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    Talent becomes endurance when a young musician must turn art into a livelihood in a world that does not easily make room for him. Horatio Alger Jr.’s The Young Musician; Or, Fighting His Way belongs to the tradition of nineteenth-century American juvenile fiction, presenting a story of struggle, resourcefulness, and moral resolve. Appearing in the late nineteenth century, it reflects the period’s appetite for uplifting narratives aimed at young readers. The setting is recognizably American, with streets, shops, and parlors that index a society in motion and a culture fascinated by self-improvement. Within this recognizable milieu, Alger frames a tale where music becomes both vocation and lifeline.

The premise is straightforward and compelling: a boy of modest means, gifted musically, faces economic and social pressures that force him to rely on his talent. Circumstances push him into public performance and practical self-support, and the narrative follows his steps through work, setbacks, and small opportunities. Alger’s title signals the story’s core action—“fighting his way” suggests contests not with fists but with perseverance, prudence, and character. The book offers the kind of reading experience Alger’s audience sought: swift-moving episodes, clear motivations, and moral testing. Without revealing later turns, it begins with hardship and points the protagonist toward growth through effort and integrity.

Readers encounter a plainspoken, energetic style that privileges action and outcome over psychological intricacy. Chapters move briskly from challenge to encounter, emphasizing decisions whose consequences are immediately legible. The musical focus adds texture to the familiar pattern: lessons, practice, performance, and the precariousness of earning through art create a distinct atmosphere within Alger’s broader oeuvre. Dialogue and description serve the story’s instructional aims without dampening its momentum. The tone balances sympathy for the protagonist with a steady insistence on self-reliance, presenting virtue as both moral compass and practical strategy. The result is an accessible, didactic narrative shaped to encourage reflection as much as to entertain.

Key themes include perseverance against structural and personal obstacles, the dignity of honest labor, and the formative power of education and mentorship. Music, in this book, is not a mere ornament; it illustrates how talent intersects with opportunity, discipline, and public reception. Alger explores the ethics of ambition—how to advance without sacrificing integrity—and the vulnerabilities of youth in markets that can reward or exploit. The story’s incidents reinforce lessons about thrift, punctuality, and fair dealing, while also acknowledging the role of chance and timely help. Thematically, the novel poses a durable question: what does it take to transform a gift into a sustainable, respectable life?

Situated in late nineteenth-century America, the novel reflects a culture shaped by mobility, urban growth, and expanding print markets. Alger, a prolific author known for rags-to-respectability narratives, wrote for readers eager for moral clarity and hopeful trajectories. The Young Musician aligns with that readership while adapting the pattern to the arts, where success hinges on training, exposure, and public taste. The book’s didactic current matches the period’s self-help ethos, presenting character as capital in an economy of reputation. Its scenes of bargaining, practice, and performance mirror contemporary anxieties about work, status, and the uncertain path from youthful promise to adult security.

For modern readers, the novel’s questions retain resonance: Who gains access to artistic careers, and how do talent and circumstance share the stage? What compromises does precarious work demand, and what forms of solidarity or mentorship can offset risk? The story invites reflection on the narratives cultures tell about success—how much credit goes to grit, how much to luck, and how social networks intervene. It also offers a lens on the pressures young people face when their skills become their safety net. In this sense, Alger’s tale is more than an artifact; it speaks to continuing debates about opportunity, merit, and fairness.

Approached today, The Young Musician offers a concise, earnest journey through adversity toward earned stability, with enough reversals to engage without overwhelming. Readers can expect a hopeful mood, clean prose, and a finale shaped by the same moral arithmetic that governs the opening moves. The pleasures here are traditional ones: a sympathetic protagonist, recognizable trials, and the steady beat of progress through effort. The musical frame adds color and stakes, inviting consideration of art as work and work as character. Entering without spoilers, one finds an instructive story that also prompts larger conversation about the promises and limits of the self-made ideal.
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    Set in late nineteenth-century America, the story follows a resourceful boy of modest means whose remarkable ear for melody and steady work habits set him apart. At home, frugality is a necessity, and family duty weighs as heavily as youthful ambition. Early chapters sketch the local milieu of small-town trades, crowded schoolrooms, and church choirs, establishing the social ladder he must climb. His musical promise is not romanticized; it is shown as craft, requiring practice, patience, and small, steady gains. A household reversal brings urgency to his plans, and the boy resolves to make his talent serve both livelihood and honor.

