrument was substantially the
same as that of Carulli, Carcassi, Mertz and Hol-
land. He sometimes used a table for that purpose,
3o placed in front of him as to be partly over the
left leg, presenting one corner opposite the twelfth
fret of the guitar, which was then rested on the
corner of the table and on the right thigh.

In illustrating the proper posiltion of the right
hand, Sor compares the fingers striking the strings
of the guitar to the hammers striking the wire
strings of the piano, and argues that the thumb,
first and second fingers, like the hammers, should
be placed in front of and parallel to the plane of
the strings of the guitar. He also established as a
rule of ingering for the right hand to employ com-
monly only the thumb, first and second fingers,
and to use the third finger only when playing a
chord in four parts where the part nearest to the
bass leaves an intermediate string.

The Italian guitarists, Carulli, Carcassi and Zani
de Ferranti, all used the thumb more or less for
fingering on the sixth string, a practice which Sor
severely condemned on the ground that it con-
tracts the shoulder, shortens the play of the fin-
gers by one-half, and places the wrist in an awk-
ward and palnful position. Sor’s explanation of
the proper manner of setting the strin{.{s in
vibration Is very explicit, and special stress is lald
upon the importance of causing the vibrations of
the strings to take place in a direction parallel to

the plane of the soundirg-bdard in order to pro-
duce a pure tone.

The chapters on “Knowledge of the Finger-
board” and “Fingering on tue Length of the
String” are based on the axiom ‘“that true
knowledge of the scale is the key of all musical
knowledge.” Sordivldes the scale into two halves
of four notes each: C, D, E, F, and G, A,B,C,
wherein the order of the intervalsis the same in
both. These two parts of the scale are separated
by the interval of a tone, and their last intervals
are a semi-tone. In a very ingenious manner he
lays down the rule for fingering the scales accord-
ing to the tones and half-tones involved, and it is
obvious that the first note once determined, it Is
only necessary to observe the proportions of the
intervals to obtain by a single operation what
would require twelve different ones were the
names and the modifications of the notes compos-
ing it to occupy the attention. Thesame principle
is applied to fingering the scale on each of the
strings, the author deeming it useful, in order to
become perfect in the knowledge of the finger-
board, to acquire the habit of passing over each
string for the whole length, considerineg the open
string under different relations, as tonle, second,
third, etc. Every note is considered with respect
to its place in the key, and not as an Isolated
sound.

The same principle is applied in considering
thirds and sixths, geueral formulae being estab-
lished for fingering major and minor thirds and
sixths on adjoining strings in every key according
to their oceurrence in the scale, without burden-
ing the mind with a consideration of each note by
name and whether it be natural, sharp or flat.

Sor’s instructious as to playing harmonic sounds
are complete, but his theory as to the vibratlons
of a string was erroneous. He deduced from his
investigations that the vibrations came solely from
that part of the string between the left hand finger
and the nut, while, as a matter of fact, the whole
string vibrates, but in equal sectionsdependent on
the distauece from the nut.or bridge, where the
vibrations may have been interrupted by the finger
of theleft hand. The article on harinonics is fol-
lowed by chapters on ‘‘Accompaniments,” and
“Fingering with the Ring Finger” and the “Con-
cluslon” gives a resume of his Investigatlons, and
general maxims established for guitar playing.

The (zuitar Method of Ferdinand Sor is the most
remarkable one ever published for that instru-
ment, and as stated before contains much more
text than music. It was undoubtedly Intended to
be used in connection with the authotr’s “Twenty-
four Lessons, Op. 31.”” Carefully and conscientiously
written, touching upon every point of guitar play-
ing, it will remain a lasting monument to the re-
markable talent and genlus of one of the greatest
guitarists the world has ever known.

TO BE CONTINUKD.
e————————

QUESTIONS AND ANSWERS.

J. K., Cleveland, Ohlo, asks: “I have great trou-
ble in getting the wound strings of my guitar to
stand the tension when raised to play pieces in the
thzr,x’ing. Is there any way to prevent their break-

ng

Answer: In tuning the guitar to E, if the fourth
and fifth strings, which are raised one tone, resist
the increase of tension without breaking, they will
have much less tone when again lowered to the
ordinary pltch. You will find it better to lower all
the strings with the exception of the Afth and
fourth, lowering the sixth string one tone, the
third string a semi-tone, the secoud string one
tone and the first string one tone. which produces
the tuning D, A, D, F flat, A and D. This tunirﬁg
is to all intents and purposes the same as K, B, E,
( sharp, B and E, and nothing will prevent the ex-
ecution under this tuning of all music written for
the E tuning.

C. M., St. Louis, Mo..asks: “Do you think it a
good plan when putting on a new string to raise it
above pitch and let it stand in order to stretchit?”

Answer: We do not. A wire string may be low-
ered and tuned up again wlthout injury, but if it
be raised above the pitch of the instrument, and
then lowered agaln, it will lose a great deal of its
tone, and have a dead, woody sound.

Miss A. C., Cincinnati, Ohio, asks: “Which of
the guitar methods was written first, that of Carulli
or that of Carcassi?”’

Answer: Carull arrived in Paris in 1808, and
his method was written shortly afterwards, being
among his early works. Carcassi went to Paris ten
or twelve years later, and did not write his method
for several years subsequent to that tiine, it being
among his last works. Carulli’s method was the
first written for the guitar really deserving the
title of method, and 1ts author is deservedly called
the founder of the modern school for the guitar.

Miss C. W., Indianapolis, Ind., asks: ‘Please ad-
vise me what method or studies would be suitable
r(:it;fgractlce after going through Carcass!’s meth- -
0d?

Answer: Carcassi’s 25 Etudes Melodiques, Op.
60,” were designed by theauthorasasupplement to
his method. These studies afford excellent practice
for one desiring to acquire a good technlque on
the guitar. .
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balf concealed by the rich curtain hangings, is
alone to his thoughts.

A gentle flowing symphony from some fair
fingers rises from the piano. The orchestra has
ceased the music of the dance.

The tones of the prelude seemed to Eugene |

like a familiar voice inadream. Then a voice
8o full, so sweet and so pure floated over the
accompaniment to words—does he hear cor-
rectly? —yes, to the words of ‘A Dream'’—and
the song his own. Treacherous tones! To
them he had committed his inmost feelings and
now they are sent back to him betraying the
secret of his heart, and laden with the burden
of another's, akin to his, for so the song was
rendered.

“When true heart swells with love so pure

Unsullied by the thoughts of earth.”

His heart beat fast. He knew his face was
flushed, but only the moon could see. He
longed to rush out and fall at the singer’s feet.
Who could she be? Had a voice touched the
secret springs of his heart, and not a hand, as
Johnson said?

He pushed aside the curtain with one hand
as Mrs. Appleton was passing, and seeing him,
she stopped to say :

“Ah! Mr. Benton, tired of this pleasure and
toyeting with the moon?”’

“I bhave been listening to that song f —
such beauty. Pray who is the singer?”’

“Don't know that voice? Who has such an-
other? That was Miss Adler; and the song
‘A Drean’ written by herself and set to music
by an unknown. It is becoming very popular
and the composer who writes himself ‘Eugene’
0 w share the honors.”

u{ 8 moment her husband joined her and
they went to congratulate Miss Adler on her
song and singing.

Eugene rose and went to the piano to look at
the music in the raok, to assure himself that it
was the identical piece and not a fancy of his
excited brain. He then approached Florence.

¢‘Miss Adler,”’ he said, “iou can never know
what pleasure your singiog has given me; and
allow me to congratulate you as the author of
such a beautiful poem, and the possessor of so
lovely a voice.”

Florence colored slightly, but seemed to be
pleased with his frank and earnest manner.

‘‘How did you know the poem is mine?’’ she
asked.

“I did not know it when I wrote the music,
but a friend of yours just now told me.”’

*““When you wrote the music?’’

Seeing that he had forgotten himself he col-
ored deeply, but could not now retract.

Extending her hand to him she said: “Mr.
Benton, did you compose that music? so per-
feclly wedded to the sentiment of the poem.”

He took the offered hand—*‘The beauty of
the words suggested the melody to which I had
the boldness to set them. Indeed, they sung
themselves, and what merit there may be in the
music was inspired by the sentiment of the
poem.”” An expression of pleasure, quite un-
usual to her, diffused her face.

One glance exchanged and each knew the
other’s heart. What thought cannot the eye
ex’Fress and rong reveals the heart.

he guests now began to take their departure
after warm expressions of pleasure to host and
hostess. Eugene assisting Elise into the car-
riage, felt that he had awakened from a dream.

CHAPTER VI.

Three weeks after the evening at Adler's
Villa, Eugene Benton was riding in that direc-
tion. Leaning on the cushioned seat he was
enjoying the cool evening breeze and views of
beautiful houses in varying architectural de-
signs, surrounded by beautifully cultivated
grounds fronting upon the avenues and extend-
ing in many jpstances into parks and smal) for-

ests. The scene has already became familiar
to him during the past few weeks. He thought
he should have occasion to bless the hour he
decided to comply with his mother’s request
and give up his scheme of Western life, and
instructed his friend Johnson to close out his
aflairs to the best of his ability, which he did
to Eugene's entire satisfaction, and himself re-
turned home in a few weeks after learning
Eugene's intention.

Eugene then determined to adopt the profes-
sion of medicine, and accordingly entered the
medical college whence he will graduate in
another year.

Having reached the entrance to Adler's
Park, he alighted and dismissed the carriage,
preferring to return by the train.

He walked quickly along the winding path-
way and up the grounds and rang the ball at
the large double doors somewhat nervously.

He was received by a servant who said that
Miss Adler was in the park.

Would he walk in and await her coming?

Eugene said he would perfer to seek her in
the park, and turned and walked in the direc-
tion of the fountain where he suspected he
would discover her.

As he passed along he could not but,admire
the refined taste that had designed such lovely
grounds. What fate, he asked, had brought
him to this place and a knowledge of the family
that had so kindly received him, and with un-
mistakable pleasure?

It was through a mutual friend who had
spoken of Eugene in the highest terms; and
then did not his own family move in the best
circles of society? A And the name of Benton,
was it not equal to that of Adler?—but there
she is sitting on the rustio seat by the fountain.

The moon is sailing through fleecy clouds and
playing hide and seek through the canopy of
swaying branches,

Wrapped in her thoughts she did not heed
the approaching footsteps. She made a little
involuntary start on discovering him by her
side and colored slightly.

‘‘Good evening, Mr. Benton, you are quite

1]

“Unexpected? Miss Adler. They told me
you were in the park and I preferred to seek
you myself, and where did I presume I would
be likely to find you but in this beautiful
place?’’ and he took the seat beside her.

“It is indeed beautiful. Many pleasant
memories are associated in my mind with this
spot. Here, more than any other where, I feel
myself separaled from the petty disturbing in-
fluences of life, and it is here that I love to be
with my thoughts and —"’

“Those you love?—and much that is lovely
in return.”’

For several minutes neither spoke. The
fountain threw its spray in a silver shower,
bubbling in its basin with a dainty sound. The
voices of a company of serenaders in the dis-
tance break the stillness of the moment.

“‘Miss Adler, do you doubt the truth of what
I have told you? 1 have come for your an-
swer, and my fate hangs upon your words.”

