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“VICTOR”

SKETCH OF GEORGE C.

DOBSON, THE AUTHOR.

[FROM “THE FOL10,” FEBRUARY, 1886.]

George C. Dobson, the well-known banjo player and

teacher, today stands at the head of his profession. To

him more than to any other individual or number of in-
dividuals is due the wide-spread popularity of the banjo
in all circles of society. This has been accomplished
primarily by the attention which Mr. Dobson has for
years given to improving the instrument, until it now
seems perfect in all its parts. Compared with what it
was a quarter of a century ago, and with its musical
limitations then, the banjo of the present is practically
a new instrument of great popularity. As a player and
teacher of the instrument, he stands at the head of all
others. Mr. Dobson was born in Williamsburg, N. Y.,
about forty years ago, and inherited and early exhibited
strong musical talent. The banjo was the instrument
to which his attention was first attracted in a marked de-
gree, and he soon mastered the instrument, his playing
when a mere boy attracting the attention of leading the-
atrical and concert managers of New York, Philadelphia,
Baltimore, Washington, and other cities South and West.
He first began teaching in New York, where he at once
took high rank, and met with immediate success.

James Gordon Bennett was one of his first pupils in that
city. In 1870 he came to Boston, where, at 294 Shaw-
mut Avenue, he has since lived, and where he has taught
with equally great success. Among his many pupils
may_be mentioned Lotta, Judic, and a daughter of
Lawrence Barrett. Mr. Dobson frequently appears on
the concert platform, and always achieves signal tri-
umphs. He is an author of repute, having written seven
different works which have attained a great sale, and
his instruction books are not only standard, but indeed
the only ones of the kind in use. In directing the man-
ufacture of the banjo, Mr. Dobson stands without a ri-
val. His thorough knowledge of musie, his familiarity
with this instrument, his experience as performer and
teacher, have all been applied by him in improving the
mstrumwent so that the banjos made under his personal
supervision are everywhere acknowledged to be the best
in the world. In his superb ¢ Victor ”” banjo it may well
be believed that he has attained perfection. Certain it
is that no other banjo has ever been or is now made that
compares with this in all those qualities of beauty and
of tone that-go to make up the perfect instrument.



“VICTOR”

By GEO. C DOBSON
PART L
RUDIMENTS.

Rerative VaLue or NoTss.

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

The longest sounds are designated by this charac-
ter, &, which is called 3 Wuore Nortg, 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
Harr Nortg, the stem of which may be turned either
upward or downward, thus: A

A QuarTer NoTE, the time of which is but one beat,
is made thus: J or ® with the stem either way.

All notes of shorter duration are expressed by bars
across the stems, thus: Eigute Nork, J\ or ﬁ

N or B
A Tuairty-SEconDp NotE, thus: E or g

When several notes of the same character follow in
succession, the bars are usually connected in this man-
ner. Eighth notes with one bar, thus: J% 70

Sixteenth notes with two bars, thus: o —

KKK
s—_—
==
'
Often we find eighth and sixteenth notes connected

in this manner, [ r'_—"'

édo o
And various other combmattons, as follows:

gk

A SixteentH Norte, thus:

Thirty-second notes with three bars, thus:

TasLe or THE NOTES AND THEIR PROPORTIONS.

One whole note, - 2 - - -’
is equal to two half notes, - - - - a =
* is equal to four quarter notes, - - - | ] -
o o
i 1 to eight eighth notes, - - - [
is equali to eight eighth notes ‘; g J—- r-—-nl ‘r-—n‘

is equal to sixteen sixteenth notes, - -

is equal to thirty-two thirty-second notes

7%

m

mmm

.'j.‘jJﬂ .JGJJ Jj ‘J‘d:dﬂeﬁ

T Je e
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THE STAFF.

As every note has a definite fone or pitck, being ei-
ther Zigh or low, the sound is indicated by its position
upon a sfaff, 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 StAFF.
i mam Fourth space.
Third line. Thivd space.
fecond line Second space.
Firet line. space.

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

On the 24 line. On the 3a spaoce.

[o”]

=
b4

When more than five lines are required to designate
any particular note that is too high or too low to be rep-
resented upon the staff, we use small lines both above

and below the staff. These lines are called Lecei

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.

Leger lines above. — —
8pacer shove. — o

Spaces below.
Xeeger lines below.

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

All Staffs commence with a character called a CrLgr.

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

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

ano-Forte or Melodeon music, also for all music writ-

ten for the Violin, Guitar, Flute, Banjo, Accordeon,
Flageolet, Fife and Clarionet. The Biss;or F Cuer, )

is used for the /ef? 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.

A duet for two v1ohns, or for Flute and Violin, would

be connected thus:—

O

o

-0

~1Z
iy

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

Fal

@

o

Tue Rests.

‘Every note has its corresponding Rest, denoting si-
lenee, ar & 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 staft
and sometimes beneath.

A whole rest, corresponding with the whole note in
respect to time, is situated wnder the fourth line. A
half rest is situated a@bove the third line. A quarter rest
turns to the right. An eighth rest turns to the /.

THE UsE oF NoTes AND THEIR CORRESPONDING REsTs,

O 3
‘Whole Rest. Half Rest. Quarter Rest. ‘
0 ) 1
= }
——= = :
e/
a )
o —" 4
i =1
s
Eighth Rest. Sixteenth Rest. Thirty-second Rest.
= tn o~ et
— —]
2 )



RUDIMENTS. 3

A Tie — above or below two or more notes that |

have the same situation upon the staff, shows that they
are to be performed as one note, the duration of which
is equal to the time of all combined.

——__] is equivalent to one note, the time of
| which is eight beats.

g

[
n 1.
!
=
[
Fay . .
is equivalent to one note or five

28— beass

is equivalent to one note, the
time of which is seven beats.

'y
#? is equivalent to one note of six
L &< T — beats.

4

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

A dot following a note or rest makes it half as long
again.
. is , O is 5
" ; ual .
(7D equal [ B~ : o R~
Y to [ ANV to =
v — o/
7 m—) - —
—  is equal to 1
- : oo
&

Rests are never tied, but are arranged one after the
other until the required time is made up, thus:—

Fa
Y S )
i e e e Sy e S,
S .
e

When more than one bar rest is required, it is indi-
cated as follows:—

Fat

p -
_\3_7
2 bars.

= H = HEE—

8 bars.

L

3bars, 4bars. 5Sbars. 6 dars. 7 bars. 9 bars.

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

9 e e
1S equat to ] N
#77“ " TR O]
i\ —— S—

: is equal to
AL
e

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:—

o~

ot

e i

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 :—

Qlj
.
DX

Written. Played.
-G ) > - 2 i
R R B
A7/ et i ¥ e Nt . W

When marked in this manner, each note must be
made particularly short, and very distinct.

: Written. Played.

e P
- g B SN B A i IR RN LN
ICRESIE S e s

We frequently find the Legato and Staccato move-
ments combined, 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.

:&*ﬁ\:ﬁ—ﬁ,‘sﬂr

T T T 7 7 ¥

e e o R

‘v'.

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

A figure 3 is aiways placed over or under a triplet.

s e B
- 9—1: (S S B
3 —~—  —



6 RupIMENTS.

A figure 6 signifies that six notes are to be played in
the time of four.

Other combinations of notes are made, and the num-
ber marked above them, thus:

Seven to be played in the time of four.

A4
%

THE ScaLE.

Notes are named after the first seven letters of the
Alphabet, A, B, C, D, E, F, G. When these notes
follow in regular succession, they form what is called
a Scate. It will be observed that notes of the same
name or letter occur several times in a regular scale,
but always in a different position on the staff.

2d leger lins below. A A C
_n 3. * -
! |
- : ¥ i
< T !
? Secoud space. 1st leger line above. 16t leger li.; below.
C C D D
" = | £
- P ]
- :f_,. + 1
- 1

Third space. 2d leger line above. Space below. Foaurth line. D, &e.,

The notes upon the lines are

8]
... &—
ANI74 e

e/
E G B D F

S———

The notes upon the spaces spell the word Face.
é
F

SHArPS AND FiraTs.

|

B | ALLL
Q 'F‘F‘
= "'-“n

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

ol ..