An inciting financial threat—partly legal, partly personal—presses the family, narrowing options and prompting decisive action. The protagonist chooses music as his avenue, not because it is easy, but because it is the one skill he can honestly market. He secures a serviceable instrument, negotiates for instruction when possible, and accepts humble engagements. Determined to contribute, he weighs the risks of leaving home for a larger town where theaters, concert rooms, and churches create real demand for players. The narrative emphasizes self-reliance and preparation: saving small sums, learning to read contracts, and seeking references to build a reputation from the ground up.

Initial city experiences mix hope and hard reality. A boardinghouse bed, careful budgeting, and odd jobs balance rehearsals and auditions. He learns quickly that talent must be matched by reliability: arriving on time, reading parts cleanly, and adapting to different ensembles. Some employers promise exposure but pay poorly; others test character by proposing shortcuts. The boy declines questionable offers, preferring slow, honest progress. A seasoned musician recognizes his diligence, offering practical guidance and occasional lessons. Modest successes follow—playing in church services, filling in at a theater, accompanying singers—enough to remit money home. Letters exchanged with family punctuate these chapters with purpose and restraint.

Conflict takes shape through a rival and through systems that privilege connections over merit. A youth with smoother manners and better backing angles for the same seats, spreading rumors about the newcomer’s competence and character. A carelessly handled score and a damaged instrument hint at sabotage, though proof is elusive. The protagonist meets these pressures by redoubling practice and cultivating allies who value fairness. He also demonstrates quiet generosity—helping a younger player master a difficult passage—earning private goodwill that later matters. The city’s moral crosscurrents are clear: temptations abound, yet steady conduct and courtesy gradually distinguish him from louder, more reckless contenders.

A turning point arrives with the chance to audition for a more prominent post—either a principal chair in a small orchestra or a visible solo in a church with a discerning audience. Preparation is thorough but not glamorous: transposition drills, sight-reading under pressure, and prudent rest. A setback complicates the day, forcing last-minute adjustments that test poise more than virtuosity. The performance is not portrayed as miraculous; rather, it is competent, expressive, and marked by composure. He earns notice from listeners who matter, though advancement remains contingent on continued proof. This measured recognition confirms that skill, not luck, is the path forward.

Meanwhile, the domestic thread tightens. News from home reports mounting pressure from a creditor or guardian whose claim could dispossess the family. The boy returns briefly, trying to convert small savings and careful records into leverage. A sympathetic professional offers advice, helping him assert rights without rancor. Though the immediate crisis is only partially eased, the episode reinforces the story’s ethic: knowledge and calm persistence often count as much as cash. Back in the city, he reassesses goals, determined to secure steadier income. The narrative uses these chapters to connect personal growth with duty, keeping family welfare at the center of his choices.

With routine engagements accumulating, he learns the business side of art: negotiating clear terms, avoiding debt, and protecting time for practice. His reliability leads to better placements, while a principled act—returning lost property or speaking up for a colleague—introduces a benefactor who respects character as much as talent. This acquaintance opens doors to instruction and performances otherwise out of reach, yet expectations remain high. The boy understands that patronage is not a shortcut but an opportunity to work harder. Alger’s sequence underscores gradual ascent built on savings, study, and small honors, insisting that advancement rests on daily habits, not sudden windfalls.