The nightingale trilled a plaintive lay in the
great elms overhead, and the leaves nestled to-
gether as if consulting on the fate of the two
young lovers below ; for Eugene had avowed
his love, and Florence, as if to further prove
her non-sincerity, or to prolong the pleasure of
avowal and requital,had postponed her answer
until this evening.

Could he doubt? Yet who may know a
woman’s heart? He takes her hand in his.
There was no resistance. He placed his other
arm around her. She leaned her head upon
his shoulder. The moonlooked down upon the
bappy lovers with the same approving light
she had shed upon thousands before, but never
upon fairer forms or truer hearts.
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FERDINAND SOR.

I11.
thie compositions of Sor for the guitar consisted
of:

1. Lessons and Studies,

2. Divertisements and Easy Pleces.

3. Fantaisles and varjations.

4. Sonatas.

5. Duos for two Gultars.

Before publishing the method, which we have
previously mentioned, Sor issued the following
lessons and studies: 12 Etudes, Op. 6 and 29; 24 Le-
cons Progressives, Op. 31; 24 Exercises Tres Faciles,
0Op. 35; Morceaux pour Lecons, Op.44. The *“Pro-
gressive Lessons,” Op. 31, were intended as an in-
troduction to the study of the guitar, but because
of the complaint of many that the increase of dif-
ficulty from one lesson to the next was too rapid
and required too great application, the author
issued the exercises known as Op. 35 and 44. These
lessons, although well written and carefully fin-
gered, were really better adapted for guitar stu-
dents of great natural musical talent than those of
average capacity. The author himself recognized
this later, and among his last works published
*Introduction to the Study of the Gultar, or 24
Progressive Lessons,” Op. 60, a set of exercises ad-
mirably adapted for the purpose indicated in the
title. In general, the studies and lessons by this
author are not only carefully written but each one
has a special object in the application of a rule,
or affording exercise on exceptions to general rules
for fingering.

‘The divertisements and fantalsies are mostly
original themes, a few, however, being arrange-
ments of well-known airs, such as Mozart’s *O Cara
Armonla,’”’ Paisiello’s **Nel Cor Piu Non Mi Sento,”
‘‘Que ne suis-je 1a Fougere,” “Gentil Housard,” ete,
They are all thoroughly suited to the instrument,
although somewhat difficult for those unaccus-
tomed to Sor's fingering. .

Of the sopatas written by Sor, two, Op. 22 and
25. deserve especial mention as being full of depth
and earnestness, with a vein_of sadness running
throughout. The “Fantaisie Elegiaque,” Op. 59, a
work of great merit but quite dificult. was written
to be played on the guitar held in position by the
“Tripodison.” Of thls fantaisie Sor says: *“With-
out this excellent invention of my friend Denis
Aguado, 1 would never have dared to Impose on
the guitar 8o great a task as that of making 1t pro-
duce the effects required by the nature of this new
piece. I would never have imagined that the Zui-
tar could produce at the same time the different
qualities of tone of the treble, of the bass, and
harmonical complemnent required in a piece of this
character, and without great difficulty, being
within the scope of the Instrument.”” In the exe-
cution of this piece great clearness, taste and the
power of singing on the instrument are required.

Sor’s duos for two guitars, while well harmonized
lack the lowing melody and full harmony found in
those of Carulli, and are certainly less interesting.

It may be truly said of Sor that in the clearness
and directness of his music, the spontaneity of his
melody, and in a certain charm pervading the
wholeshe was to the guitar what Mendelssohn was
to the plano. Sor’s music contains no mere bra-
vura writing, but possesses that grace, finish and
charm for which Mendelssohn’s “Songs Without
Words” are so remarkable.

Sor’s compositions for the guitar, Op. 1 to 33, are *
ﬁubllshed by Heugel, Paris, and Op. 34 to 63 by

enry Lemoine. His method we believe ic out of
print, but a method compiled by Nap. Coste from
the writings of Sor, with some additions by the
compiler, is found in the catalogue of Lemoine.

-

FINGERING OF LEFT HAND.

The body of the guitar in correct position lies in
the lap; the knees never crossed but the left foot
on a rest six to twelve inches high as the player
may prefer, so that, with the lower end of the
guitar against the right thigh and the curve of the
under side over the left thigh, the puitar is on an
incline which can be made more or less by raising
or lowering the left foot. In a short time the
player will find the correct helght of foot and thus
the right Incline of the instrument. Take now the
normal position as has been indlcated; that is
place the fingers on the instrument for the com-
mon chord of C, remembering all that was said
about the thumb. The first joint of each finger as
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it presses the string should be as near the perpen-
dicular as possible and form the hammer, so that
when dropping the finger (from the knuckle-joint
remember) the first joint will fall surely and forei-
bly in place. The full bearing of thls mode will
be more clear especlally in slurring. Again, the
finger nalils, within a very close margin for varia-
tion, should be parallel to the strings, and using
care about the position of the thumb, one can ap-
proximate always very close to this rule. Two ad-
vantages result; with a well calloused finger the
least amount of finger-tip is necessary to hold the
string; and next there is the least amount of fin-
ger between the strings, thus reducing to a mini-
mum the chances for vibrating strings to strike the
ﬂn%ers and produce the metallic sort of rattling
which is exceedingly disagreeable to a good €ar.
No guitar player is near perfect who produces this
rattling, and too much practice cannot be given to
overcome the habit.

In general, the player should always strive to re-
tain a graceful position of the arm, for the best
position for playing is the most graceful at all
times. At the same time a fair latitude of allow-
ance must be glven for the size of person, size of
instrument, relatively, and most of all, size of fin-
fiers. Let no player become discouraged because
unable to do exactly what is lald down as correct;
if that is impossible, rest content to do as near the
right as can be, knowing that if not perfect, yet it
is not wrong.

c—————
QUESTIONS AND ANSWERS.

Ignorance, Boston, Mass., asks; ‘‘Please inform
me in the Musicar. WorLp what i3 meant when 1
see printed on the top of a piece of guitar music
‘Tune the Guitar in Major.” When tuning the
ordinary way the open strings are E, A, D, G, Band
E. I play_the guitar some, and have for many
years, but I never knew nor did my teacher ever
tell me what key the instrument was tuned in. I
can play In several keys when so tuned. I also use
the banjo accompaniments for some songs for
which no gunitar accompaniment is printed, as most
banjo songs are in A and can be played very well
on the guitar, but I am staggered in the same way
by finding in the banjo music at the head of some
pieces written in A, ‘Tune the Banjo to B.” Please
explain what this means also.”

nswer: In tuning the guitar in the key of E
major, the first string {s tuned to E, as usual, the
second to B, the third to G sharp, the fourth to E,
the fifth to B and the sixth to (See Brainard’s
editlon of Carcassi, page 115, and ““Holland’s Mod-
ern Methed for the Guitar,” page 98). When the
guitar is tuned up to concert pitch the wire strings
will not always stand the increase of tension of
one whole tone, and for all practical purposes the
first string may be tuned down to D, the second to
A, the third to F sharp, the fourth and fifth tuned
to D and A, as usual, and the sixth string let down
to D, an octave lower than the fourth string. This
tunlng will serve for all pleces marked to be exe-
cuted with the gultar tuned in E. .

Ordinarily the first string of the banjo is tuned
to B, second to G sharp, third to E, fourth to A
and fitth to E; but when the banjo is to be played
with councert pitch instruments it is tuned to C,
thus: first string to D, second to B, third to G,
fourth to C and fifth to G. The latter tuning not
only corresponds with that of concert pitch instru-
ments, but 1s more brilllant because a third higher
than the ordinary tuning.

A. R.C,, of Cairo, 111, asks: *I teel the need of
special practice for right hand fingering, and will
be greatly obliged if you will advise me what to get-
for that purpose—something similar to five finger
exercises for the piano.”

Answer: We can recommend nothing better
than “Methode Pratique pour la Guitare, par
Mauro Giullani,” Op.1. This method is especially
devoted to exercises for the right hand, as well as
practice in thirds, sixths, octaves, tenths and the
ornaments. Ii is Eubllshed by Richault & Co.,
Paris, and Artaria & Co., Vienna, and may be or-
dered through our publishers.

Inquirer, Springfield. Ili,, asks: ‘‘Has any ot
Wagner’s music been arranged for the guitar?”’

Answer: A fantalsle on Wagner’s “‘Der Fliegende
Hollander’ (The Flying Dutehman) has been made
By S. K. Mertz, and is a very pleasing arrangement
of alrs from that opera.

Miss C. H. M.,-Canton, 0., asks: ‘*W1ill you please
inform me through the Musicarl. WorLD whether
‘Robin Adair’ has been arranged with variations
for the guitar? The air 18 a favorite of mlne, and
I would like to get a good arrangemert of it.”

Answer: “Robin Adair’’ has been arranged and
varied for the guitar by Alphonse Deduec (Op. 8)
and Mauro Giuliani (Op. 125). The fantaisie by
@Glullani, a very brilliant arrangement, s still in
%rlnt. being one of “Six Airs Irlandais Nationaux

aries,” Op. 125, conslstlnﬁ of fantaisies on “Eve-
leen’s Bower,” “The Last Rose of Summer,” “Miss
Balley,” “Robin Adair,” “My Lodging in on the
Cold Ground” and ““Garry Owen.” These arrange-
ments are published by Richault & Co., Paris, and
Artaria & Co., Vienna, and may be ordered through
S. Brainard’s Sons.

M&,sie&i Gossip.

The Bostonians will have ten oparasin their next
season’s repertoire.

Patti’s South American tour is sald to have net-
ted her 300,000 francs.

Benj. Bent has been re-engaged as solo cornetist
by Gilmore, vice Lilberati, retired.

Maurice Grau is in Paris, where he arrived on
the 3d of August, from South America.

Mr. William T. Carlton proposes to revive ‘““The
Quéen’s Lace Handkerchietf >’ this season.

Miss Olive Barry, the Chicago contralto, 18 In
Ferrara, Italy, where she has made a successful
operatic debut. .

Mr. Gustave Kerder, the well-known orchestral
director, will be the musical conductor of the
‘“Pearl of Pekin.”

It 1sreported that there is a vacancyin the band-
mastership at the U. S. Military Academy at West
Point, Mr. Fred ter Linden having resigaed.

Signor Thomasi, musical director of the Emma
Abbott Opera Company, was lately married at Mil-
waukee, Wis.,, to Miss Barton of the same com-
pany.

1t is said that Mr. Theodore Moses, one of the
most accomplished musicians In New York, will
soon assume the leadership of a regimental band
in New York.

“Oolah,” the opera with which the season |s to
open at the Casino, September 17th, will have in
the cast Pauline Hall, Marle ‘Jansen, Francis Wil-
son and W. 8, Daboll.

Myron W. Whitney, the basso profundo, has a
son who inherits some of his wonderful voice, and
who Is to be one of the teachers In the New Eng-
land Convervatory of Music.

Spencer’s “Little Tyeoon Comic Opera Company”
will number fifty-six people this season, and will
be the only “Tycoon” company on the road. Miss
Catherine Linyard wlll be the prima donna.

A pleasing novelty by Anton Seldl’s orchestra on
August 12th, was a Japanese overture, written by
Carl V. Lachmund, of Minneapolis. It is written
in the Japanese scale, which has only flve notes.

