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GEO. C. DOBSON . 
.A brief sketch of "The Banjo !£i'11g," invent<>r of the "Vi(itor 

Banjo," teacher, composer, etc. 

GEO. C. DOBSON, "The Banjo King" has elevated the instrument 
·with which his name is so prominently and honorably connected, · 
until it has assumed a position scarcely.second in importance to that 
--0f any other musical instrument now in use. He found the banjo a 
very crude and unformed creation, owing its existence to accident, 

,and cenceived only to fill a very humble. ~phere. Seeing its possibll~ 
ities. he directed his musical qkilJ, and inventive genius to its im-• 
provement, and the results are most 111arvellous. From the rude, 
unformed gourd of Jo Sweeny, step by step he bas elaborated the. 
four stringed gourd of the Virginia canal boat, until to-day, it ap
pears in the "Victor" Bimjo of the concert stage, and pal'l<>r, a: 
triumphant demonstration of the principle of mechanical evolution. 
And the rude pfoking of the originator of the banjo, on the flat boat 
and levee, can scarcely be recognized in the marvellous execution of 
the Great Baujo Soloist of the Day, Geo .. C. Dobson, in the concert 
room,orparlor. Mr. Dohson is accepting a few concert engagements 
of a high order, as none others can afford to pay his prices. He re• 
ceives as mu<>h for a conl\ert solo, as any othei• instrumentalist, and 
justly so, as "there is but one Geo. C. DobRon, and the banjo is his 
protit." He will play at Tremont Temple, Nov. 10th, and a crowd 
will e,O to hear him.-Folio, .. November, 1889. 



PREFACE. 
TO apologise for publishing a new book is to acknowledge the absence of any want for it, and 

that is not our condition at the present time. As ''there is always room at the top," so is .. 

there always a place for a good book, the more particularly so if it be a text-book, which this un

questionably is. In view also of the constantly increasing popularity of the banjo as an element in 

our musical curriculum, and in answer to the daily augumenting demand for "something newer and 

better," as an instructor, this book has been prepared. Let us hope _that it may prove eminently 

satisfactory and fill the required field of usefulness. In which evellt we will be peculiarly and emi-

nently justified; and this is all that we ask or desire. . 

Nor do we propose in this place, to forestall the province of the book itself, either by a syn

opsis of its intents or any foreshadowing of its methods, till such instructions will be unfolded 

gradually and progressively as the pages increase. And thus will the pupil be led on and up the 

scale of advancement; subject only to the necessary incidents of all scholastic pursuits, the degrees 

of susceptibility of the individual learners and the aptitude of the various teachers w4o may essay 

its methods. 

With no -further explanation of our book and with no intent to apologise for its presentation, 

we confidently submit it to all who are interested in the study and practice of the banjo, as a work 

in every respect well worthy all those who are interested in its production. 

GEORGE C. DOBSON. 



A FEW BITS OF BANJO HISTORY. 

THIS instrument which is known as the banjo today is vastly different from the crude type 

cf its original. 1 here is far more -extensive disparity between the old box and £triugs, or 

the primeval gourd of the plantation negro of a half a century ago an<l t!1e present perfected banjo, 

than there is between the crude spinet of the old masters of music and the massive concert grand 

piano of today. There is no doubt that the banjo is a product of natural evolution, owing its original 

con0eption to the accidentally discovered vibration of a tightened string or wire, either in some rude 

reolian harp or other similar construc~ion. From the initial stage, progress and advancement are thR 

sure· products of experiment and accident, until the instrument appears in the perfect form of the 

present day 
No doubt the "tom-tom" of the Chinese with its compeer as used by the Japanese and other 

similar rude constructions, had something to do with its first appearance among our plantation min

strels. From this crude type we have evolved the banjo of today and any person who sees one of the 

quaint oddities with which the typical darky of half a cmtury ago made his popular music and the 

beautiful '' Dobson Victor Banjo" of to-day the acme of instruments, cannot fail to be impressed with 

· the imm(jnsity of the progress which has been made. Certainly there is but little left to be accom

plished or desired in this direction. 

The present growing interest in the banjo, though of recent e0nception, is genume and lasting; 

owing to the fact that the instrument itself in its original type offered but slight scope for musical 

display and advancement, as also that; because of this, its m,e was almost entirely limited to negroeH 

on plantations and flat-boats and later on, to their imitators of the original "minstrel" order of per

formers, its sphere was limited and somewhat proscribed, But as the instrument itself became 

judiciously developed, its construction improved, its capacities increased, its resources developed and 

its m~e extended to a higher and a better class.· lovers of music speedily learned to appreciate it as 

it deserved, and as" a natural result, the banjo soon became an important factor in our musical 

problem. 

Nor is it i.n the mere improvement in construction lies all the difference between the banjo 

of the past and present. It is the vast cbange of method in teaching these differences, and in tho 

improved quality of the teachers themselves, and the superiority of the text-books, that the changed 

order of things have come, The old regime which included Briggs, Seym·our, Unsworth, Morris and 

others of that ilk, has yielded place to another order of exponents, even as the banjo of the et1,rlier 

days gave place to its far superior successor. The old order of players "twanged'' the strings after 

their own sweet wi11, unchecked by any kind of rules, unswayed by no mere conventionalities and so 

they taught such pupils as came to them for instruction. The banjo artists of to-day "play" their 

instruments, their performances being subject to and controlled by rnles as inflexible and exacting as 

any that control and regulate the piano, organ, violin or any other instrument And the text-books 

prepared for its instruction are found on the same model, governed by the same fixed, scientific 
principles. 
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Chapter One. 
MUSICAL NOTATION. 

Sounds are represented by characterscalled notei, 

whoie relative length and pitch are de:.cribed later 

on. These are written on what i:. known ai 

THE STAFF. 

As every note hai.a definite tone or pitch, being ei-· 

ther Mg/, or low, the iound is indicated by iti poi.ition 

upon a s-faff, which consists of five parallel lines, and 

their intermediate :.paces, the under line being called 

the firit line, and the lowest r.pace the fin;t ipace. 

THE STAFF. 

LINES. SPACES. 
ath. ~th 
· 4th. 'ld :~d . 

-- 2d 
·2d.1 t Jst 

S*. 

Each of these lines and spaces is called a clegree. 

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

On the 2d line. On the.ad spa~e: •. 

0 
-0 

When more than five lines are required to desig

nate any particular note that is too high or too low 

to be represented upon the staff, we use small lines 

both above and below the staff. These lines are called 

LEGER LiNES, and are designated as the first leger 

line above, &econd leger line above, &c., or. first leg

er line below, second leger line below, &c. 

The first note abov~ the staff is said to be upon 

U1e space above. 

Spaces above. 
Leger lines aboye. 

~eger
1 
lines below. 

Spaees below. 

The first note below the staff is said to be upon 

the space pelow. 

To· determine the location of the letters upon the 

. r.everal degrees of the :.taff, a character called a CLEF 

is mmd. 

THE CLEFS. 

There are two clefs in common use. THE TnEBLE, 

or G CLEF, ·l which is used for the rigl,t har,d in 

Piailro-Forte or Organ,musie, also for all mu:.ie writ

ten for the Violin, Guitar, Flute, Banjo, Aecordeon 

Fl'lgeolet ,Fife and Cl_arionet., Tle BA..SS or F CLEF,,: 

is m.ed for the left hand in Piano-Forte or Organ mu

sic, also for the Violoncello, Double Bass, &c. -When mu..: 

sic is written for two or more instruments or voices, 

tbP, staves are connected by a BRACE. 

A duet for two violins, (\1' for Flute· and Violin, 

would be connected thus : -

Music for the Piano-Forte or Orga~j thus:'-
/l 
.II' 

r -, . --.. 
'\. IJ 

t) 

""'. 
-•• 

I 



BARS. 
In order to· make tjie necessary subdivisions of time . 

in writing,~ short line called a bar, is used. 

MEASURES. 
The space between ~ny two bars is called a measure. 

MP~~ures are bf several kinds, each one d~dvi-rrg its 

name from the number of 'parts in t1rnt particular kind 

of a measure. Thus a measure with two pa;i,ts is called 

double measure, one with ·three parts, frzple 11u'asure, four 

parts, quadruple 1neasnre, six Jprts, sextuple 11zeasure. 

TABLE OF THE NOTES AND THEIR RELATIVE VALUES. 

A Whole Note is equal to 

.2 Half Notes 

or 

4 Quarter Notes 

or 

. 8 Eighth Notes 

or 

16 8 ixteenth Notes 

or 

32 Thirty- Second Notes. 

THE RESTS? 

_ Every note has its corresponding REST, denoting 

· silence or a stop. They are placed upon any particular 

line or space of the staff, bu~ in such order as best ac

commodates the eye,_ ~ometimes being above the staff 
, .. I 

and sometimes beneath, except the whole and half rests. 

A whole rest, corresponding with the whc'1e note in 

respect to time, is-· situated under the fourth line. A 

11·a1f rest is situated ·above· the third line. A quarter 

-rest turns -to the right. An eighth rest turns to the left. 

THE USE OF NOTES AND RESTS. 

~~===:=:=:::======::==::~ 
{ Bali' Rest. Quarter Rest. 
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A TIE -.. above or below two or more notes that have 

the same situation u11on the staff, shows that they are to 
b.e performed as one note, the ·duration of which is equal 
to the. time of all combined. 