A Snuare before a note raises it a Semitone.

:5‘__ A FuLat before a note lowers it a Semitone.

“%— A DouUBLE SHARP raises a note a whole tone.

——O~—— A DousLE FraT lowers a note a whole
u vV~ tone.

TueE ScaLe. -
n J. 1 1
) ——
1 4 4 1 ) ) Y
S — g 1 : .' o
T T g e @
-
A B C D E F G A B
a o> = T F
o — T |
‘ i - T |
A7 4 i |
o v
C D E F G A B C D

}: A NaturaL contradicts a flat or sharp.

%—g} or :EL;_ restores the single flat or sharp.

Flats or Sharps placed at the commencement 01 u
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 flat or sharp that is not so situated is called an
ACCIDENTAL

F#
i\u —
()

Here every F and C are to be made sharp, no mat-
ter what their situation upon the staff.

F§ Cs

f*Q

ot
¥

T

Imbeckadid

NLLL

-

B2 B2 B2
g—r—F
s e —— .
W) 1
o >

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.

Played.

ExaMPLE oF THE FuaT.

'J—t?:'i?—._ri'{:i i~ %:

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 aﬁect-

ed kikewise, thus:—

4
"

iomn

_.,_
¥
e

Played.

|

1
~T
)

:

oy

‘Written.

Played.

Sharps and flats before a piece of music are called
the Signature.

Onesharp. Two sharps. Three sharps. Foursharps.

Where the _ g_“ o - g~
. . - o,
signature is|C Zé_;p, - _ﬂ: %_ =
) . ej u .
that sharp is always F FC FCG FCGD
Five sharps, Six sharps. Seven sharps,
‘éj;'“ = FHirgt ?X o
[~ LY - A1 74 bR
e/ "¢
FCGDA FCGDAE FCGDAEB
One flat. Two flats. Three flats. - Four flats
Where the :

signature is [ :E

2

NG

LI L

that flat is always B BEA BEAD
Five flats. Six flats. Seven flats.
- ‘{255: fr‘: - e
(N2 25— PP ey 25—
o 0}
BEADG BEADG(! BEADGCF

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.

4
4

understand that each measure contains music to the
value of four beats, or one semibreve, which is made
up in time by any combination of notes or rests,
thus:—

acters (€ and sometimes by the figures ¥ etc., we

ra i
) e
w— ——f—p
NI ! — 5‘&1
¢/ " a
Count 1, 2, 34 1, 2, 8.4



The various kinds of Time are indicated by the fol-
lowing figures.
ber of notes to a measure, and the under one the &izd
of notes.

Common Time. Three-four Time. Two-four, - Three-eight.
") (3) [5) :
(3 ] -]
_%—'—‘4 z

Four-quarter notes. Three-quarter notes.

Six-eight. Nine-eight. Twelve-eight. Coremon Time.
A :

4.6)
n . B - r A
Q \ W]
o2 [®)
Yl

This mark > is used to indicate a particular accent,
or stress upon a note.

2 6 4
18 4 &

must be accented upon the beginning and middle of
the measure, thus :—

kinds expressed by the even numbers

2 v
FosEa—= ———
__-._‘ ' { g .

" P > > > > > > »

ot o e
A5 ] ot ——

A P P > > > > >
— v ]
e e RN

i o

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

mark. 3‘ —3and 9 time the accent occurs onl
3828 nly
upon the first note in the measure.
> 2 - > - >
- — 4 ; :
o ;
=

The upper figure indicates the zwm- |

Common time, and all other

P > > >
(A=
& fﬁ— » ¢
U — -
Q >, j-—ﬁwg
—,(\,, o e e o =
u_ -

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

And in _g_'they

are tied together in groups of three. ~This is not al-
ways the case, but most generally so.

are combined in groups.

When the unaccented part of a measure is to receive
a particular emphasis, it is shown by the characters’
Sz #f, or >,or . 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.
~- i ! : ]. {
L e e P frte 1__;‘_'13__._1
v o) fS ’:f ~——
SYNCOPATION.

—

VT i g Y H

D47 e ﬁ:&:t:i
» Y >

-~

Double Bars indicate the end of a strain
and the conclusion of a tune, thus:—

Dots before or after a double bar, signify repetition.

When the letters D. C —~which signifies Da Capo—
are found over a double bar, it sxgmﬁes that the first .
part of the piece must be played again before proceed-
ing to finish the piece. When it is found at the last

0N

#t::

AT
e/

Lahibabd




RUDIMENTS, »

strain, it implies that we must return and finish with
the first strain: but, if we find this character, ~», which
is called a Pause, over any dowble 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 Sien.%. 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.

ExamrLE.
B | _Bis. 1 . oo
-9 ‘Lg o m ﬂ
5 = e
Written.
o4 . ~ e
.X J i) H B m Hl) 0 H
L;}JZ », Eﬁ:g“v‘?‘ jlt‘—-‘ -
Played.

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

ExampLzs. ten.
D 0 Svammmmm;
o o - 2%% T S == .
ANV AW i
A3V Y| ” X3
¢/ Written.
The end. 2 _
- e e o,
a4 =T s fr—
First Part. Second Part. Fourth Part. Hine. | I p- O = I I .:':E.:E_ q
s N D.C. .,,_mf—a ] \;}j 4 . : !o‘ & % :
:ﬁ‘ - 1 i Played.
Y L. ’

Third part.

Here we play the first and second strains, when the
D.C. directs us to play the first part again,which makes
the third strain; then we skip the second part and pro-
ceed to the fourth strain, and finish at the pause.

First Part. Second Part.
A Br
{8
¢/
Fifth Part.
Third Part. o~ Fourth Part. S
P s
AN 7 L
ef
Sixth Part.

After playing the first four parts, the $ appearing
the 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.

ABBREVIATIONS.

‘When a succession of similar notes is required, we
sometimes use the following characters, which are

termed abbreviations.

A whole note with a single dash signifies that it is
to be played as eighth notes.

O ) .
- s e .—d_ -
ANIY) _L_!Iitij::l
by 1
Written. Played. '
A double dash, to be played thus:—

:%1: a9 o asae

Played.

Written.

S e—ry

AN 24
[y

Written. Played. Written. Played.

OtaER EXAMPLES OF ABBREVIATIONS.

£ . ) P
I NS Gy S o St s e s i |
i B S A |

Played,

¥

6=

Written, Played.

Written,



10
0
-_——M i
: A
‘Written. Played,

-6 B —
‘Written. Played.

This character signifies repetition: \z
x:* —m-_m—___
e -@——l T -

‘Written. Played
-é E; ?E .; m-' —

‘Written.

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 & is called a Tury, and is executed
in the following manner:—

E o
Ny *
v

Written. Played.

S

Written.  Played.

There are several kinds of turns: the plain turn ow,
inverted turn @. turn after a dot, &c., which are fully
explained in the following examples:

Plain turn. Inverted. Turn after a dot. eg»

g

‘Written.

-

Played.

| Written.

RUDIMENTS.

I

A SHAKE (a~) 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
notes, the first of which is called the preparative note,
and the last two its resolution. Shakes, and all other
kinds of Graces, must be played in proper time.

Prainy SHAKE.

¥

Written.

Played.

Pilayed.

Written,

Q@}}::
X
aintaine

ﬁesohgon.




RUDIMENTS.

r Notes are always connected in the most convenient
_ - form, for this reason we sometimes observe them in
this manner :
¢/ Preparative. Resolution.
e . ——— ' )
o folfololfo, o ' : -;_ﬁg——'———-—
ey > -

ArrocIATURA 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,

| ol
, I —-— -
Written. g = -§ e .
¥ The Greater. The Lesser.

:
}

Ot1HER ExAMPLES.

LjiM

Choice Notes.

Written,

a

Cuoice Nortes.

Written.

ks

Played.