As prospects brighten, opposition intensifies. The rival, threatened by the newcomer’s steady rise, presses a damaging allegation that jeopardizes his engagements and reputation. Public opinion wavers, and contracts are held in suspense. The protagonist responds with documentation, witnesses, and the quiet confidence of consistent conduct. Allies speak, facts are checked, and pressure slowly lifts. The ordeal yields a pivotal invitation—an appearance or position that promises durable standing if he performs to standard. Without revealing the final turn, the narrative here aligns adversity and opportunity, showing how crises can consolidate support and clarify identity when met with patience and unflustered truth.

The concluding movement gathers the book’s themes into a clear message. Talent matters, but discipline, honesty, and usefulness matter more; fortune may tilt, yet steady labor builds a platform that outlasts luck. Music functions as both livelihood and schooling, training attention, humility, and cooperation. Family duty anchors ambition, keeping success measured by security as much as applause. Class barriers exist, but fair-minded mentors and transparent effort can bridge them. While the ultimate outcome is reserved for the final pages, the story’s essence is plain: a young person, by practicing a craft and upholding integrity, can fight his way toward stability and respect.
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    Horatio Alger Jr.’s The Young Musician; Or, Fighting His Way is set in the Reconstruction-era North, roughly the late 1860s to the 1870s, when American cities like New York and Boston were expanding rapidly. Its locales echo boardinghouses, small-town depots, concert saloons, music halls, and bustling streets threaded by horse cars and early elevated lines. The atmosphere reflects a society adjusting to the post–Civil War economy: farm-to-city migration, the rise of wage work, and a nascent web of charities and reform institutions. The novel’s world situates a striving youth amid tenements, storefronts, and public amusements, where musical skill could be monetized in parlors, on sidewalks, and in civic venues tied together by the growing rail network.

The single most shaping context for Alger’s tale is postwar urban poverty and the developing child-welfare infrastructure. In New York, Charles Loring Brace founded the Children’s Aid Society in 1853 to assist homeless and working children through shelters, industrial schools, and job placement. Its Newsboys’ Lodging House opened in 1854, offering beds, meals, and lectures intended to inculcate thrift and sobriety. Alger moved to New York in the late 1860s, frequented these institutions, and wrote from firsthand contact with newsboys, bootblacks, and itinerant performers. Police courts, truant officers, and benevolent societies formed a new civic web that regulated street trades and sought to channel youthful energy into wage labor and schooling. Street music, central to the novel’s theme, intersected directly with this world: children performed on corners, in ferry terminals, and outside theaters, sometimes under exploitative middlemen. The New York Society for the Prevention of Cruelty to Children (NYSPCC), created in 1874 by Henry Bergh and Elbridge T. Gerry after the Mary Ellen Wilson case, targeted child begging and coercive guardianship arrangements. Campaigns against the padrone system and against unlicensed street performance framed a moral debate about free enterprise versus protection from exploitation. The book mirrors this debate by dramatizing a boy who turns musical talent into honest income while navigating predatory adults, the discipline of savings banks, and the search for respectable patrons. Its plot implicitly references the routines and rules of lodging houses, the value placed on evening schools, and the increasingly interventionist role of reformers who believed character could be molded through steady work, punctuality, and temperance—an institutional backdrop that gives the narrative its credible urban texture and moral stakes.

Industrialization and the railroad boom reshaped the opportunities and risks available to ambitious youths. U.S. railroad mileage grew from about 30,000 miles in 1860 to roughly 53,000 in 1870 and more than 93,000 by 1880. The completion of the first transcontinental railroad in 1869 connected small towns to metropolitan markets and enabled itinerant musicians, lecturers, and agents to circulate more easily. Express companies and the postal system expanded sheet-music distribution. In Alger’s world, a protagonist could plausibly leave a rural village, ride the rails to a city, and piece together gigs or apprenticeships, while the same networks exposed him to ticket-of-leave swindlers, confidence men, and the volatility of wage markets.