~& .. _ ... '------II is equivalent to one note, the time of !¥ O~U :: which is eight beats. 

,~0 '--'JJJ2J 11 
J 

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

-~- n_____. J II ~a:!~ivalent to one note or five 

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. _ 

Rests are n~y~r tied, but are arranged .. one after the 
other until lhe required time is made up, thus: -

w , , II 

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

~I 1• -•1 111:1.• 11.---:111111wll 
2b:u-s. 3·bal"s.4-bars.5bars. 6bars. '7 bars. 8 b~rs. 9 bars. 

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

~ is equal to I 0 " J) 3 

When the slur or tie is placed over or under any com
bination of notes that are on different lines and spaces, 
it signifies that they must be performed in a smooth 
and connected manner, which is call~d a Legato move -
ment, and is written thus: -

j fij}H r I re.? J r I r · i iJEjJ I 
Dots placed above or below any series of notes in

dicate the oppo!3ite style of playing, which is termed 
. Staccato, signifying in a marked and distinct sty le, 
represented as follows : -

Written. Played. 

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

Written_. Played. 

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 o~e direction, either up or 
down. 

J .II 

A T1·iplet is a. group of three notes played in the 
time of two~ 

A figure • 3 is always plaeed over or under a triplet. 

@&JJJ 



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. 

Ten to be played in the time of eight. 

Nine to be played in the time of eight, &c. 

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 SCALE. It will be observed that notes of the same 
name or letter occur several times in a regulaii scale, 
but always in a .. different position on the staff. 

J J_ 
A B C 

._; r r: F 
C D E 

THE· SCALE. 

J j J j J 
D E F G A 

r r r t f 
F G A B C 

B 

./1.. 

t II 
D 

9 

·2d legerHne below. A 

A 
Second space. 1st leger line above. 

1st leger line below 

C 

.@ 
C E D D 

_,_ 
..,.._ 

r II r I I II J 
Third space. 2d leger line above. Space below. Fourthline. D,&c-

The notes upon the lines are 

@ ~ ~ E ~ .E II 
E G B D F 

The notes uP.on the spaces spell the word Fa·ce. 

@ J J r r 11 
F A C E 

SHARPS AND FJ.JATS. 

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

~ A SHARP before a note raises it a Semitone. 

A FLAT before a note lowers it a Semitone. 

~ A DOUBLE SHARP raises a note a whole tone. 

A DOUBLE FLAT lowers a note a 
whole tone. · 

.==t= A NATURAL contradicts a flat or sharp. 

qff or q ~ restores the single flat or sharp. 

Flats or Sh~rps placed at the commencement of a 
piece of music affect every note throughout the piece 

7955 + ~Hj 



upon the lim~s and s11aee8 where they are situated; aL 

so, any otlier notes of tlie same letter upon tl1P staff. 

Any flat or sharp that is not so situated is called 

an ACCIDENTAL. 

F~ F# C# C# C# 

@¢~ 
... 

E J E 
II r :r 

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

Bb Bb B~ 

~ ~ 
II r J 

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

All music is divided into equal portions of time 

. by perpeJldicular lines called BARS, and the music be
tween any two bars is called a MEASURE. When an 
accidental sharp, flat or natural is prefixed to a note, 

all the following notes of the s~me name contained in 
the measure are affected by it, thus:_ .. 

EXAMPLE OF THE SHARP. 

EXAMPLE OF THE FLAT. 

EXAMPLE OF THE NATURAL. 

When the last note of a measure is influenced by an 

:accidep_tal flat, sharp or natural, if the next measure 

should commence with the same note it is also affect

ed likewise, thus : -

,@ cru~r 1rrrrr 11 arulr1ttrtrt 11 

- Written. Played. . · . 

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

· Where the o~·A''P~TP~•
signature is ~ ~ ~ -~ 

that sharp is always F FC F C G · F C G D 

Five sharps. Six sharps. Seven sharps. 

·~~~*~~," 
. -FCGDA . . FCGDAE f F CG~D~E 

One flat. Two flats. Three flats. Fou1· flats. 

· Where the-~~~:~ 
signature is ~ ~ ~ ·~ 

that flat is alw'ays B BE ',_ BE A BE AD 

Five-flats. Six flats. Seven flats. 

,::t ~:,~tG~ @~''1 &J~ . -. d,J, 
BEADGCF 

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

TIME. 

By COMMON TIME, which is expressed by these 

characters C and sometimes by the figures 1·et(}._, 

we u.nderstand that each measure contains music to the 
value of four beats, or. one semibr.eve, which is made 
up in time by any combination of notes or rests, 
thus:-,,~· ~ -~ ~ I ~-~ ~ II g 

Count 1, 2, · 3,4. 1, 2, _ 3,4. 

'2'955 + !l6 



~ i a r O r 10 D O r 11 = · · 1, 2, 3, 4. 1, 2, , 3, 4. 

The_ various kinds of Time are indicated by the fol
lowing figures. The upper figure indicates the num
ber of, notes to a measure, and the under one the kind 

of notes. 

@llnon ~ime. Three-fbur Time. Two-four. Three..eigbt. 

. •·_· i I ! · I i I .BA 
. -quarter notes. Three-quarter notes. 

> > 

r r I t-11 

~·i > > > > > .-@i Ji' p , I ~ , D , I r 
> > 

These accents are not marked, but are to be under_ 
stood; it is only when particular forhe or str~ss is re-

- quired to· be given to a note that it is indicated by the 

ma~~- ~n · ! § and I time the accent occurs only up_ 

on · the first note in the measure. 

' > > 

It will be observed in time indicated by the, even 

numbers, that notes requiring ba:cs across the· stems 

are combined in. groups. And in ! I and a 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 characters 
/z, rf, or >, or A •. When the weaker part of a meas-. 

ure is made of mol'e importance than the strong,such 

deviation from the regular accent is calletl Synco -

pation. 

EMPHASIS. 

SYNCOPATION. 

Double Bar .. s indi~at.e the .end of a, strain~-. . 
and the conc~usion of a tune, thus=•-- _ ~ 

Dots before or after a double bar, signify ·re-petition. 

=Ill: 

When the letters D. C. _ which signifies Da Qapo "".:'.'!" 

are found over a double bar, it signifies that the first 

part of the piece must be played again before proceed
ing to finish, the piece. WheR it is found at the last 

'2'955 +96 
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strain, it implies that we must return and finish with 
the firststrain: but, ff we find this character, ~,which 
is called a PAUSE, ov~r any double bar, i.t signifies the 
end, or conclusion. The Pause is sometimes for anoth -
er purpose : that is, when placed over a note or rest,the 
performer :must dwell upon it,or can intl'oduce an em -
bellishment, such as he may think proper, for effect. 

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

EXAMPLES. 

D.C. 

I H I · II 
The end. 

First Part. Second Part. Fourth Part. Fine. 
~ D.C. ~ 

I I I I II I I I I II I I I I II 
Third Part. 

Here_ we play the first--~nd 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. 

f 
f~irst Part. % Second Part. 

II . I II 
Fifth Part. 

' 
T hi:rd Part. ~ Fourth Part. % 

II II 
Sixth Part. 

After playing the first four parts, the ~ appear

ing the second time directs us to where it appeared at 

first, when we play on till we reach the f:'-

The word BIS placed over one or more bars signi

fies repetition. It is sometimes accompanied with the 

dots for repetition, or detached lines to fodicate•the num.: 

ber of bars repeated. 

EXAMPLE. 

3- ------· - 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 
written. 

4#2 p 1nn1 J ;-~-f hi~TT , 11 

•. Written. 

$#! p 
1
nn

1
w .J

1
urqr ,ii 

Played. 

ABBREVIATIONS. 

When a succession of similar notes is required, we 
sometimes. use the following charac~ers, which are 
terined abbreviations. 

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

~ ~ I J JJ J JJ B 11 

Written. Played. 

A double dash, to be played thus: -

' , I n n J JJ J II 
Written. Played. 

' ,,. I JJ J3 p~t i H JJ J n J ii 
Written. PlaJed. Written. Played. 

OTHER EXAMPLES OF ABBREVIATIONS. 

'Written. Played. Written. PlaJed. 

'%955 + 9fj 



~ ·.~.· ~ ~ ~~ ?. ~ ~ ~ 
Written~ Played, 

t m IJnJJJflJuOII 
Written. Played. . 

This -character signifies repetition: z 

. ' J11] v. j Jl!J Jl9 II 
Written. Played. 

I i i i i i - i i II 
Played. 

A SW~LL -=-::::::- and DIMINUENDO =--- are 
often united, -==:::::::=-the first is executed by commenc

ing the note gently, and gradually increasing the tone; 

the second, by commencing. with force and gradually 

diminishing; and when united, it is executed bytouch

ing the note over which it is placed,at first gently;and 

by degrees increasing the tone, till it arrives at its 

full pit~h, then diminishing it till it falls off to its 

first softness. · 

This character ~ is called a TURN, and is ex

ecuted in the following manner: -

.'1· s 
Written. Played. Written. Played. 