J%:’?"—‘“‘T“"{:

When the last two bars of a strain are marked 1mo
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.

b {imo.  VYamo.
‘ p ——ﬂ— . = l

Written. - A f. ] : !}:l
U N ‘ o o
0O ﬂ :

Played. 1N “' : —
é—-—c—v«_‘_ g .:';_,i_..j—ﬂ
e/

INTERVALS.

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.

ra

I e Bk
38 N34 ! P L=~ o
3 u (3 etV L1
Intervals of a Second Intervals ofa Third.
O
N |
™ ) or |
NI [~ ]
y; )

Intervalg of a Sixh,



It must be observed that the interval of a third is
composed of three notes, E, F, G,or A, B ,C, &ec.:the
intervals of a sixth, of six notes, E, F, G, A, B, ('f, 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, 8, — 4, 5, 6, 7, — 8.
-} ; - w1: —_
= : e
D S et ‘
Tone. 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,

Transrosition oF THE KEvS, orR ScaLE.

When C is taken as 1, the scale is to be in its nat-
ural position; but either of the other letters may be
taken as 1, in which case the scale is said to be Trans-
POSED. As 1 is the basis of the scale, the foundation
on which it rests, so the letter which is taken for this
sound is called the Key Nore. 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 1, the scale is in the key of D; and so on
with the rest 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,
or tones and semitones, must be preserved. Thus,
the interval must always be a foze from 1 to 2, a fone
from 2 to 3, a semifone from 3 to 4, a fone from 4 to 5,
a fone from § to 6, a fone from 6 to 7, and a semitone
from 7 to 8. The interval from one letter to another
is always the same, and cannot be changed,—thus, it is

always a Zonz from C to D,and from D to E, a semitone

from E to F, a fome 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
preserve the proper order of the intervals.

First transposition by sharps from C to G, a fifth |

higher, or a fourth lower.
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The same method is followed 'n all transpositions
by sharps, viz., the fifth above or fourth below is taken
as 1 of a new key, in every succeeding transposition,
and an additional sharp will be required also in every
succeeding transposition.

To transpose the scale by flats, we take the fourth
(instead of the fifth) of every new scale. F is 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.
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SCALE IN THE KEY OF A, MINOR MODE.
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The relative minor of a major key has the same num-
ber of sharps or flats, and is found one minor third

below the key note.
Minor SCALES.
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The difference between the major and minor key is
. . . r ‘. . C MIN
a minor third, (three semitones). The major third con-  JoR .
tains two-whole tones, (four semitones). ' — . Y -
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SCALE IN THE KEEY OF C, MAJOR MODE
Q CHROMATIC SCALE.
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i_g‘\g . — QGOGG This scale contains all the notes, natural, flat and
Y & = | sharp, to D above the second leger line. '
The third in the minor scale contains one wholetone |

and a semitone. : - " : . |
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CHoRDS.

CHorbps, or double notes, are written one above the
other, and can be played upon the Banjo, Guitar, Vio-
lin, Piano, Melodeon, &c. In music for the Flute, Clar-
ionet, Fife, &c., the upper note only must be played.




DICTIONARY OF MUSICAL TERMS.

Ralan,

(r ) accslera t.hemmmen
wcounmk a part adde rincipal
one by way of enhmcing the emsct. or com-

AB“ AGIO, £M& a very slow degree of movement.
ADAGIS extremely slow.

n,) at will, or discretion. This

. expreasion implleatlm the time of aome particular

passage is left to the pleuure of the performer;

or that he is at liberty to troduce whatever em-
bellishments his fan ﬂ‘y uggest.
FFETUQSQ, (it.) a cﬂonute. tender.

;um-uo bN AGITAZIONE, ([.) with egita-

tlon
m ({2.) to the; sometimes, in the

AL?EGREMENTE, (&) with quickness.
ALLE(%RkETTO, (1t.) somewhat cheerful, but not
ick, as
AL EGHET0 BOHERZANDO, () moderately
£ layful and vivacious.
ALLEGREZZA, (1) joy. a8, con allegrezza, joy-

ATLECTISEINO, (1) extreme quick andlively.
ALLEGRO, (X.) quick, lively. ferm xmﬁlymg a
*. rapid and vivacious movemeut, but which is fre-
quently modified by the addition of other words;
as, allcyro agitato, quick, with anxiety and agita—

AL SLGNO. AL SEQ., or thecharacter g signiﬂes
that the performer must return to & similar
character in the courss of the movement, and
play from that place to the word jine, or to the
mark /n over & doubloe bar.

ANDANTE (Ji.) implies a movement somewhat

slow and sedate. This term is often modified,

both as to time and style, by the addition of other

words,
ANDAN;I'INO, (i) somewhat eglower than

7
ARIMATO, CON ANIMA, A\TIMOSO. (n.) with

animation, in a apirited man

PIACERE, A PI ACIMENTO. (B) at the plea-

sure of the erformer.
APPOGGIATURA, (It.) a note of embellishment,

written in a smali character.
A.PPOGG[y ATO, (It.) dwelt, leaned upon.
n alr or song.
2]( ) in the st; le “of an air,

ABPEG(:]A\IDO. ii]t passages formed of the

t

ARPE TATO, notes of chords faken in rapid
'EGGIO, suceession, in imitation of the
hn are sald to be in arpeggio.

(Ii? very, extremely. This adverb is
llm\yn jolned to some other word, of which it
extends the signification; as, adagio assas, very
slow ’nh?"egm assas, very quick.

ASS.

ﬁ TEM (4t.) in the regular time.

v )
A TEMPO GIUSTO, (&) in strict and equal time.
ATTACCA, ATTACCA SUBITO, (Xt.) imphes that
» the performer must directly commenca the follow-
ing movement.
BALLAD, a short and familiar song.
BARCAROLL , () airs sung by the Venetlan
gondoliers or boatmen.

BEAI‘ one of the princi al aces In music.
BEN, (1t.) well; as, B! CATO, (J2) well

marked, This expresslon indlca.tea the
ye must be din a clear, d

ey

and

o

BIS, (Lat) twice. Aterm which indicates that a
certain passage, distinguished by a curve drawn
over or under it, must be performed twice.

BRILLANTE, (I. and Fr.) an expression indicat-
lng a showy and sparkling style of performance.

BRI

ggxoéo. (1) with brilliancy and spirit.

BRISE, (Fr sprinkled, broken into arpeggios.

CAD] ’&CE, a close in melody or harmony; an
ornamental and extemporancous passage intro-
duced at the close of & song or piace of music,

QADENCE, (Fr.) a shake; also, a cadence in har-
mony; a8, cadence {arfai&e, a perfect cadence;
cadence rom; terrupied cadence.

CADENZA, (1) a cadenee, or close, &t the ter-

mination of 8 song or other movement, Introduc~

ng lome fancxml and extemporaneous em-

men
cALANDO. (I‘ ) gradually diminishing in tone and

quicknes
CADORE (It ) with much warmth and animation.
CANO! E‘ (Jt.) a canon, or catch for several voices
or lnsmnnents. o

CANON.
CANTABILE [43 ) m a graceﬁfx and singing style.
OANTANTE, (&t.) a partto be executed by the

A, ALLA, (2.) in the church style.
é t ) the head, or beginnin,
Clo (It) o fanciful and irregular speciea
o compo
CATCH. a vocal plece in several parta of & bumor-

chara
CAVATINA. (It. an air of one movement or part
occasiona preceded by a recitative.
T, (Fr.) asong or melody, the vocal part.

COR GBAVITA. (I! ) with gravity.

CON GRAZ % th grace.

GUSTOSO, (1.) with taste,

(It.) with impetuosity.

() in an agitated style, with spirit.
SPIRI It. with quickness and spirit.
CRESCENDO or C ES., ({t.) with a gradually in-

ereaging quantity

DA, (it.) by.

DA CAPO, or D. C., (I.) from the beginning, an
expression which 18 often written at the end of &
movement, to indicate that the performer must
return to and finish with the first strain.

DAL, (&) by; as, dal segno, from the sign; &
mark of repetition,

DECRESCENDO, (&) gradually decreasing In
quantity of tone.

DELICATEZZA, (1t.) delicacy; as,con delicatesze,
with dellcacy of expression.