Jas. G. Peakes, the well-known actor and singer,
after an absence of two years, arrived in New York
last month. He has been with the Addie Randall
Opera Company. Mr. Peakes is looking splendid.

Miss Alice Raymond, the young and talented cor-
net soloist, has been engaged at a salary of $300 a
week to play in connection with the military band
concerts at the West End Pavilion, New Orleans.

Mrs. Fannie Bloomfleld-Zeisler, the pianiste, has
gone to Europe. During her absence she wlll at-
tend the Bayreuth Festival and spend some time
itllll thelrlma and other German cities, returning in

e fall.

Two artistic subscription lists have been opened,
one to raise in the Fairmunt Park of Philadelphia,
amonument to Beethoven; the other to erect, in
g&m ottthe public squares of Chicago, a statue to

ozart.

The Rossin] Asylum, in Paris, for aged French
and Itallan musiclansand singers of elther sex,will
be opened in October by the trustees of the
5,000,000 francs bequeathed for the purpose by the
composer.

Aunouncement is mmade of the inarriage of Miss
Efe H. Ober, so long the successful manager of
the Boston Ideals, to Virgil P. Kline. The wedding
took place July 23th, at Biuehill, Me. Their home
will be in Cleveland, O.

Mr. W. F. Heath, President of the Music Teach-
ers’ National Association, was elected a Vice-Pres-
ident of the National Educational Association at
the annual convention of the latter body recently
held in San Franclsco, Cal.

The following is a 1ist showing what some of the
Minneapolis churches are paying for music: First
Baptist, $2.400; Plymouth, $2,000; Hennepin Avenue
M. E,, $1,600; Church of the Redeemer, $2,300; St.
Marks, $2,000; and Westminister, $2,100.

_ Miss Laura Moore, Col. McCaull’s new leading
soprano, arrived in New York from Paris the roid-
dle of last month. Miss Moore is a St. Louis girl,
but has spent most of her musical life in Paris,
rvhleslé?) she won the first prize In the Conservatoire
n X

Sig. Italo Campanini is at Acqui taking his an-
nual course of baths. While abroad he will engage
the people for his coming coucert tour in this
country. He will cross the water early in October,
and open his seasen about a month later in Stein-
way Hall, New York.

Frank Detree and Fred Solomon are at work on
a comic opera which they are fitting to the mmem-
bers of the Casino Company. The title Is to be
“Yulee,” and the scene is laid in the Sandwich
Islands. Several native melodiesare said to be in-
corporated in the score.

Ambroise Thomas’ new opera is entitled “Circe.”
The action takes place in Saragozza in the year
1808. A girl, of the Carmen type, lives in the bar-
racks with the soldiers, and demorallzes the entire
garrison. rank and fille; hence her name, which
recalls the enchantress of ancient Greet history.

Gounod is writing an opera entitled ‘‘Charlotte
Corday.” .He has taken refuge in a distant village,
and in order to remain undisturbed, he posted a
paper on the door containing these words: ‘“It is
my painful duty to apprise you of my sudden death;
accuse nobody. If the Lord so wills it, I shall res-
uscitate on the 1st of September next.”

Manager C. D. Hess must have a good company
when he can give a satisfactory performance of
such an opera as Beethoven’s “‘Fidelio.” The Mil-
waukee Sentinel says: “The public owes thanks to
Mr. Hess and his company for so good a perform-
ance of so noble a work, The audience was large
and appreciative, and would have been still larger
if the opera had been given in English instead of
in German.”

Director Seidl, who is giving magnificent con-
certs abt Brighton Beach, is sald never to give a
plece of music twice alike. It will take on his
mood in time and expression, but, however it is
Blayed, it will be masterly. His concert master,

arlos Halselbrink, says that the tempo Is taken
at such a prodlgious pace, or becomes 3o accele-
rated as the plece proceeds, that it is hardly pos-
sible to play notes as they are written.

The Leipsic Signale sums up the list of juvenile
“prodigies” of the past year. They are Josef Hof-
mann, age nine; Celestez Plompare, of Haselt, age
elght: and Pauline Ellice, age eleven—all three
pianists; besldes Buchmann, of Lille, and Freder-
tck Kreisler,of Parls, both violinists and both aged
twelve, and_ Anita Mazzoli, of Milar, a “Planlst_
guitarist,” age nine. The first “prodigy”’ of the
year 1888 {3 Leopold Godowsky, age ten, who is said
to be an excellent pianist and composer.

Patti i3 sald by some to be losing her charm. The
Clavo after calling attention to her comparative
gsemi-fiasco in ‘‘Rigoletto’””—says of “Linda,” that
the diva was “undeniably disappointing”; it adds
that “‘her declining reputation can never be re-
vived by executions such as she has lately given us
in ‘Linda’ and ‘Crispino.” Her system of resorting
to the interpolation of showy concert pleces into
her operas is a revelation, and proves that she
herself realizes the fact that as a .great opera
singer she 13 on the wane.”

Mr. Carl Strakosch _has cabled that he has se-
cured for the Kellogg English Opera Company next
season Mr. Leonard Labatt, first tenor of the Im-
perial Opera House of Vienna, and court singer to
the Emperor of Austria. Mr. Labatt, although a
Scandianavian by birth, speaks the English lan-
guage fluently, and has often sung in English con-
certs in Eugland. He I8 a tenorrobusto and is said
to possess an exceptionally fine voice with a strik-
ing personal appearance. His Americal season
will be limited to three months, as the directors of
the Vienna Opera House refuse to grant him a
longer leave of absence.

These details of the new Gilbert and Sullivan op-
era are given out by Rudolph Aronson: ‘“Sweden
is the scene, and the time that of Gustavus Vasa.
The first act will represent the harbor of Hammer-
fest, with the glaciers of the Darekarian Alps in
the distance. The second act is the aula of the
Swedish University at Upsala. The dressing will
introduce the brilliant costumes of the Norwegian
peasant and sailor, and the students of the univer-
sity. The cast calls for eleven prineipaly, the her-
oine being named Eddas. The theme of the piece
peals with revolts of the Darekarians and minions
of Falum. Thefirst performance is announced for
November 12th, to take place simultaneously in
New York, Chicago and London.”

Mr. F. Nicholls Crouch, the venerable composer
of “Kathleen Mavourneen,” and other popular
songs, has been revisiting Portland, Maine, as the
guest of Mr. George A. Thomas. ‘“Although,” says
the Portiand 7'ranseript, ‘‘alinost a generation has
passed away since Mr. Crouch has resided here,
and was a leader in musical clreles, the years have
dealt kindly with him, and hls frlends are glad to
see that his step is as elastic and his eye as bright
as in the old days, although he 18 eighty years of
age. He even retains some of the best notes of his
powerful and well trained voice. His life, both be-
fore and slnce he left England, has been full of
romantic incident. He went very early upop the
lyric stage, and in his youth often appeared befora
royal and princely audiences. On Tuesdayevening
a birthday reception was given Mr. Crouch, at Mr.
Thomas’, at which he sang ‘Kathleen Mavourneen’
and others of his old songs, with wonderful vigor
and precison.”
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masters. No amount of technical practice will
give a fine rendition of a master work if the mind
lacks a conefse conception of its ideal contents.

Some devote a llfetime to the mastering of
mechanica: dificultles, apparently unconscious
that although technic is most necessary to an exe-
cutant, 1t is not intellectual, it 18 only a means to
the end; it only cultivates itself and cannot of
itself make musicians. Where mind and heart re-
main a Sahara-llke desert, nothing can be ex-
pected; “ex nihilo, nil it.”” No one, because he
can skillfully apply the brush to canvas, wou.d
presume to regard himself as an artist, No one
who, because he skillfully handles the chisel and
hews marble, would assume to be a sculptor. No
one who, because he has acquired an extensive
voeabulary and the use of words, would assume to
be a poet or an author, but unfortunately thou.
sands of so called pianists, whose whole stock in
trade is digital and manual dexterity, assume to
be musiclans. These common defects are found to
such an extent with pianists that one becomes
weary thinking about it,and wonders when technic
wlll cease to recelve so much underserved incense.

Jolleagues, let us give more attention to music
In its true artistic significance. We are the living
causes of the misconception and under-valuation
of our art. For with thls everlasting talk about
technic we cannot wring from our surroundings a
high esteem for our art and profession. lnsistthat
musie Is a thing of reason, of beauty. of emotions
(disciplined emotions ouly are countenanced by
ourart, and belong in the province of morals) and
we will not be treated as purveyors of pleasure
and asked to eat at the second table of the rich.
Let us respect our art and profession, and let us be
proud because we are musiclans.

To return now to ptanists in particular. No doubt
you can recall many a pianistic performance that
spoke absolutely nothing to you. You reember
the same as an exhibition of digital and manual
dexterity, and as a combination of merely agree-
able sounds. Have you ever paused to look for the
causes of such unsatisfactory performances? In
such cases, either the composition is minus the
elemerts of an art work, or the interpreter fails to
Wasp the emotional and intellectual contents.

hat we do not feel we cannot convey to other
hearts, because human hearts are allke the world
over. You are carrled away by an artistic per-
formance, because the artist [s ‘master both of the
intellectual and emotional contents and the tech-
nical requirements. He speaks to you in tones
most poetical. He glves an ideal iuterpretation of
an ideal content.

To further your critical acumen I suggest, that
in judglng a performance, we ask not does he play
brilliantly, because that merely refers to techulie,
but rather does he play poetically, because this
refers to the content of the composition. A per-
formance may be brilllant but without poetry,
warmth and color, and vice versa. The guiding of
pupils to express the emotional and intellectual
content of a composltion i1sfraught with numerous
obstacles. A child experiences only childlike emo-
tions, that are not passionate. The passionate
emotions of adolescence are a ““terra Ilncognito” to
it. The emotional and passionate youth, full of
hope and courage, little appreciates the emotions
of the maturer years of manhood. An artist hav-
ing arrived at ripe manhood, can fully enter in all
the emotional experiences of alifetime,considering
these facts, what should we teachers do? Let us
give to children compositions breathing the happy
atmosphere of childhood. Koehler's *Kinder
Album,” Mendelssohn’s ‘‘Jugendieben,” Schu-
mann’s “Kinder-album,” Krug's Zondinos and
Ku'lack’s “Kinderscenen,” will be found to furnish
quite a selection. When pupils bas arrived at au
age where his emotional nature i3 developing glve

them Mendelssohn's “Songs Without Words,” they | for

are veritable love songs. They suppose an emo-
tional nuture, moonlight, stars, ete. have found
that ouly emotional natures of great tenderness,
reflnement and purity can learn to play Mozart
satisfactorily A pupil of mine of some eignteen
summers with a good deal of technical skill failed
to enter the emotional content of a Mozart con-
certo. She played with an angularity and aghlegm
at times dlstressing, But one day she surprised
me, playing with a warmth, elastlcity and inspira-
tion simply wonderful, Ileretofore she had played
like a chlld, now she played like a full matured
woman with passion and with warmth. What
caused this metamorphosis? the unfolding of the
bud of emotional life into a full blown rose of pas-
sionate hue? 1 rather suspect she was the victlm
of cupld’'s darts; grief and remorse, however, or
some other emotional eruption might have caused
it. *The lesson we learn from this Is, if you do not
find your puplls destitude of feeling and if their
minds are not incapable of intellectual culture, do
not despalr, time agd clrcumstances wlll accom-
plish certain things for your puplls, that are out-
slde of your present power. ou cannot create
emotional 1ife but you can gulde it and discipline
it. Thls is the true vocation of the teacher.

