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George O. Dobson, the well-known banjo player and James Gordon Bennett was one of hjs first pupils in that 
teacher, today stands at the head of his profession. To city. In 1870 he came to Boston, where, at 294 Shaw­
him more than to any other individual or number of in- mut Avenue, he has since lived, and where he has taught 
dividuals is due the wide-spread popularity of the banjo with equally great success. Among his many pupils 
in all circles of society. This has been accomplished may""'be mentioned Lotta, Judie, and a daughter of 
primarily by the attention which Mr. Dobson. h,as for Lawrence Barrett. Mr. Dobson frequently appears on 
years given to improving the instrument, until it now the concert platform, and always achieves signal tri­
seems perfect in all its parts.- Compared with what it umphs. He is an author of repute, having written seven 
was a quarter of a century ago, and with its musical different works which have attained a great sale, and 
limitations then, the banjo- of the present is practically his instruction books· are not only standard, but ind~eed 
a, new instrument of great popularity. As a player and the only ones of the kind in use. In directing the man­
teacher of the instrument, he stands at the head of all ufacture of the banjo, -Mr. Dobson stands without a ri­
others. Mr. Dobson was born in Williamsburg, N. Y., val. His thorough knowledge of music, his familiarity 
about forty years ago, and inherited and early exhibited with this instrument, his experience as performer and 
strong musical talent. The banjo was the instrument teacher, have all been &.pplied by him in improving the 
to which his attention was first attracted in a marked de- instrument so that the banjos made under his personal 
gree, and he soon mastered the instrument, his playing supervision are everywhere acknowledged to be the best 
when a, mere boy attracting the attention of leading the- in the world. In his superb " Victor" banjo.it may well 
atrioal and concert managers of N~w York, Philadelphia, be believed that he has attained perfection. Certain it 
Baltimore, Washington, and other cities South and West. is that no other banjo has ever been or is now made that 
He first began teaching in New York, where he at o!lce compares with this in all those qualities of beauty and 
took high I"ank, and met with immediate success. ot tone that 'go to- make up the perfect instrument. 



"VICTOR" 

BARIO IIA1'lJAL 
BY GEO. C. DOBSON. 

PART I. 

RUDIMENTS. 
RELATIVE VALUE OF NOTES. 

Every musical sound is expressed by characters 
called Notes·; and, as these sounds may be long or 
short, their duration is indicated by a particular form 
of the note. 

The longest sounds are designated by this charac­
-ter, s, which is called a WHOLE NoTE, the duration or 
time of which is determined by counting four, or mak­
ing four beats by movements of the hand or foot. 
When . measured by the hand, the direction is made in 
the following order :-down, left, right, up. 

A sound continued but half the time, that is, while 
counting two, or making two beats, is expressed by a 
HALF NOTE, the stem of which may be turned either 
upward or downward, thus : J F 

A QUARTER NOTE, the time of which is but one beat, 
is made thus: ,J or f' with the stem either way. 

All notes of shorter duration are expressed by bars 
across the stems, thus: EIGHTH NoTE, J'- or ~-

A SIXTEENTH NOTE, thus:}. or e 
A THIRTY-SECOND NoTE, thus : -~ or I 
When several notes of the same character fol1ow in 

succession, the bars are usually connected in this man• 
ner. Eighth notes with one bar, thus : J"; ,;7':, 

Sixteenth notes with two bars, thus : = =~ 
••••• 

Thirty-second notes with three bars, thus: a HH 
••••• 

Often we find eighth and sixteenth notes connected 
in this manner, I ~ r i-- I I . --" . "" ". And various other combinations, as follows: 

JlJ:a. JJ f J ~ 
TABLE OF THE NOTES AND THEIR PROPORTIONS. 

One whole note. - 6i 

is equal to two half notes, d ' d 

,, is equal to four quarter notes, I I l . I 
" II • " 

is equal to eight eighth notes, J I I I I I ,J I 

" I • • • • • 
is equal to sh.teen sixteenth notes, I j : i I ; ; I I I ; I I I I J ,J l ,J ,J ,J ,J I ,J ,J J • • • • • • 
is equal to thirty-two thirty-second notes. . lj lj~ I I l 1 : : 1 : : n 1 : : 1 1 1 =~ .i=.~~ JJJJJJJJ JJJJJJJ~ JJJJJJJJ 
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THE STAFF. 

As every note has a definite tone or pitch, being ei­
ther high or low) the sound is indicated by its position 
upon a staff, which consists of five parallel lines, and 
their intermediate spaces, the under line being called 
the first line, :and the lowest space the first space. 

THE 5TAFF. 

~~~e.---------------J!'ourthspace. 
Third line. l'd ~ 
Becond line. ~tn~ 
J'irstline. ------------------- --

A note is on the line when the line passes through 
it, and on the space when between the lines. 

On the 2d I.me. On the 3d space. 

I a 

When more than five lines are required to designate 
any particular note that is too high or too low to be rep­
r-esented upon the staff, we use small lines both above 
and below the staff. These lines are called LEGEk '. 

LINES, and are designated as the first leger line above, 
second leger line above, &c., or first leger line below, 
second leger line below, &c. 

The first note above the staff is said to be upon the 
space above. 

Spacer Above. 
Leger lines above. 

f .__ -----~ 
Leger lines below. 

Spaces below. 

A duet for two violins, or for Flute and Violin, would 
be connected thus:-

Music fot the Piano-Forte, or Melodeon, thus:--

THE RESTS. 

Irvery note has its corresponding REST, denoting si­
lenee. Gr- a stop. They are placed upon any particular 
line or space of the staff, but in such order as best ac­
commodates the eye,-sometimes being above the staff 
and sometimes beneath. 

A whole rest, corresponding with the whole note In 
respect to time, is situated under the fourth line. A 
half rest is situated above the third line. A quarter rest 
turns to the right. An eighth ~est turns to the left. 

The first note below the staff is said to be upon the THE USE OF NoTES AND THEIR CORRESPONDING RESTS. 
space below. 

All Staffs commence with a character called a CLEF. 

There ar~ two clefs in common use. The TREBLE, 

or G CLEF,, which is used for the right hand in Pi-

ano-Forte or Melodeon music, also for all music writ­
ten for the Violin, Guitar, Flute, Banjo, Accordeon, 

Flageolet, Fife and Clarionet. The B:Ass, or F CLEF,~ 

is used for t~e left hand in Piano-Forte or Melodeon 
music, also for the Violoncello, Double Bass, &c. 
When music is written for two or more instruments 
or voices, the staves are connected by a BRACE~ 

w 

Whole Rest. 

a 

Eighth Rest. 

- t I 
Half Rest. Quarter Rest. 

I ~- I ~ I 

Sixteenth Rest. Thirty..second Rest. 
..,:_, -~ 

I f: p-fl 
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A Tis ..-- above or below two or more notes that 
have the same situation upon the staff, shows that they ~ is equal to§ J _p 
are to be performed as one note, the duration of which E~ ~ - J 
is equal to the time of all combined. 

~ ~ is equivalent to one note, the time of 
ti:,1--w+1~.-1a~..._....---.i~ which is eight beats. 

LJt ,.... , J ) } is equivalent to one note, the 
tEl1:P!Jl:::::!..:~.A:::;::s~s~~~:::::1J time of which is seven beats. 

When the slur or tie is placed over or under any 
combination of notes that are on different lines and 
spaces, it signifies that they must be performed in a 
smooth and connected manner, which is called a Le­
gato movement, and is written thus:-

~-J 
rc:±ili!I I ~uivalent to one note or five f' @ r r [[s,7=~m~· YJ!t:ffi 

~-J I !:a~~~ivalent to one note of six 

By combinations of this sort we can express a sound 
of any duration required. 

A dot fallowing a note or rest makes it half as long 
again. 

equal~ . _ .• equal . - _ is ,~is~-
to t~l __ to -.._.. 

ti J . j IB equal to p_lj 
Rests are never tied, but are arranged one after the 

other until the required time is made up, thus:-

w I - ,---,-1 
When more than one bar rest is re'luired, it is indi­

cated as follows :-

~~=§I=~ 
t ban. 3 ban. , ban. 5 bars. 6 ban.- 1 ban. S bars. 9 ban. 

Two dots placed af~er a note, or rest makes it three­
fourths longer than its actual length, thus:-

Dots placed above or below any series of notes in­
dicate the opposite style of playing, which is termed 
Staccato, signifying in a marked and distinct style, 
represented as follows:-

Written. Played. 

When marked in this manner; each note must be 
made particularly shortt and very dis~inct. . 

Written. Played. 

~f.~~ 
We frequently find the Legato and Staccato move­

ments combinedt which mostly occurs in music written 
for the violin, and is played by detaching the notes 
with the movement of the bow in one direction, either 
up or down. 

A Triplet is a group of three notes played in the 
time of two. 

A figure 3 is always placed over or under a triplet. 
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A figure 6 signifies that six notes are to be played in 
the time of four. 

Other combinations of notes are made, and thecnum­
ber marked above them, thus: 

Seven to be played in the time of four. 

Ten to be played in the time of eight. 

2d leger line below. A A 0 

4 Second space. 1st leger line above. 
1 

• 
A 1st eger line below. 

C 0 D D .... ~ 

~-J 
+-
i I[ I I f I q -. 

Third space. 2d leger line above. Space below. Fourth line. D, &c., 

The notes upon the lines are 

[$ J ~ ~ f f I 
E G B D F 

The notes upon the spaces spell the word Fae1. 

r 
Nine to be played in the time of eight, &c., F A C E 

THE Sc~LE. 

SHARPS AND FLATS. 

The pitch of any note may 1le changed by prefixing 
any of the following characters. 

f(jf A SHARP before a note raisesit a Semitone. 

Notes are named after the first seven letters of the 
Alphabet, A, B, C, D, E, F, G. When thesenotes If A FLAT before a note lowers it a Semitone. 
follow in regular succession, they form what is called 
a SCALE. It will be observed that notes of the same f 
name or letter occur several times in a regular scale, * A DouBLE SHARP raises a note a whole tone. 

but always in a different position on the staff. 

THE SCALI!!. 

~ ;_J ~ I ! 
-+ ..... .... .... 
A B C D E ·F 

~ s- ~ 
.... 

r r I 
C D E F G A 

I ~ ti 

G .A 

.fl- E I 

B 0 

~ 

B 

.fl-
+-
I 

D 

I 

E~ A DouBLE FLAT lowers a note a whole 
E!@=::- tone. 

~ _ A NATURAL contradicts a flat or sharp. 

~ or :J:, restores the single flat or sharp . 

Flats or Sharps placed at the commencement 01 • 
piece of music affect every note throughout the piece 
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apon the lines and spaces where they are situated.; 
also, any other notes of the same letter upon the staff. 

Any fiat or sharp that is not so situated is called an 
AccmENTAJ. 

Fl Fl- Cl Cl C# 

rg!u 
~ 

~ ~ 
I I ~ I ... 

Written. Played. 

Written. Played. 

Sharps and flats before a piece of music are called 
Here every F and C are to be made sharp, no mat- the Signature. 

ter what their situation upon -the staff. 

m B2 B2 

tf ~ 
.,,_ 
I I I .... 

When flats are situated in the same position, the ef­
fect is the same as that of the sharps. 

All music is divided into equal portions of time by 
perpendicular lines called BARS, and the music between 
any two bars is called a MEASURE. When an acciden­
tal sharp, flat or natural is prefixed to a note, all the 
following notes of the same name contained in the 
measure· are affected by it, thus;-

EXAMPLE OF THE SHARP. 

One sharp. Two sharps. Three sharps. Four· sharps. 

~~~h~tr= ~ ~ ~ 
that sharp is always F FC FCG FCGD 

FCGDA FCGDAE FCGDAEB 

One flat. Two flats. Three flats. Four flats ~~t~!h~. ~., ~ 
that flat is always B BE BEA BEAD 

Five flats. Six flats. Seven flats. t,±1=- r&· ~--- ~,;-t,~ E-,A--E----~--.-~--4:-+4---31 ' 1 
1 1 11 _h.~ ~~~-- ~~.--t~ ;J j ~ j -ll -~- -~-=-= ·-1-+1>-

=:!?=! BEADG BEADG<' BEADGCF 
Written. Played. 

EXAMPLE OF THE FLAT. 