DELICATO, (1t.) delicately.

DIATONIC, (Greek,) naturally; that is, according
to the degreex of the major or minor scale, or by
tones and semitones only.

DILUENDO, (Z.) a gradual dying away of the tone

1ill 1t arrives at extinction,

DIMINUENDO, or DIM., (X)) implies that the
quantity of tone must be gradually diminished.
DI MOLTO, (Jt.) an expression which serves to
a,ugment the signification of the word to which it

added; as, allegro di mollo, very quick.

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

DOLCE. or DOL., (4t.) implles a soft and sweet

DOLCEZZA or CON DOCLCEZZA, (&) with
sweetness and softness.

DOLCEMENTE, ({£.) in a sweet and graceful

DOLOROSO, () indicates a soft and pathetic

E, I{D the Italian conjunction and; ns, flauto e
molma. flute and violin; nobilimente ed animalo,

with gmnde';‘xé and spin .
E%gg AAMENTE 2 (I.) with elegance.
ELEGANZA, () vnth elegance gacefully.
E?II‘]ES}RG}}()}O iC()Iﬂ ERGI,A, ERGICAME:.
{ with
ESI’I%LSSXVO or CON ESPRESSIONE, ()
th expression.

ESl RAVAGANZA (£2.) extravagant and wild, as
to comaposition and performance.
FACILITA, (It.) a facilitation, an easier adapta-

tion.

FANT. AISIE ) a specles of composition in

FANTASIA, ( which the author gives free
scope to hls xdeas. ‘withoutregard to those system-
atic forms which regulate otber compositions.

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

FINE, (It.) the end,

FORTE, or FOR., or siraply 1, (&.) loud.

FORTISSIM , OF I, (it.) very ioud.

FORZANDO, or hZ or fz, implies that the note
is to be marked with partmnlar emphasis or force.

FUOCO, CON, (&.) wnh intense animation.

FURIOSO, or CON » (J1.) with fire,

GAIEM. LI\’I‘ (Fr. P{m a cheerful and lively style.

GALLOPADE, ) & gallop; a quick German
dance-tune,

GALOP, (Ger ) _{a quick species of dance, gene-

GALQPP .) § rally in 2-4 time,

GIUSTQ, (It ) in just and exact time.
RAGES oceasional embellishments, sometimes
indicated by the composer, sometimes spontane-
ously introduced by the ﬂpu-mrmer. The most
fmoportant of these are the appoggiatura, the
turn, and the shake.

GRANDIOSO (ﬂ/% In a grand and elevated style.

GRAN GUSTO, ) in an elevated, grand style,

GRAVAMENTE, (It.) dignified and solemn.

GRAVE, (it) the slowest degree of movemenis
also, a deep, low pitch in the scale of sounds.

GRAVlItTA (It.) gravity; as, com gravitia, with

avity.
GRUPETTO (B)a group of notes; a turn.
GRUPPO, ( !) a turn, o
GUSTO, GUSTOS0, or COI\Y GUSTO, (t.y with
taﬁt].e elke;gsmﬂy.

)t
IMI’I‘AZIOWE, {t.) an fmitation,
IMPETUOSG, (/.) with impetuosity, impetuously.
IMPROM.PTU (#r.) an extemporaneous produg-

IMPBOVISARE, {#.) to compose or sing extem-
craneously.
(It ) in aa, m fempo, in time,
NNOCENTEMENTE, (/) in an
arﬂess and sxmple style.
INTERLUDE, an mtermediate strain or movement.
TR. a short introduectory
INTRODUZ!OVE, movement.
ISTLSSO (It) the same; as, $slesso tempo, the

LARGHETTO {It.) indicates 4 iime slow and
measured in jts movement, but less so than Largo.

LARGHISBIMO, (2£.) extremely slow.

LARGO, (Jt.) a very slow and solemn degree of

CHE. (fi.) than; as, poco piu che ¢¢, rather
slower than andanfe.
CHORD, acombination of sounds forming harmony.
CHROMATIC, proceeding by semitones, or formed
means of semitones.
A, (1t.) a few bars added at the close of a come
sition, be{‘ond its natural termination.
080 'E (it.) implies that the accompanist
must follow the principal part in regard to time,
CON. ( R.) with; as, con espressione, with expres-
con brio. with brilliancy and spirit.
OONCENTO (12.) concord, agreement. A selection
of pleces is sometimes so called.
CONC: '1‘0. (1t.) & composition_intended to dis~

ers of some particular instrument.
08" Abslt) with sweetness.
DOLORE. mournfully, with ;“~thos.

EGATO, {1.) in a smocth and connected manner,
LEGATISSIMO, (i) exceedingly smooth and
conpected,
LEGEREMENT, (Fr.) with lightness and gayety.
LEGGIARDO, (It light, gentle,
LEGGIER AMERTE, () hghtly, gently.
LEGGIERw, or CON LEG( BZZA, (&) with
lightness 2nd facility of executmn
LFGGILRISSIMO. (Jt.) with the utmost lightness

and facility.
LENTANDO, (R.) with increasing slowpess,
LENTEMENTE' (2.} in slow time,

LENTO.
LIbAIE N. (E‘ ) smoothness of connection; also, &
ind or ti
(Lcs.) This word implies that & passege in to

be played just as it is written in regard fo pitch;
it generally occurs after 8va alta, or Sva

MA, () but; as, allegro ma non iroppo, quick.
bt not too much so.

MAESTOSO, (1t.y with majestic and dignifled ex-

ression.
M‘}uN, (Pr.) the hand; as, main droiie, main
gauche, or M. D., 0‘ the right or left hand in

izno-music
M%NO, (1) the hand. Mano dritta, or destra,
the right hand; mano sinisira, the left hand.
MARCATO. [¢3 ) in a marked and emphatic sty

RITENENTE, m'rm-ro. (B.) a docrease In the
speed of the movem

SCHERZANDO, SCHERZATO SCHERZO080, or
SCHERZ (4&t.) in a light, playfnl, and lport!vc

SEGNO, or ﬂ ()a sign. as, al to

segno,

the 8 919 at from the nxn.
SEGUE‘ SEGUI 0, (Il. now follows; or, as fol-
lows; as, segue &l coro, the chorus fouowr segus
a ﬁnals, the finale now follows. It is also used
in the sense of, in ssmtlar, or like manner, to
ghow that a subsequent sago is to be played

MA) A, (Jt.) a march. like that which precede
MARZIALE Jt.)ina martiel style, LICE, SE PLICLMENTE. (R.) with sim-
)acompositxon founded on several lglicity‘ artlesaly,
favorite airs a medley. 8. " (lt') always; as, sempre slaccato, al
MEME, (Fr.) ‘the same; as, méme ?, in d; sempre forte, alwu.{l Ioud.
the same tune. (?m forte, continnany increasing in
MESTO, (J.) monmml!y, sadly, pathetically. SER 080, {Ii.) in a serious style.

MI:STOSO (It ) sadl pensively.

METRONOM. { an ingenious instrument
for mdxcatmg the exact time of a musical piece
by means of a penduium, which may be shortened
or lengthened at pleasure.

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

MEZZO CARATTERE (X.) implies a moderate
degree of expression and execution.

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

MOLTO, (1) very, extremely: as, molle allegro,
very quwk mollo adagio, extremely slow.

MOR(, U, (Fr ) & piece or musical composition

of a
MORDENTE {11.) 2 beat or transient shake,
MORENDO, (_Iz ) gradually subsiding in regard to
tone and tlme, ing away.
MOSS0, (it.) movement; as, psu mosso, with more
movement, quicker.
MOTO, or CON MOTO, (1) with agitation.
MOVIMENTO, (1.} mne, movement.
gggl%PMENTE z ({t.) with nobleness, grandeur.
NOTTURNO, (It ) & compogition, vocal or instru-
mental, suitable for evening recreation, from its
elegance and lighiness of character.
Q, (i) or, as flauto o violino, flute or violin.
OBIL LIGATO, or OBLIGATI, (X.) a part or parts of
a composition, mdxspensable {0 its just perform-
ance and which, therefore, cannot properly be

ted.