In study, every composition should be mastered,
first, from a technical standpoint, and then from
the emotional point of view. Secure a conception
of the emotlonal fabric of the entire composition,
afterwards consider, as far as possible, the emo-
tional content of the different perlods. Where it
js impossible to divine the content we musf ppp-

ce{ve for ourselves a content. Generally every
composition contains evidence of the content.
The touch, the tempo, the rhythm, the accents and
musical idios furnish us the clue. An Adagio for
instance is generally indicative of tender soulful
and reposeful moods: the alivgro is indicative of
passion and flery emotions, etc. The rhythm de-
termines as you all know usually the character of
a composition. The accents are either of,an emo-
tional or_intellectual nature and therefore sug-
gestive. The musical idioms, for instance, “con
calore” (with warmth), “‘con dolore” (with pain),
‘con anima’ (with animation), “‘con gracia’” (with
grace), ete, are Indleative of emotional feeling
Realistic effects are also suggastive, for example,
the Barcrole, Op. No. 6, by Tschalkswsky, contains
a theme glvlm.' the effect of the strokes of oars
The introduction to Weber’'s "‘1nvitation to Dance”

is a verltable colloguy full of grace, of humor and
emotlonal tints. The Introduction to Beethoven’s
Sonata, Op. 13, is also a colloquy of tenderness,
pathos, and at times of vehemence. A erescendo is
an elatioa of an emotional impulse which reaches
its climax in Intense feeling and then enters a de-
pression of an emotion much like a wave on the
bosom of the ocean rising and falling, it stands as
the history of an emotional impulse. A sforzato
marks a violent emotional crisis. An abrupt cres-
cendo as two short chords at the end of a series of
arpegglos in the presto movement of the ‘“Moon-
light Sonota” of Beethoven marks a crisis, a vie-
tory over passionate impulse.

Time forbids me to enlarge on this subject. To
secure a feeling performance I have found it of
great henefit to piano students to familiarize them-
selves with vocal music, because in vocal music
the words are an index to the emotional expres-
‘sion. To play accompaniments to good vocalists
is also of great educational value, as the accom-
panist must be ““en rapport’” with the vocalist so
far as the emotional expression is concerned,
hence such practice exercises discipline in emo-
tional expression. To give puptls annually the
beneflt of piano recitals by eminent artistsis also
of the greatest educational value. One more
thought. To play heautifully you must feel beau-
tifully. To illustrate: A student of mine with a
fair musical education played from an emotional
pointl of view very acceptably for two or three
years. During the six months, however, his
emotional expression was distorted and parodical.
[ was for a long time uuable to overcome these
unsatisfactory features of . his playlng. By
accident I learned that through Imprudence this
student had met with a series of distressful dis-
appointments. As soon as their effect had passed
away and the clouds were once more lifted from
his mental horizon, he played again acceptably.
To sum up; I contend that to become ideal pian-
lsts, we must be capable to a high degree of grasp-
ing the inteliectnal and emotional content of
musice, or in other words, to develop to a . high
degree a disciplined muslcal nature, or as the
Germans would say “eine dureh und durch gebil-
dete musikalische nalure,” ein fein gebildetes
mueikalische gefuehl oder gemueth.” Piano play-
ing should be accompanied with a poetry of feeling,
a poetry of emotion.

The Gaitar.
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FERDINAND CARULLIL

Ferdinand Carulli, born in Naples February 10th,
1770, was the son ot adistingulshed writer who was
s=cretary of the delegale of the Neapolitan juris-
dictlon. The first princlples of music were taught
Carulll by a priest, the instrument being the vio-
loncello. The guitar, however, attracted his at-
tention, and he abodoned the violoncello in order
to apply himself to the study of the gultar, He
pursued his studies under difficulties, for in Naples
he could find neither teacher nor music. This was
perhaps fortunate both for the student and the
guitarists who came after him, for deprived of
these resources Carulll was obliged to create them,
to Institute researches which led to the dlscovery
.t)lt processes of executlon unknown up to that

me.

To understand and appreciate the improvements
Carulli made in guitar music. and the art of play-
ing the instrument, one must examine the guitar
music or have heard the guitarists ot the epoch
which preceded that great artist. - Arriviog in
Parisin April, 1808, he gave several concerts and
crested a perfect furore. No one had Imagined
that the guitar was capable of producing such inu.

slo 88 onme trom under hls unzeu. Inp runntnl

vlolin passages with only such bass notes as could
be produced on the open strings, or stopped notes
of the fAirst position, had given place to a perfect
harmony in four parts. The idea that gultar play-
ing must be confined to four or five keys was ex-
ploded, for Carulll played in all keys.

Nothlng had been heard Jn Parls to equal his
music¢, and Carulll soon found himself besjeged
with applications from publlshers for his composl-
tlons, and from students for instruction. The
genius of the artist was equal to the oceaslon,
however, and he supplied the publishers with an
immense quantity of compositions within a perlod
of about twelve years. Full of new forms and ef-
fects, these compositions added greatly to his
reputation, and were the only guitar music played
at that time. Belng the founder of a mnew school,
Carulli was eompelled among his early worksa to
write many exercises, studies, and also a method,
the success of which was so great that it passed
through four large editions, and was translated
and published in other countries. It was the only
method deserving of the name which had been
written up to that time, and all others were at
once discarded. Hiscompositlons numbered nearly
four hundred, many of them from fifty to one hun-
dred pages.

Having seen his own school displace all others,
and the art of piaylng the instrument perfected,
Carulll in his 1ast years composed but little for the
guitar. Younger players and writers taughtin his
school had appeared upon the stage, and the great
artist, feeling that his mission had been accom-
plished, led an easy and quiet life among friends
alisn& admlirers in Parls, where he died in February,

TO BE CONTINUED.
N -

THE BARRE.

Barre (French, to bar to stop) is a term used to
indicate that one of the fingers of the left hand
should extend across and press {wo or more strings
of the guitar at the same time.

In general, the barre may be sald to be direct, or
oblique, according as the finger extends across the
strings in a direct or an oblique line. The direct
barre I8 of two kinds:

1. The grand barre, where the finger extends
across the gut strings and one or more ot the wire
strings.

2. The petit barre, where the flnger extends
across the gut strings only.

For the direct barre a slight varlatlon from the
normal position of the left hand and arm, as here-
tofore given, is required, the variation being more
or less according to the fret at which the barre s
made. For the lower frets (those nearest the nut)
the first finger, which is generally employed, must
be given a direction parallel Lo the frets: to ac-
complish this, the eblow is brpught closer to the
side of the body, and the thumb drawn nearer to
the lower edge of the neck of the guitar. The
wrist is bent so as to aliow the body of the hand
to be thrown almost on a8 line with the finger
board. The first inger (the thumb side always, not
the palm side) is then lald straight across the
strings in a llne parallel with the frets. The con-
struction of the hand is such that the vise-power
necessary to be exzrted by the thumb and first fin-
ger is much greater when the finger is lald on the
thumb side, and in this position the finger is able
to reach and press the strings firmly, producling a
distinct and clear tone not otherwise obtained.
On the upper frets the rule as to the lateral post-
tion of the finger cannot be fully ohserved but the
player must always approximate to it 88 nedr a8
possible.

The barre is 8aid to be preparatory when the fin-
ger is extended across two or more strings in order
to anticipate fingering for notes to be played not
immediately, but before the finger isremoved from
the fret across which it isextended. The prepara-
tory barre {s used principally forslurred notes and
suspended chords. 1t is also employed for chords
with an open bass, where one or more of the up er
notes must be pressed with that joint of the
finger next to the hand, the nail- Jolntlmmediately
afterwards pressing a second bass note following
the open bass string. For instance, the upper
notes (quarter notes) belng F and D (first and third
frets of the first and second strings respectively,)
and the bass D open, (eighth rote) followed by B
fiat (Arst fret ifth string), the F would be pressed
with the joint of the first finger next to the hand,
while the nail-joint would be held in readiness to
press the B flat.

Both the grand barre and petit barre are used
not only for chords composed of notes of equal
duration, but to hold notes of longer duration while
shorter ones are being played.

For the oblique barre the first or fourth finger 1s
generally used, belng employell on two adjacent
strings in- posmons where, op account of other
notes pressed simultaneously, the finger cannot be
extended across the strings in a direct line nor
laterally. For example, the chord composed of E
open, C sharp, A and E, 1n the second position,
would regulre the oblique barre to press A and E,
the nm nger being used.

The direct barre u sometimes used in connection
with I:ne obque‘ a, tor enmple. n m and A ﬂny,
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first fret of the fourth and third strings, and E flat
agg A flat, fourth fret of the second and the first
strings.

The importance of the study of the barre 1s not
generally understood by gultarists, and few can
execute it with facility. The requlsite strength
and dexterity once acquired, all keys can be used
on the guitar with almost the same facility as those
ordinarily employed.

e

QUESTIONS AND ANSWERS.

J. 8., Cleveland, Ohlo, asks: ‘“WIill you kindly
explain in the next number of the MusicaL WogLD
what is meant by ‘Sul H,” which I often find in
guitar muslc of German publication?”

Answer: H is the German name of the note B
natural, the name B being reserved for B flat. Sul
H, therefore. slgnifies that the note or notes to
which it refers must be played on the B or second
string of the guitar.

Inquirbr, Cincinnatl, Ohlo, asks: *I am puzzled
48 to why one of the parts of a march or minuet
should be called Trio, and have been unable to get
a satisfactory explanation. Please explaln it in
the next Issue of the WorLp.”

Answer: The term Trlo strictly implies a com
position for three volces, three instruments, or in
three parts. It Is very often applied also to a
division of a minuet, march. etc., and the origin of
the practice ig said to be that when, in times long
gone by, to a first minuet (consisting of two parts)
a second (also of two parts) was added, the latter
for sake of variety was written in three parts, the
former being usually In two parts only.

Guitarist, [ndianapolls, Ind., asks: “I am prac-
tlcing the ‘Spanish Fandango,’ and the piece is
quite a favorite among my friends. Being asked
the meaning of Fandango, I was at aloss to an-
swer, and would be greatly obllged if you would
tell me in the next number of the WorLD.”

Answer: The Fandango is a Spanish dance, a
variety of the Seguldilla, and among the Spaniards
was danced to the accompaniment of the guitar or
castanets. Originally. the Fandango was in 68
time, of slow tempo, usually in the minor with a
major trio, although sometimes the whole was ina
major key, One Fandango has been publishec In
this country, arranFed by a number of writers, and
s known to guitarists generally. Aguado, Op. 15,
“Le Menuet Afandangado Varie,” and Op. 16, 'L
Fandango, Danse.” Espagnole hasgiven two exam-
ples of the Fandango ot his time.

-

MUSICAL REVIEW.