EXAMPLE OF THE NA'TURAL. 

When the last note of a measure is influenced by 
an accidental flat, sharp or natural, if the next measure 
should commence with the same note it is also affect­
eel likewise, thus~-

Thus it will be seen that every note can be made 
sharp or flat; and therefore the signature which deter­
mines a key, may contain seven sharps or flats. 

TIME. 

By COMMON TIME, which is expressed by these char. 

acters 8 and sometimes by the figures :t etc., we 

understand that each measure contains music to the 
value of four beats, or one semibreve, which is m;ade 
up in time by any combination of note!. or rests, 
thus:-

~ic ~ ~ 
Count-I, 2; 3,4. ~' 2, 3,4. 
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f@il§t r 
1, 2, 

1ow1!;;!::.ki~:~~=~=:~:::~~b~h~:::i=!g J s er. rUJ~lf s eijJJJg 
6.er of notes to a measure, and the under one the lind ~ 
of notes. 

Common Time. Three-four Time. Two-four. · Three-eight. 

~-l t==l~i-----1-~ff----TI 
Four-quarter notes. Three-quarter notes. 

Six-eight. Nine:-eight. Twelve-eight. Common Time. 

$=EI ff~ 
This mark > is used to indicate a particular accent, 

or stress upon a note. Common time, and all other 

kinds expressed by the even numbers l f j &c., 

must be accented upon the beginning and middle of 

It will be observed in time indicated by the even 
numbers, that notes requiring bars across the stems 

are combined in groups. And in :i f and f they 
are tied together in groups of three. · This is not al­

ways the case, but most generally so. 

When the unaccented part of a measure is to receive 
a particular emphasis, it is shown by the characten · 
fz, rf, or >, or A- When the weaker part of a 
measure is made of more importance than the strong, 
such deviation from the regular accent is called Syn-, 
copation. 

EMPHASIS. 

the measure, thus:- lo: · 
:~~-->- 6§ ~H g I!; n Ip n@ . ~it i#i--f&t-C------;--. ~~1 g:------o l=1' 111 rf -
~~ SYNCOPATION. 

-_J ~ th f ~ 1Ecr~ tr ~r,1 ~ 8 ls r C Is J JIJ. I. t~ > ;.>. > 

t rlr l1J 
These accents are not marked, but are to be under~ 

stood ; it is only when particular force, or stress is re­
quired to be given to a note that it is indicated by the 

"llark. In i f and f time the accent occurs only 

upon the first note in the measure. 

Double Bars indicate the end of a strain bi II. 
and the conclusion of a tune, thus:- -

Dots before or after a double bar, signify repetition. 

-or~• · 
• . -

When the letters D. C.-which signifies Da Capo­
are found over a double bar, it signifies that the· fir.st . 
part of the. piece must be played again before proceed­
in~ .to finish the piece. When it is found at the last 
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strain, it implies that we must return and finish with 
the first strain: but, if we find this character, t':', which 
is called a PAUSE, over any double bar, it signifies the 
end, or conclusion. The Pause is sometimes for an~ 
other purpose: that is, when.placed over a rest or note, 
the performer must dwell upon it, or can introduce an 
embellishment, such as he may think proper, for effect. 

This mark is called a SIGN. !+i• When it appears the 
second time, it signifies that we are to return to where 
it is first found, and finish at the pause which occurs 
over the first double bar after it. 

EXAMPLES. 

Third part. 

EXAMPLE. 

~ I --1 ~ ' ~ QJ I J.53151 flf 1•~1 J,fl 
Written. 

IR1 
Played. 

8va-- written over any number of notes implies 
that they are to be played eight notes, or an octave, high­
er, until the word Loco appears, which signifies as writ• 
ten. 

flaye<t 

ABBR~VIATIONS. 

When a succession of similar notes is required, we 
Here we play the first and second strains, when the sometimes use the following characters, which are 

D. C. directs us to play the first part aga~n, which makes· termed abbreviations. 
the third strain; then we skip the second part and pro-
ceed to the fourth strain, and finish at the pause. A whole note with a single dash signifies that it is 

to be played as eighth notes. 

First Part. Second Part. 

~ 

~lrl-]-l=f¥JI 
Fifth Part. 

Third Part, Fourth Part. ~ 

~ I I rTi~fl-I-FI 
Sixth Part. 

After playing the first four parts, the ~ appearing 
die second time directs us to where it appeared at first, 
when we play on till we reach the ~, 

The word Bis placed over one or more bars signifies 
repetition. It is sometimes accompanied with the dots 
for repetition, or detached lines to indicate the num­
ber of bars repeated. 

ri§~J-###M 
W ritten. Played. 

A double dash, to be played thus:-~---.~ ~ ~ 
Written. Played. 

Written. Played. Written. Played. 

OTHER EXAMPI,,.ES OF ABBREVIA'lJONS; 

Written. Played. Writt~ 
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ti, 1. 1. I J 3 J J J J · l 
Written. Played. 

t$ ft f I JnJJJ:JJ:»JJ 
Written. Played. 

-This character signifies repetition: ::; 

........ _---+--!---·½:: ~ i___L I I i • : h~~. 1111 ·f) 
< =r.t:::>• ~ 

Written. Played. 

Played. 

A SwELL -=::::::: and DIMINUENDO :::::=:=- are often 
united,<> the first is executed by commencing the 
note gently, and gradually increasing the tone ; the 
second, by commencing with force and gradually dim­
inishing; and when united, it is executed by touching 
the note over which it is placed, at first gently, and by 
degrees increasing the tone, till it arrives at its full 
pitch, then diminishing it till it falls off to its first soft­
ness. 

This character va is called a TuRN, and is executed 
in the follQwing manner:-

"' s 
[$ ·s I Hfil C l1f [ F I 

Written. Played. Written. Played. 

There are several kinds of turns: the plain turn N, 

inverted tum 2· turn after a dot, &c., which are fully 
explained in the following examples: 

Plain turn. Inverted. Turn after a dot. N 

2 N N # 
Written. 

A SHAKE (""") is one of the principal embellishments 
of music, if well performed, but should not be so fre-

. quently and injudiciously used as is often the case. A 
plain shake is the sound of two notes put in equal mo­
tion. A turned shake is composed of three diatonic 
ne>tes, the first of which is called the preparative note, 
artd the last two its resolution. Shakes, and all other 
kiods of Graces, must be played in proper time. 

PLAIN SHAKE. 

Written. 

Played. ffl HfF[Ff lif ff ff ffl 
PASSING SHA!{E-

Written. 

Played. 

TURNED SHAKE. 

Resol11tioti. 

Played. 
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APPOGIATURA OR GRACE NOTE. 

The Appogiatura, or Grace note, is a small note re­
versed and added to other notes for sake of expression. 
Whatever length is given to the small note must be 
taken out·of the time of the principal note immediately 
after it. There are two kinds of Appogiaturas, the 
greater and the lesser. 

Played. 

OTHER EXAMPLES. 

Played. 
'1..11-+H---""'i-------a-t-....-

Written. 

Played. 

Notes are always connected in the most convenient 
form, -for this reason we sometimes observe them in 
this manner : 

CHOICE NOTES. 

Written. 

Played. 

When the last two bars of a strain are marked I mo 
and 2mo, ( that is to be repeated,) it implies that when 
played the second time, the 2mo is to be substituted 
for the 1mo, which is of course omitted. 

V 2mo. t 

Written. 

Played. 

INTERVAIS. 

An Interval is the distance from any one tone or 
note to the following one. The smallest interval is 
that of a second. The first and last note are included 
in counting the distance. 

A second is the distance from any one note in the 
scale to the next following one. 

·--~Orm Dor@§ 
Intervals of a Second. Intervals of.a Third. 

~@d , e i0tJ t3 
Interv~l1 of a Sil.;h. 



12 RUDIMENTS •. 

It must be observed that the interval of a third is 
composed of three notes, E, F, G, or A, B ,C, &c.; the 
intervals of a sixth, of six notes, E, F, G, A, B, ~, or 
F. G, A, B, C, D, &c. 

Some intervals are small, and others large. In the 
regular Major Scale we find tones and semitones in 
the following order: 

1, 2, 3,- ., 5, 6, 7,- 8. 

t$ 1 Jkd J ~ ~ j ~ 
I I 

T~e. Tone. Semitone. Tone. Tone. Tone. Semitone. 

A Semitone always between E and F, also between 
B and C, which are the third and fourth, seventh and 
eighth notes of the scale ; this is called the Natural 
Key, (because it has no signature of flats or sharps,) or 
the key of C, because the tones and semitones are 
calculated from the note C. 

TRANSPOSITION OF THE KEYS, OR SCALE. 

When C is taken as I, the scale is to be in its nat­
ural position; but either of the other letters may be 
taken as I, in which case the scale is said to be TRANS-

POSE]). As I is the basis of the scale, the foundation 
on which it rt="sts, so the letter wh:ch is taken for this 
sound is called the KEY NOTE. Thus, if the scale be 
in its natural position, it is said to be in the key of C: 
if G be taken as 1, the scale is in the key of G; if D 
be taken as I, the scale is in the key of D; and so on 
with the r~st of the seven letters; whichever letter is 
taken as 1, that letter becomes the key-note of the scale. 

In transposing the scale, the order of the intervals, 
Qr tones and semitones, must be preserved. Thus, 
the interval must always be a tone from I to 2, a tone 
from 2 to 3, a semitone from 3 to 4, a tone from 4 to 5 ,, 
a tone from 5 to 6, a tone from 6 to 7, and a semltone 
from 7 to 8. The interval from one letter to another 
is always the same, and cannot be changed,-thus, it is 
always a. tone from C to D, and from D to E, a sem£tone · 
from E to F, a to-ne from F to G, from G to A, 
from A to B, · and a semitane from B to C. In the 
transposition of the scale, therefore, it becomes neces-­
sary to introduce sharps and flats, or to substitute 
sharped or flatted letters for the natural letters, so as to 

1 2 
G A 

8 4 
B C 

5 
D 

6 
A 

6 
E 

7 
B 

7· 
F# 

8 
0 

8 
G 

The same method is followed 'n all transposit~ons 
by sharps, viz., the fifth above or fourth below is taken 
as 1 of a new key,·. in every succeeding transposition, 
and an additiona) sharp will be required also in every 
succeeding transposition. · 

To transpose the scale by Aa~s, we take the fourth 
( instead of the fifth) of every new scale. Fis the fourth 
of C; hence it is 1 of the new scale (key of F ). The 
order of intervals must be the same in the flat keys as 
in the sharp; hence the B must be made flat. 

THE SHARP KEYSr 

& IIAJOB. 

D KA.JOB. 

.A.MAJOB. 

J!: HA.JOB. 

' THE FLAT Kti:VS. 

F II.A.JOB. 

pre~rve the proper order of the intervals. i · 
First transposition by sharps from C to G, Ii fifth • l . ~ d mt,··. r r ~lli r Fl r r J·, j I d 

higher, or a fourth lower. 
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Biz JU.JOB. ,, .-..&..I...ICI. cl,xmo._ 

(@ir f flrtrr(rt1Eu~I~ ~~JJJIJiiPIE!@IJJJ;Jld 
•~~ ~ 

lf$J J JP J rf fN t IJ J HI~~~ 11aftj[~ lh tJJI i~ 
All JU.JOB. 

-9 S Mii{Olt. 

f-,~~w-4---4-J----r I r--=--r r~r l+-1 ---IE r........__n r--rr-n-~ ~ J J #rfrt Wfi ttiH PH 
The difference between the major and minor key is 

a minor third, ( three SP.mitones). The major third con- ~ 0 
IIDIOB. 

tai_ns two~hole tones, ~::::~itone~). ~ J Jl[J Wf't-:a.rl-r-~-r--@+-1-1-+-J J-t-J-+-J---1•-.s,.---

xA.Jon THIRD. ',._____ I' Mll!fOB. 

r·g...a..a---r -f --j. --t r~t-r---1::r.,tilJ • ~ J J tRf~OO 
SO.A.LE IN THE KEY OF O, MAJOR MODE. 

~ = _...,.___,_____ CHROMATIC SCALE. 

~ --a a t9 ;; ~---0 ~ 0- -=l This scale contains all the notes, natural, ffat and 
~ ,' , r:;; fr sharp, to D above the second leger line. 