OTTAVA or 8va, (/) an octave. This word is
generally joined with alta or bassa: the first
signifies that the passage to which it is applied
must be played an octave higher than it is
written; the second, that it must be played an
octave iowe T,

PASSIONATE, (I.) in an impassioned manner,

PATETICO, (It );ﬁmetxcallv

I’ATHuTIQUF (#r.) pathetic,

PASTORALE, (It ) & soft and rural movement.

PEDALE, ( I ) a pedal or stationary bass. In
piano-musie, this term implies that the performer
énust press down the pedal which takes off the

am|

PER])LNTDO, TERDENDOSI, or PERDEN,, (1.)
implies a gradual dummmon, both in the quan-
tity of tone and speed of movewent.

PEY, (Fr.) a little.

PHRASE, a short musical sentence, containing an
incomplete idea.

PIACERE, ([I.) will, pleasure; as, a piacere, at
the performer 8 pleasure in regard to time.

PIANISSIMO, or (Il) extremely soft,

PIANO, or p., ",

PIU. (L'.) an adverb of augmentation; as, pin
presto, quicker; piu piano, softer.

PLAN"‘IVO., . ) expressively, plaintively.

PLUS, (Fr.) more; as, plus ammé with greater
ammuticm

POCO, (i) a little, rather, somewhat: ns, poco

7 esto, rather guiek; {oca piano, somewhat soft.

POCO A POCOG, (. ) y degrees, gradually; as;
poco G poco crescendo louder and louder by
degrees; poco @ poco dzmmuendo, softer and
'iomr by egrees.

POIL, (%) then as, piano poi forte, soft then loud.

POLAGAL (L) a slow, Polish dance, fn 5-4

POLONAISY, (Fr.) ¢time, of & peculiar rhythm-

POLONOIL %L, ( Fr.)Yical construction, as the
melodial members usually terminate on the
third quatter of the measure,

POMPOSO, (#.) in a grand and pompous manner.

POR’I‘A’\!ENTO (4.} the manner of sustaining
and conductmg the voice; & gliding from one
note to another,

POSSIBILE, (Jt.) possible; as, piis forte possibile,
as loud as possxb e,

POTPOURRI, (Fr.) a fantasia on favorite airs.

PRECIPITATO, (X£) in a hurried manner.

PRECISIONE, (.} with precision, exactitude.

PRELUDIO, (/£.) a prelude or introduction.

PREMIERE,{(Fr.)first; as, premicre fois, first time.

”REST;SSIMO {{t.) the mwost rapid degree of
movement
PRESTO, (/1) very quick.

PRIMO, (It ) firsts s, violino primo, first violin;
fempo prtmo‘ in the first or original time.

TADER. E, (#r.) a French dance.
UASI, (It.) in the manner or style of ; as, quasi
aIlegre{to, like an allegretto.

QUIETO, (Jt.) with calmness or repose; quietly,

ﬁﬁggﬁgg%?g $ (It.) with anugmented softness,

RALLENTANDO (Jt.) implies a gradual diminn-
tion in-the speed of the movement.

RAFIDO, (#.) rapidly.

REFRAI r.) a burden, or tag-end to a song.

RINFORZANDO RINFORZATO, or rinf., or rf.,
(1) with additional tone and emphasxs

ROMAXCE, (#r) ia short lyric tale set to musie;

ROMANLA. (i) or a simple and elegant melody
suitable to such words.

RONDEAU, (#r.) i a composition of severai strains

ROXDO, (J/1.) or members, at the end of each
of whleh the frst part or subject is repeated.

SERPEGGIAN 0O, ([t.) gently and silently creep-
onwurds, qmetly advnnclng.

SFORZATO‘ ANDO, or sf., (ft.) imples

thm. a partlcular note 18 to be played with em-

SICILIANO (It.) a movement of a slow, soothing
pastoral chnrlcter. in 6-8 time, resembling a dance
peculiar to the peasantry of Sieily.

SINFONIA, (&t.) a symp ony or orchestral com-
position in man;

SLENTANDO, (I 5’ a gradual diminution in the
time orspoed of the movement.

SMORZANDO,(.) a gradual diminution as to tone.

SOAYVE, (Xi.) in a soft, sweet, and delicate style,

SOGGETTO, (. ) lhe subject or theme.

SOLIL, plural of § [¢3] implles that two or
more principal parts p]ay or sing together. Such

arts, of course, are never doubled.

8OLO, SOLA, (1t.) alone.

SOLO ({t.) a composition, or even a passage, fora

instrument,

SON ATA, (1.) }a composition consisting of

SONATE, (Fr.) { several movements, generally

fora ning priz.cipal instrument, with or without

accompan;
SOSTENUTO, or SOST.. ({t.) sustained; contin.
uous in regard to tol
SPIRITO, CON SPIRITO. (1) wml spirit.
SPIRITOSO, (J.) with great spirit.
STACCATO (IL) {m] &)“el thzt the
ayed distinct, ani d frol
ES80, (It.) the same.
SUBITO (Jt.) quickly; as, volti subito, turn

quickly. .

SUITE, (Fr.) a scries, & oollecuon. as, une suite
de picces, a series of less

8Y tg((l)Pix , () in a conltra.(ned and synco-
pa

SYNCOPATIO\I — When a tone begms on Al UR~
accented part of a 4 in
the next part of the measure or on the first part
of the succeeding measure,

TACET (Lat.) implies that during a movement, or
partof a movement, some particular instrument is
fo be silent; as, auto tacet, the flute is not to ghy.

TANTQ, NON. , ({t.) not so much- not too muc

TARDO [€: 3] slowly. ina drngging manner.

TEMA, (& ) @ subject or theme.

TLMPES ‘0S0, (J.) in a tempestuous manner,

TEMPO COMODO, ({t.) in a convenient degree of

ent,

TFNDRFMENT (Fr. nﬂ‘ectionately. tenderly.

TENERAMENTE %} 0, or CON T&E—
REZZA, (1) tenderly.

TENUTO or TEN., (It.) implies that a note, ox
notes, must be sustxuned or kept down the full

time.
THE ME, (Fr) a subject.
TIMOROSO, (Jt.) with t:midl l;:Annd awe,
TRANQUILLO TRANQU] MENTE, or CON
TRANQU: TLLEZZA, (It.) tranguilly, c¢om-

TREM_E&DO, (1t.) with s tremendous expression,

horribly.
TREMANDO, ) (#.) implies the reiferstion of &
TREMOLATE, note or chord with great rapidity,
TREMOLO, 80 £8 to produce a tremulous kil xind

of motion,
TRILLANDO, (Ji.) a succession of shakes on diffes~
TRILLE, (F )
y . {Fr.
TRILLO, (It.) (a shake, a trill.
TRIO, Ity a lpiece for three voices or (nst.rumcnu.
"This term als
waltz, march, minuet, &c., which always leadl
back toa repetition of the first or principal move-

TRIPLET a group of three notes, arising from the
divigion 'of & note into three equat paris of the

next inferior duration

TUTTA F £.) with the utmost vehemence,
as loud as posslb 0.

TUTTI, (& plural, all;) a term used to point out
those' passages where all the voices or instru-
me?}s.) or both, are to be ilrl)tt{lm

N, (it.)a; as, un poco, & e.

VALCE, (It.)

VALSE, (F 1% waltz.

VELOCE, or CON YELOCITA, (R.) in nplll thoe.
VELOCIésto. (i) with extreme rapidl
VIRRASTE (D s

e keys of the pian
wcongso, VIGOROSAMENTE, (It boldly, vig-

1y,
VISTAMENTE, (2 { with quickness.

VIVAMENTE, or CON VIVACITA,,
(It.) with briskness and animation.
VIVAC!SSIMO (1) with extreme vivacity.
VIV CITA, (It ) vivacity.
VI (,01\ VEZZA, (1) anitosted, lively.
E, (1t.) the voice,
\ OLA\ITE (41.) in a light and rapid manner.
VOLTA, (i) time of playing a movement; a8,
rima volta, the first time of playing, &e:,
VgLTI SUBITO, or V, 8., (i) turn over quickim :

080‘5 waltz, A

‘notes are to be
o one 1!