There are severri kinds of tmns: the plain turn~, 
inverted t11rn S, turn after a dot, &c., which ar,e fully 

explained in th~ following examples: 

Plain turn. Inverted. Turn after a dot. s ~ 

Written. \ rHr-----'-..L----'--..--------i-''-'----___.,, 

Played. ~ 

I• 

I 
I 
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A SHAKE ( ~) is one of the principal embellish;.. 
ments of music, if well performed, but i.hould not be 
so frequently and injudiciously used. as is often the 
case. A plain shake is the sound of two. notes put in 
equal motion. A turned shake is c~lmposed of three di
atonic notes,the first of which is called the prepara
tive note, and the last .two its resolution. Shakes,and all 
other kinds of Graces, must be played in proper time~ 

PLAIN SHAKE. 

Written. ~ 

) ~~t-=:::..::~:::..::;;;;;::::..;~=.ih;;;:::..:+=:t~~!!::rt~::1~t=1~t=n 
Played. { 

,PASSING SHAKE. 

Written. 

Played. 

TURNED SHAKE. 

Written. 

Resolution. 

Played. 

'%955 + 96 
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Resolution. 

APP0GIATURA OR GRACE NOTE~ 

The Appogiatura, or Grace note, is a small note re
versed and added to other notes for sake of express

ion. Whatever length is given to the small note must 
be taken out of the.time of the principal note imme
diately after it. There are two kinds of· Appogiatu
ras, the gr.eater and the lesser. 

OTHER EXAMPLES,. 

Written, (1, J iJJ llr 'b + 11nr nr II 
J Choiee Notes. 

Played. l~--i JJJJmrur rm ilf II 
Written. ~l--"-t"--+------'----.J•.l..-..1------U---'----1----'---...u 

Played. li---;,.__----,.,---_.::::=~..-.--..-----F"'"-.-.-. 

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

\ 

CUOICE NOTES. 

·i:;~=!!~~=1~~~b~b±:t:t~~t:.-:;;..::..::n 
Written. ~p~E~;~J~~~~~E~::±±i~~==~~~-•llmtjj 

Played. ~ 1-W~--i-~--F---lc---~----_..._.__... ___ _ 

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

I 11.!!.2-- II 
Written. 

Played. 

INTERVALS. 

An Interval is the distance from any one tone or 
1 note to the following one. The smallest interval is that 
of a second. The first and last notes are included 1n · 
counting · the distance~ 

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

•~-or~j J J j or~ 
· lntervalS" of' a Second. Intervals of a Third. 

Intervals of' a Sixth. 

'?955 + 96 



. It must be observed that the interval of a thhd is, 

composed of three notes, E, F, G, or A, ;B, C, &c. f the 

interv~ls of a sixth, of six notes, E, F, G, A,B, C, 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 ~ the 

following order : 

3,- 4, 5, 

J 
.,J 
6, 

J 
'l, - 3. 

jj J 
Tone. Tone. Semitone. Tone. Tone. Tone. Semitone. 

A Semitone always between E ancCF, also between 
·B and C, which a:re the third and fourth, seventh and 
eighth notes of the scale; this is called the N atlual 
Key, (because it has no signature of flats 01· sha1·ps,) 
or the key of C, because the tones and semi tones are 
.calculated from the note ·C. 

TRANSPOSITION OF THE KEYS, OR SCALE. 

When C is taken as 1, the scale is to be in its na t -
ural position; but either of the other leUers m~y be 
taken as t, in which case the -scale is•;~aid · to '.be 

TRANSPOSED. As 1 is the basis of the scale, the 
foundation on which it rests,so the letter which is tak-
en for this sound is called the KEY .. N<YrE. 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 seale is in the key of G; if 
.D be taken as t,the scale is in the key of D; and so on 
with the rest of the seven letters; whichever letter is 
taken as t, that letter becomes the key-note of the .scale~ 

In transposing the scale, the order of the intervals, 
or tones and semitones, mulit be preserved. Thus, the 
interval must always be a tone from 1 to 2, a to~1~ from 
2 to 3, a smnitone from 3 to 4,'a tone from 4 to 5,a trYne 

from 5 to 6, a tone from 6 to 'l, and a semitone from 'l 
to 8. The interval from one 'letter to anothe1· is always 
the same and cannot be changed,- thus, it is always a 
tone froit1 C to D, and from. D to E, a se·mitone from E 
to F, a tone from F to G, from G to A, from A to B, 
and a semitone from B to C. In the transpo~ition ot· 
the scale, therefore, it becomes necessary to intro -
d_uce .sharps and flats, or to. substitute sharped or f1at
ted letters for the natural letters, so as to p~ese1·ve the 

:proper order of the intervals. 

F,irst transposition by sharps from C to G, a fifth 
higher, or a ;fourth lower. 

15 

~- I I o'.7ttn ·11 I kb, I n 0 
0 

1 2, 3 4 5 6 ir· 8 
C D E .F G A B C 

,, --------0 
I o$1 I 0 n el II 0 IJ 

1 2 3 4 5 6 'l 8 
G A B C D E Ftt G 

The :.ame u1ethod is fQllowed in all tra!l,sposition5t 
by sharps, viz., the fifth above or fourth below is tak

en as 1 of a new key, in every succeeding transposi- -
tton, and an additional shaq. will be requirea als? in 
every succeeding transpo111ition. 

·To transpose the scale by flats, we take the fourth 
( instead of tl1e fifth) of' every new scale. Fis the fourth 
of C; henee it is 1 df the new scale (key of F.) The or

der of intervals must b~ the same in the flat keys as 
in the sharp; he11ce the B must be made flat. 

THE SHARP. KEYS. 

G MAJOR. 

I J JJ1rr rr1r rr1rrr J@ 

D MAJOR. 

.,. j J J IJ J r r IL r r I J J J JI o II 
..l.MA:JOR. 

I# J r r fr rr r 1r r nr rr r 1 ., 11 

THE FLAT KEYS. 
F MAJOR. 

't955 + 96 
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.B~.MAJOR. 

'&'' r r rir r r rif tr I r r r r 1 •
0 

11 . 

t E~ MA.TOR. 

~~. J J J I J r r r I r rt I JJ J J. I O II 
A~ MAJOR. ,~? J rrfWJif rr1rrrr! 11 ll 

The difference between the major and minor key i1s 
·a minor third, (three semitonesJ The m'.ajor third con
fains two whole• tones, (four semitones.) 

EXAMPLE. 
MAJOR THIRD. 

r .1 rffr r 1r r 11 

'. SCALE IN THE KEY •OF c, MAJOR MODE, 

. ooo"\"oooc . II 
o 0 1 00 -e-,0 . . ' . . -Q. . 

The third in the minor scale. contains one whole 
tone and a semitone. 

. # C# ~INO~. 

,~ iJ JIJJ ~J1J Ir -r~JIJ JJ J 1_11. 
D MINOR. 

.B MINOR. 

-~ ~ . C MINOR. . . 

)@&1, 1 J JU J qJqJ Ir ~r1,Jj JJJ JI_ II 

F MINOR. 

ft J JJlrr'r~rirr ':r&rlrrJJI., 11 

CHROMATIC SCALE. 

Thii :.cale contain:. all the notei, natural, flat and 
iharp, to D above the second leger line. 

~ ~J II l£k ·r 7oi J1°#J . r r 1 = l #¾di qi tti~ ~J 1 #E 
~CALE IN Ti;:~:~ 0~1~INOR MODil. @ ~J #J~ ~J J_ #J J ,J J #J II 
Son on;- . I ~ ~Onouonll 

.. The relative minor of' a major key has the same ., ~J #a# ~J gr #r [ 1ft gr II 
number of sharpi or flats, and is found one minor 
third below the key note. 

. MIN:RM~:::.Es. . .·., f'1r •r ·~r #fT~r br ~r qf#f ~ 1, 

9 J JJJJ r#r1rlr ;rijr1JJJJ lo II 
CHORDS. 

B MINOJt,g · CHORDS,or double notes,are written one above 'the 4/# ~ t r I r L #r~r:ir . ~t~r I L r r t I o Ii other, and ean be played upon the Banjo, Guitar' Violin, 
~ ~ __ _ _ _ _ _ _ _ _ Piano, Organ, &c .. In music for the Flute; Cl~rionet, 

Fife, &c., the upper note only must be played. 
-F~ MINOlt. 



CHAPTER I. 

The Insfrument and its Principles. 
SOME USEFUL HINTS TO STUDENTS. 

WE purpose in this work to begin at the beginning and work up; to start at the foot of the 
, ladder and mount, round by round, until the top is :reached. As the cook book begins its 

receipt, "first catch your hare,"· so we commence-· "first select your instrument," and remeiuber that 

"the best is none too good." 

Get the Best Banjo. 
There are many reasons why the student should do this, and they need no special enumeration. 

They will cost less in the end, as cheap instruments are always dear as they are constantly getting 

out oI repair, a good one will be more exact in tone and above all, by its excellent qualities, it will 

bring to the drudgery of the rudimental detail that charm which alone can secure the interest of the 

pupil and ensure practice. Get the Best-and that, everybody will tell you, is ''Dobson's Victor 
Banjo." It has no superior-in fact, it scarcely has a rival worthy being classed as such and i8 
always reliable. 

" Victor" Concert Banjo, lo. 6. In numerous styles. 