The third in the minor scale contains one whole tone 

a
nd 

a semitone. ,usoa THIBD. 18 I i I I I ;::::::t I I ::j p J I 
$ J J r I J~J J §J ~~~.t~ p_:P q-a" .. ~ 
bl, • 7JJ/~opf5,,o,,,:::: ~~, I~ J iR ;q 
8'050 I==: ~1 -

The relative minor of a major key has the same num- ~~r=:r j t :i5'1 
ber,of sharps or flats, and i's foun,,d one minor third ~ , ' ~' 
below the key note. ---;:--~ ~ ~ ~~-

MnmR Saus. ·-µ 1-,1-F I I I 11 
-~ ~ ·- . -

bi J Ju~~ CHORDS. 

B 1uNoa. . CHORDS, or double notes, are written one above the 

~ 
~ ~~~ 

11
.__ other, and can be played upon the Banjo, Guitar, Vio- · Elq ~ q I r m -g ,- ! Fi r ~ F:3 ~in, Pian?, Melodeon, &c. In music for the Flute, Clar-

~L.;-~--=--l-.:=--1-l=--1:t:~-__ _....E ____ , --E--i-~--,·r---f=_) 1one1.', Fife, &c., the upper note only must be played. 
, · if KINOB. 
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DIGITON.ARY OF MUSICAL TERMS. 
:tc{,~~B.) weler&tlu themomnent. 
ACCOlllPANDIENT, a part addea to a principal 

one b7 way of enhailcmg thQ eft'ect or the com­
, poaition. 
ADA.GI01. (JI.} • very slow degree ormoTement. 
ADAGIStsIMO, (It.) extrem~IJ' slow. 
AD LIBITUM, (.l.atin,) at wm, or discretion. Thia 
• expression Implies that the time or some particular 

passage is left to the pleasure or the performer; 
or that he is at liberty to introduce whatever em­
bellishments his fancy may suggest. 

AFFETUOSO,_ (It.) affectionate, tender. 
: A.GITA.TO, CuN AGITAZIONE. (It.) With agita­
\ tlon, anxiouslY. 
AL, ALL', ALLA, (It.) to the; ,ometimes. in the 

;.. 1tyle of, 
ALLEGREMENTE, {It.) with quickness. 
ALLEGRETTO, (It.) somewhat cheert\11, but not 

10 quick as allearo. 
ALLEGRETTO SCHERZANDO, (It.) moderately 

Aft~i~U~~t1,)uj;,; as, con allegrezza, joy­
fully animatedly. 

ALLEGRISSIMO, (It.) extremerquickandlively. 

,A~fp,r:~ -5.-'!~J:~km~;:gent, t:~1!~&1I11t~e~ 
quently modifted by the addition of other words; 
as, allegro agitato, quick, with anxiety and agita­
tion, &c. 

AL SEGNO, AL SEG., or the character :fl: signi1les 
that the performer must return to a similar 
character In the course of the movement, and 
play from that place to the word fine, or to the 
mark h\ over a double bar. 

ANDANTE (Jt.) lmpliea a movement somewhat 
alow and sedate. Thia term is often modified, 
both as to time and atyle, by the addition of other 
words, 

ANDANTINO, (It.) somewhat slower than 
andante • 

.A.NIMATO, CON ANlMA, ANilll[OS0, {.D.) with 
animation, in a spirited manner. · 

A PIACERE, A PIACIMENTO, (It.) at. the plea-

.JW68Mi6./ufif.m(,;:) a note of embemshment. 

.Ji~8'J7A;g:tci}.~nd~!it~l~;::ae:~1;i. 
ARIA. (It.) an air or song. 
A.RIOSO, (Jt.) in the style ofan air. 
ARPEGGIANDO, tilt.) passages formed of the 
ARPEGGIATO, notes of chorda taken in rapid 
AF.PEGGIO, succession, in imitation of the 

At~7J, aU?j
1
~!~Y, !~t~~JW

0
• Thia adverb is 

alWllYI jo{ned to some other word, of which it 
extends the signific:ition; as, adag'i> auai, very 
slow ~llerro tu1t1,i, very quick. f HM., o, (It.) in the regular time. 

A TEMPO IUSTO,. (It.) in strict and equal time. 
ATTACCA, ATTACvA SUBITO, (Jt.) implies that 
, the performer must directly commence t!ie follow-

i,fl~AB":~:g;rt and familiar song. 
BARCAROLLE, (It.) airs sung by the Venetian 

gondoliers or boatmen. 

Blf~ (z~e :eir: f!;niii;/ ~!it~r?o!1~'i.) well 
marked. This expression indicates that the 
passage must be executed in a clear, distinct, and 

Bl~cl!J5\c:i=~d r:e~:rwhich indicates that a 
certain passage, distinguished by a curve drawn 
over or under it, must be performed twice. 

BRILLANTE, (It. and Fr.) an expression indicat­Brit a showy and sparkling style of performance. 

BRIOSO, f (B,) with brilliancy and spirit. 
CON BRIO, , . 
BRIS~L (Fr. sprinkled, broken into arpeggios. 
CADE.!llCE, a close in melody or harmony; an 

ornamental and extemporaneous passage intro­
duced at the close of a song or piece of music. 

CAO ENCE, (Fr.) a shake; also, a cadence in har­
mony; as, cadence parfaite, a perfect cadence ; 

~IA.<i>'aa~~!~~~~~fo~~~nit°'the ter-
mination of a song or other movement, introduc­
ing aome fanciful and extemporaneous em~ 
beWshment. 

CA.LANDO, (R.) gradually diminishing in tone and 
quickness. 

CALORE, (It.) with much warmth and animation. 
CA.NONE, (Jt.) a canon, or catch for several voices 

or instruments. 

8t~¥h!lt0
(}?.)°fnu!~:~£t!!Ar:1~Y:·style. 

CA.NTANTE, (It.) a partto be executed by the 
voice. 

CA.PELLA, ALLA, Vt.) In the chlll'Cb style. 
CA.PO, {It.) the head, or beginning. 
OA.PRICCIO, (Jt.) a fanciful and irregular species 

of composition. 
CATCH, a vocal piece in several parts of a humor­

ous character. 
CA. VATlNA, (Jt.) an air of one movement or part 

onlY, occasionally preceded by a recitative. 
CHANT, (Jir.) a song or melody; the vocal part. 
CHE, (Jt.) than; as,pocopiu che andante, rather 

slower than andante. 
CHORD, a combination of sounds forming harmony. 
CHROMATIC, proceeding by semitones, or formed 

bJ' means of semitones. 
CODA, (Jt.) a few bars added at the close of a com-

c8°ifi'>;~~,j~ ~~r:! ~~::t:~ompanist 
must follow the principal part in regard to time. 

CON, (Jt.) with; as, con espressione, with expres-
lion; con brio, with brilliancy and spirit. 

CONCENTO, ( It.) concord, agreement. A selection 

ctJJr:~.sm)ti~:~:lb~~ intended to dis-
_pla)' the powers of" some pa.rticula. r instrument. 
CON DOLCEZZA. (It.) with sweetness. 
'eqN l>OLOU, (11.) mou:mfully, wiill ~·"IShool. 

CON ORA VITA, (.B.) with gravtty. 
CON GRAZIA, Cit,) With grace. 
CON GUSTO, GUSTOSO, (Jt.) with taste. 
CON IMPETO (It.) with impetuosity. 
CON MOTO, (It.) in an agitated style, with spirit. 
CON SPIRITO• (It,) with quickness and spirit. 
CRESCENDO, or CRES., (It.) with a graduallyin-
nf.eci:)'f,:~tity of tone. 
DA CAPO, or D. O., (It.) from the beginning, an 

expression which is often written at the end of a 
movement, to indicate that the performer must 
return to and finish with the first strain. 

DAL, (It.) by; as, dal aegno, from the sign; a 
mark of repetition. 

DECRESCENDO, (It.) gradually decreasing in 
quantity of tone. 

DELICATEZZA, (It.) delicacy; as,condelicatezza, 
with delicacy of expression. 

DELICATO, (It.) delicately. 
DIATONIC, (Greek,) naturally; that is, according 

to the degrees of the major or minor scale, or by 
tones and semitones only. 

DILUENDO, (Jt.) a gradual dying away of the tone 
till it arrives at extinction. 

DIMINUENDO, or DIM., (/t,) implies that the 
quantity of tone must be gradually diminished. 

DI MOLTO, (It.) an exp1·ession which serves to 
augment the signiftcation of the word to which it 
i11 added; as, allegro di molto, very quick. 

DIVERTIMENTO, (It.) a short, light composition, 
written in a familiar and pleasing style. 

DOLCE, or ,DOL., (Jt.) implies a soft and sweet 
style. 

DOLCEZZA, or CON DOLCEZZA, (It.) with 
sweetness and softness. 

DOLCEMENTE, (Jt.) in a sweet and graceful 
style. 

DOLOROSO, (It.) indicates a aoft and pathetic 

E:i°t: the Italian conjunction and: as, jlauto e 
'lliolino, flute and violin; nobilimente ed animato, 
with grandeur and spirit. 

ELEGAMENTE, l (It). with elegance 
ELEGANTE, S . · • 
ELEG.ANZA, (It.) with elegance, gracefully. 
ENERGICO, CON ENERGIA, ENERGICAMEN-

TE, (It.) with energy. 
ESPRESSIVO, or CON ESPRESSIONE, (It.) 

with expression. 
ESTRA VAGANZA, (It.) extravagant and wild, as 

to composition and performance. 
F ACILITA, (Jt.) a facilitation, an easier adapta­

tion. 
FANTAISIE, (Jir.) la species of composition in 
FANTASIA, (It.) S which the author gives free 

scope to his ideas, without regard to those system­
atic forms which regulate other compositions. 

FINALE, the last piece of any act of an opera, or 
of a concert; or the last movement of a symphony 
or sonata, or other piece. 

FINE, (/t.) the end. 
FORTE, or FOR., or simply/, (It.) loud. 
FORTISSIMO, or if, (It.) very loud. 
FORZANDO, or F"oRZ., or fz, implies that the note 

is to be marked with particular emphasis or force. 
FUOCO, CON, (It.) with intense animation. 
FURIOSO, or CON FURIA, (It.) with fire. 
GAIEMENT, (Fr.) in a cheerful and lively style. 
GALLOP.ADE, (lir.} a gallop; a quick German 

dance-tune. 
GALOP, ( Ger.) la quick species of dance, gene­
GALOPPE, (lir.) ~ rally in 2-4 time. 
GIUSTO, (It.) in just and exact time. 
GRACES, occasional embellishments, sometimes 

indicated by the composer, sometimes spontane­
ously introduced by the performer. The most 
important of these are the appoggiatura, the 
turn, and the shake. 

GRANDIOSO, (It.) in a grand and elevated style. 
GRAN GUSTO, (/t.) in an elevated, grand style. 
GRAVAMENTE, (It.) dignified and solemn. 
GRAVE, (It.) the slowest degree of movement; 

also, a deep, low pitch in the scale of sounds. 
GRAVITA, (It.) gravity; as, con gravita, with 

gravity. 
GRUPETTO, (It.) a group of notes; a turn. 
GRUPPO, (It.) a turn, or grace. 
GUSTO, GUSTOSO, or CON GUSTO, {Jt.) with 

taste, elegantly. 
IL, (ft.) the. 
IMITAZIONE, (It.) an ftnit.atlon. 
IMPETUOSO, (/t.) with impetuosity, impetuously. 
IMPROMPTU, (Fr.) an extemporaneous produc-

tion. 
IMPROVISARE, (It.) to compose or sing extem-

nf,0c1f)Y~:1!~. ,n tem o, in time. 
INNOCENTE, INN03'ENTEMENTE, (It.) in an 

artless and simple style. 
INTERLUDE, an intermediate strain or movement. 
INTRADA, , { (It.) a short introductory 
INTRODUZIONE, ~ movement. 
ISTESSO, (It.) the same; as, ,stesao tempo, the 

same time. 
LARGHETTO, (It.) indicates a time slow and 

measured in its movement, but less so thlm Largo. 

tlfgf t~~r !\~:J :fo~en.:~!i :!S~ degree of 
movement. 