“VICTOR”

How 1o StrRING THE Banjo.

Select the very fine strings which are now manu-
factured abroad expressly for the instrument and may
‘be purchased of all dealers. The fourth string is the
Baés, 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.

Tug TONES, AS REPRESENTED ON THE STAFF, PRODUCED
oN THE FivE OPEN STRINGS.

@

- 1 2
B -« ; " i
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Y B #6 E F E
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i & § & i
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g 3 3 g &
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4 | el _
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It will be seen by the above diagram, that when'the
Banjo is properly tuned,

1
i

the first string open, is B. P

the second string, open, is §G.

the third string, open, is E.

the fourth string, open, is A.

The fifth string, open, is E, — R —

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 chord.
| 8 3

P 5
- @

E 4 B E

'*'ﬂi om

€
S
M

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.

D o ° 11 2
s s —F
i
A |
ej — '
~p-

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, Cﬁ
will be explained farther on,

How 10 Tune THE Banjo To ProDUCE THE TONES AS
StownN IN THE D1aGraMm oN PrRECEDING PAGE.

Tune the fourth string to A, from a pitch pipe, then

‘place the second finger on the seventh fret of the

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 anison with it;
then play the following exercise on the two chords
already explained to familiarize the sounds.

Exgrcise arrer TuNing.

- - A N SRS
o= g e ]
s - 0—-0—0f{—0 PRI L

Ty
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How 1o HowLp tHE Baxjo.

The rim of the Banjo should rest on the centre of
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 Banjo in the
‘hollow of the left hand, the first and second fingers
directly over the second and first string. (See cut.)

~ The wrist of the right hand should rest directly over

the 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.

SieNs For RigeT Hanp Fingering, v PickiNG, or
Gurrar STVLE.

For the first finger, one dot, thus, «; for the second
hnger, two dots, thus, ««; for the third finger three
dots, thus, ««.. See cut showing the position of the
right hand, in picking or guitar style.

Lerr HanDp FiNGERING.

One figure above or below the staff, indicates' the
finger employed, also the fret at which the string is
stopped. When there are two figures added to a note,
the upper one indicates the fret, while the iower one
indicates the finger that stops the string. The zero,
thus, o, indicates as opes string. -

Exzréises,

Ricur anp Lerr Hanp FiNGERING.

No. 1.

3
3 (4] ]
e o
- M%%'qu!’:? A
[ i
L

J—- =
No. 2. ‘
pos. Barre No, 1.
0000
’ 6080 6120 0120 ‘%% 4 %% . .’l

i L A ‘ IR N }

g L1 124‘ 1 _: Wﬁ _—ﬁ b7 1

u ’ - T --lb g 6--

$ T v

StroxE Pravine.

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. Notes 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.

™ “ ﬁ N X'N N X_N X .
e — e g0 o o]
rﬁ‘_ﬂ_"*—_— > 2 f g‘r‘ 3
== ==

See following cut for position of the right arm from
the shoulder, also of the right hand in playing the
stroke.




Tur RuLe ror FrRETTING THE BaNjO
witTH Rarsep or LeveL 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 your
Banjo is, the following rule will enable you to fret it
correctly: Place the bridge on the parchment, about
three inches from the edge of the hoop, (the edge
where the tail piece rests,) and mark the same with a
pencil, then divide the distancefrom the nut (the small
piece of wood over which the strings pass to the pegs)
to the bridge into 18 equal parts, and mark the first
fret, then divide from the first fret to the bridge into 13
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-
Jaid*half 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.

First Fret
'The Nut.

i Tirst T
»,

P S

By this manner of fretting, the positions on the
Banjo can be readily committed to memory, and greater
facility in performing 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 sth, 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
the instruction for fretting the Banjo both ways, our
preference is for the raised frets.
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How 10 Pur A HEAD ON 4 Banjo.

Select a good lime cured, calf skin head, one that is
not too thick, or too thin. It should be even in all
parts; be sure to not get one that is made transparent
by a preparation, as they arec without tone or durability.
Where a portion of a head 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 place 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 ipper hoop
down, then put on the screws, about four, in equal dis-
tances around the hoop; 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

theroughly 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-
dled with, as the head will resume that toughness
and tightness, as the atmosphere changes; but in 3
case where the performer wishes to use the instru-
ment specially, the head may be tightened at any time.
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 1o CiEan & Somwrp Banjo Hean Wrmour
~ RemovING 1T.

Wet a sponge, or cloth, in a little soap water, and
rub lightly over the part soiled, which will remove all
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the dirt at once, then rub it off with a moist cloth, of
clean 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.

Toe CARE oF THE INSTRUMENT.

The Banjo should not be kept in a hot, or damp
room, as excessive heat would be apt to 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 reéquires great care
and nursing, to give, at ail times, satisfaction to the
performer and his auditors. When not in use, it should
be kept in a green baize bag, or a box lined with the
sarhe;

Tue 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
handie, from the nut to the front edge of the hoop,
seventeen and one-half inches. The sth 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 may be produced, as
the tighter the head the better the tone, of a properly
constructed Banjo. The above dimensions for the

length of the handle, (with a 11 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

tue handle is longer, the fingering is more difficult, as

the frets are wider apart. A bridge made of soft wood,
pine, or cedar, is best for tone, a hard wood bridge
deadening the tone.

1HE NATURAL KEY oF THE Banjo (A Major,)
EXPLAINED,

The natural key in music is C Major, having for its
signature the G clef.-g-The natural key, however, for
the Banjo is the key%of A Major, which has, in addi-
tion 1o the G clef]

(and placed next to the same,}

placed oi the degtees, F, C,
and G, and are —equal to a sharp occurring
before each indi~—-vidual tone, durmg the pro-
gress of the scale, a piece, ot 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 instrumerit; and when tuned with a male voice, the
strings are less liablé to break than if tuned to a higher
pifch; and the tone is more brilliant and satisfactory
than if tuned lower. The Banjo; like all other instru-
ments; has its favorite keys; and thosé keys most suit-
able for beginners are A and E Major, and §F Minor,
and for those advanced, the following keys are often
perfornied in: B Major, D Major, G Major, C Major,
F Mijor, $C Minor, B Minor, D Minor, A Minor,
E Minot; &c:  All of these keys may be performed ir.
without tuning the Banjo any different from~ the
instructions already given,

three sharps, thus:

THE ScaLe oF A Majogr, IN SgErTIONS.

The first four notes of the scale are all.made on the
fourth string, and are represented below the staff.
These four notes must be committed to memory, (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 5 Fret.
A4 # O 272 dfinger AMRO 2
= - 1
o<y e e e o ‘Zé—“* ___1__-1
v g et #F
A B#C D
2d String, 1st String.
ok 1 go 2 %
- C- Pl ! - hal § " |
nm=lryeres
S i Ra ANy L 1
Y eG A Y B#C D
. 1st String.
ith String. . % io
b S cobbi e 2
&) [ ———
¥ E i #F 4G A

A zero above the note indicates an open string; a
single figure indicates the finger and fret at which itis
stopped: of two figures the upper one indicates the
fret, the lower one the finger.
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THE PRINCIPAL SCALES AND CHORDS.
The Major Scale in A.