Repairing, Fretting and Heading. 
It has been customary for text-books heretofore; to give a chapter of instruction to pupils 

about repairs, etc. This we believe, to be a rule that wiU be more "honored in the breach than the 
observance" We are not giving instructions to future banjo makers, but. to prospective banjo players 
and the question of repairs does not fall within their province. lf your instrument loses a fret, don't 
"fret" about it yourself--it will do no good. If it loses a head, don't lose your own, but take or send 
it to some man whose business it is to do such work and let him at'",end to it. He will ,lo it far bet.te:::
than ypu possibly can, and at a, less cost, thus saving all your time and patience for the study of the 
instrument. "Every man to his trade," you know, and certainly he who has devoted his time to this 
liQ.e of business, should be able to do a better job than you can. 

rnJ 



The Strings. 
In buying strings, make a careful selection and be sure to get good 0'1es-those ot an infe

dor gracie are dear at any price. 
These are as follows,:-lst, B. 2d G sharp. 3d, E. 4th, A~ 5th, K 
These strings are n<1>w manufactured expressly for the banjo and buyers have only t-0 name 

the number of the string req_nired. 

Tuning. 
This is a most eAsential thing, as accuracy of tone is of paramount impot'tance. The slightest 

variation from the exact pitch is not only discordant and unpleasant to listen to, but if persistec in, 
has a tenden0y to deaden the susceptibility of tbe ear until it becomes maccurate... Therefore the 
greatest care should always be used to ensure pedection in tuning. This should be done as follows: 
Use an A pitch-pipe or tnning-fork, and tune the fourth or A string. Then place the second finger , 

I 
on the seventh fret of the fourth .string, and tune the third string in unison, thus making the string ' 
tuned to E. Place the second finger on the fourth fret of third string, and tune to unison or G sharp~ 
1hen place the finger, as before, on third fret of second string and tune first string to this, making 
the tone B. Place the nnger· on fifth fret of first string, the unison of which will be E, one octave 
above that string, to which tune the fifth string. Be very particular in these several tunings to get, 
the tone exactly right, This is very important. Before tuning, the bridge should be carefully 
adjrrsted, by placing it on the head of the banjo directly in front of the tail-piece about one-third the 
distance from the edge of the hoop across the centre of the head This will be found to bB- a spot as 
far from the 12th fret as the 12th fret is from the nut. When the right spot has been determmed, 
wark the place carefully in order that the Lridge may always occupy precisely the same place. thus 
ensuring an even tension upon all the strings at all times. The following diagram gives the tones of 
open strings, with an exercise in same notes. 

# # 4th string. 3t"d. find. :I.st. 5th,. 

ti #. J m J_it=-h-I r I .. 
EXERCISE. 

Two fi,nc,ers dou,n. 

t tff~i 1Jt I 
o• 

Position of Instrument. 
Place the body in an easy position, the left foot resting flat -0n th·~ floor, the right foot being_ 

slightly elevated on the ball. Rest the rim of th~ hoop lightly but firmly against the centre of th_e 
right thigh, holding it in position by pressing the head against the right breast. The handle should 
be inclined slightly toward the left shoulder, the neck resting easily in the hollow of the left hand, 
the thumb on the upper, or side next the body, so that the hand may run easily up and down the 
handle in changing positions. The first and second fingers should be poised naturally above the 
second and first strings, to ensure prompt and a.ccurate stopping4 Rest the right arm light,ly on the 
rim, so that the hand will be immediately in front- 'M the- bridge, the little finger-tip resting on the 
head of the instrument near. the bridge, the other·~ fingers drooping easily over the several _ strings. 

Particular attention should be given these 'directions, as- an easy position is all-impo1'iant. See. plate 1. 

rn 



Benjamin Dobson. 

, Plate 1. Showing the perfect manner of holding the banjo in the 
first position. 



Methods of Playing. 
Upon this point whole volumes might be written and many learned treatises enumerated, 

leaving the student not further advanced perhaps, than at the outset. As a well-known musical 
authority once remarked "in order to arrive at any certain point it will be necessary to go there," 
and what is true in physical, is equally true of other ethics. Suffice it then, under this head, to merely 
allude to the sevnal schools of banjo practice and brieflly point out their characteristics. 

It has been said that the difference between a fiddle and a violin is in the player-one "fiddles,'' 
while the other is a violinist.. So with the banjo-one picks upon it and the other picks it. One 
"twangs," and the other "plays." The old school performers, of whom mention has been made, were 
the exponents of the first system; while the refined, modern school now in vogue finds its exponents 
among the class who "play." Picking the strings in the same manner used in playing the guitar, is 
the only school by which expression, feeling, sentiment, may be dynamically portrayed, while free 
hand stroke playing is well adapted to rollicking fun, power and general humor. In short, the first 
may be styled "the guitar style," adapted to the production of expressive, melodic compositions, while 
the other is "the banjo style," for compositions of a jollier, more free-and-easy order of work. A 
knowledge of both these schools is imperative, in order that the performer may be able to produce all 
needed expression and effects. We give instructions and exercises in both these. 

The Stroke. 
To effect "the stroke" the hand must be partially closed, the fore-finger: near the palm ( an 

inch and a half from the thumb,) each of the other fingers being gradually further from the palm. 
Notes to be made by the thumb are marked thus: x. those to be made by the nail of the fore-finger 
are described by the letter N. 

AMUSEMENT ExERCISE IN THE STROKE. 

The Guitar Style. Picking. 
This is the style best adapted to the best in expression and since the great improvements in

troduced by Mr. Dobson, who fifteen years ago added raised frets to the banjo neck, is the school 
most commonly used by the best teachers. In using this style, the position is necessarily somewhat 
'.li:fferent from that required in ''the stroke." Observe carefully the following directions 

Rest the right hand lightly and naturally upon the parchment head as before instructed, the 
hand supported by the little finger. Pick the first string with the second finger, the second string 
with the first finger, while the thumb will be used for the remaining three strings. For chords, glide 
the thumb quickly over the fourth and third strings, at the same time picking the first and second 

etrings with the proper fingers. 

f91 



EXAMPLE 1. 

The Barre. 
This term is used to express, not a principle, Lut a situation, or "position." It simply means 

the placing of the fore-finger across the finger-board at any required fret, the strings being firmly 
pressed against the board to guard against rattling and to ensure a strong, accurate tone. While 
making the barre the thumb is dropped under the neck of the instrument, while the elbow is carried 
away from the side.. See plate 2. 

The · Positions. 
This term ·relates to the arrangement . of the fingers of the left hand while stopping. The 

positions receive their distinctive names from the fret at which the chord is held; thus, a chord held 
· a.t the fifth fret, is called the fifth position; at the seventh fret, the seventh position, etc. In shifting 

positions the left hand is ~lipped quickly to the required fret and the stopping must be rapidly and 
accurately ma.de as false or weak stopping is fatal to all melodic progression. 

Examples of the Barre. 
IStl,, Poa. B~. 5th P~f Burre, '1th Pas. Bwrre. 8th Pat1. 

J,, I ~ I J. ~11 :, :!~ 
o• o+ 

Note.-The l9,st chord i1 not a Barre. but a Position,.. being used merely to complete the cadence, 

Harmonics. 
These are best made at ·certain frets, viz.-the fifth, seventh and twelfth, though they are 

po~sible elsewhere. But as these are far the clearest they are the ones most commonly used. Har
monics, to be successfully made, require great care. To ensure accuracy the utmost precision as to 
the proper place for the ''open stopping" and the touch are required. The tones are made thus:-

r 10: 



Benjamin Dobson. 

Plate 2. Showing the perfect manner of holding the banjo in 
making the barre chord. 



Place the left fore-finger lightly on the string at the· point where the stop wouJd be made if the barre 
were desired, touch the string gently with the right hand and the stroke thus rendered, will produce 
a soft, sw.eet,.,...singing tone, an octave above the tone actually belonging to the point where the stop 

· is made. These tones a1 e very clear and pleasing if accurately made, but should not be too commonly 

used or carelessly attempted. 

Preliminary Finger Practice. 
Often when the student desires or proposes to resnme practice, he finds his fingers are naturally 

stiff and clumsy. To do away with this, a little preliminary working of the fingers and joints will 
b~ found very effective in producing the required limberness. But after practice has once commenced 
all these gyrations should stop, or the student will gradually work himself into an awkwardness in 

stopping that will be fatal to accuracy. Make no motion with any finger until the 
required stop is to be made. then place the fingers where it is desired, making but one 
motion, and that a quick, firm and accurate one. · 

To acquire facility in fingering and accuracy in stopping a silent exercise may be adopted
that is, use the fingers in stopping, but without vibrating the strings with the right hand. The result 
of this exercise will be, the left hand will become flexible, active and accurate, while the ear will not 
be offended by the wrong and imperfect tones i~vitaHe to all beginners. 

(12] 



Chapter Three. 
THE . BANJO ILLUSTRATED. 

SCALES, CHORDS etc. Shown in Diagrams. 

\ 
NUT. A E .. G i 

1st.Fret. • ~ l j!'"~ 1st. Position. 
' -- ..., 

D 2d. ,, 
'J ' 

,N ,-c ) "\ 3d. u .A ~· .J " 

4"1 • 4th. " u n' 

71\ l ; r;, 5th. J LI rx: -, L:J " 
:B .-~ I, I, r\ ~ 6th. " "' 

, 
\ 

I 

I 
'ji ) ) I, 7th. ~ _J ' " 
t;, . :--. "ji ...... 8th. ,, 

u :., ,. 