LEGATO, (It.) fn a flTDOOthandconnectedmanner. 
LEGA'rISSIMO, (It.) exceedingly smooth aml 

connected. 
LEGEREMEN'f, (Fr.) with lightness and gayety. 
LEGGIARDO, (It.) light, gentle. 
LEGGIER & 1\IENTE, (It.) lightly, gently. 
LEGGIER...,, or CON LEGGIEREZZ.A, (It.) with 

lightness and facility of execution. 
LEGGIERISSl.1110, (lt.) with the utmost lightness 

and facility. 
LENTANDO, (lt.J with increas. mg slowness, 
ti~i~~NTE, ~ (It.) in slow time. 
LIAISON, (Fr.} smoothness ofconnection; also, a 

bind or tie. 
LOCO, (.w&.) Thia word im.plieo U. a puupia to 

be played just as it ls written in regard to pitch; 
it generally occurs after Sva alta, or Stia baua. 

MA, (It.) but; as, allegro ·ma non troppo, quick, 
but not too much so. 

MA;:~s'fi?n~O, (It.) with majestic and dignified ex-

~AIN, (Jir.) the baud· as, main droite, main 
gauche, or M. D., M. G., the right or left hand in 

dWo,-:(l~S'iiie band. Mano drltta, or de&tra, 
the right hand; mano aini&tra, the left hand. 

:MA..··wATO, (It.) in a marked and emphatic style. 
MARCIA, (It.) a march. 
MARZIALE, (It.) in a martial style. 
MELANGE, (l/r.) a composition founded on several 

favorite airs; a medley. 
MEME, (lir.) the same; as, m2me mouvement, In 

the same tune. 
MESTO, (It.) mournfully, sadly, pathetically. 
MESTOSO, (It.) sadly, pensively. 
METRONOME, (lir.) an ingenious instrument 

for indkating the exact time of a musical piece 
by means of a pendulum, which may be shortened 
or lengthened at pleasure. 

MEZZO, (Jt.) in a middling degree or manner; as, 
mezzo forte, rather loud; mezzo piano, rather soft. 

MEZZO CARA'l'TERE (It.) implies a moderate 
degree of expression and execution. 

MODERATO, (Jt.) with a moderate degree of 
quickness. 

MOL'fO, (It.) very, extremely: as, molto allegro, 
very quick; molto adagio, extremely slow. 

MORCEAU, (Fr.) a piece or musical composition 
of any kind. 

MORDENTE, (It.) a. beat or transient shake. 
MORENDO, (It.) gradually subsiding in regard to 

tone and time; dying away. 
MOSSO, (It.) movement; as,piumoa.so,withmore 

Mo"~b~~;1h~iut~¥o, (It.) with agitation. 
MOVIMENT!), (It.) time, movement. 
NOBILE, t 
NOBILIMENTE, \ (Jt.) wit~ nobleness, grandeur. 
NOTTURNO, (It.) a compos1tlon, vocal or instru-

mental, suitable for evening recreation, from its 
elegance and lightness of character. 

0, (It.) or, as jla1ito o violino, flute or violin • 
OBLIGATO, or OBLIGATI, (It.) a part or parts of 

a composition, indispensatle to its just perform­
ance, and which, therefore, cannot properly be 
omitted. 

OTTAVA, or Sva, (It.) an octave. This word Is. 
generalJy Joined with alta or bam,: the first 

:!t~ttlb! tit~;~3 ~:ssi~~;~ h~~~/\~~:Pf l1~ 
written; the second, that it must be played an 
octave lower. 

PASSIONATE, (It.) in an impassioned manner. 
PATETICO, (It.) pathetically. 
PATHE'fIQUE, (F'r.) pathetic. 
PASTOR.ALE, (It.) a soft and rural movement. 
PEDALE, (It.) a pedal or stationary bass. In 

piano-music, this term implies that the performer 
must press down the pedal which takes off the 
dampers. 

PEJmENDO, PERDENDOSI, or PERDEN., (It.) 
implies a gradual diminution, both in t11e quan­
tity of tone and speed of movement. 

PEU, (Fr•.) a little. 
PHRASE. a short musical sentence, containing an 

incomplete idea. 
PIACERE, (It.) will, pleasure; as, a piacere, at 

the performer's pleasure in regard to time. 
;a~i~~;~~•(%.f~;;fi_Jt.) extremely soft, 
PIU, (It.) an adverb of augmentation; as, piu 

presto, quicker; piu piano, softer. 
PLAN'l'IVO, (It.) expressively, plaintively. 
PLUS, (Fr.) more; as, plus anime, with greater 

animation. 
POCO, (it.) a little, rather, somewhat; as, poco 

presto, rather quick; poco piano, somewhat soft. 
POCO A POCO, (It.) by degrees, gradually; as; 

poco a poco crescendo, louder and louder by 
~~fe~eb} t::;:,e~. poco diminuendo, softer and 

POI, (It.) then; as,piano poi forte, soft then loud. 
POLACCA, (It.) ~ a i,low, Polish dance, in 3-4 
POLONAISE, (Jilr.) time, of a peculiar rhythm­
POLONOIS1'J, (Fr.) ical construction, as the 

melodial members usually terminate on the 
third quarter of the measure. 

POMPOSO, (It.) in a grand and pompous manner. 
PORTAMENTO, (ft.) the manner of sustaining 

and conducting the voice; a gliding from one 
note to another. 

POSSIBILE, (It.) possible; as, piu forte possibile, 
as loud as possible. 

POTPOURRI, (lir.) a fantasia on favorite airs. 
PRECIPITATO, (It.) in a hurried manner. 
PRECISIONE, (It.) with precision, exactitude. 
PRELUDIO, (It.) a prelude or introduction. 
PREMIEHE,(Fr.)first; as,premierefois, first time. 
f;'RESTISSil\10, {It.) the moat rapid degree of 

movement. 
PRESTO, (It.) very quick. 
PRIMO, (It.) ftrst; as, vfolino primo, first violin; 

tempo primo, in the first or original time. 
QUADRILLE, (Jilr.) a French dance. 
QUASI, (It.) in the manner or style of; as, quasi 

allegretto, like an allegretto. ltThW&Jlf:JifJ~~ calmn~ss or repose; quietly. 
RALDOLCENTE, ~ (It.) with augmented softness. 
RALLENTANDO (Jt.) implies a gradual diminu-

tion i'!r·the speed of the movement. 
RAPIDO, (It.) rapidly. 
REFRAIN, {Fr.) a burden, or tag-end to a song. 
RINFORZANDO, IUNFORL.ATO, or rin/., or r/., 

(It.) with additional tone and emphasis. 
ROMANCE, (Fr.)~ a short lyric tale set to music; 
ROMANZA, (It.) \ or a simple andelegantmelodv 

suitable to such words. • 
RONDEAU, (Jir.) l acompositionofseveralstrains 
RONDO, (If..) , or members, at the end ot each 

of which tbe tlni pm or subject ii re~ted. 

RITENENTE, IUTD1JTO, (.It.) a 4ecreue Ill tba 
speed of the movement. 

SCHERZANDO,BCBERZATO,SCHERZOSO,or 
SCHERZ., (JI.) in a light, playful, and 1portt,,e 

s:c:;i~ror 6: (It.) a sign; as, al UgnO, return to 
the sign; dal 1egno, repeat from the algn. 

SEGUE, SEGUITO, (It.) now follows; or, u fol­
lows; as, ugue il coro, the cboruafollows; ,.,_,, 
lafinale, ihejimile now follow,. It la alao aaecl 
in the sense of, in rimil11r, or l'k man..,., to 

~~vri:::~tfc':ibs~:~~~ts fr.sage II to be played 
SEMPLICE. SElf PLICEMENTE, (It.) with IIJD.. 

plicity, artlessly. 
SEMPRE, (It.) always; as, IMn/>!"B ,taee4'o,alwaf8 

=~ca!o t~ 'o1::?~:!tf:'~;~f: ;=: SER~cf. (Jt.) in a serious style. 
SERPEGGIANDO, ( It.) gently and ailently creep­

ing onwards, quietly advancing. 
SFORZATO, SFORZANDO, or 1f., (It.) lmpllea 

that a particular note ls to be played with em­
phasis. 

SICILIANO, (It.} a movement of a slow, soothing 
pastoral character, in 6-8 time, resembling a dance 

sfji18~ll': :~r.r:-:;:~ha°!l~~I;;rcbestral com-
position in many parts. 

SLENTANDO, (It.) a gradual diminution In the 

s:Jg1M1Tn~UJ/f! :;~X!:lTiii1nutlon u to tone. 
SOAVE, (It.) in a soft, sweet, and delicate style. 
SOGGETTO, (It.) the subject or theme. 
SOLI, plural o/ SOLO, (It.) implies that two or 

more principal parts play or sing together. Suell 
parts, of course, are never doubled. 

SOLO, SOLA, (It.) alone. 
s~~ie':Jc! :1fls::!nf.r even a paasage, fora 
SONATA, (It.) la composition consisting of. 
SONATE, (Jr.) i several movements, generall7 

for a single principal Instrument, with or without 
accompaniments. 

SOSTENUTO, or BOST., (It,) sustained; conttn. 
uous In regard to tone. 

SPIRITO, CON SPIRITO, (It,) with spirit. 
SPIRITOSO, (It.) with great spirit. 
STACCATO (Jt.) imj11es thitt the notes are to be 
sf.:1:i,d;j}:f4ii:ea~m~~taclled tiom one another. 
SUBITO, (It.) quickly; as, t70lti ltd>Uo, tui,l 

quickly. . . '• 
SUITE, (Fr.) a series, a collection; as,"* ,.U. 

s/Vc~i!A'T'E~e?i!.)
0
fi!e~s::i-atralned and synco-

pated style. 
SYNCOPATION. - When a tone begtna on an un­

accented part of a measure, and is continued In 
the next part of the measure or on the ti.tat put 
of the succeeding measure. 

TACET (Lat.) implies that during a movement,or 
part of a movement, some particular inatrument it 
to be silent; as,flauto tacet, the ftute is not to pla1. 