GREENFIELD, ILL.—Mr. O. L. Edwards gave
his sixth recital on September 7th. The pro-
gramme 'showed good tendencies. Let us hear
from Greenfield often.

FORT MADISON, IOWA.—An ot:f:an recital was
glven at this place on August 17th. The programme
was an excellent one. r. Sumner Salter presided
at the organ and Mrs. Mary Sumner Salter sang
several numbers.

GREENVILLE, ILL.—Mr. J. A. Carson gave his
5th recital at this place on August 17th. The pro-
gramme was a popular one, but contained some
excellent numbers. Recitals in August are rare.
Mr. Carson must be a very active man.

ELK RIVER. (State not given).— The Misses
Plummer and Tarboq gave a musical solree on
August 27th. The programme was of a popular
character, and no doubt pleased the Princeton
(1ilends. in whose honor the entertainment was
glven.

LOUISVILLE, KY.—Miss Addie L. Packard as-
*3isted by Misses Alice Copeland and Kittie Clokey,
gave a piano recital on September 11th. The pro-
gramme was an excellent one. Will be pleased to
hear often from Mliss Packard. Succeas to such
enlertaioments.

CANTON, 0.—Miss Laura Moses gave a farewell
recital at the studio of her teacher, Mr. Johannes
Wolfram, on September 14th. The programme was
an excellent one. Miss Moses Rilayed works by
Bach, Mozart and Beethoven. Mr. Wolfram also
performed a number of fine selections.

NEW YORK.—We have received a number of

rogrammes performed by the pupils of the New

ork College of Music, Alexander Lambert, direc-
tor. These programmes are truly excellent, reflect-
ing credit on the institution, 1ts director, profes-
sors and pupils. We hope to hear often from the
New York College of Music.

LOGAN., 0.—A concert was glven at this place on
August'25th. The programme was agood one. The
local press says: ‘‘The entertalnmentgiven under
the management of Prof. Mert. Smith was far above
the average of entertainments generally given in
Logan.  The programme was excellent throughout

and merited the favor with which It was met by |

uarantee

the large and cultured audjence.” We
rﬁ will be

that whatever Mr. Mert. Smith attemp
well done, :

the

M&,sicdi Gogsip.

Lillan Conway has joined the Conreid Opera
Company.

Johann Strauss is said to be trying his hand ona
grand opera.

Zelie de Lussan returned to New York from
abroad, August 26th.

The Berlin Lessing Theater gave ‘‘Nathan the
Wise” on September 11th.

All of Wagner’s operas will be given in Brussels
during the coming winter.

On the 15th of October Hans von Bulow gives the
first Philharmoniec concert In Berlin.

Albani Is coming to Amerlca this fall to slng in
concerts under the management of Gye.

Lucca will make her re-appearance in America,
at the New York Thalia Theater, next fall.

Eugene E. Oudin, the barltone, has slgned with
cCaull opera forces until October, 1890,

James Digby, a tenor singer well-known In Pitts-
burgh, dled in that city recently, aged fifty-three.

Mme. Rosa Sucher began her career at Berlin
as an opera singer. She will sing in “Tristan and
Isolde.”

The Imperlal opera of Vienna re-opened its
doorson the 1st ult. with a performance of Verdl’s
“Alda.’*

The Hudson-Eckert Juvenile Opera Company, of
San Francisco, will make an extended tour with a
fine repertoire.

Mme. Emma Nevada-Palmer has left Parls for
Mllan, where she will “create” the part of Mirella
in dounod’s opera.

Mr. Carl Hlld, the violinist, and his wife have
left Chicago for New York. They will probably go
to Europe shortly.

In England a committee has heen formed with
the idea of establishing a British natlonal opera
on a permanent basis. .

The Duff Opera Company opened its season at
the Brooklyn Grand Opera i[ouse with “A Trip to
Africa.” September 24th.

Mr. Webster Norcross, a singer well-knowu in
Chicago. has been engaged by Mr. Carl Rosa for
his coming season of English opera.

Miss Etelka Utassi, a young pianist and a pupil
of Liszt and Leschetitsky, will play with the
(Gericke orchestra during the coming season.

Signor Tomasl remains musical director of the
Emma Abbott Opera Company., which opened its
season in Chicago the latter part of September.

The tenth annual choir festival of the diocese of
Vermont will he held at Middlebury, October 10th
and 11th, under the ausplces of Mr. S. B. Whitney,
ot Boston.

Mr. Willard Burr, Jr., of Boston, is an able musi-
clan. His numerous compositions on programmes
shows this to be a fact. Glad to see American
talent'rising.

Furrarlo, the well-known impresario, has offered
Tomagior, the tenor, $160,000 for an American tour
of six months, but the sllver voiced warbler wants
$200,000 and the earth.

It is stated that Mr. Gustay Hinriehs is going to
offer a liberal sum of money for an original Ameri-
can opera suitable for production by his new
American Opera Company.

Pattl and her husband, SlgT Nicolint, have af*
rived at Plymouth, England. They will remain in
Wales until November, and will probably return to
South America in the Spring.

The operatic subsidy at Stockholm, Sweden,
which was withdrawn last year, has been restored
on condition that the management shall pension
off the aged ladies of the ballet.

Emma Juch arrived Saturday, September 8th.
After the centennial celebration at Cincinnati she
will joln the Strakosch Company. She sang at the
Worcester Festival, which began on the 24th ult.

The programmes for concerts given on board of
ships in mid-ocean frequently announce that ‘‘car-
rages may be ordered at 10.” It’s a little British
joke. so clever that it has been repeated every
week for years.

Pauline L’Allemand sailed from London for New
York September 8th. She joins the Boston Ideals.
Manager Foster will also bring over a new Spanish
tenor for his troupe. His rehearsals began on
%eptenﬁber 24th and the tour starts October 12th,at

roy, N. I

Mr. Louis C. Elson, the eminent musical eritic,
has entered the lecture field with “Wagner,” *‘Bay-
reuth Festival,” ‘“Musical History,” etc,, as sub-
jects. He has already several engagements booked,
and may visit the West.

Henry E. Abbey makes the following announoe-
ment that he will bring Josef Hofmann back to
America. Josef will probably arrive About No-
vember 10th, and the first Hofmann concert wlll
be given November 15th.

The company Campanini is engaging for his next
American season is not yet fully settled, but con-
tracts have already been signed with the tenor De
Vere, the contralto Grobl (a pupil of Murio-Cells),
Del Puente, Carbone and the basso Balogna.

According to a resolution recently passed at a
meeting of representatives of the Allgemeine
Rlichard Wagner Verein, held at Bayreuth, the
Central Administration of the Soclety is to be
transferred from Munich to the German capltal.

A scenic representation of Felicien David’s Ode-
symphonie “Le Desert” is contemplated at Paris
during the coming season. Even some of the ani-
mals at the Jardin d’Acclimation are to be requisl-
tioned for the purpvose of imparting the semblance
of reality to the stage picture.

Herr Morltz Resenthal, the Roumanian plano
virtuoso, will make his New York debut Ln the first
of a series of Rosenthal concerts to take place at
Stelnway Hall, on November 14th. Master Fritz
Kreissler, the young Austrian violinlst, will have
his first hearing on the same occasion.

Long Pond, Plymouth, Mass., i3 quite a summer
resort for musical celebrities. ost promlnent
among those owning progerty there are Myron W.
Whitney, Georgie Dean Spaulding, W. H. Fessen-
den, Marie Stove, prima donna of the Bostonians;
Alonzo Stoddard, of the National Opera Company;
Herndon Morsell and George Frothingham.

Mr. Frank van der Stucken will give a series of
four classical afternoon concerts at Chickering
Hall, on October 17th and 318t and November 14th
and 28th, at hall-past three o’clock. Besidesan or-
chestra of forty-six musicians, promlnent soloists
will assist. The programmes will include works by
all the classical composers from Bach to Wagner.

The season of grand opera in German at the
Metropolitan Opera House, New York, will be op-
ened on November 8th, probably with Mozart’s
“Don Glovannl.” The chorus and ballet are due
on November 1st, and the principals on November
12th. Director Stanton states that the subserip-
tlon list for the season 1s in a most encouraging
condition.

An address, signed by M. (iounod, Ambroise
Thomas. Saint-Saens, Massenet, Reyer and Delibes
has been presented to the Frerch Minister of Fine
Arts, requesting him to promote the performance,
in the French capital, of Glinka’s operatic master-
plece “The Life for the Czar,” as “a tribute of in-
ternational and artistic sympathy” to the popular
Russian composer.

The celebrated quintette known as the Boston
Mendelssohn Quintette Club has been newly or-
anized, and consists this year of Messrs. Alois
ruck, lirst violin; Max Alder. second vlolin; An-
ton Kekking, vloloncello, besides Mr. Thomas
Ryan, one of the founders of the club, and Miss
Alice Ryan, the solo vocalist. It wlill begin its
annual tour through the United States about the
1st of October.

“Queen Indigo,” one of the earliest of the works
of Strauss which has never yet been sung in this
country in English, is about to have a production.
Mr. Robert Grau has organized a company and will
present the work in Boston on Monday, October
15th. The original French work—*“La Reine Indi-
go”’—was given In 1877 by Mlle. Aimee at the Ly-
ceum (now the Fourteenth Street Theater), with
success. The **Blue Danube” and ‘1001 Night”
waltzes are in the score of this operetta.

Among the more important operatic novelties by
French composers now awaiting the acceptance of
the directors of the Grand Opera may be mentioned
Camllie Saint-Saen’s “Benvenuto Cellini”’(privately
rehearsed recently before a circle of connolsseurs,
and enthusiastically received); Benjamin Godard’s
“Dante,” an elaborate work founded upon eplsodes
taken from the ‘‘Divina Comedia’’ of the great
Italian poet; and Emanuel Chabrier’s tliree-act
musie drama, the libretto whereof (by Mende and
Mikael) is based upon Qoethe’s poem of “The Bride
of Corinth.”

Chautauqua has established a new assembly in
Atlanta, Ga., but the music is not better than in
the other assemblies,” though money was spent
freely for it. The educational part offered every-
thingin the way of lecturers and teachers that
could be wished for; architecturally it is said to
be the finest in the land, only the music was poor.
A brass band, with the pitch question unsettled,
and two or three soloists of no account was all
there was of it. The Atlanta musicians ought to
take an interest in the matter; but perhaps they
dld and were overpowered by the managers who
usually “know It all better,” gvtgq knows?
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and exhaustion of that day for Carl. The
Baron secured the most ekillful physician the
town afforded, and called for consultation
two specialists from distant cities; the Baron-
ess' own maid was installed as nurse, but the
sick room held a peculiar fascination for both
the Baron and his wife. That little life,
thrown upon them so unexpectedly, had be-
come very dear to them; social and business
duties were neglected and their hearts were
stirred to the depths by the unconscious revela-
tions of the sick boy—of the homeless life he
had led—of his brave struggle for work.

When Carl began to get better his first words
were :

“My violin. I want my violin."’

The Baron hastily left the room and returned
with his own most cherished possession, his
beloved Amati, and placed it in Carl’s arms.
Carl did not realize the value of the instrument
in a money way, but as he sounded the strings
feebly, his quick ear told its musical worth,
and 2 smile of rare delight passed over his
pale face. .