• ~ ;, t 9th. " T T ,. 

4-C "\ ! l 10th. l--" 

+ - " 
t I 11th. .- " 

,., ) 12th. -'IL .:., 
-1-' " 

,., ~ . /'1 13th. '!' ,L iJ " 
") .. 14th. ., 'I' " 

,N ,'-I ~ t) 15th. u ~ lJ V " 
j .. JN t 16th. I .,.. ,._) " I\ l t lji 11th. L.J' ~I- .... " 

I, .. r\ ~ 18th. .,. I-' " 
:i'I n ~ 19th. " .:I u 'I' 

;, N ~, ,_ 20th. L7 :'.1 .,. " 
' t [ii 21st. 
~ " "\ • 22d. ::;,. J 

I~ 

.J IL " ~ I, 

2:~1<1. ti . ~ " ;, h 24th. ..... ~ 1..1 " 
L-- Lo---" - r--
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NUT. A E ' 
.1st.Fret. ti1 •'."I 

1st. Position . .IL ~.,,, 

. ) 
2d. 

" 
elf 

/"1 j ; -, 
3d. ,, '-I l J -

4th. 1~ 
" -- l ,_\ n 5th. .J 

.J ~ 

" 
. ii 6th . " 

'tth. ,, 

4'1 8th. " ,, 

9th. " 
... 10th. " 

11th.· 
" 

D 12th. " !,I 

~ - ----.. 
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26 
SCALE in A MAJOR, with Three Sharps. 

Showing the Positions of the Notes on the Finger -Board, marked' for Right Hand fingering. 

· # 5th Stri-1,g. - 4th Siring. 
1s1:- String. 1 9 10 

5 
3d S.tring. 2d Strini!:. 3 3 4 t 4 O 1 . 

J I J a I a J I r F r r r r r 11 

I 
<D. o· <Dr <D 

.... .. 
l .. . 

•) -~ ' ' 

. 
', 

0 
c~~ 

. 
a-- . o- u~ •. () o•-. 

..,. 
,. 

' .. ... X ·~ 
~-

,. 
' 

.EXERCISES IN THE KEY OF A MAJOR, ·scALE AN-D CHORDS. 
4-U~ String. 3d String. 2d String. 3dString. 4th String. 

J 1 J I J JI J J J IJ J I J .l J 111 
Chords belonging to the Key of A Major. . · 

FoJ II 
( b-CD 

t 
I ·cD < ) . ' oq 

.. ... 
·J 

I ] 

"' ... ... 2 , .. 
~ 

• ,. ' I 

... .. .... .. 
- ·2 , 

.c~- ~-. c-· n~-
', 

I 

; 

~ ~ t. 

1- \ l 'I l I r i I l t 
I r 

~ 

- !Hj 
I 

7'!l55 -I 
n k r ~ 



SCALE in E MAJOR. Four Sharps. 
27' 

5th String. 4th String. 3d String. 2d String. 
1 

1st String. 
4 t II 

I CD 0 0 

. 
.. 

' 

,,. 
: 

.. . ,. 
0 c-~ G-- c-- G-- G-

-~ 

/ 

" 

,: /~' ., -~ 
\ 

I • I l 

·, 

j 
I 

j 

\ EXERCISES IN THE KEY OF E MAJOR, SCALE AND CHORDS . 
• 3d String. 2d String. 1st String. 2d Sirmg. 3dSfr1ng. 

,~n s a I J a I r r r r rr r1 j a I J J ~ 
Chords belonging to the Key of E Major. 

I.I 

0( ) CD r ( ) C t) () I l c ) ( ) 0 

.. 
' 

. 
• s 

C c--
.... . 

e=--. L 

(> 

e=--
u 

(}--

:( 

1 
:~ 

I 

X X 
,. ,. 

I 

i< '( r ·t 
. I I 

X 

l 

K .( 
I 

I 

l 
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ExERCISES IN THE KEY OF D · MAJOR, ScALE AND CHORDS. 

4th String. 3d String. 

,¥,5· O 2 

• • 

2d String. 1st String. 
3 

. 2d String .. 

a I J Irr r r r I j iJ 
3d·String. 4-th String. 

2 0 5 

J J I J II 

f# n! 
Chords belongil~ to the Key of D Major. 

i!f I I!! I l:i I ~!! 
00 

o·· r Iii. 

"' r ~ 

o-~ c-~ 
... .. 

•--
l 

.. .. 
' ~ ~ ~ 

• r ~ 
' 't C 

I{ ~ • ~ I{ ~ l ? I< ~ ~ f I 
k :1< ! ~ 

EXERCISES/IN THE KEY OF G MAJOR, ScALE AND CHORDS. 
3d String. 2d String. 

. . . . . . 

c- ,r~-

r 
.) .. 

tst String. "Z 
3 . 0 1 

r r r 
8 
2 

r r: 
0 

r r r 
Chords belonging to·the Key-of G Major. 

d ul el J!! 
.... 

... 
2· ' 

.. 
,, 

. - .. . . . 
r , "' .. 

l i ~ i' 

.. 
c-~ c~- g a-

• f·· 

>< K 

1 I l I 
? >< I{ t : 

I 
' I{ 

. '2'955 + 9t; 

2d String. 3d String. 

r 
1 , 3 

J I J : II 

II 

.... .. 
~ 

... . ..... 

c~~ 

•• ,. 
l 

' . 
' 



EXERCISES IN THE KEY OF F i MINOR, SCALE. AND CHORDS. 
3d String. 2d String. 

CD 

~ .. 
] 

.. 
:. :1 

1st String. 6 
, 4 1 

'l 
2 

r 
Chords belonging _to the Key of F~ Minor. 

No. 2. No.1. No. 3. 

CD .<D 

.. . .. ... 

. .. .. 
' 

'"· .. . a 
.. . .. 

-

· r 

2d String. 3d String. 
1 0 2 f · r JJ J I JII 

. No.2. No.t. 

pj II 
0 

... 
I· 

,1 

a~~ o-
I 

u-~ o-~ u--

T 
., 

~ !( ? !( 
·1' ' ·~ ., I{ : j I 

;~ ~ •I 
Iii 

.EXERCISES IN THE KEY OF A MINOR, SCALE AND CHORDS. 
4th Strfng 3d String. 2d String. 3d String. 4th String. 

f fJ j. J j I J j I ,J J ,J I j J I j } J J ] 
Chords belonging to the Key of A Minor. 

CAD~"'NCE Nr-2. No.1. No.3. No.2. No.1. 

4 .o.1. r !,i ii n! I~ I el II 
0 CD <D < ) CD CD CD CD 0 

.. .. .. .. .. .... .. 
l 

() c- C - n-· c--

1 ;I' t :: X f ;: 
! 

< ., 
'" j~ 

,,. .. ,!( J~ 



- SCALES. 
,-·, 

- SCALE in ·c MAJOR. Natural. . < 

., 4th String. . 3d String. . 2d String. . 1st Stri~. 2d String. 3d String. 4th String. 

= 1 Jl J . J . J I J I r r F I J I J J J I J 111 
ScA~E in G _MAJOR. One Sharp. . SCALE in D MAJOR. Two Sharps. 

,~ 3d Strmg, 2d Strmg. , . . . i.t String. . -1- 4th String 3d String. 2d String. 1st String. 

-= J' I J I r r r . r r: r II :==# J I J J J I J I r r LIi 
.SCALE in ~ MAJOR. Three Sharps. _ . - SCALE i~ E MAJOR. Four Sharps. 

~j--11, 4th String. . • 3d String. 2d String. ~#4. 3d String. 2d String: 1st String. 

= fi J J J I J J I J · J II _ = 11 J _ J . I J · J _I r r L t ll 
SCALE in E MAJOR. Five Sharps. _ _ __ SCALE _in F# \M~JOR. Sn: Sharp~- --

' t # , -Ith String. 3d Stri~ 2d Stri11st String . -_ '~ id Strmg. 2d String._ . • 1st St~. =-T# .J .l J I J Tl J - I r II = t"ft J I J J I r r r: -r LIi 
SCALE in F MAJOR. _ One flat. . SCALE in B~ MAJOR. Two Flats. · 

' 3d string. 2d Sui] 1st string; stnstrmg; 1st String; _ t I -1ta string. aa String- . 2d Srn~-==H J I J l.r r I r lk 11 ~~
1 

4 1 J J I JJ 1 4 · · ~ 11-

CHROMATIC SCALE. 
. . Chromatid~cale As~ending with Sharps. ·# 

, 4 #1 1 # µ J #J J ~J #J·_t f J J ~J = r 'r wr r 1r r #r #r r · r fill 
, - . 

~ - · _ Chromatic Scale Descending with Flats. 4 t qr br r q L_ ~ ~ ~ J w = r vr -r:,-r: r ar ~r-rk ~J k J~J ~J qhJ .1 ~J J ~ II 
\; 

EXERCISES WITH CHROMATICS. 