Immigration and the padrone system form a critical social backdrop. Large Irish and German communities dominated mid-century migration, and growing numbers of Italians began arriving in the 1870s. Some Italian children were bound to padroni who organized street performances and extracted their earnings. Publicized abuses prompted investigations and legislation; Congress enacted the Padrone Act in 1874 to suppress the importation and coercion of foreign minors for begging and performance. Alger’s long-standing interest in street musicians, visible in his engagement with reformers and in his 1872 portrayal of an Italian fiddler in Phil the Fiddler, informs The Young Musician’s depiction of performance as both livelihood and potential site of exploitation.

Urban political machines and corruption, especially in New York City under Tammany Hall, shaped the civic environment. The Tweed Ring, led by William M. Tweed, dominated municipal contracting from about 1868 until investigative reporting and Thomas Nast’s cartoons helped expose the fraud in 1871, leading to Tweed’s downfall. Patronage permeated police, courts, and licensing regimes that governed street trades and amusements. This climate informs Alger’s moral geography: honest labor and small capital—savings books, tools, or an instrument—stand against graft, favoritism, and predatory intermediaries. The novel’s encounters with officials, landlords, and employers echo a city where access and protection could be bought but also contested by reform-minded citizens.

The Panic of 1873 and the ensuing Long Depression (in the United States, roughly 1873–1879) constituted the era’s defining economic shock. The collapse of Jay Cooke and Company on 18 September 1873 triggered bank failures, a stock exchange shutdown, and widespread unemployment. Wage cuts and joblessness culminated in the Great Railroad Strike of 1877, beginning in Martinsburg, West Virginia, and spreading to Baltimore, Pittsburgh, Chicago, and St. Louis, where troops and militias clashed with workers. For youths on the margin, this meant irregular work, falling piece rates, and sharper competition for small jobs. Alger’s emphasis on thrift, multiple income streams, and reputation responds to this precarious economic landscape.

The period saw a maturing American musical economy. Parlor music flourished in middle-class homes, supported by sheet-music firms such as Oliver Ditson in Boston and by piano makers like Steinway, which opened Steinway Hall in New York in 1866 and developed Steinway Village in Astoria around 1870. Public concert life expanded through venues like Boston Music Hall (1852) and touring orchestras; Theodore Thomas founded his orchestra in 1864 and popularized symphonic repertoire via national tours in the 1870s. Public schools increasingly offered music instruction, and lyceum and Chautauqua circuits (the latter founded in 1874 in western New York) blended education and entertainment. The novel’s focus on musicianship aligns with these emerging ladders of cultural mobility.

As social critique, the book frames self-help within, rather than above, the institutions and inequities of the Gilded Age city. By portraying a boy who must monetize talent under scrutiny from police, landlords, and middlemen, it exposes child exploitation, the instability of casual labor, and the moral hazards of patronage and graft. Its reliance on charities, lodging houses, and evening schools underscores how private philanthropy and nascent public regulation attempted to fill gaps left by market volatility. The narrative implicitly contests deterministic class boundaries while acknowledging structural obstacles—immigrant vulnerability, economic shocks, and municipal corruption—that complicate the period’s optimistic rhetoric of opportunity.
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“As for the boy,” said Squire Pope[1], with his usual autocratic air, “I shall place him in the poorhouse.”

“But, Benjamin,” said gentle Mrs. Pope, who had a kindly and sympathetic heart, “isn't that a little hard?”

“Hard, Almira?” said the squire, arching his eyebrows. “I fail to comprehend your meaning.”

“You know Philip has been tenderly reared, and has always had a comfortable home—”

“He will have a comfortable home now, Mrs. Pope. Probably you are not aware that it cost the town two thousand dollars last year to maintain the almshouse[2]. I can show you the item in the town report.”

“I don't doubt it at all, husband,” said Mrs. Pope gently. “Of course you know all about it, being a public man.”

Squire Pope smiled complacently. It pleased him to be spoken of as a public man.