TANTO, NON, (]t.) not so much; not too much, 
TARDO, (it.) slowly, in a dragging manner. 

~~~itk~M&un:.)\~r :t:~stuous manner. 
TEl\fPO COMODO, (Jt.) ina convenient degree of 

movement. 
TENDREMENT, (Fr.) atrectionately, tenderly. 
TENERAMENTE, TENERO, or CON Tli!NB­

REZZA, (It.) tenderly. 
TENUTO, or TEN., (It.) Implies that a note, or 

notes, must be sustained or kept down the full 
time. 

THEME, (Fr.) a subject. 

iki:tiii11ti~-)T'iTk~~u~,~~~. or cox 
TRANQUILLEZZA, (JI.) tranquilly, eom-

Tlit5.:f1~DO, (It.) with a tremendous expreuton, 
horribly. 

TREMANDO, ( ( ft.) implies the reiteration of • 
TREMOLATE, note or chord with great rapidit71 TREMOLO, llO as to produce a tremulous klna 

of motion. 
TRILLANDO,·(Jt.)asuceessionofabake•ondJfl'ei-. 

ent notes. 
TRILLE, ( Fr.) la shake a trilL 
TRILLO, (It.) 5 ' 
TRIO, (It.) a piece for three voices or lnstrumentl. 

This term also denotes a second movement to a 
waltz, march, minuet, &c., which always 1eAdl 
back to a repetition of the 1irst or principal moTe­
ment. 

TRIPLET, a group of three notes, arising ft-om the 
division of a note into three equal parta of the 
next inferior duration. 

TUTTA FORZA, (It.) witll the utmosheb~ 
as loud as possible. 

TUTTI, (lt. P.lural, all;) a term used to point oat 
those .passagef· .where all the voieel or lutru­
ments, or both, are to be introduced. 

~ftlfi;/1i'l.>a#., un poco, a little. 
V ALSE,(Fr.) \ a waltz. 
VELOCE or CON VELOCITA, (ll.) In r&Jdd tllDlt, 
VELOCISSIMO, (Jt.) with extreme rapldlt,-. 
VIBRANTE, (/t.) a peculiar manner of toucbins 

the keys of the piano. 
VIGOROSO, VIGOROSAMENTE, (It.) boldly, YII• 

orously. 
VIST AMENTE, (lt.)J with quictneu. 
VITE, (Fr.) 
VIVACE, VIVAME TE, or CON VlVACIT4.. 

(ft.) with briskness and animation. 
VIVACISSIMO, (It.) with extreme vivacity. 
VIV ACITA, (It.) vivacity. 
VIVO, CON VIVEZZA, (It.) animated. Jt\'el7. 
VOCE, (It.) the voice. 
YOLAN'fE. (It.) in a light and rapid manner. 
VOLTA, (It.) time of playing a movemen&; -. 

prima t1olta, the first time of playing, &cl., 
VOLTI SUBITOl or V. s., (14.) wm UTU' ..... , 
WA.LZ.&R, ~Oer-1 a 9'aliL •. ' ,; 



'' VICTOR" 

BA MAl'lUAL•s 
How TO STRING THE BANJO. 

Select the very fine strings which are now manu­
factured abroad expressly for the instrument and may 
be ourchased of all dealers. The fourth string is the 
Bass, which should be a fine silver string, wound on 
·white silk, which are wound of late expressly for the 
Banjc, while formerly a Guitar D string was used in its 
stead, which is not so good for the Banjo, in tone or 
durability. On inserting the strings in the tail piece, 
fasten the knot on the upper side of the same, which 
lifts it from the head, and in winding the string around 
the peg, always let the coil lie close to the surface of 
the handle, thereby holding the peg in place, while, if 
the· string be wound on the upper portion of the peg, 
it continually slips and gets out of tune. 

THE TONES, AS REPRESENTED ON THE STAFF, PRODUCED 

ON THE FIVE OPEN STRINGS. 

J 
w J l r ~ 

B E -+ E .... 
A 

:I .m .ia ,l!i .l!! 

af i ~ af ' g, §' g. 

i i i i i 
li ~ "' i ~ M 

a ~ ~ ~ 11 
E-4 

4··a---------r------F2'--------....-t 
0 

=: J 0 e 
0 

It will be seen by the above diagram, that wherithe 
Banjo is properly tuned, 

the first string open, is B. 

the second string, open, is j:!G,fj j 
the third string, open, is E. 

the fourth string. open, is A. 

The fifth string, open, is ij. 

Now take four of these notes, as per example, and 
we produce the chord of E Major, the chord ·most 
readily performed on the Banjo, especially by a begin­
ner, as they are all on open strings. 

.Arpeggio chora. . I 3 2 l 6 

t~ j ~i-J----+-f ~=o 
E 'G B E 

Having performed the above chord in a~peggio style, 
(arpeggio is to play one note after the other, commenc­
ing with the lowest, in quick succession, the sign for 
which is a curved line,) we place down two fingers of 
the left hand, as follows : The first finger at the first 
fret of the second string ; the second finger on the 
second fret of the first string, and we produce the 
following chord of A Major. 

0 0 1 2 

ti-----;--, _j ___ J ---1-tt---'~ 
It will be observed that there is an additional sharp 

to the one occurring on the second string open, that one 
which occurs on the first string, at the second fret, C#, 
will be explained farther on. • .·· 

How TO TUNE THE BANJO To PRODUCE THE TONES AS 

SHOWN IN THE DIAGRAM ON PRECEDING PAGE. 

iune the fourth string to A, from a pitch pipe, then 
· place the second finger on the seventh fret of tl)e 
fourth string, which tone produced, will be E, then tune 
the third in unison with it, place the second finger on 
the fourth fret, of the third string, which gives ,G, and 
tune the second in unison with it; then place the second 
finger on the third fret, of the second string, which 
gives B, and tune the first in unison with it, then place 
the second finger on the fifth fret, of the first string, 
which gives E, and tune the fifth in Jnison with it ; 
then play the foliowing exercise on the · two chords 
already explained to familiarize the sounds. 

EXERCISE AFfER TUNING. 

1 , ;uc; I 0 

E --~•111' 1
~ 

E -1:b~t=f=l=lff.~I r...---. ~· ____ 
1 ;1 

1 
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How To HoLD mE BANJO. 

The rim of the Banjo should rest on the centre ot 
the right thigh, and kept in that place by the right 
breast resting on the upper portion of it. Rest the 
left foot flat on the floor, and elevate· the right foot on 
the ball, rest the neck (or handle) of the Ba~jo in the 

. hollow of the left hand, the first and oecond fingers 
directly over the second and first string. (See cut.) 

The wrist of the right hand should rest directly over 
tbe tail piece, bringing the right hand just in front of 
the bridge, resting the third or fourth finger on the 
parchment.(or head) to steady the hand while picking. 

SIGNS FOR RIGHT HAND FINGERING, IN PICKING, OR 

GUITAR STYLE. 

Por the first finger, one dot, thus, • ; for the second 
hllger, two dots, thus, • • ; for the third finger three 
dots, thus, • • •· See cut showing the position of the 
right hand, in picking or guitar style. 

LEFT HAND FINGERING. 

One figure above or below the staff, indicate_g the 
6nger employed, also the fret at which J:he string is 
stopped. When there are two figures added to a nbte; 
the ·upper one indicates the fret, while the lower · one 
indicates the finger that stops the string.. The · zero, 
•~--- o, indicates as ope, 9tring .. · 

EXERCISES. 

RIGHT AND LEF'T HAND- FLNGERING. 

No. 1 .. 

No. 2. . ~ &1:reN if !fF 0000. ouo 0120 rtr' Ua~ · ~ 

-=-~~ MP~ILIJJ 
~ ~ .,;-

5 TROKE PLAYING. 

Partly close the hand, bringing the forefinger near 
the palm, then each of the following fingers a little 
farther from the palm, bringing the forefinger an inch 
and a half from the inside of the thumb. Nottes to be 
made by the thumb will have a cross, thus: x. Notes 
to be made by the back of the nail of the forefinger, 
will have the letter N. 

EXAMPLE. 

- X 4 
See foilowing cut for position of the right arm from 

the shoulder, also of the right hand in playing the 
stroke. 



TnE RuLE FOR FRETTING THE BANJO 

WITH RAISED OR LFVEL FRETS. 

As many Banjos vary in size, it would be useless to 
make a diagram ( to insert in this book) to fret them 
all by, therefore, whatever length the handle of y9ur 
Banjo is, the following rule will enable you to fret it 
correctly: Place the bridge on the parchment, about 
three inches from the ed~e of the hoop, (the edge 
where the tail piece rests,) and mark the same with a 
pencil, then divide the distance-from the nut (the small 
p~(;!ce of wood over which the strings pass to the pegs) 
to the bridge into. 18 equa1 parts, and mark the first 
fret, then divide from the first fret to the bridge into 18 
equal parts, and mark for the second fret, and so on 
until you get 16 frets. . The frets should be of fancy 
wood, about an 8th or a 16th of an inch in width, inlaid 
level with the surface of the fingerboard. The first, 
third, sixth, ninth, and thirteenth frets, should be in­
laid1\alf the width of the finger-board. 
· The second, fourth, fifth, · seventh, eighth, twelfth, 
and sixteenth, should be inlaid the full width of the 
finger•board, while the rest of them should taper from 
two-thirds a little less than each other, as shown in the 
following cut. 

ILLUSTRATING THE ABOVE MANNER OF FRETTING THE 

BANJO WITH LEVEL INLAID FRETS. 

By this manner of fretting, the pos1t1ons on the 
Banjo can be readily committed to memory, and greater 
facility in perform.ing can be attained in less time, than 
where the frets extend the entire width of the finger­
board. The latest and most modern manner of fret­
ting the Banjo is with raised frets. They should ex­
tend the full width of the finger-board and the positions 
should be inlaid in front_ of the 5th, 7th, 8th, 12th and 
18th frets. The wire for fretting the Banjo in this 
manner can be purchased in brass. or German silver. 
They are inserted by using a fine saw which makes 
a cut the size of insertion part of the fret. We give 

How TO PuT A HEAD ON A BANJO. 

Select a good lime cured, calf skin head, one that is 
not too thick, or too thin. It should be -even in aH 
parts; be sure to not get one that is made transparent 
by a preparation, as they are without tone or durability. 
~There a portion of a hea<l is clear, ( transparent) and 
a portion is white, they are the best, as there has been 
no artificial means employed to make it clear. Wet 
the head for about five minutes, until the rattling stiff~ 
ness disappears, then 1>lace it over the top of the hoop, 
place on the wire hoop, then the straining hoop, upon 
which the hooks are used to stretch the same ; if the 
head is too small to pull through with the fingers, use 
a small pair of plyers, and get all the wrinkles out 
around the wire hoop, before pressing the 1pper hoop 
down, then put on the screws, about four, in equal dis­
tances around the hooµ; these four hooks will hold 
the rim in its place, while you once more go around 
the hoop of the Banjo, and see that the edge of the 
head is well drawn through, having every wrinkle 
drawn out. Then put on the remainder of the hooks, 
and with your wrench,draw down the head, until it is 