[on the 4th String. R — | 34 Striag. | 2d String | lst String. v § 5th String. | et £ mg N -13-'0 Ji‘
2 2 4 o 2 o 1 o 2 | o L
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Chords belonging to the Key of A major.
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The tones represented in the chords before which the signs for the arpeggio (the curved lines,) are placed,
are to be played at equal intervals 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 9 7 3
A4# 2 o 1 o 2 4 1 3 3 0o & 2 o 1 __© 2
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Chords belonging to F# Minor.
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The Major Scale in H.
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Chords belonging to Key of E Major.
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Chords belonging to C# Minor,
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The Major Scale in D.
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]
I N— | 2 ' ! 3§ v ad | Y —
g * S B |y S| S |
——9’: —E’:—:E:m -1—-—1 Y T — . 1!;—10——?3’——:‘1) Y -
1 [o 2 8 0 -&
The Melodic Minor Scale in B.
i 4th String. 3d String. |  2d String. | st String, 1 eads. " 15t String. i 't String
s 3 i o 3 o 2 o ° 1 3 2 ° f'i 2 2
gﬁ j - | B N N —~
ot o4 ' T i S—F—@—§— ; 1 N
——] R s
g 4 - LA —
Chords belonging to B minor.
I
l | | | - i€ s %6 38 38 39 . !—j-é:wst— i P .
H’d 1 3 ie Y S— ¢ 1'—13—1¥b~§3: |- hgﬁ——ﬁ 3@
- 1 2 3 : it 2 i — / l—3 !
Y, = B . 120, 19— 1 19 - ; & # j &
¢ I3 1o 8 1 1 L& l | 1 1 e 1
The Major Scale in G
8
3 1 O 1 3 ;2! 2.71031013!2023§52033
%ﬁl‘:ﬁ?—'ﬁff = ot g s e
—@ T i —y : —+ t H ——."—,d__.’__ L. J'_., WJ:W,_____#.. ,ﬁwﬁ T
o T ‘ B o -

I S — _ J- 26 co¥Bs cany— ot
e e r <38 cascag 1
T B e B }ﬁa 53&“”%@“@%@%%?
S Lo i R— — —— AR e 005 S - e ;*fi%%“fwﬁj
[ 1o cig- 2% cig-
The Melodic Mmor Scale in E
2 2 2
go 2 3 1 o 2 4 o o Li 1T o 1 3 2 o o i g i 8 ?;LA}. &
i ot e te ]
— H I el AN I | :L k] i ‘1 ‘1
" I SO U | I [ o4

Chords belonging to E Minor.
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The Major Scale in C.
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Chords belonging to the. Key of C major.
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The following Diagram gives a complete illustration of the FINGER-BOARD, and shows where the tones, as
expressed on the individual string and fret, are represented on the staff.

Diagram.
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Tue Barre.
When the forefinger is placed lengthwise across the
finger-board, stopping all the strings at one and the
same time, it is called the Barre. We sometimes are

a5

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.

In making the Barre No. 1 at the first, second, third
‘and fourth position, use the third and fourth finger.
pe

ExampLg, 2d Pos. Barge No. 1.

Foeisr

required to stop two strings with one finger, this is also EXAMPLE,
a Barre. Let us designate each by calling the first| Barre Chord at the fifth and seventh positions.
Barre No. 1, and the latter No. 2. - Barre No. L BaeNo.L.  Bamo No.L Not s Barre,
EXAMPLE ILLUSTRATING THE BARRES. ot aa‘ >3] €3
. 7, ¢ NG, 2. L.8%) £ 4
B T o R Bl el 3 > 1 >
WEE T Sles s os ioliaariing |2 O B2 = S5 LSS
N | £ L. NN S— i +% & A & o
- — e e < G S e X
¢4 ) b | DT |5 st B howing furth for fourth fi
S a—" T P P arres showing further use for fou nger.
' 0%e- . ExaMrLE.
Posrriony or Lerr Hanp making BARRE No. 1 AT L2
7TH POSITION. 42
o 4-3# £. <3 13 ©
<32 £ 21
b + 2
~ 1 ] . |
i - ¢1e — —
Exgrcise 1N Banre CHORDS.  00- =
Key or A Major. Bkding oo Basto nlld © Sib o
L o 3ddivg thefourih
Barre No. L Boxre Xo. 1. 4 Bsx:re No. 1. Not a Barre.
W A A B E oo Exercise IntrobuCING Barre No. 2
¥ P 4%l + 2 ""‘59—"915 25;§~ éE*g % ll;tmxt‘l"oé
: T I e | [P X Ly ~
) O R R T B B B B T -T2 - f
O P ™ Y‘A et b W] _P | q: ’—: 1 L
Key oF E Major. | AP T e ee, i lg
y # Tth Tos. Taxre | 56 Pos. Barre, | 76b Pos, BAIe.coecrraoens o : -;1-
0 o N 18-2-@ B 8 ARMONICS,
- ,v_féﬁﬁg gg Lg—e- ﬁ . . .
- T -is-p-w BB | Rt 129 The principal harmonics are found at the fourth,
A\ fpey ey - ) .
A 1@t T T Ty ' fifth, seventh, twelfth, twentieth and twenty-fourth-
S S frets ; also at the eighteenth fret on the fifth string.
3 i 34 Pos. Barre . . B .

’m;'”'m o Z’;_ . °Z ; %f Opes. In making harmonics, use the same right hand fin-
:2%;%&:&% ““ég:ig:% 5 “ﬁ | E;‘ﬁ 3 gering as illustra-ted in guitar style, while the fingering
» M I | ISP o B | 2 8= of the left hand is as follows ;

CEXEY 1lo——L . il ] PR . . .
& LT T C 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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FOR BANJO.
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LITTLE DAISY SCHOTTISCHE.

Easy téaching pieces.

Composed & Arrangeid by
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- WAUREGAN SCHOTTISCHE.

Compaosed by
HENRY E.Le VALLEY,
lhq.il of Gen C. Dobson,
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LIDA POLKA.

By Geo.C. Dobson.
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MARION WALTZ.

———===For BANJQ -

Composed & Arranged by
GEORGE C. DOBSON.
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Dedicated to  F. B LITTLEFIELD,

Lotus Buanjo Cluh.

LOTUS CLUB POLKA.

;.C.Dobsan.

6194-9 Copyright 1886 by White Smith£Co.Boston.
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HENRY E. Le VALLEY,
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60 STRATTONWS POLRA.
| Composed by Geo.C. Dobson.
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62 | STRATTON’S 8LOG,

Composed by GEO.C.DOBSON.
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STRATTON’S FAYORITE

Composed hy GEO.C.DORSON.
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MABEL MAZOURKA.

For BANJO by Geo.C. Daobson,
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. SHRISTMAS MARGH.
For Banjo.

By GEO. ¢.DOBSON.
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CLAYTONS GRAND MARCH.

Ch.D.BLAKE.
Arr. for Banjo. by G.C.Dobson:
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HOLIDAY GALOP,

Composed by GEO,C, DOBSON.
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THE GOLONEWS SOLO

FROM

PATIENCE

For Banjo

By Geo.C. Dobson.
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WALTZ EXERCISE,
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THE JIG, |
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BANJO FANCY.

By Geo.C.Dobson.
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URETTA SCHOTTISCHE.

By Stephen Shepard.
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"THE WHITE BOY'S POLKA.

G.C.Dobhson,
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To my pupil
Robert N.Cutler.

“YICTOR” MAZURKA.

Composed & arranged

expressly for the BANJO. Aug. 151:.."(8 87.
Geo.C.Dobson’s Latest.
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C.L. DESORMES,

S3.
BourLaNGER'S MARcH.

A (“EN REVENANT DE LA REVUE.)

o

. :
Arr. by GEO. C. DOBSON.
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“VICTOR" BANJO MANUAL.

COINW T EEITTS.