+Tnou shalt have it for thine own, litile
prince,” said the Baron, tenderly.

*

- * *

The Baron had a pet theory that every one
had some particular place in the world, some
especial work to perform.

“Thy mission, my Carl,” he often remarked,
“ig to comfort us for the loss of our Anna."”

But Carl was destined to fill a larger sphere
than the Baron realized the first few months
of Carl's stay in his new home. Under a good
instructor Carl developed much talent for the
violin. After some years of hard study he
played before the royal and distinguished
people, and had eudiences composed, not of
street loungers, as his fancy bad once suggested,
but of the admiring public of Germany.

The Guifar.

T0 CORRESPONDENTS:—All personal letters fo1

ol the Quitar D tment shou!/d be ad ed
T o o A N B 1005, New Orleans.

a.

Il bust; mmunications, subscriptions, order:
fof mm!:‘goao'ka‘:oetc?:':houl d be addressed to S. BRAIN.
"ARD'S SONS, Cleveland, Ohio. L. .

Our complete catalogue of puitar music wtll bemailed
Jfree to any one on application.

—

FERDINARD CARULLIL.

II.

Carulll’s compositions, which number nearly four
hundred, may be classed as follows:

1. Methods.

9. Studies.

3. Concertos for guitar with accompaniment of
small orchestra.

4. Trios for guitar, violin and flute or alto.

5. Trios tor guitars.

6. Duos for guitars, guitar and violin, guitarand
flute, guitar and alto, guitar and plano.

7. Sonatas, sonatines, divertisements, rondos,
waltzes, dances, fantasies, ete., for guitar.

The “Methode Complete” was originally known
as OD. 27, but the fifth edition was revised and en
largad, appearing as now published, and known as
Op. 41. This work, which was written about 1809,
was entirely different from anything which had
preceded it, being the only guitar method really
deserving of the name which had appeared up to
that tilme. Itis divided into three parts, the first
contalning explanation of the clementary prinei-
ples of musie, directions for holding the guitar
and placing the hands, manner of fingering and
striking the strings, followed by exercises, chords,

geales and arpegglos {n various keys. The secopd

part is devoted to an explanation of slurred notes,
appogiaturas, trills, harmonies and double notes,
illustrated by exercises in the various positions.
The third part contains six studies for practice in
the positions, double notes and chords. While it
may be said that Carulll’s method is somewhat de-
ficient In text, leaving much to be explained by the
teacher, yet In general arrangement, thorough
adaptation of the exercises and studles for the
Instrument, and the classical character of the mu-
gle, it has not been excelled.

Under the title of “Premlere Suite a 1a Methode,
ou Methode pour accompagner le Chant,” Op, 61,
Carulli wrote the first sequel to his method, a work
designed for those who would in a few lessons
learn in the princlpal keys the chords and arpeg”]
glos used for accompaniments. It was also in-
tended to serve as a book of reference for musi-
cians who, without having a knowledge of the
instrument, might wish to write guitar accomnpani-
ments. The work contains in the different posi-
tions all the major and minor chords, arpeggios
and passages which are ordinarily found in guitar
accompaniments; these are foliowed by fourteen

songs with accompaniments as illustrations of the
preceding exerelses. It contalinssixty-three pages
and |s sald to be the only work of the kind ever
published. .

A second sequél to the method followed shortly
afterwards under the title of *“‘Second Sequel to
the Methode, or Exercises in Arpegglos, Modula-
tions, Thirds, Sixths, Qctaves, Tenths, Slurred and
Detached Notes in all Keysand Positions, carefully
fingered,” Op, 71. The first part of this work con-
tains six grand preludes, glving exercises in arpeg-
gios, modulations and the barre In all keys and
positions. The second pact presents six studies
for praciiee of thirds, sixths, octaves, tenths and
detached notes, and 18 concluded wlth a grand
caprice designed to familiarize the pupil with the
difficulties likely to be met with in guitar music.

Some years later Carulll wrote a number of exer
cises, scales and pieces to be used in connectlon
with his method, which were published under the
title of “Supplement to the Methode, or the First
Year of Study of the Guitar,” Op. 192. This is an
elementary work contalning scales, exercises and
studies, arranged according to each heading in the
original method, to which reference is made by
page and heading. While primarlly intended to
supply additional practice for those using the
method, the Supplement i3 carefully fingered, and
so arranged as to be adapted for use asan Inde
pendent work.

“L’Anti-Methode, ou I’Eleve Gulde parle Mai
tre,”” Op. 272, Is a carefully written method, in
which the exercises are not only progressive and
carefully fingered for both hands, 80 as to serve a:
practlce in scales, chords, double notes, positions
etc., but are suitable to be played as society pierces
This work contains fifty pileces progressively ar-
ranged, and two grand fantasies. The autho:
states in the preface that while he has composed
many collections of progressive pileces none of
them were written with the care which he has be-
stowed on these; that the pieces in the first part
are so easy, and the difficulties presented so grad.
ually-that the pupil after being taught the notes
can Immediately make use of ‘‘L’Anti1-Methode.”

To Carulli we are also indebted for an original
work, ‘“L’Haemonie Appliquee ala Guitar” (Har
mony Applied to the Quitar), a treatise on accom-
paniment based on a regutar theory of harmony.
This work was published in 1825, and was the only
one of the kind which had then appeared. The
author states that It Is not a complete work on
harmony or composition, because, treating of the
guitar on which the means of execution are
limited, he confined himself to the capabillties of
the instrument, without however omitting any-
thing required. The introduction and first chap-
ters are devoted to definitlons, theory of intervals
and thelr inversions. consonants and dissonants,
and general designations of the notes of the scale.
In the chapter on consonant chords, after explain-
ing that the fingering of the guitar often compels
the arrangement of the notes of a chord in a man-
ner favorable to its execution, the author gives
[llustrations in all the keys of the possible ar-
rangements of the triad, in the direct form and
each inversion, which can be executed on the in-
strument. The same course Is pursued with
the dissonant chords, and the chapters follow-
Ing are devoted to explanations of the proper
employment of chords, and how to determine
which chord must accompany each note of asong
Passing notes, forms of accompaniment, and
trangposition are then treated of. Having arrived
at this point the author proceeds to explaln the
theory which he has developed. This he does in
three ways: first, by arranging from the piano ac-
companlment of a song, a guitar accompaniment
hased on the same harmony; second, by pursulng
the same course with the score of an orchestral
accompaniment; third, by composing an_accom-

paniment for 4 Song unprovided with one. Inarder

to afford full explanations on the subject, he adds
seven pleces of different kinds with plano accom-
paniments, from which he bas arranged and placed
below aceompaniments for the guitar,with explan-
atory notes. These piecesare followed by four airs
with orchestral accompaniment, from which guitar
aceompaniments are arranged and placed below by
way of illustration. The work is concluded with
twelve pleces of different kinds, with_guitar ac-
companiments, to serve as models for students or
amateurs who wish to practice writing guitar ac-
companiments for songs or alrs.
TO BE CONTINUED.

——————

THE -POSITIONS.

The word position i8 used to denote, in connec-
tion with stringed instruments, the situation or
position in which the left hand is placed in exe-
cutiag a note, chord, phrase or strain ol a piece of
music. On the gultar, each fret at which the first
finger may be employed i3 said to be a position,
and as that finger may be used any where on the
finger board from the first to the lourteenth fret,
there are strictly speakling fourteen .positions.
The hand having four fiugers, each position will
embrace four frets; that is, the fret at which the
first inger may be placed apd the three frets ful-
lowing and corresponding with the second, third
and fourth flogers. Thus, if the first finger be
placed at the tirst fret, thesecond,third and fourth
fingers will rest on or over the second, third and
fourth frets, which are all Included In the first
position because the first finger is at the time at
the first fret.

If the first finger be placed at the third fret, the
second, third and fourth fingers will-rest on or
over the fourth, fifth and sixth frets, which are all
{included in the third position, so named because
it commences with and extends upward from the
third fret at which the first finger is placed at the
time. 1f the hand be again moved upward so
that the first finger 18 placed at the seventh fret, it
will be in the seventh position, which will, in like
manner, include the seventh, eighth, niuth and
tenth frets. The first finger cannot convenientl
be used higher than the fourteenth fret, the pos{-
tlon connected with which includes the fourteenth
fifteenth, sixteenth and seventeenth frets. Sa,
while there are eighteen fretg on the instrument,
there are practically only fouMeen posltions,

In order to reach a note lower by one fret than
the position in which the bhand may be placed at
the time, the first finger is sometimes drawn buck
one fret into a precedlng position, without carry-
ing the other fingers with it. Thus, the hand
heing in the ninth posltion, If it should be neces-
sary to produce C natural at the eight fret of the
first string, the first finger is drawn back one fret,
and after pressing the note resumes its former
place. In such cases the hand Is not consldered as
having been removed from the original position.

It will be apparent front what has been said that
the same note can be produced in different posi-
tions, on different strings, and different fingers.
For instance, the note F, vaturally taken in the
first position by the first inger on the first string,
can be produced as foilows:

On first string by first finger {n first position,
* second.**  ** fourth *“  ** third
. “ e wothird Y “ fourth
. « w wogecond ™ “ filth o
“ o first ¢ ¢ gixth ¢
‘ third °* * fourth * ‘“ seventh *
“oNeT s thied ¢ efghth ¢
“ ‘ . * second ‘“ pinth **
“ « o« fpgt % % fenth
‘ fourth ** ‘* fourth * ‘ eleventh*

While every note lying within the compass of a
position can be produced in that position, yet the
choice of posicion for renderlng a phrase or pas-
sage 1s made on grounds of mechanical necessity,
of convenience, or of quality of sound.

Mechanical necessity. Two notes lying on the
same string, both belng in the compass ot the first,
or any other position, cannot be executed as dou-
ble notes ln that position. Such double notes as
I sharp and A natural, second and fifth frets of
fAirst string, cannot Le played in secaund position,
but the hand may be carried to the fifth positlon
where F sharp can be fingered at the seventh fret

of the second string, and A at the tilth fret of the
first string.

Convenience. In the execution of a passage
containing notes of different range, it is more con-
venlent to piay ail the notes in the same position,
where practicable, than to jump from one p sition
to another. which would otherwise be necessary in
order to reach them. :

Quality of sound. Where sameness of sound is
required in eantabile passages, tlie change from
one string to another must if possible be avoided.
The second and fourth strings belng more sonorous
than the first and third, are sometimes used to play
passages ordinarily played on the Jatter strings.

A complete command of the finger board in all
positions is indispensable in guitar playing, and
this is to be acquired In the shortest time through
stllllids;lol I;hlli“rlsdzlmd glgms.l l;xh the llmowledge of
which, says Ferdinand Sor, 13 the entlre key to
mastery of the guitar, Hre key to tho
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QUESTIONS AND ANSWERS.

Miss M., Cincinnatt, O., asks: “How does the
vibration of a string reach the sounding board of
the guitar so as to make it vibrate?”

Answer: The strings of stringed Instruments
rest upon their bridges, which rest upon the sound-
ing boards to which they transmit the vibrations
of the strings.

(luitarist, Evansville, Ind., writes: *I have a
plece of musle called “La Cachucha,” and would
like to know what the title means.”