within an eighth of an inch from the edge of- the 
wooden hoop, then trim the surplus head, with ·the 
sharp edge of a small knife; let it rest, while trimming 
the head, on the brass hoop, taking care not to let the 
knife slip and cut any other portion but the part 
you are cutting off. Let the brass hoop remain up the 
eighth of an inch, until the head becomes thoroughly 
dry, and then tighten it a little, from time to time ( every 
few days,) and by the time the brass hoop is drawn 
level· with the wooden hoop, it will have become 
thoroughly dry and seasoned, and will not be apt to 
stretch much more. All Banjo heads, no matter how 
tight they are, are more or less affected in damp 
weather, and at such a time they should not be med~ 
died with, as the head will resume that toughness 
and tightness, as the atmosphere changes; but in a 
case where the performer wishes to use the instru­
ment specially, the head may be tightened at any 
The best Banjo may be spoiled, as far as the tone is 
concerned, in putting on the_ head, while an inferior 
Banjo may be greatly improved, when the head is 
properly put on. 

How To CLEAN A Smum BANJO HEAD WITHOUT 

REMOVING IT. 

the instruction for fretting the Banjo both ways, our Wet a sponge, or cloth, in a little soap water, and 
preference is for the raised frets. I rub lightly over the part soiled, which remove all 



the dirt at once, then rub it off with a tnoist cloth, of 
dean water, finishing with a dry cloth. The damp­
ness you have subjected the head to through this 
process will soon dry off, leaving the · head looking as 
clean and good as new. 

t:aE CARE OF THE INSTRUMENT. 

The Banjo should not be kept in a hot, or damp 
room, as excessive heat wotild be apt td warp the 
wood work, while the head would absorb the damp­
ness. The bridge may be left up, in its place, if the 
instrument is frequently used, otherwise, taken down. 
The Banjo is an instrument which requires great care 
and nursing, to give, at aH times, satisfaction to the 
performer and his auditors. Whe1i not in use, it should 
be kept in a green baize bag, or a hox lined with the 
same. 

THE PROPER DIMENSIONS FOR CoNsTRUCTING A BANJO. 

The width of the hoop should be eleven inches; the 
depth, two and five-eighths inches. The length of the 
handle, from the nut to the front edge of the hoop, 
seventeen and one•half inches. The 5th peg should 
come directly opposite the fifth fret. The handle 
should be black walnut, veneered with rosewood, or 
ebony, on the surface. The hoop may ·be ash, maple, 
or oak (a good, heavy rim should be selected). The 
number of hooks and brackets generally used in tight­
ening the head, are 24; 36. however, adds to the 
appearance of the instrument, and subjects each hook 
to less strain, whereby, the threads are less liable to 
give out, and a still better tone rn<ly be .produced, as 
the tighter the head the better the tone, of a' properly 
constructed Banjo. The above cjimensions for the 
length of the handle, ( with a 1 1 inch hoop) bring all . 
the chords in a natural order of fingering, that is, the 
frets are just a proper distance from each other. Where 
t:1e handle is longer, the fingering is more difficult, as·­
the frets ~re wider apart. A bridge made of soft wood, 
pine, or cedar, is best for. tone, a hard wood .bridge 
deadening the tone. 

1HE NATURAL KEV OF THE BANJO (A MAJOR,) 

EXPLAINED. 

The natural key in music is C Major, having for its 
signature the G clef.,The natural key, however, for 
the Banjo is the key of A Major, which has, in addi-
tion to the G clef, ( and placed next to the same,) 

t. h.tee sharps .. thus =,lJ placed oh the .. degree.s, F, c.· t 

and G, and are ~equal to a sharp occurring 
before each indi --vidual tone, during the pro-
gress of the scale, a piece, or an exercise. 

Why is the key of A Major, with three sharps, the 
natural key of the Banjo ? Because the size of the 
string adopted is suited to the bulk and structure ot 
the instrument~ arid when tuned with a male voice, the 
strings are less liable to break than if tuned to a higher 
pitcli; and t~e tone is more brilliant and satisfactory 
than if tuned lower. The Banjo, like all other instru-. 
ments; has its favorite keys, and those keys most suit­
able for beginhers are A and E Major, and #F Minor, 
and for those advanced, the following keys are often 
performed in: B Major, D Major, G Major, C Major\ 
F Major, ~C Minor, B Minor, D Minor, A Minor, 
E. fylirlot, &c. Ail of tliese keys may be performed ir. 
without tuning the Banjo . any diff e.r~nt from the 
instructions already given. 

THE ScALE oF A MAJOR, 1N s~PrJoNs. 

The first four notes of the scale are altJnade on the 
fourth string, and are represented beJ~ the staff. 
These four notes must be committed to merhory, (before 
going to the next string,) the literal name, also, at what 
fret each note is made on the finger-board, also, the 
position of the note on the staff, and the fingers of the 
left hand that stops it, must be committed at one and 
the same time, practically and theoretically. 

4th String. 3d String. 
4 6 Fret. 

1st String. ~Slr1 ~Jt~ 
E #F #G 

10 
4: .... 
i u 
A 

A zero above the note indicates an open string; a 
single figure indicates the finger and fret at which it is 
stopped: of two figures the upper one indicates the 
fret, the lower one the finger. 



PART II~ 

A COLLECTION OF PIECES FOR THE BEGINNER. 
FIRST EXERCISE. 

Waltz. 



Pretty Polka. 

Star Polka. 

Cloe Jig. 
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Fandango. 



THE PRINCIPAL_ SCALES AND CHORDS. 

The Major Scale in A-, 
lon the fth String. 3d String. 

1
1 2d String 1st String. l 5th String. l 1st f _"'fng.9 - · l O I ff,. 2 t t I O 2 I O I O 2 ! I o I ID. ,.; -'- I 

!fft. ~___,_,__ij ---+-~-:_--.J-+-----+-~ .. -l - --+--IJ --[.,...__ -._~I -w-=---t-~--=-•=1-f~-_----i--i=-!-. +--: =@---~--~ -____ J...___~_~_.. _J:=-..J 

Chords belonging to the Key of A major. 
'1th Pos. Barre. 4th Pos. Barre. 9th Pos, 5th POB, 2d Pos. 7th Pos. 8th Pos. 

i~ . 1_J_~i§-d=tlr~~ z~~~gl ~~~~~-~3 -~ =1If1 
--4- I ~ -~J ~~--=4-~~:t· t!+-~i•~.cE:F• ~~ ~~= -

I •--+- ~- - ---~~- -· --,<-0-~-(-- ll\t- < I ( 1, - +-•-i 1 I~~--::. , ~ ~ t_. ~• t>-;x I ~H,- I ~1 i.- I ~of 
The tones represented in the chords before which the signs for the arpeggio (the curved lines,) are placed, 

are to be played at equal i~tervals of time consecutively, beginning with the lowest note. The upper note 
must be taken on the count; hence all 'the other notes contained in the chord must be taken before the 
count. 

The Melodic Minor Scale in F#. 
The relative minor of A major, under the same signature ( three sharps}. 

6 '7 7 3 
~ ~ 2 o 1 0 2 4 l ~ 2 0 4 2 o I o 2 

*ffk!_+r.Jil#--j---1--1 ---iJi--1 ~. ~-t:i!' ~~--.· --~~ -~- -. -1 -, -1 - 31 
~~ - -!---~'----·-=--=----+-r-3---i-----;-=t:---;1----;---1 -t--l -?+-i---t-r==---"--=•-----·==.=:..,,-1 3:1-

Cho~ds belonging to F# Minor. 

- ~ "" ' I I I I i I , I ~ +..#- ~ ~~ +4 ,!I.. ~ 

i ~ I - 1 · ·gi+a-«-+-s-•-. +!-+-s-•-fi!;-~--~-~a-+11~--.~-. I -;; . -~ .-- a--+-9-. •-_+ _ -++-.-- . -~~--<-i.-<--i--<-1 _ _ _ f -H--& 3 lr!--8-1- -+-..I-~---~-- -(- I . (i---(-:H,-+---
--± -- --=-~½ +½ -~+~-(-½- -+-~-- -t-iJl--f r ( &-. -
--9- ---9- ~-------9- - ~--i- ~1• h ..t ~4 I - I -- I i <-~o• ~o• 

The Major Scale in E. 

: d String I 2d String. I ll!lt Striag. . I 5th String_ I I I ! jJ o ·2 o 1 o ... 2 . 4 o o _' 4 2 o I o 2 o I 

T! • ut J J l---r--f 1-r-iiJ--fl-r-Fi-Lt J l] __ ,, --- I . t- , --- ---

Chords belonging to Key of E Major. 
2d Pos. Barre. 

I I I f I I I I I ,j1~ . ! ~-g l~gi=--~!ii.-. ii I ~-==-.,--om ~~ -- ---- - -~ -=~1-- .- =•==~~-- _ -ti ~--s: ==o• _--irr_-_____ -- 411 ~~ -<-+-a--~ ---~1• ½--0--- --0 
fl I I • ( • ( i ( -9!!--(-tJ- -IJI ( I I o•-011--0• 

--f.. T ,(- -+ +1.;- ~ -+ 1-.. 
.... ~... 0 .... 

The Melodic Minor Scale in c,. 
4th String.6 ·1 3d String. 1· 2d String. I 1st String. 2d String_ I 3d String. 4th String_ I tin:i+ 12 4 0 2 0 2 1 2 2 0 1 o 2 0 6 4 

~1 1 · JlJ J-~-m- hJ Lt_LJ_l J . fl 
l 



Chords belonging to C~ Minor. 

i .L ;J:::: , '±= j ~ ~ ! I ~:. ~2• H fl. H 

~ [J Ji½t±?:Q.~l=§t!-1! ~ ~I ~ ~a ~2#-" S: =f :;t I T I 
The Major Scale in D. 

Fs;-c· j =~ a I 2d:- I :•-: i ~ 2 o I ••1s. I :Btrinr2 o j •yl 
~ J l J J J-L J-f-r-r--r-f.---J--r --1--..i-t#-l-L-. -J --J£-· · -ill 

Chords belonging to the Key of D major. 

'
' ~; ! E~~~ ~4 4• J_ SJ ~ g~ 11 .J I :~ I -~ I ..:IL-l!t.t-44-~!--__g.,9.,_-.••---1----§4._- -. 1- -s-~.- sl *------1 H-H11-a,-gtl= .. . i l _ !! . 11- -~~-U~-1 --=l--U~--2' · . ~~~~.--,,-!.--1 

~- :=!_.-1 -ltf I 1., UP 1«J-~/. - l ,i 
1 1 1 1 

1
-,J- 04 l 

0
~ l 

The Melodic Minor Scale in B. 

fth Strl,. 
6 

I 3d String. I 2d String. I 1st String_ ·I 2d 8. I lit Striq. ii th String.
4 

J 

J!i 1 2 4 o 2 o 2 o o 1 a 2 o 4 2 2 I 
~- jj I. Hi ~1' ..J#-i .... -, .. -+-l ----f--J II----J+---. J-1----¼-_ ---t~~3-J-(=t9l4==----1--J -.-l--a-l_f-J-.... ----1 - .... --1-111 H 

Chords belonging to B minor. 
2 · ~ 2 + 2 I 4J I J ~-~...,.--1----+-----+---+--.---+----e-lia'--.,--s---~-3---3•-t--4=· --=.i--+-41lr=>t•-·1 

~- 3 ·--9-;lil--,.--.::.~--, ~=- - --,9flll! -----:- --1-
-1 --a•- -a•--1•---s--i--1,-,:-1.--1 - -3 .-a•--~-ac•-

-.e::::i::l-l.!..-.i---aa--1 ----- 1 1• • • 2= I ~ 1 1 a~ , ----1-.... -i--1- --i1-,j- -i1.... ld' 1..-. ll -l, I~~~-· -1~ 

The Major Scale in G. 
8 8 

1 2 2 "I 53236 j a 1 o 1 a o . . 1 --fl.-: ~ o a 1 o ~ a, 2 o 4 2 1 2 4 o . ~ a._ _ 

~ a 1 ~ tn-. rttt:Eqffitf=rrttt-iJ=±lfo=:±=±t~ ~ . ••y•• 
Chords belonging to the key of G maJor. 

I d I ' ~ • 4 :d j I I Ii I I I 4J I l I l 

i ii :tr j1 p;-11=p. =i;fff~~l .~'lili i?Z~.~=~-, ~. ; .. · . .-:..-~---=E---+---','!~1-= - ~ I :::3: ~-~h -,--+l-"-----~----i-(-~~----~-:--f~-2 .-:--+ 
1• 1 ~ -:;t_ ~l -,t ~ l 1 ,. ~•1a,., ,1 ·Hr 

The Melodic Minor Scale in E. 
3 o S 2 3 :;; 

~ o 2 3 l O 2 4 O O 4 1 o l 3 2 o O 4 2 l O 2 l o 'Jll] l=#r ! ¥ tMr t=i r .Lf J-J4_;-J T~-J~-:::f] 



The -Major Scale in Ce 
8 S 

a I a a a & 1 
2 4 o 1 a 1 o 1 a o 1 -lll-J o a 1 o 1 a 1 e 4 

WlflFllr rrtrH r1 1 
1 I rtt r rP[J J JI J 

... Chords belonging to,'.·tl;l~~tKey of C major. · 

ii :~ ~ I i~ 
31 /;-, I ~ ~ !! i~ D 

1,r a• . . 1• ~ 1• 
The Melodic Minor Scale in A. 

9 10 10 8 
2 a 6 7 a 4 4 36 6 a 2 

O 1 2 4, 8 2 O l o l 3 O ~ •~ O 3 1 O 1 3 1 0 4 2 1 0 