“Ahem! Well, yes, I believe I have no inconsiderable influence in town affairs,” he responded. “I am on the board of selectmen, and am chairman of the overseers of the poor, and in that capacity I shall convey Philip Gray to the comfortable and well-ordered institution which the town has set apart for the relief of pauper[3]s.”

“I don't like to think of Philip as a pauper,” said Mrs. Pope, in a deprecating tone.

“What else is he?” urged her husband. “His father hasn't left a cent. He never was a good manager.”

“Won't the furniture sell for something, Benjamin?”

“It will sell for about enough to pay the funeral expenses and outstanding debts-that is all.”

“But it seems so hard for a boy well brought up to go to the poorhouse.”

“You mean well, Almira, but you let your feelings run away with you. You may depend upon it, it is the best thing for the boy. But I must write a letter in time for the mail.”

Squire Pope rose from the breakfast-table and walked out of the room with his usual air of importance. Not even in the privacy of the domestic circle did he forget his social and official importance.

Who was Squire Pope?

We already know that he held two important offices in the town of Norton. He was a portly man, and especially cultivated dignity of deportment. Being in easy circumstances, and even rich for the resident of a village, he was naturally looked up to and credited with a worldly sagacity far beyond what he actually possessed.

At any rate, he may be considered the magnate of Norton. Occasionally he visited New York, and had been very much annoyed to find that his rural importance did not avail him there, and that he was treated with no sort of deference by those whom he had occasion to meet. Somehow, the citizens of the commercial metropolis never suspected for a single moment that he was a great man.

When Squire Pope had finished his letter, he took his hat, and with measured dignity, walked to the village post-office.

He met several of his neighbors there, and greeted them with affable condescension. He was polite to those of all rank, as that was essential to his retaining the town offices, which he would have been unwilling to resign.

From the post-office the squire, as he remembered the conversation which had taken place at the breakfast-table, went to make an official call on the boy whose fate he had so summarily decided.

Before the call, it may be well to say a word about Philip Gray, our hero, and the circumstances which had led to his present destitution.

His father had once been engaged in mercantile business, but his health failed, his business suffered, and he found it best-indeed, necessary—to settle up his affairs altogether and live in quiet retirement in Norton.

The expenses of living there were small, but his resources were small, also, and he lived just long enough to exhaust them.

It was this thought that gave him solicitude on his death-bed, for he left a boy of fifteen wholly unprovided for.

Let us go back a week and record what passed at the last interview between Philip and his father before the latter passed into the state of unconsciousness which preceded death.

“Are you in pain, father?” asked Philip, with earnest sympathy, as his father lay outstretched on the bed, his face overspread by the deathly pallor which was the harbinger of dissolution.

“Not of the body, Philip,” said Mr. Gray. “That is spared me, but I own that my mind is ill at ease.”

“Do you mind telling me why, father!”

“No; for it relates to you, my son, or, rather, to your future. When my affairs are settled, I fear there will be nothing left for your support. I shall leave you penniless.”

“If that is all, father, don't let that trouble you.”

“I am afraid, Philip, you don't realize what it is to be thrown upon the cold charities of the world.”

“I shall work for my living[1q],” said Philip confidently.

“You will have to do that, I'm afraid, Philip.”

“But I am not afraid to work, father. Didn't you tell me one day that many of our most successful men had to work their way up from early poverty!”

“Yes, that is true; but a boy cannot always get the chance to earn his living. Of one thing I am glad; you have a good education for a boy of your age. That is always a help.”

“Thanks to you, father.”

“Yes; though an invalid, I have, at all events, been able to give private attention to your education, and to do better for you than the village school would have done. I wish I had some relative to whom I might consign you, but you will be alone in the world.”

“Have I no relatives?” asked Philip.

“Your mother was an only child, and I had but one brother.”

“What became of him, father?”