Answer: ‘“Cachucha” i3 a Spanish word, the
-name of a Spanish natlonal dance, first brought
into general notice by the celebrated danseuse
Fannle Elssler, who Introduced it in the ballet of
“Le dlable boiteux.” The music is in 3-4 time, and
‘similar to the Bolero. The dance tune wasorigin-
ally sung with gultar accompaniment.

Classical, Detroit, Mich., asks: “What 18 the
rrlle?’l,llng of the work classical as applied to mu-
sie : .

Answer: This term may be said to mean ‘‘of the

first class, or first rank,” and in music is applied

to works in the form whic¢h were ndopted by the
older. universally acknowledged masters. whose
works have held their place in general estimation
for a conslderable length of time. The term is
also applled to new works of the same general
style and form.. as instruméntal works in the so-

. nata form and operas constructed after the re-
celved tradittons. -

Finger Board, Pe'ru, Ind, asks: ““One of the frets
of my gyitar is loose.. llow can I make it irm?”
Answer: “Put it in place with a little good glue

well worked around-the fret, arnd then tighten-a

capo d’ astro over the fret to remain until the glue
-has dried.- . Co o

R
TEACHER3* AND PUPILS’ DICTION- |
. -ARY. ' :

The desire having been expressed that a list of
the best known musicians with brief biographlcal

notes might be published, for the use of teachers

and pupils, we hereby offer such a list. Of course
- we shall only give names of the most famous musi-

cians, and in order to make the collection more |

useful to American teachers and readers, we will
add the names of the best American musiclans.
The sketches must necessarily be very short for we
.cannot turn the Musicai WorLD into a regular diec-
tlonary. - Should any name be omitted address
the editor and state your case. The object of these
‘brief items is mainly to furnish correct dates and
names, with a few leading facts.

Adam, Adolphe Charles, French onera composer;
__born in Paris, 24th of July; died May 3d, 1850.

Abt, Franz Wilhelm, celebrated German song
composer; born in Ellenburg, Saxony, December
22d, 1819; dled March 3lst, 1885, at Wieshaden,
Germany. . ST

Altegri, Gregorio, great Italian church musie
tlsgsgposer; born in Rome, 1380; died. Feburary

Abbot, Emma.well.known American singer; born
1n Chicago, 1850. Sings much in opera.-

Adams, ‘Charles, tenor singer; born in Charles-
tywn, Mass., about 1848.

Albanl, Mary Louise Emma Cecilie, a famous
American apéra singer; born in Chamber. near
Montreal, Canada, 1851. .

Archer, Frederic, excellent organist; born in
Oxford, England. Llves now in America.

"'Albrechtsberger, Johaun G., great theoretical
writer.and composer; born near Vienna (Klos-
{ornenperg), February 3d, 1736: died. March 7th

" 1809. -

Ambros, ‘August Wilh., musical historian; born
in Manth, near Prague, November 17th, 1816; dled
in Vienna, June 28th, 1876.

Arne'.‘ Thomas A./ Engllsvh composer: born In
- ‘London, May 2ith, 1710; dled March .5th, -1778.
Wrote many operas.

Arnold, Samuel, English composer; born in Lon-
;l;n, golzgust 10th, 1740; died in London, October

Ascher, Joseph, plano composer and pianist;
: born of German parentsin London, 1831; died in
" London, June, 1869

Auber, Danlel Franchs Esprit, famous French
. uvperacomposer; born in Caen, January ¢9th, 1782;
‘dled in Paris, May 234, 1871. ©

Albanl, Marletta, famous Ttallan alto singer;
- ;. horn InGeaena, March 10th, 1823 ..

-Francesco Lamperti, the leadin

M&,sie&l Go,séip.

Rubinstein is coming to America.

The Allegheny Handel and Hayden Society have
applied for a charter. )

Madame Albani, the prima donna, will make a
tour in Canada early in 1889, .

Mille. Decca. the young American opera singer,
has obtained a triumphant success at Lille.

Paris will have a musical exhibition in connec-
tion with her world's exhibition next year.

Fraulein Aus der Ohe, the plapiste, will make a
tour of the lending Western cities this season.

Mme: Etelka Gerster is at her home near Bolog-
na. The condition of her health is alarming to
her friends.

Berlin will with her 19 theaters be able to seat
17,500. Not such a great seating capacity for a city
of a million.

Mme. Nordica will make her headquarters
during her visit to the United States at her home
in Dorchester,

The death {s announced, near Bonn, of Gerard
Brassin, a singer and actor long engaged at the
Leipsic Theater. .

. Arthur Percy is engaged for basso roles with the
Montegriffo ‘Opera company, which opened at
Catskill last month.

J. P. McSWeen% a well-known baritone, has
been engaged by Rudolph Aronson for the new

‘Gllbert and Sullivan Opera.

Gilmore’has received several compositions of St.
‘Louis composers, which -will be performed by his
band in the next few weeks.

Miss Emma Hahr, i:pupll of Karl Klindworth,
will take charge of the piano department of the
Elmira College, on January Ist. .

Miss Hope Glenn has arrived in this country and
made her first dppearance as leading contralto at
the Worcester festival held recently.

The remains of Nicolo Piccini, the famous rival
of Gluck, are to be transferred from Cassy, where
he dled in 1800, to*Bari, his birthplace.

-
Little Otto Hegner will give a series of piano

recitals in the British provinces In January and

Fébruary under the direction of Mr. Vert.

Mr. Labor, a blind_organist of Vienna, and a
protege of Princess Frederica of Hanover, pro-
poses to give a serles of concerts in London.

Reginald de Koven, an American composer, isin
Vienna finishing his new opera, “Don Quixote.”
which is to be produced In Vienna this winter.

Miss Anna Marsh has returned to New York
after spending the month of August at Cape
Elizabeth, Me., and September among the Catskills.

The Reque Wagnerienne, of Paris, will cease to ex-
ist. 1t was first published in 1885 and has done

:much for the progress of Wagner's music in

France.

The Fenice Theater of Venice is preparing the
revival on its boards of an interesting, though
leng neglected opera buffa, the “‘La Scuffiara,” by
Paisiello.

Edouard Remenyi, the Hungarian violinist, who
was reported drowned, has written from Cape
Town, South Africa, that he isin capital health
and is doing well.

Signor Perugini is in New York, and wil! join
MecCaull’s Company. He has quite recovered from
his deafness, which two years ago interfered so
seriously with his work.

Beethoven’s “Fidelio” in' French will soon be
given in Brussels. Mons. Gevaert -has changed the
dlalogues into recitatives, and this will be a new
feature of the performance.

The claviharp has been adopted in the La Mon-
nale-Urchestra. Mlle. Dratz, who so skillfully
manipulated the instrument when exhibited in
London last season, is the player.

Misg Dora Wiley, the primadonna who went to
Australia with-the Sherwin Opera Company, has
transferred her allegiance to a concert company,
managed by impresario ‘Allison, of Melbourne.

Marcella Sembrich is sojourning on the borders
of thé Laké of Como, studying with the veteran
sopraho partsin
“Semiramide,” “Norma,” and Verdi’s ‘“Ottelo.”

W.J. Lavin, a_young American tenor, has just
returned from London, where he has appeared
with marked success. He has been engaged as the
leading tenor of the Juch Operatic Concert Com-

| pany.’

The theater in Buenos-Ayres took in 2,094,355
francs during the 24 performances with Patti.
The ‘‘Barbier” brought 113,000 francs, ‘‘Regolette”
63,000. Patti took about a million and a half of the
above suni.

The Baltimore Philharmonle Concerts this sea-
son will be four in number, taking place December
7th, January 4th, February 1st and March 1st. The
soloists will be Mme. Carreno, Rafael Josefty, Har-
old Randolph, pianists; and Dr. Hopkinson, basso.

The cultivation of the art of whistling has been
stimulated by -the success of Mrs. Shaw in the
drawing rooms of London. On arriving home the
renowned whistieress was challenged by Miss Edith
Transom to competé against her for the whistler-
ship of the world and $2,500.

Marcella Sembrich will be a guest in Russia dur-
ing January and February, and then intends to
undertake a larger Scandinavian tour. At theend
of this month the diva leaves Cernobblo on the
Somer See, and returns to her Dresden home to
prepare for her German tour.

Herr August Bungert has, it is stated, just com-
pleted his very ambitlous series of music dramas—
viz., a Tetralogy entitled *Homeric World,” the
third part whereof, “‘Nausica,” i8 to be produced
durlng the-coming winter at New York, undér the
direction of Anton Seidl.

The Parls Grand Opera is actively preparing the
remounting of Saint-Saens’ revised version of his
opera “Henry VIIL.” The work has been reduced
from four to three acts, the composer himself con-
ducts the rehearsals, and the public performances
will most likely commence early this month.

Heinrlch Zollner’s opera_ ‘“Faust,” the first per-
formance of which, at the Landestheater of Prague
took place on the 2d ult., has been exceedingly well
received, .the new work being generally looked
upon as an important addition to the already con-
siderably extended musical “Faust” literature.

The pamphlet by Hans von Bulow which was ex-
pected soon, and in which he was to have touched
on the atfairs of Bayreuth, will not appear. The
composer 93ys in a note dlrected to ad)ubllsher.
that he had destroyed the materials. He was un-
willing to do injury to a cause which Is evidently
dear to hls-artistle soul.

We have received a copy of the essay by Mr.
Fred. Root, entitled “An American Basis of Musi-
cal Criticism.” The paper has been read before
the Chicago Literary Club and appeared first in
the Musical Visitor. The paper is an excelleat one,
worthy of the pen of so able a man as Mr. Root.
leg us more such essays for they are sure to do
good.

Mr. Aronson, of the New York Casino, has or-
ganized a road company which will produce Gllbert
and Sullivan’s new opera, “The Tower,” in Chicago
durinz the latter part of October. The members
of the company will be Bertha Ricca, Sylvia_ Ger-
rish, Edna Dolaro, Kate Gilbert, J.T. Powers, Mark
Smith, David Fisher, W. H. Rieger, Ellis Ryse and
Henry Leoni.

Arrangements have been made between Mr. J. C.
Duff and the Bostonians, whereby the latter opera
company have the exclusive right to **Dorothy”
this season. .The cast wlll include Marie Stone,
Jessie Bartlett Davis, Tom Karl, W. H. McDonald
and Barnaby. The costumes and scenery of the
Standard Theater will be used by the Bostonians.

The audiences in Rowen, France, some years ago
acquired the reputation of being the most critical
and reallstic in the world. A singer appeared in
an opera the scene of which was laid im 1822.
Everything went off very well till a gentleman in
the orchestra arose and exclaimed: “Take off that
breastpin ’ The cause for the demand was asked.
“The lady is wearing a breastpin which contalns a

'photograph — photography was not discovered

when the opera was first produced.” “Take off
the breastpin,” resounded from all parts of the
house. The lady obeyed the demand; she was im-
mediately the reciplent of an ovation, and the
piece proceeded.