Banjo Harmony. -........ ceeresetii L6 27
BADJO Jig. e ernrrnernerncrureaneorsieraenennnn ..« 19

Bird Waltz. ......... cadesnirararasiens veeveeenaes “

Boulanger's March. . «ev.useeeunevenesnernanenns. « g3
Christmas March. .............. Ceesereratanaana, 4 66
Clayton’s Grand March. ........ .. ...coooeen.. “ 68
Cloe Jig. - ..ccuvnn .. peavse ceereeeens Ceeren eeians “ 20
Colonel’s S8olo. (Patience.) ...... c.vieevrroenans & 72
Diamond Polka ... ..... «.......e. severareeaas “ 36
Drum March. ........... semtrrienreenetnas ceeeeen & b4

Boay Jig. c.coiriininieiiniinneinciiienaisnsaneas ¥ 19
Elise March. .......... vee e erveeeieireniieee % 48
Exercise in chords. ............... Criiraciirecaes Le Valley. 43
............. 21
Favorite Minor Jig. ....... cetsaeiernitiiiairanas Shepard. 38
Favorite Waltz..... .ovvvivniiniinininnnnnannsn. Dobson. 42
Finger board, llustrated, .................. e . 24
First Exeréise, ..o..covevnnn caiiinn., verernenan “ 19

Fred Wessenberg Clog. ........ wrreresacaas ceeenn “« 41
Genevieve Mazourka. .....covvniiiens suienenn.et “‘; 29
Geraldine MAICh. ... ....vvevernernnennsneanann, )
Glesson Polka. ...... Creiaseairiiies sseerntnaans “ F o4
Golden Clog. ...c.ovivvininvninnianinanes P “ 26
Harmonles, .......... ..... Cerreeiesacsetanass 25
Harry Polks. ........ e reeeetarrre e Shepard. 45
Holiday Galop. «-.-...... vaeetesaes saneseren.s Dobson. 11
b S ceeennn eeeerreeenieneraaas “« o9
Jumbo Jig. ...oaunvannnn, censesasanee rene “ 74

Joe’s Polka. .... .... ceresianas ereeiteaney aes & 31
Knight’s Quickstep. ... ......... cenenreraenens Shepard. 44
Laura’s Favorite. .....ccvvvvvvvviiieniennnnns.  LeValley., 49
Lida Polka. . Dobson. 48

Bs60re RFIGESIPIEIIERES Bassans

Little Daisy Schottische. ...cccuvevese suverenss. Shepard.

Lotta Polka., .covovevennncnsne eeresbranssearasns
Lotus Club Polksa. ,..........
Mabel Mazoarka, ..cco.oc.. veservaeurs sesasea . #
Mabel Schottische. .......oove.e. sesensy o
Marion Waltz. ..... coooviviniiinee covnnennens ¢
Mary Polkd, vvveerssorvnrnesonrsacoscns ireasans “

. @

iesvsegasseensnas

sesdaen

‘Modulation Polka. ii:........ eieeas deebessanan a
Musical Terms. (Dictionary.)............ )
New Maud Schotfische. ..c.vevivevivisicncsnnes 4
Pear] Waltz. ............. esreetanneas resesens .
Pop-gun Galop. .. «vovvveen.n. rempesaensases i
Pretty Polka. .....coovunr cnniiiinnenniaaiens .o “
Principal Scales and Chords. ...... setensernssas
Providence Clog Hornpipe. ........... reaeseees JeValley.

Rippling Clog Hornpipe. ......... reereees ws .
Radiments. ...... s eieestesarseccsassas seva
Second Exercise ...... teresessratenane eeers »

- Simple Waltz, .ccooiaiviniiiiecsirscacaasenoes “

Snow flake Schottische. ......cocvvinaiaans
Star Polka. «vveevneencrnervannns

Sreasesses saas

Stratton’s Clog. ... veccivt tveiiriieraiaiaa, s “
Stratton’s Favorite. .......oca.s beseseenes “
Stratton’s Polka. .....ocuvinn. reeens vemeerecanss “

The Barre.
The house is haunted. .......... teesesencrananns
Thimble Waltz. .....cocianaes.

Trio Medley, «.corvevvnesaenses

4esssreenrenstreisane sgsrssensnve

LeValley.
Dobson.

Uretta Schottische. .......coicoiiiiissecnies  Shepard,
Venice Waltz.....c0veenen. tvrsssescerressesss JDobson,
Victor MAzourkf. .o vececevecerncneresnenne o ¢

ey eses sesery

Violetta Waltz. *+«-......... fteesaettecansne “
Waltz, c-oveeiciivenrrrnrassanne t esvares srea “

Waltz Exercise. . «.ovvievninannne S “
Wauregan Schottische. ...... everessasarnaness  LeValley,
‘White Boy’s Polka. coveeeceneens cnnsneseesse Dobson,

Copyright 1887, by White, Smith & Co.
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GEORGE C. DOBSON'S “VICTOR” BANJOS.

I unhesitatingly claim that the original George €. Dobson “VICTOR” B.njos are the finest instruments of their kind manu-
factured in the world to-day. In point of correctness of size, perfection of finish, delicacy and sweetness of tone, and reasonableness
of price, They are Unrivalled, and are Guaranteed to be superior to any and all others. The “VICTORS” are ideal instruments,
and sre so recognized by the best players and teachers all over the country. Their perfection is the result of the study and experience
of years devoted to the banjo as a player, teacher, and manufacturer, an experience which, in extent and thoroughness, is possessed by
no other individual to-day. The instruments sre constructed upon Thoroughly Scientific Principles 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 have
from time to time instructed, in varions parts of the country. All these insiruments have the raised frets, which constitute one of the
greatest improvements ever made in the banjo. The beginner and the professional alike, find the raised frets best for all kinds of
playing. After an experience of years, using instruments with and without frets, I can emphatically declare that the banjo with raised
frets, is the only Perfect Instrument, The “VICTOR” Banjos are made in styles designated

The “Victor” Gem, Specialty, Ruby, Professional, Concert, Superior, etc.,

The werd “VICTOR", patented March 4, 1884, being the special trade mark which distinguishes instruments of my manufacture.
The “VICTOR" Banjos are easily recognizable, all of them being stamped on that portion of the handle which pasees through the hoop, -
follows;

o=, EoRee ... “VICTOR” SUPERIOR

EACH AND EVERY INSTRUMENT WARRANTED.
&EXD FOR-CIRCULARS.

CGreo. C. Dobson.
290 SHAWMUT AVEN’UE ,
Boston, Mass,



STANDARD BOORS
PRINTED FROM STONE. ) BEA UTIFUL‘ EDITI ONS. _
Pubhshed amd " For Sale by |

WHITE SMITH & CO.,

BOSTON. - S . NEW YORK,.; “ CHIGAGO

Ilono'l Clarinet uothod- COOTBIBY. . .. vecninnnrneinneeiinneronnnneenn Seveessime e v 93,00 .
240 pages sheet music size. Tke only complete edition. pubhshed in thls Country. Dmgraml eonpltte. )
m"- Clarinet Method. \Abridgod 128plges .......... S U Csiieaeranan ".‘--. l.‘ﬂ
; DOWsViolh School. - PartI P&per ..... Ceesheanien B S veeaily “.. LZ®&
C Beards.......ieiieeiiiinnn S N crenineaans RN R USRS B - : B
. French and English text _' . g o = ;
‘Panein’s Violin Method. VoL T .. .....iieeieriarassesinrnnivnnrarennss Crmerretsennrinrersnnnain. o 108
'Wa lchool !or the V‘Mclin. Bpecially revised. Part I..;. N Gaesneenns b iesnnana varen 1.00
Pari I1.. e
Part III
- Compiste, Boa.rds, .
R S ‘lluu’ Complete Violin "ﬁethod, with Pleyel’s celobrated Dusetts. Boards........,..... 2.00
R AR R Wichti's Young Violinist. Comprehensive and thorough................. T 1.28.
e 'Louis Sehubert’s Violin School. Vol.I............. e G ST & 1

Eichberg's Complets Method for Viclim. Boards.............. e T Lo 2,00
. Adopied by all the leading teschers of the violin. S T , g
Danclw's Six Petits Airs Varie. (Violin.) Op. 89..... ........... e aeerieenbre i gae e o
fj?‘ariutlons of moderate diffienlty on different themes. R

(:org?- Standard nodorn Violin Music. Vol-. Iand, II.....f ........ :
d Fingering revised by Julius Eichberg.

Arhn'n Cernet Method. . ............. s et ena et e s e
Aﬁﬁor’s Abridged Edition.. 96 pages, : ) U z
mma’a $Solos for the Cormet, with Ptano Accompaniment............. Cebeeees .

Gnmtandl’iano. Vol. I........ Chesrenens Geeiveeasnnentensnnrnsinns teeanans ceerrserane e
B T R PP P Sy enens S U e e 2.00_: N
Genplote Ciaiiieesienierreresiasienneesenras Ceeveeneen mersveraes P . 3,00
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