“He got into trouble when he was a young man, and left the country. Where he went to I have no idea. Probably he went first to Europe, and I heard a rumor, at one time, that he had visited Australia. But that was twenty years ago, and as I have heard nothing of him since, I think it probable that he is dead. Even if he were living, and I knew where he was, I am not sure whether he would make a safe guardian for you.”

“Have you any advice to give me, father?” asked Philip, after a pause. “Whatever your wishes may be, I will try to observe them.”

“I do not doubt it, Philip. You have always been an obedient son, and have been considerate of my weakness. I will think it over, and try to give you some directions which may be of service to you. Perhaps I may be able to think of some business friend to whom I can commend you.”

“You have talked enough, father,” said Philip, noticing his father's increasing pallor and the evident exertion with which he spoke. “Rest now, and to-morrow we can talk again.”

Mr. Gray was evidently in need of rest. He closed his eyes and apparently slept. But he never awoke to consciousness. The conversation above recorded was the last he was able to hold with his son. For two days he remained in a kind of stupor, and at the end of that time he died.

Philip's grief was not violent. He had so long anticipated his father's death that it gave him only a mild shock.

Friends and neighbors made the necessary arrangements for the funeral, and the last services were performed. Then, at length, Philip realized that he had lost his best earthly friend, and that he was henceforth alone in the world. He did not as yet know that Squire Pope had considerately provided him with a home in the village poorhouse.











CHAPTER II. PHILIP AT HOME.


Table of Contents



When the funeral was over, Frank Dunbar, whom Philip regarded as his most intimate friend, came up to him.

“Philip,” he said, “my mother would like to have you spend a few days with us while you are deciding what to do.”

“Thank you, Frank!” answered Philip. “But until the auction I shall remain at home. I shall soon enough be without a home.”

“But it will be very lonely for you,” objected Frank.

“No; I shall have my thoughts for company. When I am alone I can think best of my future plans.”

“Won't you come to our house to meals, then?”

“Thank you, Frank! I will do that.”

“When is the auction to be?”

“To-day is Monday. It is appointed for Thursday.”

“I hope there will be something left for you.”

“There will be about enough left to pay my father's small debts and his funeral expenses. I would not like to have him indebted to others for those. I don't think there will be anything over.”

Frank looked perplexed.

“I am sorry for you, Phil,” he said. “I wish we were rich, instead of having hard work to make both ends meet. You would not lack for anything then.”

“Dear Frank,” said Philip earnestly, “I never doubted your true friendship. But I am not afraid that I shall suffer. I am sure I can earn my living.”

“But why do you shut yourself up alone, Philip?” asked Frank, not satisfied to leave his friend in what he considered the gloomy solitude of a house just visited by death.

“I want to look over my father's papers. I may find out something that I ought to know, and after the auction it will be too late. Father had some directions to give me, but he did not live long enough to do it. For three days I have the house to myself. After that I shall perhaps never visit it again.”

“Don't be downhearted, Philip,” said Frank, pressing his hand with boyish sympathy.

“I don't mean to be, Frank. I am naturally cheerful and hopeful. I shall miss my poor father sadly: but grieving will not bring him back[2q]. I must work for my living, and as I have no money to depend upon, I cannot afford to lose any time in forming my plans.”

“You will come over to our house and take your meals!”

“Yes, Frank.”

Frank Dunbar's father was a small farmer, who, as Frank had said, found it hard work to make both ends meet. Among all the village boys, he was the one whom Philip liked best, though there were many others whose fathers were in hotter circumstances. For this, however, Philip cared little. Rich or poor, Frank suited him, and they had always been known as chums, to adopt the term used by the boys in the village.

It may be thought that as Philip's circumstances were no better, such an intimacy was natural enough. But Philip Gray possessed special gifts, which made his company sought after. He was a fine singer, and played with considerable skill on the violin—an accomplishment derived from his father, who had acted as his teacher. Then he was of a cheerful temperament, and this is a gift which usually renders the possessor popular, unless marred by positive defects or bad qualities. There were two or three young snobs in the village who looked down upon Philip on account of his father's poverty, but most were very glad to associate with our hero, and have him visit their homes. He was courteous to all, but made—no secret of his preference for Frank Dunbar.