A Chicago paper says an alleged musical comedy
called “his Royal Highness,” written by Jacques
Kruger and Arthur Selwyn, opened at the Ilaymar-
ket on Sundav evening to a crowded house. After
the first act the house looked as if it had been
winnowed by a tornado, so many felt that they had
“bhad enough.” There i3 no reason for the title of
the so-called play, which, so far as it is anything,
is a rubbish imitation of ‘“Forbidden Fruit.” Mr.
Kruger has not given himself a good part, and
such as he has he does not do well. He was en-
tirely eclipsed by Mr. James O. Barrows, who has
some business at which one may laugh without
feeling ashamed of it. The chief feature of the
R’iece i3 the really good and pleasant singing by

iss Fellula Evans, of some songs which are as
much out of place in this rubbishy affair as a jewel
in a brass setting. It is well nigh incredible thata
girl with as much vocal and dramaticabllity shoulq
squander her glfts on such bad foolishness, ’
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The Gaitar.

TO CORRESPONDENTS:—All personal letters for
The Editor of the Quitar Department should be adressed
tLo JUSTIN M. HOLLAND, Box 1905, New Or

leans,

a.

All business communications, subscriptions, orders
Sfor muaic, books, etc.,should be addressed to S. BRAIN-
ARD’S SONS, Cleveland, Oho. L. i

Our complete catalogue of guitar musicwill bemailed
Jree to any one on application.

FERDINAND CARULLI.

1II.

It is frequently the case that great musical
geniuses do not appreciate the difficulties which
less gifted persons experience in the study of In-
strumental music. Carulll was certainly an ex-
ception, for not only were his several methods
carefully graded, but he wrote a large number of
studies, collections of easy and progressive pleces,
and lessons particularly designed for beginners on
the guitar. One of the most valuable of these col-
lections is “L’Utile et L' Agreable’” (The Useful and
the Agreeable) known as Op. 114, a collection of
about 90 pages of studies, comprising 48 preludes
and 24 pieces carefully fingered, and leading from
the easlest music in the popular keys to the most
difficult airs and variationsin the sharp and flat
keys,

A very useful collection of easy pleces for begin-
ners 18 “Un Peu de Tout” (A Little of Everything),
Op. 276, consisting of about 70 pages of rondos,
polonaises, Siciliennes, airs from operas, ete.,
carefully fingered and progressively arranged. A
unique collection of preludes is presented in Op.
265, “Improvisations Muslcales,” comprising 54
brlliant preludes In various keys to he committed
to memory and used as introductions to society
pieces. Among other collections for one or two
guitars may be mentioned Op.72 (24 popular airs
for one or two guitars); Op. 120 (Collectlon of Easy
and Progressive Pieces for one or two gulitars); Op.
333 (Grand Collection of Progressive Pieces for one
or two puitars); and 24 duos for two guitars.

Carulli’s concertos for guitar with accompani-
ment of small orchestra are now out of print. 0Of
these there were three: Op. 140, Concerto for Gui.
tar with accompaniment of two violins, alto, bass,
two hautboys. two horns and double basgs: Op. 207,
Two Solos lor Guitar with accompaniment of vio-
lin, alto and bass. or plano-forte; Op. 208, Two
Nocturnes for Guitar, Violin, Alto and Bass, or
Guitar and Piano-forte.

Carulli’s trios are nearly all out of print. We
have in our library the following for guitar, violin
and alto, or flute; Op. 103, Three trios concertants;
0Op. 119, Three Nocturnes; Op. 123, Fantaste; Op.
149, Three Divertisments; Op. 213, Overture of
‘‘“Tancredi;” Op. 240, Overture of “Othello:” Op.
254, Nocturne. The trios for guitars, Op, 92, 131
and 255, were published by Carli, Parls, but are now
out of print.

As a writer of duos for two guitars, Carulll has
had no equal. Of these he wrotea large number,
among which the following may be mentioned as
particularly brilliant and pleasing:

Op. 34, Six petits duos dlaloguees.

Op. 57, Trols petits duos dialoguees.

Op. 89, Trois duos,

. 96, Trols serenades,

. 118, Nocturne concertante.

. 128, Six petits duos nocturnes,

. 143, Trois nocturnes concertantes,

. 146, Trois petits duos,

. 148, Nocturne,

. 290, Rondo et introduction sur un morif d'un
duo de ’opera La Dame Blanche.

(1)1p. 302, Rondo sur la Barcarole favorite de Fio-
rella.

A particularly pleasing feature in Carulll’s guitar
duets is that the leading part alternates from the
first to the second guitar, the accompaniment not
being a mere succession of chords as in the duos of
most writers.

In his duos for guitar and other instruments, the
guitar isgiven the leading part, the other insiru-
ments generally being only an accompaniment.
This class of duos consists principally of sonatas,
divertisments, rondos, waltzes, fantasies and airs
with variations for guitar with accompaniment of
violin, flute, allo or plano. A number of these
compositions are still published in France and
Germany, and can be obtained by those who desire

them.

Carulli’s solo pleces for the guitar comprise so-
natas, sonatines, divertisments, rondaos, waltzes,
dances, fantasies, etc., and number over 200. Dis-
tinguished by artistic finish and close adherence
to classical forms and rules, his compositions
abound in pleasing melodies of easy and natural
flow, bringing out the characteristic effects of the
instrument in a brilliant manner. From the time
of publication these pieces enjoyed general popu-
larity, and for a number of years were the only
gultar muslc used in Paris.

Carulli took up the guitar without music or
teacher. but his was a genius that literally created
something out of nothing. So perfect did he make
his school that with two or three exceptions the
guitarists who have since appeared have adopted
no féature or effects not found in his orlginal
works, and while the guitar exists Ferdinand Car-
ulli will be remembered as the genius who did
more than all others to bring the art of guitar
playing to its present state of prefection.

-— e
TRAINING THE: RIGHT HAND.

A matter of prime consideration in practice of
any kind is the proper posltion of the player.
Equally important is correct piacing of the instru-
ment and hands—all of which has been hitherto
described. The object of practice for geperal im-
provement Is the acquirement of a knowledge of
the finger board, work for the left hand, and force
and agillty in striking the strings with the right
hand. The dutlies of the hands, although correla-
tive, are essentlially diffterent, and the training of
the right hand 18 a matter of greater importance,
requiring more time than that of the left hand.

In training the right hand the first thing to be
acquired is the ‘‘step motion,” the alternate use
of the first and second flngers in scale passages,
arpegglos of three notes, and repeated notes. The
next thing to be considered is the strengthening
of the third inger which Is effected mainly through
practice of chords and arpegegios of four notes.
Giullani and Meriz, alone of the European guitar-
ists, have provided practlcal studies especially de-
signed for training the right hand. A number of
these studies have been reproduced in “Holland’s
Method” which we recommend for this purpose to
those not having the works first mentioned. These
exercises In connection with the scales and chords
to be found in most methods, should he made a
part of the daily practice, as planists make use of
scales and finger exclses. Tt 18 also of great benefit
to practice frequently_exercises in thirds, sixths,
octaves and tenths. One who hasnot experienced
it will be surprised at the great improvement in
fingering which will be apparent after a lew weeks
of such practice.

Mechanical exercises should not, of course, be
used to the exclusion of all other practice, but
when guitarists come to reallze the heneflts to be
derlved frc.n practice of mechanical exercises we
shall have a greater number of good performers
on the instrument.

—_— —.——————

QUESTIONS AND ANSWERS.

Hand, Cleveland, O., writes: ‘“We have had a
dispute and agreed to refer the matter to you;
which is the best hand for playing the guitar, one
with long, tapering fingers, or one with short,
square fingers.”

Answer. Those who profess to believe In “Chi-
romancy’’ tell us that the smooth, conical fingers
belong to the spiriual, the artist hand, while the
knotty, square fingers indicate power and love of
precision; that puetry and song belong especially
to the former, and instrumentation to the latter.
Aguado states that finpers a little loneg and taper-
ing are perferable for gultarists—not too long, for
the advantage to the left hand in that_case would
be a disadvantage to the right hand. It has been
our experience, however, that while the possessors
of tapering fingers make expressive players, those
with square tips become the most correct and
sicilled guitarists.

Exercise, Indianapolis, Ind., asks: ‘“What is the
difference, if any, between exercises, lessons and
studies?”

Answer. Musical exercises are designed to
familiarize the student with the application of
certain rules or theories: lessons are designed as
exercises, not necessarily in connection with a
single rule, but generally including also rules pre-
viously employed in preceding lessons; musical
studies may be deflned as exercises on exceptions,
gir on rules offering difficulties in their applica-

on.

‘inaccuracy and a want of solidity.

VALEDICTORY.

The publishers of the MusicaL WorLDp have con-
cluded to discontinue the Guitar Department, and
this will be, therefore, its last appearance. The
many guitarists who have been interested in the
information given each month cannot feel more

sorrow over the fact than does the editor, who has
freely given much time and study to arousing an
{nterest in this beautiful instrument. The labor
was great, for the guitar has been neglected almost
half a century; information had to be secured
from many sources, and mostly from French and
German works. Even music necessary to enable a
judgment of several of the authors whose blo-
graphies have been glven had to be imported, and
not a little was found to be out of print. Butif in
a few hearts a love has been awakened for the gui-
tar, the writer feels that hislabor was not in vain,
and in parting he returns most heartfelt and
cordial thanks for the sympathy and assurances of
appreciation he has from time to time received.
JusTiN M. HoLLAND.

—
THE CULTIVATION OF MUSICAL
MEMORY.

Musical memory does not present the same
character in all pupils. There is the memory
of the ear, and tﬂat of the mind; the memory
in the fingers, or of routine; the momory in
the mind, or of reason. .

The other kinds of memory may be auxilia-
ries, but they cannot fill the place of the mem-
ory of the mind, the only one that is not fugitive
and which can be depended upon.

The following suggestions will be found use-
ful to those who wish to cultivate a musical

memory.

1. Iyn order to avoid perpetuating mistakes,
one should memorize only what is known cor-
rectly with the music.

2. To exercise the memory, close the book
and play the piece by heart, whether it be well
or badly, asa sort of trial, in order to note
those passages that the ear retains, and those
which must be entirely learned.

3. Strengthen the memory by repeating
severa] times all passages that are retained by
the ear, without connecting them with the pre-
ceding phrase.

4. Apply to the other passages the rules
recommended for mechanism; separate the
forms, analyze them, repeat them and learn
them singly. Observe the design of each pas-
sage; the displacements of the hands; the
right or contrary movements of the parts; the
modulations. Force the ear to retain the mel-
odies, singing them meanwhile; force the mind
to retain the difficult passages, creating at the
same time repeating points. Compare the
passages with one another; remember ome
thing by the aid of another (two ideas con-
nected together, are retained better than a
single one). Recommence each passage from
the point where it is known, pass to the follow-
ing, then lake the whole for the entire Zon-
nection. This work should be done daily, and
above all things very slowly. Itis the only
means for reflection while playing, and for
preventing too close a connection between the
ear and the fingers, a connection that lgads to
It is not
less essential that this work be done mechani-
cally, that is without shadings. A pupil can
not acquire in his memory, at once, perfect
accuracy of the fingers and expression; the
latter is done at hazard, instead of being done
methodically. .

It would also be well to commence and end
the practice of memory by playing the piece
from one end to the other by heart, for instruc-
tion the first time, for recapitulation the sec-
ond.

Exercises should be committed to memory as
far as possible, for then one can better observe
the position of the hands and the movement of
the fingers.

Indeed it is useful to memorize everything
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