g,: , , Jm~--r rftiD+EtltttH~I~~ JIJ J 1 ,u 
~........ 74 

Chords belonging to A minor . 

. ·< I ~!11_~_1r 
4

°t • J o.l !~'~I 
4 - 1-- -+1--- l (M Bf" I 1 

~~--+-i---~--0 --- - =+- === .,~ -0 --1i-----~----,·---___ -_-_-___ __.::=::= ±'Jr--:t-a----tj;--1---+' -(-I ;,ii~-0 ~ =l-=--00 
--0 --0-'!- -+~ - 1--1.--0 flK - ---

·o~ o ·, 2 7 -~:; to• to.': I '.~ 
The following Diagrc1.m gives a complete illustration of the FINGER-BOARD, and shows where the tones, ~is 

expressed on the individual string and fret, are represented on the staff. 

DIAGRAM. 

5th String. 

I 1 1 I ! I I JJ .. ~~ 1
/ L .1~ :_!~ ~='-.=±.~-,.---1-•,~. • ~ ~ 7 ,_ .'1'1 B, 1st String. ~ -,,, ,---!f:Pl--+-l --l--t--+--+--+---i--ir--1--+---1--+;-

I I l I . . I I l 
~ , I j 1cc-~l-LJ. ~\;; -t • -~-.,&~ 

G""". 2d String. :, , ... ==- u - ~~~:- "'" .... ""' ; : 
t[llf, ,, I ..., "' I I I I 

., . i I I I I I I I 1 .. 1 I } ~-
~~ I I I U,I ,_..,,._ - --- 'r 

E, 3d String. ~ , 1 
• 1.-. •- •- -,Ill,.. • -~-11 I:: ;l;;I 11 ",- il! "I , , , , 

I I, I l t ! 

j --t-11 I 111 11.11 
l I , l l I I ,I L La _, •-

A 4th String 1 : 1 , 1 ui ,___ • , • ,... -n: 

' - . ... ~.;_ -6- ~ ~---~1-----llr-•--F-... 'I' -, ! _r fl'.. ~ 1T 

E, 5th String. ~---~-----------



THE BARRE. 

When the forefinger is placed lengthwise across the 
finger-board, stopping all the strings at one and the 
same tlme, it is called the BARRE. We sometimes are 
required to stop two strings with one finger, this is also 
a Barre. Let us designate each by calling the -first 
Barre No~ 1, and the latter No. 2. 

EXAMPLE ILLUSTRATING THE BARRES. 

o• 
PosITION OF LEFT HAND MAKING BARRE No. 1 AT 

7TH POSITION. 

ExERCISE IN BARRE Cp:uRDS. 
KEY OF A lVLt\JOR. 

7th Poe. Bane. I 8th Poa. l 2d :PO&. Bane. j Looo. 

~~- E_liffiEffi_ -~~-~ E1'~- · . I:1:~:? c-~~f~ -•--- 4 ly 
In making the No. 1 at the first, second, third 

and fourth position, use the third and fourth finger. 

E d P B- N r: iji;tf~-40. -XAMPLE, 2 OS. ARRE;. O. 1-t- ~-~-3 t~-==-.!.~= 
l~ 

IN tHE 1<·ou.9wrna CuT. 

For those Barre Chords occurring at or above the 
fifth fret, use the second and third finger in place of 
the .third and fourth finger, as the frets are nearer to­
gether. The fourth finger is reserved for further use. 

EXAMPLE. 

Barre Chord at the fifth and seventh positions. 

.. ~ if BarteN_,.__i L -Btme~Ni_L' ___...f:r ~zl~: .. 
~ }~~-~ J~!-i--4--IH--4---l-~------11 ~--Barres showing further use for fourth finger. 

EXAMPLE •. 

I 
Jlarre No. LabPOll.. ,BureNo.17th~ 
holding. the Barre ~le balding the Barre wbil 
r:mm!fe~fourthfin,er :!~1jtfourth 

ExERCISE INTRODUCING BARRE No. 2. 

~ • 1 1 1 l:""..:.t:: I . 
~--~ I ff~41 :;t. 2-.-

HARMONICS. 

The principal hai·monics are found at the fourth, 
fifth, seventh, twelfth, twentieth and twenty-fourth . 
frets; also at the eighteenth fret on the fifth string. 
· In making harmonics, use the same right hand fin­

gering as illustrated in guitar style, while the fingering 
of the left hand is as follows : 

Press the fore-finger lightly on the string, sufficiently 
to prevent its vibration, as if open. 

Touch the strings delicately with the right hand-: all 
the notes on the banjo may be played harmonically ; 
that is, a harmonic tone may be produced at any fret; 
but, like the Guitar, there are just so many which sound 
the best. These are the ones which give the most clear 
and distinct tone, which have been mentioned, and will 
be made use of in this work. 

Cut showing the. delicate manner of touching the 
: strings with the third finger of the left hand producing 

harmonics. 
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INSTRU,MENTAL COMPOSITIONS 

Golden Clog. 

BY 

GEO. Ce DOBSON 
AND 

CONTRIBUTORS TO THE WORK. 

GEORGE C, DOBSON. 

GEORGE C. DOBSON. 
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GENEVEIVE MAZ OU RICA. 

,GEO.·C.DOBSON. 
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THE VENICE At ® 

By Geo. C. Dob~on , 
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MABEL SCHOTTISCHE. 
Geo.C. Dubson. 
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FOR BANJO. 
TU~"'E 4th. to B. GEO.G. OOIS0'1. 
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FOR. BANJO. 
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Htmry E·. Le l'ttlley. 
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B-LUE DANUBE WALTZ. 
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By&eo.C.Dobson" • 
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*## 2 ; f _ f I J 1 J I J ~ i 1 1 j j I [ rf E [ J I J r° · JJ 

RIPPLING CLOG HORNPIPE. By6eo.C.Dob1on, 
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LITTLE. DAISY SCHOTTISCME .. 
. . 
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. _ FAV·ORl,TE. _MINOR JIG._ 

Coni110s1!1l&.Arrtmgtd by 
Stt!1,lum Sh€purd. 
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ADA. POLKA. 
By E.D.qoldby. 
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·w Au·REGAN ScHOTTISCHE. 

Copyr\ght. om~. by White.Smith & Co. 

Compo~by 

HENRY E.Le V\LLEY. 
1'11J1il of G,m.('.1),,Lsm,~ · · 
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FRED WESSENBERG _ CLOG. 
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FAVORITE WALTZ . 

.4. rr. by Geo. C. Do b s,, n. 
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BILLIE OLIVER'S FAVORITE SCHOTTISCHE. 4a 
H.E. Le Y:,ll•') 

EXERC-ISE IN CHORri~. 
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SNOW FLAKE SCHOTTISCHE. 
W. G. Collins. 
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·THE KNIGHTS _QUICKSTEP.· 

INTRO. 
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FOR BANJO. By Geo.C.Dobson. 
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LID,\ POLK". 
By Geo. C. Dt>!Json: 
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INTRODUCTION. 

-MARIONt ·WALTZ. 
--->-For BANJO.am+ . 

t:' WALTZ. 

Compos°'ed & Ar.ranged by 

GEORGE C. DOBSON. 

,, !F~i: H IHi Hr 1~ I %f: p!f i ;1 tr~ g p:l J .i I 

Covyr1ght, rn'rn, hy White Smith & f'o • 
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GEORHE C.DoRsol 

'¥¥ff J ,, n I J ~ 1?n1 fff =II n #J I cr#rr PU&~r1r1,. 
t 

13
,~:l tG;!Pos. . 

,,#/ 1rJr~r1.DPpm11#rrfie[ifil#r ~< I 1=
1r&r;ur1 

1§!1' rJ:F:f ,1:;f f sn ~I 1±¾ nr ; F F f l¼ffijJJJ#J I 
1oeo: 
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. tht B Tune 4.. o • 
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THE DRUM MARCH • 

Arr. ByG. C .DOBSON. 

Copy ri!{ht t_,86 by ~itP Smith & Co . 
B01itoa •· 
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KARCH. 
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L<Jt11s Banjn Cluf,. 

LOTUS CLUB POLKA. 
n. C. Dobson. 
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THIM_BLE WALTZ: 

· A nanged by . 

HENRY E .. Le VALLEY. 
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THE l'Rov10ENCE CLoG HoRNPIPE. 

60'%1 + Z CopJright,1885, b)· White,Smith & Co. 
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Composed by Geo.C. Dobson. 

6007-= 2 Coiiyrig·ht,1885, by White,Smith & Co. 
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Composed by HJW. C. ])ORSO~i. 

6032 = 2 Cop;yrig'ht,1885, JJy,,11ite,Smith & Co. 



63 
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MABEL . MAZOURKA. 

F'or B~NJO byGeo.l''.Dobson. 
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Fo1-- Banjo. 
By GEO. C .DOBSON. -
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CLAYTONS· G:RAND MA·RCH. 
Ch. D. RLA.KE. 

Arr;for Banjo. by G.C.DobsoJi; 

_J I 

MareatoMelodia. 

6196--3 Copyright -urn.£ by lfhite Smith 4,Ca.,Boston. 



69 

b rilla11tt! . 

.... - .. .. - - ,J / • 3 / ~ .. ~ == • == ___,,,,, :__,,,/' , 



70 

;i II 
D.C. al ~in~. . 



71 

HOLIDAY GALOP. 

Compo~ed by GEO. C. DOBSO:S. 

Copytlglf 1882 by ·white Smith 4- Co. Boston . 
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FROM PATIENCE 
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By Geo.(). Dobson . 
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BANJO. FANCY. 

By Gt!o.C.Dohson • 

. &~#i ~! 1! ~¥ It i 3 g It! {I I! 11! ~ J J 9! #!.~I 

,~#,! d! d I! ff 11 j #] j Jl1i! t~tf±!JJ@}fd 

&Y ! J a 3 a J i a g d' r #r r r r r ' i i i 'c r f r Pr i 

& #br i= { 1 S J f J f JI f 3 i J l J I ! JJ J J J I J l__ 4 I 
'• ; ¥ 

. . 

ft# [. · ! . ! .· . 3 · =1 j 1 1 3 If 5 ~~ . ~ h : J f 3 I i F.- r I ? _J ., II 
t._,/ ---' - -+ ' ! -,:I- , - ' I -:r -1-

• • • • • • • • 

fj.\-05. ti2 



URE TT A SCHOTT I_SCH·E. 

'~. 

@#/d,......-#j~----J.j J J I fjJJj.i I t~J[1 r> r I [f~cr J.JJ.j1J#jijJ.j J t I 
PINE .. '~b jUJJ ~ ,w1aaJ11iS1Jff¥ljt!~/J.J JJJ.j I• p ,.,,~h 

D.C.alJrIXE 



18 

,THE WHITE BOY'S POLKA. 

G.C.Dobson. 

- ~•! Pos._ _ _ _ loco. =~ 3c;l Pos.~ - _ _ __ loco. 

\ 

·copyright 1886 bylfhitPSmifh ~fro.Boston. 
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Comyosed & ..u·1·anged 
expressly for the BANJO. 

To my J)Upil · 

Robert N.Cutler. 

"VICTOR" MAZURKA. 

Geo.C .Dobson's Latest. 

0820=3 Copyright,1887, by White,Smith & C9 
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"VICTOR" BANJO MANUAL. 

Ada Polka. • • . • • • • • • • • • • • • • • . • • . • • . • • • • • • • • • . . . . • Gol,dbg.. 39 

Banjo ·Fancy. • • . • • • • • . • • • ••••••.••.•••. • . . • . . • . • Dobson.. 76 

Banjo Harmony ••••••••..•••• ."._................... '" 27 

:Little Daisy Schottische •••••••••••• • • • • •, • • • • • BAepcrd. ·• 
I..otta Polka •••••••••••••.••••••.•• • • • • • • • • • • • • • Dob#ft. 26 

I..otus Club Polka. • •••••••••. , •••••• • ~ •• • • • • • • • 0 .56 

Banjo Jig. • • • • • • • • • • • • • • • • • • • . • • • . • • • • • • • • . • • . .• • " 19 Mabel Mazourka. • • • • • . • . • • • • • . • • • • • • • • ••• • • • • " 64 

81 

so 
IO 

Ii 
1~ 

Billie Oliver's favorlt.e Sohottische ••.••••••••••.••• Le Valley. 48 Mabel Schottisehe. • • • • • . • • . . • • • • • • ••••.• • • J • • • " 
" 
" 

·Bird. Waltz ••..•••••••••.•.••.••.• i.............. '' S4 Marion Walii. . . . • . . ...... •·,. ..•. 1t. • •. • • • • • • • • 

.. Blue Danube Waltz. • . . • • • • • • • . •.•••...••••.... , Dol,so,n,. 85. Mary Polka. , • , ••• , •••• , , •.•.. • • • • •• • • • , • • • • • • • 

Boulanger'a. March. . • •••• -; ••.•• ~ •.•. "'''...... . . . . " . 83 .Modulation ,Polka.·.:,; •.•.•••.••.••••••••••.•• ~··~ 