@t 1 J · J J I J #J J 1# I J ijJ ~J w I J w J J I J r r #r Ir qr_ r JI · 
-~ J . J. -~~ J S.J J#J J h r r r IHJ #J J LJ iJ J J Iµ J J .JI; ; r ~r l@r = ,J #J I 

_, J 1J #J·J l#J #JJ J l#rl,r r: r 1~J J J ffJ IJ·&J &J J lqJ 1,J J J l~J J, J &JI 

~ ~r r r 6t Ir r hrr: 1 r br r r lff1 J ~J ff1 11 4 ~1 J IJ ~ ,w J I 
I ' •, • • 

'%_955 + 96 



, EXERCISES IN A MAJOR . 

.A1!4. 

· 31 

flt 4 J 1 J I J n J I JJ J J I J J w W r r r I r r r r Ir r r t I r r r r 1 

~Y: r r r r IF J r J I J J J JI J J J J I; 1 J J I JJ J J I J J J J 'ti. -1§ , .. II 

M2. . 

6¥1 rl r Ir r n In r r I J n J I r1 J J I r r r r I J .r.; J I f J !I 
~tt# 11 1 J I J J J J I r r r r I r r r J I J r r J I r r J J I w J r r 1; -11 

AMUSEMENTS IN A MAJOR. ' 
. - Mt. 

~. .. . . . . . 

, tJ J r r J I r r r r I r r r r I r· r rr I . 
·-

.itt# r· ,r 1 C" ! r : I r- I r l r ! r ; I (" : r- ; r ; E" 1 I Cl II 
M2. 

f tt#i J J J t1} 1 ·r r r : 1 r tb r § 1 J J J H 

fl J J J tir Ir r r , I r cir r cfj I J· J J 1 11 

~ . _ . M4. _-_ .. - . 
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~5. 

M6 .. 

M7 . 

. AMUSEMENTS IN Ft MINOR . 
. Jt.l! 1. 

M.2. 

Ms. 

AMUSEMENTS tN. E MAJOR. 
Mt. 

~~e J1f f11:1 pJ?JlP I JJEJJE1pPpJ?1J!PjJE I Jirflr=II . 
. M2. 

M3. . . 

7955 + 9u 



AMUSEMENTS IN D MAJOR . 

. AMUSEMENTS IN G MAJOR. 
~'o"t Jf .. . 

r2 J r r I J ~ r I J r r b r r I J J r I J J r I l r r 1, i i I 
M2. · 

f i J r r r 11 J J r rw r r r 11 J r r 11 J J r 11 J J. r I J r r r I~ * - 11 

~ .N.!3. ~ 

AMUSEMENTS IN A MINOR . 
.N.!t. '! f P 1£3,Pt;p £? 1P iJ 1P,n 1p fP I E,Dlj i II 
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Chapter Four. 
The Scale of A Major_ the Natural Key of the Banjo._ Also a Collection of 

easy Exercises and Pieces for the Beginner. 

THE SCALE OF A MA.JOR, IN SECTIONS. 

ThP first four notPs of the scale are all made on the fourt.h string, and are represented belo~ t.he staff. 
They a1·p the only notes that cannot be dnJllicated on any other fret or position. 

ThPsP four notes must be committed to'.memory, ( before going to the next string,) the literal name, a~so,at 
what fret eaoh note is made on t.he finger- board, also, the position of the note on the staff, and the fingers of thP 
left hand that stops it, must be committed at one and the same time, practically and theoretically. 

A zero above the note indicates an open string; a single figure indicates the fing~r of the left hand and fret 
at which it is stopped: of two figures the upper one indicat.es t.he fret, the lower one th~ finger of the left, hand. 
t.hat stops the string. 

4th String. •\ 3d String. 2d String. 
..-_-I 5 F1,et . ,~# 0 2 2 4 Finger. ,,#. 0 

2 

'¥a] ~ II #J II II J# J J .J 
E #F # <: A 

A B #C D )( >< 
X X X >< 

1st String. 
1st Stri"ng. 

9 
to 

3 5th String. 7 
ij 3 

4 

,###r #r 
4 

@#' r @M @f i r 11 II ~ II 
~ #~ D E #~ #~ A. 

>< 

RIGHT HAND FINGERING. 

The x indicates the thumb of the right hand- The dots indicate the fingers of the l'ight hand - One dot, for 

the first finger, two dots for th~ second finger. 

FIRST AMUSEMENT. (Exercise.) 

' ### i J F Ir L I r r I J F Ir L I r r I~ r I J t II J F Ir L Ir r I J F Ir F I r J I J t l4dl 

SECOND AMUSEMENT. (Exercise.) 

@ ### i J I r F J I JJ J I rr r I F l J I r r J I J J l I L J J I J :II 
Fine. ,~# Y'# r·lrrr1rwrIJJJ1rrJlr r r I U F I J J J I J =11 

D.C. -

'7955-96 
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THIRD AMUSijMENT. (Jig.) 

j #; e 4-tjJ lfPJ [cf; l4 4JJ IJM fftfi;J {{lfPJ [j I JI [@1.cf Jz ffl 

FIFTH .AMUSEMENT. (Waltz.) 

. f###I Ji i1f ii ijJJJJJ 1jJJJdj 14 ii IL ii iJJJJJJ14 i i:11 
. ,..............-i 0 

. ~## J;f f 14i i iJJJJJJ1JJJJJJ I J ff 14 ii ijlJ-JJ14~ ~:II 
0 

SIXTH AMUSEMENT. ( Jig.) 

~
1ti n1f!"trf 1m@rpptfP-m1ppn1nJ\, 11 

't## -# f1® b~91_p;11¥-I !ff tJltb, II 
SEVENTH .AMUSEMENT. (Yankee Doodle.) 

7955- 96 



EIGHTH AllUSEMENT. (Foster's Jig.} 

,#/11 Ut}WJtJjJ IQ.q1W&1]1 ijfr1M!@IQ.JJI ANII 
2 1 2 2 1 2 "-....:: 

2 2 

, #I@ n a I n to 1p _p 1_p- an1n n I n • 1pp I ttN11 
NINTH AMUSEMENT. ( Comin' thro'the Rye.) 

~##'1,¥-~1r, mo 111:jP '1J;''f a I me 'd':hD 1J, 11 
f;tJiPo!ii. · t:'\ 

~## l&f? I lJ D lltf EfUr ,,~ 11[1 Bl O fi 1
1
4: j D If! ~II 

TENTH AMUSEMENT. (My Love she's. but a Lassie yet.) 
# . FINE. 

1/;ff 0 StqPJoJ 1g1 Etl¾(jJ 1-04 e1{i1w 1urror1@;9nrJ1r4i11 

1/;ff# 11= u Ir orrcf Ir J -1r tu r 1rr r u1rtrr d"irJJJ 1il]JJJ"J1~ 
ELEVENTH AMUSEMENT. ( Star Spangled Banner.) 

~M~l !JIJJ J lj [!iJJ#J IJJ 10'. i\J iJ J J lj JJJJIJ-111. 

, M# n I il ~ r 1 1 ~ u I i i I 1 ; r 1 ! : i) w 1 • • w I J J # w u w 1 

~ ### J J n IJ JJ I JJ JJ JJ I J J ' Ji If JJ n I l, ~ n I r n Id II 
TWELFTH AMUSEMENT. (Jig.) 

fhlJJ1fPm1fr.ft~fflWJJJ1JmPi1PgiijJJ=II 

"# EiElftl tJf r I ~J J EbQ i&c;f m ~ i ID ciljil 
7955- 96 . 
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~·· 

THffiTEENTH AMUSEMENT. (Waltz-.) Q.C.D. 

FOURTEENTH AMUSEMENT. (Polkb G.C.D. 

~•ts f' J11;PJ #'J 1$f11.0J ,_,em 1f1 A I 

FIFTEENTH AMUSEMENT. ( Polka.) cc D 
Introduci'ng .F# Minor. · . r. '· · 

'•#• i tfff A I @d iJJ .Q I 2J ef" I Ji l~ , lpA I @?a 

,~• tJ 11s,1J1 ~,=11=,~1ntU 11fnl)n~ fur@rj_i 
'--

11 t t· 712a ·· I . .i s, rnrn. tune: --- ~ ,~## 1i n1) Iii .Qj) It- -A I il i1' =II • 1111 ! nd?B 
1-,:_J ~ • 

, M oo A I Ji tfD dri 1 ~ , 1pm 1 @ n 6 1 d ii~~p)M 



38 SIXTEENTH AMUSEMENT. ( Clog Hornpipe.) 

f/9 J o.Q:n.1w CtfDitp.JLJJ:J 1pSUP IJ&b 1 

#P J & flJ?J I C;[j J'.JJ.] I J J J t =II J.JPJ J I OJJ r r I 
4- '7 
1 ·Sc ····························--

~ ~.. _ . .......~ ~....-::i) 0 0 _ : 1Pos. Barre. -.. : loco ~ 

~'P J n4JJ.U_t ·r rlc:cf CJ:Fil dt!Ctlc,rf4U.JIJJJt=I 
SEVENTEENTH .A.MUSEMEN°T.(Scotch Dance.) 

0# 1 J J JJJJ 14 J iJJ.l 14 J JjJJ I V].JJ J =llj j fil4] I 

,~, j J u@1 j d filJJ 1 •-=J.J4 4 =H"rft f9@ 1 VJ.lf.v 1 

11 l rtr1 we , ctud l v .m cJtt I J £a 1-l I J er urn 1rn=11 

NINETEENTH' AMUSEMENT. ( Sanford Polka.) 