When Philip parted from Frank, and entered the humble dwelling which had been his own and his father's home for years, there was a sense of loneliness and desolation which came over him at first.

His father was the only relative whom he knew, and his death, therefore, left the boy peculiarly, alone in the world. Everything reminded him of his dead father. But he did not allow himself to dwell upon thoughts that would depress his spirits and unfit him for the work that lay before him.

He opened his father's desk and began to examine his papers. There was no will, for there was nothing to leave, but in one compartment of the desk was a thick wallet, which he opened.

In it, among some receipted bills, was an envelope, on which was written, in his father's well-known hand:

“The contents of this envelope are probably of no value, but it will be as well to preserve the certificate of stock. There is a bare possibility that it may some day be worth a trifle.”

Philip opened the envelope and found a certificate for a hundred shares of the Excelsior Gold Mine, which appeared to be located in California. He had once heard his father speak of it in much the same terms as above.

“I may as well keep it,” reflected Philip. “It will probably amount to nothing, but there won't be much trouble in carrying around the envelope.” He also found a note of hand for a thousand dollars, signed by Thomas Graham.

Attached to it was a slip of paper, on which he read, also in his father's writing:

“This note represents a sum of money lent to Thomas Graham, when I was moderately prosperous. It is now outlawed, and payment could not be enforced, even if Graham were alive and possessed the ability to pay. Five years since, he left this part of the country for some foreign country, and is probably dead, and I have heard nothing from him in all that time. It will do no harm, and probably no good, to keep his note.”

“I will keep it,” decided Philip. “It seems that this and the mining shares are all that father had to leave me. They will probably never yield me a cent, but I will keep them in remembrance of him.”

Phillip found his father's watch. It was an old-fashioned gold watch, but of no great value even when new. Now, after twenty years' use, it would command a very small price at the coming sale.

Ever since Philip had been old enough to notice anything, he remembered this watch, which was so closely identified with his father that more than anything else it called him to mind. Philip looked at it wistfully as it lay in his hand. “I wish I could keep it,” he said to himself. “No one else will value it much, but it would always speak to me of my father. I wonder if I might keep it?”

Philip had a mind to put it into his pocket, but the spirit of honesty forbade.

“It must be sold,” he said, with a sigh. “Without it there wouldn't be enough to pay what we owe, and when I leave Norton, I don't want any one to say that my father died in his debt.”

There was nothing else in the desk which called for particular notice or appeared to be of any special value. After a careful examination, Philip closed it and looked around at the familiar furniture of the few rooms which the house contained.

There was one object which he personally valued more than anything else. This was his violin, on which he had learned all that he knew of playing. His father had bought it for him four years before. It was not costly, but it was of good tone, and Philip had passed many pleasant hours in practicing on it.

“I can take this violin, at any rate,” said Philip to himself. “It belongs to me, and no one else has a claim on it. I think I will take it with me and leave it at Frank Dunbar's, so that it needn't get into the sale.”

He put back the violin into the case and laid it on one side. Then he sat down in the arm-chair, which had been his father's favorite seat, and tried to fix his mind upon the unknown future which lay before him.

He had sat there for half an hour, revolving in his mind various thoughts and plans, when he heard a tap on the window, and looking up, saw through the pane the coarse, red face of Nick Holden, a young fellow of eighteen, the son of the village butcher.

“Let me in!” said Nick; “I want to see you on business.”











CHAPTER III. NICK HOLDEN'S CALL.
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Philip had never liked Nick Holden. He was a coarse, rough-looking boy














































































CHAPTER IV. THE AUCTION.
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 “Though on pleasure bent, he had a frugal mind.”
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