Christmas .March. • • • • • • • . • • . • . • • • . • • . • • . . . • . . • • . • " 66 Musical Terms. (Dictionary.) ... • .•••••.••.••• ~ • 

Clayton's ·Grand March. . . • . • • . • • • . •.......••.. 

Cloe Jig. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ...... 
" 
" 

68 

20 

Colonel's Solo. (Patience.) • • .. . • • • • • • . • . • • • . . . • " 72 

Diamond Polka . • . . • . • . • •.•.•.••• : . • . • . . • . . . • " 36 

Drum March. • . . . . . . . . . . . • . . . . . . . . . . . . . . . . . . . . . . . " 54 

... , Jig ................... •., •••••.• ,. • • • . • • • • • • • • '' 19 

Eli&e Marcia. . . . . . . . . . . . . . . . . . . . • . . . • . . • . . • . . . . • . u 46 

Exercise in ehonls. . •.•.•••••.•.•••..••.......••. Le Valley. 48 

Fandatlgo. . . • • • • • • • • • • •. • • • • . • • • • • • • . • . • • . . • • • • • • • 21 

Favorite Minor Jig •..•....••.•••...•.•.......... Bkepard. 38 
Favorite Waltz •• ~ • • • . . . . . . . . . • • . • • . . . . • • . . . • . • . . Dobson. 42 

Finger bcMrd, ·fJlustrated • ................. .'...... 24 

Mrst Exercise. . • • . . . • . • . . • . • • • • . • . . • • . . • . • . • . . . '' 19 

Precl Wessenberg Clog. • • • • . • • . • . • • • • . • • • . • • . • • • • " 41 

GeneTleve Mazourka. • • . • • • • • • • • • • • • • . • • • • • . . . • • " 29 

· Geraldine March •••.•.•..•.•..••....••.••. , . • . • . • . u S2 

Gleason Polka. . • • • • • • . • . • • . . . . . . . • . . • • • • • • • • . • • · " 27 

Golden Clog. . ..•.•.....•.•......•..•.... "• . . . . . " 26 

Harmonics. • • . . . . . • • • . • . . • • • • • • • . . • • . • • • • . . • • 25 

.llaffy Polka. • • • • • . • • • • . . • • • • • • • • • • • • • • • • • • • • • • Bhepa,rd. 45 

Holiday Galop. . . • . . . . . . . . . . . . . . . . . . . . . . . . . . . ~. 71 

.Jig . ............................. 0 ............ , •••• 

Jumbo Jig. . . . • • • . . • . • . . • • . . • • • . . . • . . . ••.••..• 

Joe's Polka. . • . • . • . . • • . • • . . . . . • . . . • . . .. . . . . . .. 

Knight's .Quickst.ep. • . . . ........•.............. 

I..ura'• J'avorlte. • ............................. . 
Lida l'))ka •• -·~·-· ········~······· ...... . 

" 
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21 

74 

" 31 

Shepard. 44 

LeV~ 49 

Dobson. 48 

Nt;lW Maud Schottiscbe ••••••••.•••••••••••••••• 

Pearl W alt,z. . ••.••.•••••• · .••••••.••••••••••••• 
" 
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61 
16 

Pop-gun Ga.lop. . . • •••.•••...••.• , • • . • • • • • • • • • • ~• St 

Pretty Polka.. . . . . . . • • . • . . • • . . . . . • • • • . . . • . • . • • • " tO 

Principal S~les and Chords.................... 12 

Providence Clog Hornpipe. • • . . . • • • • • • • • • • . • • • • Le Valley. 69 

Rippling Clog Hornpipe. • • • • . • . • • • • • • • • . • . •• ' Dobl<m,. S7 

Rudiments. • • • . • . • • , . • .• • • • • • . • • • • • • . . • • ••• _-. 

Second Exercise ••••••••••••••••.••••••••••• ~ 

Simple Waltz. . ••••••••••..•••..•••••••••••.••• 
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19 

20 

Snow fl.alee Schottische. • . • . • . • • . • • • • . . . • • • • • • • • Collin,. 41 

Star Polka. • •.••••••.•..• .-• . • • • • • • • . • • • • • • . • • • JJobaon.. 20 

Stratton's Clog. • • . • • . . . . . • . · ..•••.••.••••.•••• 

Stratton's Fa.vorit.e. . •••••••.•..•.••••••••.•••• 

Stratton's Polka. • •••.••••••..•....••••.•.••••••• 

The Barre. • ....•....••.......•.• ., ••••••••••• 

" 
" 

The house is haunted. ••.• , • • • • • • • • • • • • • • • • • • • • • ft 

Thimble Waltz. • . • • . . . . . . . • • . • • • •• . • • • • . • • • • • uYallet,. 68 

Trio Medley. • • • • .. • • • • • • • • • • • • • • • • • • • • • • • • • • ~- ,a 

Uretta Sehottfsche •••• ;. • • • • • .. • • • • • •.•.•••••• •• • 81,,epa~. 77 

Venice Waltz. . ..................... ,. • • • • • • • • • • .Do6'on. SO 

Victor ·Ka,zourka. • • • ...................... , • =- .• '' 1IO 

Violetta Waltz. • • • • • • ••.••.••••••.••••••••• , •.• , •.• 

Waltz •...... ~.................... • •••••••••• 

Waltz Exercise. • •••••.•.•••••••••••••••••••• 

Wanregan Schottlsche. ···········~•···•······ 
'WJ:lite. .&y's_ Polka. • • • • • • • • • • • • • • ••••••••••• 
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GEORGE C. DOBSON'S "VICTOR" BANJOS. 

I unhesitatingly claim that the original George O. Dobson '' VIOTOR'' B.:;,njos are the tlnest instrumenta of their kind :muu.­
factured in the world t.9-day. In point of correctness of size, perfection of finish, delicacy and sweetness of tone, and reasonablenesa 

of price, Tkey are Unrivalled, and are Guaranteed to be aupcrior to any and all others. The " VIOTOBB'' are Jdeal instrumen.ta, 

and are so recognized by the best players and teachers all over the country. Their pertection is the result of the study and experience 

of years devoted to the banjo as a player, teacher, and manufacturer, an exverlence which,_ in extent and tho~ughness, is ~osseased bJ­

JlO other individual to-day. The instruments ~ const~Qted upon Thoroughly S,cie:¥!,tijl,TJ Principle~, which have been applied, developed, 

and carefully tested by me during long professional practice, and have been approved by thousands of the best players, whom I haft 

from time to time instructed, in various parts of the country. All these instruments have the raised frets, which constitute one of the 

greatest improvements ever made in the banjo. The beginner and the professional alike, tlnd the raised trets best for all kinds of 

playing. After an experience of years1 using instrnme_nts with and without frets, I can emphatically declare that the banjo with raised 

frets, is the only Perfect Instrument. The " VJOTOB'' Banjos are made in styles designated 

The "Victor' Gem, Specialty, Ruby, Professional, Concen, Superior, etc., 
Th, werd ·"VIOTOB'•, patented March 4, 1884, being the special trade mark which distinguishes instruments of uiy manufacture. 

The "VIO'fOB" Banjos are easily recognizable, all of them bein1 stamped on that portioa of the handle which puaea through the hoop.. ae 
teUowa; 

"VICTOR" SUPERIOR 
1ACB A.ND EVEBJ .lNSJBUJIENT W4BBANTED. 

o-eo. o. ~obsox:i., 
290 SBAWKU'l' AVBffl, 

Bosto21rKa11e 



PBINTED FBOM STONE. BEA UT:lFUL EDITIONS. 

Publi•hed and Fo:r Sale by 

WHITE, SMITH & ·CO.,. 
BOSTON.· NEW YORK .. OHIOAGO. 

lll[Olle'a,· OlarlDet Ketllod. i-Cemp1ete •.•• , •••••••.. ~ ••• , •••••• ~ ••••••.. , •••••••••••• :• ., ••• · •.•••• , • , •.. •a.to· 
MO paaes sheet ansic 1tze. ~e only complete edition,,pnblished in this Country. Dia,ram1 compltte. · 

SJ.os••• Olal'laet· Ketb.oc.l. '1A.bridged. 128 pages .........•.••.•.•••• ,. ..•.......•••...•• ;·?.~ ...... ?.'. .. 1.60 
De Denotta"Violla •allooJ. Pa.rt I. Pa.per ••••.•••••••. , .•••.... ,' ••.••••.••..• , .• ~ ••••••••••.•••..•. ~'·... I.ta 

n.&rtil, • • • • • 0 • • ·• • •·~ • • • • 0 O • 0 • • • • • • • • .• • • • • 0 • • •, • • 0 • • • • 0 • •·• • • • • • • • • .•. O • • .. ,, • • • • • 0 O • • 0 • • • •·• • • • • • • • ~ • • • • ~. • • ~ 1.10 
ltreacll and En1li1h t~~ , 

. --•J.a.!li Violin Ketll.N. Vpl. I· .; , .••..• ~ ~· •• ,~ •..•.••.• ..; .• •.•.••••.••••.• ( -~ •••••••••.•.••. ,. ., •.... ,· ... · 

•••t•c'• lcb.ool ·for. tla• v\tou.n. Specially revised. Part I..~ ...................... , .: •...•..•..... 
_P.'II.,,., ... -..... ·.· ····"-··:·······••.•··.'.············································· .. ·'· ....... . 
P&rt Ill .... ,.' .............. •'•. •l• •• '.. ··•·• •••••• ·._ ••••••••••••••..••••••• · ••• · •••••••••••••••••••••••• ; ......... •' 

.... 
. 1.00 

.'16 
1.N 

•.· , 0()-.plete, Board1, .... : ·.--·~ ~: ·.· .... •.•• ~ .. .,.-: ..• , ............... ,<v ••••••••••••• u •••••••• ·,. : • ........ ~, l.M · 
. -~•. Qc,mplete V~oll.li'iletb.od, with Pleyel'• Celebrated Duet'tll. Boaru ...... '.., .... ,· a.N 
1'1eb.tJ;'s Y~un.g ViOUillat. Comprehensive and thorough •.....•............... ; •.•• 1. • • • • • • • • • • • • • • • • • I.ea. 
Loll!i ,.etb.U:~i-t.'s Vt.~Un School~ Vol. I. .... : .....•........................ '.;· .•. ~.;................. ·~"I.I 
-~berg's,·, Co:m.p~••· lletbod for . Viel.in.. . Board.a ••.. -. ....•• , , .. ~ . . . • . • . .• • • • • • . • ••.• ~ ... · .•.. : . • t.OO 

.ld,opted by all the l~inJ .teachers of the violin. 
:: .. ~{l~DiUijJ.a'• Six ~etlts A.1"5 Varle. (VioU.n~) Op. 89 ...... , . . ,; ..........•... ; ... .. ~ ...•......... :. ~1•~ 

·: •• •• ;' 1-' ;'Vari•tlons otmQderate difliculty on different theme,. . . . . . , ·. · · 
·-'f ·- .-. ;•~-.... ,,_11, . ·c.,,.,.() Vlolbl~.) . · P~eyel. o,P• 48. Moderate difflculty ...••••....•....• · .••••.. ~ •• :; . . . . ,.ao · 

ijc~/.'•i: ,:);,,;,,ii)~1-t~J'•~~ebrated D1uatt• • (Two Violtna .. ). Op. 8. EQ.j,-. ··.~·• ............... ••v ... .. .....•. ' .. 10 
,e· t'~:\i':, ~••t11•r~• ~Qrt7' St•tU• "nd Caprices. David Edition ... /~': ...................... -..•. , ......... ~,' l·~OO 
'·•' ~···'.~:' .. ).::::,._f!~li,~~IJ, ll,...,nqrd -."-,rn Ylolin Music~ Vol•. I ana,11. ..••.. ~ .....•...•........... -•••••. q 

· , ., : ';p&fs. /; :: \ ~~,rih'gJ,~d Fingertng, revised by Julius Eichberg. ~.. • · '.;-••,,., ',"' /t:,: t::H;: c; ' ri{:~~,iri~~ pi•,~ r~tf.&~t cover •.....• ~ ..•..........••••.•.•.••..•..... , ...•....•• t..... . 1.60 

i~. '.~,·~~~;~~~-~~~~~~·I<:~::::::::::::::::::::::::~:::::·:::.::::~:::::::~:~::::::::::::.·~:~-~-... ~:~·;.~:!' 
,· ,· / : ~'dller'a Abiidpl Edition,. gf PAC•• . · . · ' " 
· · . . . .._."••~~ ,lc>loa, _for •~ Ooaet. with Plano .Aeoompaalmea1i.~ . . ~ .. ~ ... ~. ~ ...... ~ .. ,; , ._ .'' 
· "''-'· Otl8ilt .1uui. Piano. _Vol.· I •.••....••....•.•.•••••••••••.••.•.... · ......•••...•••..•.••••••.•. • :, ...... ·., ... ... ,;:·,:t~OO , 

J1if {5S(CLI-\\{{{fr\SL\/-///-\-~-/i!iii:'..:_:_:_:.:,~:::::::.)!i . 
............. ler tltlitar. (0 .. plete.) B"1'i, .. ~···•···•·········••,•······•·•·············· I.I. 

Me-w: •• Hllfl'OTN. • 1S2 full 1ia paie1. _ ·• • . . , 
...._ ... ,,. ..... fer •utar~ (A._ri.,..,), -.... •••• ,.,., •• ,,, •• , •.•••.••••••.••• ... ~ .• , .. ~,.:._ t..~ 
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··_. Ntlllar Vffll&l ~• i:n1trwa•11.•l •~c. . , . --..s, .. ,.,, ..... ll. lletJlH. Uomplet. Iiutructer~, .......................................... ; ...••.•••. 
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