1 
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TWENTIETH AMUSEMENT. ( Polka.) 
G.C.D. 

__ . . . . FINE. q l 
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· TWENTY- SECONn .A:iIUSEl\lENT~(Polka.) 

Introducing the Barres and Harmonfos. See Plate 2, Page 1L 
I - -I 

I Barre.'\. I 

j. ~ 0 i 2d Position.~ ! d ! 

1 

r--------------T------------- r--------------i----- ·--------,--------------------------, 
1 Barre. 2d Pos. I B. 2d Pas I B. 2d Pos. I OJHm, I B. 2d Po». I 
l . o I 4 : : l ; 

l 12th Hai'm011ic. / Barre.· l 
I i I 
I l I 

r----------.- ~-------------------, ------------ -----------------------------------
' 12th Har:momc. 1 7th Pos. Barre. 
I : ~ =----\ 2 3 2 

I - ---, 

1.:::'.:#::!==~=t====:=:===::~::::t:~~====~o/ ==ti ~:~~ei,:E:;;Po~s-ti J i j j J)Jgg 
l~ 

79,a!S- 96 



4f 

~tterf tJ l JJJ3J tr I if 1) ,11 SxttR 1tr~erflr IJJJJ uJ 
,-------------7 ,--------------, 
1 2d Pos.Barre. 1 I; · I 2d Pos.Bar,te. I 

r--------------1 
1 2d Pos.Barre. 1 I 

r---------------
1 2d Pos,Barre. : I J 3 

,79l>5-96 



42 

T\VENTY- FOURTH AMUSEMENT. (Polka.) 

INTRODUCTION. 
GEORGE C. DOBSON. 

POLKA. 

, ~q= Jen J? ·1 r r 11 o/ 1 r u u I r r J\ , 1 J En J1 1 u Ji o/ 1 

I 1st. II 2d. 1 . . 

'7955 -96 
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Chapter -Five. 
MISCELLANEOUS COMPOSITIONS -BY THE AUTHOR AND OTHERS. 

. BENNIE D'OBSONS MARCJ{ .. 
• I 

GEO~ C. DOBSON. 

M1: f :~#1 l I w a a.J 3 J I r c r r E I f ~ #£ 6 1 F 1) f i 1 

. ,-~ if)@ J JJ w I J J J r = I f ~ ii F ~ ~ I It ]l i Jd@ 1 w J J Ji 

' #f E t r r. -vi f p #1' e I F j1 t ld fl)ff J J J J J j t p L L} I 

,## liu-0111_~1 1##qh1li vw11! ,hr1!§ 'I!!, 15, J#J J 1 

@ #ff 1} , J J ~ 1 It ., cut It ., EO I j 'f Jj I i x J J ~ 1 

ff# I! , r ~ r 1 - , .,1:! , 1
1 
i ., 4• J 1

1 
j z J u ~ 1 ·1 t , ~a ~ 1 

. f ## J ., fJ ) I t:rl ### ·-b I~ 1J J l J I ttJ r Y I f P #t p I 

,955 + 96 
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BENNIE DOBSONS MARCH. 
~2. 

'%955 + 9(> 

GEO. V. DOBSON. 
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, 

W55 + ~ti 
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BENNIE DOBSONS MARCH .. 
M 3. 

GEO. C. DOBSON. 

. 1 . 9 
- ·# ~ ~ · · · · \. 1 _ B . a 

,~0 J Ji ~,1 rl .tliBfi!I i ~ f Plf f i ,;,_; p#r ~ 1 

@Mh i~ flp 1; i1 Js1I ii-Pl$ 1= t11~ 1P#~ Plj ~t ihi 
li 

- · . to .P. _____ . ______ 
1 

H.·· s~ 3i l t : loco 

10 P--~---'"-·-

' #' l JJJ Plj pr )!Ji&~,, pr Dir Pi D1,
3

Pi $1 

,~#1:f t. ITTLIN ~I- fi J51; •J= j}j iEf,JO Ii ~ F p I 

~ -1L- M:l~~-~t\_1' ~ i ~j ~ I - r~ ~;· ~ (~ ?=fw~tCl½lt F<1l(tt .PIJ/ tqBf II 



ELECTRIC MAZOURKA. 

GEO~ .C. DOBSON. 

. '### !. f' 0 S I J 3 3 I f1 = j lj 1 1 I f1 l fl 
'in# J ~ • l j) ~ 8 I, J J Ii? d d I j 3 31 j?3 ~ 3 I 

· .· ij 7th.Po•······; 3 i ~ · .· ·. . · '#r D ~ ~ 11eJ f fl fl f 2LI LJ'Ff pt t:Q !~ , I 

4 e1 !J J w a m ; ; 1 !.i•c.1 u I e:J J r 11DF I I 1 

·f #ffl e r•P I D~a r1 1 s f ~ 1 •J J ~ J tJ t f i 1•i ~ 11 

f #"# ~ d di J 9 g l f1 d j lj 111 fa j 31 d . i i I 

@ #f fJ d~ I @ r r I ffe = Q d I J 3 g I fl d 3 I 

., #~ j 1 i I f] J d I 3 i d l fJ ~ j 1 f1 J~ I 



4B 

.ADA POLKA. 

E.D. GOLDBY. 

:··············l··6tlt. Pos •.. loco ~ 2 t 

MINOR JIG. 

-@i m I pl}-, rh·r I J. bJ:qJt f-11 6-;\-1 rUlpJ.3, •., .a1 

@ r 1½ · t r £1 · t I J · ' ~ · ~; c P I r fr- t ct t1-r 1 ~\1 11 

,a1£}£}1 /f~- _·.glfil t5j1p fit ~· 14
1 = ~ == === = f P F =- ·' r 1 

= =~ == = ~ C=~ ~~: t 1 

'%9/J5 + 9t> 
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SPANISH GAZELLE. 
· GEO. C. DOBSON. 

4#b 2 n j j n C r I J p 111 il a n lj J1 G- I ~ n C r I 

, ##\ J .n n- 1 i a rm ; n 1 ~ n a ti n n 1 = o J.::J 1 

12 
g -4 . '#,, 0 fHJ Id n lr!-J D n I i D n1w r ~ Ip d t I 

t~ r w f i I j j j 1,a JJJ f '1S J n r a i j I 

'##ff • i i hP t1 t I p c1 r I r r i l i j i I,!~ n f I 

, a, a w n r I i ~ · F I F si ~ J'\J u J I D v J I J m J 1 

~*! .· . .·. . J f ~~ JJ I n ~j n I H ftJJ J I! J J I§ i l I J :J p ; I . ~ ~ v·~ 

~. JJ V ; I ; ill J lfil J J I LhJ J J I llhJ J1JJ 

~ ~, ru J d I -t::,t#• D I j i J (; l J ; ~ ; :J I ~ a m I 
4-#~ l ;1 t; 1 f r; ~ 1 a ~ 1 dm- r., 1 = - = -- :: ::= = = .t ; t : ~ J £J :: ~-= iJ!J r :I 
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· MINNA WALTZ. 
GEO. C. DOBSON,. 

6~h. Pos. - -- -- - _________ . _ . -
1 

.. 

1}4 - ~ · · · 4 e ~· r · ~w2 ti J J W p r 'Hdt J #J Ir· ~ r 1: 12 . J 1/[fj 1 

fl ,r-·Prrrr··tiiltl J j lj: ~ r 'id j #J Ir· ~ F I Qf fj 

~#f f r.urr· 1J 1ft i :!ll=iJ"T"Tjf.---#~·r•·~,JPi".fiF""i"Tl 
._,. ' 

fl J J J Ir· ~ r Ir r J lwl§J\ * 11? r r Ir· #~ r t J J 1J 

@ti/ r· p ri J J J Ir- F It J J 'ittt• 1 J w ljf ~ r 1 ~.timJ 

@·<~d j nJ I r ·p r H f f If Ctr I J F F Ir E& Ii l J J I 

,~ l F 13 J #J Ir· ~ r Hf f Ir fgl r--OJlf±j *II~ 
---"."' 

, !· ~ ~ 8 3d.~ .. ---,, ' ~ I ·o 1: J ~ r IF: 111 j ; IS~ ''/' ~ l;13i; 'IE'. @IJ •i qll 

fn Jr r 11!~ t?G; ~ ~ 1§ # 14 , ~ '1 i ~ 1J • r 11!§3 # =IY 

-~ti# ~ · r r f · ~ ~--+ \a J J lj: p r 11& J #? Ir· F I J J J IT 01 f f I{ Ecrl 

f#1JJ J If: pr lti J ~J Ir· pr I J f f rf fg Ir" -OJ It} t II 
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SPURR POLKA. 

GEO. C. DOBSON. 

@#/ l O ~ ' J $ rj r d r I flf , I j -9 f r[ r I~ A /I , I 

# ~ I ~ - ~· 4#t 1 19 r er r 1 [Pl , 11 p a t; 1 tJ ~ , 1 U a- ff u 1 

r ~d, 11J. t3r tr1£l f, IO[rQfF] J- ,11 

~Y. fJ JJ 0·1 q O IJ J J"i.Q IJJJ#JJ 1IJ J JJ QI 

4Y;wJ•{111a#J11lh=]Q1JJ OiUOtfql 

, J) , ~ "ti n r e, EJ ~ , 1 nu au,@_~ , 1 

lit! JJ E f rlfl J, II 
'?955 + 96 
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PERCY RUSS. 
POLKA. 

GEO. c·~ DOBSON. 

. 4 
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HOME SWEET HOME. 

-9#! n1j []71r f 1fhP1j, "'i i1r [§1 

~j# [? f] I l , II Cl IF e J I r f3 I i = fJ I 

f!# f' CJ If t f I F lf2 I f? fJ I j t II ii I$ , j I 

-~*'i·d 1}. ,11u1f tr1ri31f1fJ13 ,11 
VARIATION. 

,----------------,,~---------------·-
: 8th. Pos. : : 5th P. Barre No.:t.-: 
a a .. 

: 8-tJi. Pos. . -_· ·: 

: Sth.P.BarreNo.1.\:sth.P.B;rreNo.:t.: loco · · . . _ 
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COLLIN'S SCHOTTISCHE.-
W. · G. COLL INS. 

. ~j . . ~ • ~ . I ,.ti VI J ! ! JffJ I Hi t QfJ ~ J 11 i in I 
· ~ 0 1 2 · -~ 

-1}!3 i # q~;I~ i! i iltJ r J r13} I vJw ! i mi 
fl ~ ~! ! J]U ~ w ~ 11 ! ! nlw • # ;,: 1 M i ! !41 

fl-_) r J J If j i nJ M- it)r-:IJ 1! ! ! 1 J. U~J- RU 'jJ 

~ . _ 1Pos.Barre. __ ~ 

,~ J -F , f 1.n~HOJ.]14 r J #~ 1p~H•An1w ·; .f ~ I 

ff dJiH fJt-; I/! ! ! I JJJ. ~J. ~QJ)I J ; ; f I H~J. iOcJ I 
~~ . 1Pos.1lam. . ~ 'i' 

9 
! ! 

~#t ¾ ~ ¾ ~~ 1J3iH2qJ.ltJ ~ ; IJIJ t ! .t;QI J b .Ql 
~ , • . _ ~ 01·2 

,#, _J r J r l:1 ! ! :nJ,J ~ # =F HM i! ! nu r J J I 

f!~ fPf~IJ ! ! EIJ t! ! lOlJ S J~ 14 ! ! vi :t ~ ~ 01'1'1 2 ~ 

f# . J 
7~55. + ,.rn 



HAY SEED-. 

GEO. C. DOBSON. 

O I ;;H#' E J I CJ ~ I 
7955 + 96 
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BUDDING ROSE SC HOT TI SCHE .. 

GEO.C. DOBSON. 

7955 + f}(j 
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112. a~ I 

' #W 1l lJ .1; . 1 I 1:i: u. 5 r 1 I D J:! d. ff H . ! ii fl f @ i 

,~, ~-M·i fi d. tJ. jfiJ -- I f.#H-1 t,:fll ~ ., f @I 

f q ;: ad! ,i.:c;1 tJ EJ It ffow . .:a J] ~d1 J=f =I ~t~ m 1 

...._..,., 

':955 + fH, 
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NYMPHS' DANCE. 

Tempo di Schottische. THOS. J. ARMSTRONG. 

f!#~j? cJ Oijn I J & W r I fk:l r it3-1 iHJw ; 1 
> 
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STARLIG11T WALTZ. · 
GEO. C. DOBSON. 

GEO. C. DOBSON. 
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STRAIGHT JIG. 
Arr.byBENNIE DOBSON. 

@*h:t Z,iJHJ JJ ] I tH.ttJJ I ldHJJPISJ. t;j). • I. 

,~ JU 9 i J J 1JJ J. ti J j I ~d J b. lJJ 1tHJ1 fol 

~ ~ .~ · , J J & CJ ~ ~ tr s . ~J j _g "i!J.!jl~JU ; ltJJfQJ~iJJHJ1Hti9J.3J. : I 

,¥a· filHJ3 JI JJJ.tJ.JJ~130J I n1d-~!aq 11J,JiJ1 J 1 

4 ~n 11J_, n J.11tJJ n~- Uj~-@1 d ff3 al¾ 1 ~-.]U .tiJ Ip H w. J .1 

f~~ JD.JJ t=1eJ.~o!:lJ ,d.,JU£!3 135w.1nJ.11tS~.Mr@1 

,j,11d.~•on11~-,,JJ111 111JJ J. • •. w. tth~ 11 

IRISH JIG. 

f~b r 1 c.S 1 • 1 tJ Ir r ~ z ll 
· D.C. 

7955 + 9ti 
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~~ EUREKA CLOG DANCE. 

LOUIS BODECKER. 

f-tcff #ir-f1JtJLVLJ1r r r IJ d. JJ. ~.§jJ.J1P1•-¼n11 

. 4*~ w~~u1JiJJ@~fil1J1}Jrifrrfrt iJ n u;n]1J),J. ~@•. mi 

- ... ~ -~ ·4' · · ~~-- ~ + ~ ·r· · · "B y~r -,~ ~-~-~· . i~ ·~-... ~ =; u~~l/ltJ f tHrJ!cf ij·Jir:-±lrftS na1r · r r J 
., 
-.~ By permission of M. Gray, puFUsher, San Franc,isco. C'al. D.C. al Fine. 

' -'?H5~ + ~t-. 



BRIDAL ROSE SCHOTTISCHE. -
- c~H. YOUNG. 

INT ROD. ~ SCHOTTISCHE. 

. ~ ## ! lilt ffi#g§I \ r Ffi9r·t CJ I ij !]£] .g I J rr~ Tr .Q k d 
'jJ ~ ~· . ~ ~ ~ ~ . ·~ ~ ~t ~ ~ ~ . ~ ~- . . +~t f•Wrlf.C?<I-F-0-?p gyc== rr•=r rlJP<rl[Hil~II 

4£1p-O i! ~r J.J r r 1n f!@J.J IJ'J!j,©_J I ~Jj tC1f JJrr ID e c r I 
. :J, . 

i## &s]f 1a?J ,., 9PJ 11 rfrJ!1&s:jl1iJJJlrl 
,#, t12J fir rr~rqrraf 1f]DJ f:r1i\.f 1rfrlf1r;4I 
'##JJP.Jf:IM:f 1rrvu1frj~1,~tfjfrh1pDr rir f fll 
~tt# pJ.jtntt1n1tfc,JJJJ1ffh1fJJir~1frh1~Drr1r f ra1 , . . 1 . . . 

4u~ p-,tt (lttq ~, 1ery-9a1ft ff 1a~ f 11PJ f1rf r.P1 · 
. ,~ff#$?3l100J f riilJ l1r rr•ri~r r 3l1a& l:1M .P1 · 

__ . - _ j 17Har. 

f %# 6f r.tf 1 &&1l1fJDJ f I fTIIJ f 1r r &tf 1frf a 1fJOtlf!r~!I 
) . . . " . j 

,#~~;p-G#~:-fEf a1pPrri+QP.r r1r9¥jr r1darjt!lf.JJk~1st rfa1 
,~# . ~ ~) ~ 

ttr pi!c [I~ r f a i;pP rr I fl.Orr I flJrr r I &eij a llf .g k r I 

. ,=##ff f ~ 1er F ~Ir,~ a 1r-nt rl ff f Ir ff f 1f t f ai 
. ..... 

7955 + 96 
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CARRiIE WALTZ. 
Moderato. THOS. J. ARMSTRONG-

s Po 1 ·- _______ -_____ 
1 

s p · 

BANJO.,##!fR f f ·1 p ! a· 1 s"n; 1m t=; 1·j?--,---i--l 

@##tt I9 fTi ~-•j u I MtLAo 1sf=•-~---~--\p j • 1 E an ~I 
n!f 

. ~ 

f#l@nJ ittf ttCj I P#J J t:1 B v ai J J l :I=#~ jdd 

@#~~n~n D1JJt! &1Jy u 61£ytr£1D#n &IJ!H¥ E?I 
) \ . I ' 5 Po,. _______ _ 

I'' ; ; a =II Mt t1\-11##~j? ~ , If=! ! 1 p#n;. 1 @n; 1 
S Po,. ________ _ _ ~ g ', 6 Po••-------·-:. s fo,. TRIO. 

'#g 1~ ~ ~ ti , , I tf fl D \J J t :I jt Of I 1f1 I a. I 
ff:;;,-

:::::=,,-

~# ~~~ ~ > ~ :# J=d± -1 An J l]~ i F 1 & f ,1p t t I n u n 1 
::::>-- ::::>--

, ~# J1; I 1:fi I ilJlt u1n nw1iJ LJ ~1J1 U rt 
~j ~ ~ ~ ; ~ ~~ s~--------~--: S ~ ~ . ="J=~~GI= ~ ll!f)·f Iii! ! lfi#n; l@Dw I 
~ ~ 1:3•·:--------: a rr . -~ ~ dim. ~ s a•------- --: 
:?W f, ~ lji J IJ11!JL r1r=r U &Ja~, ~if=! ! I 
'# # f _a ~ ~ . 
u tt 11 #.n 2 I IQ D .J 1ttl t ti l@aJ J W: I [.p n a iJ J t fl 

. 7955 + 96 



64 DAWN OF SPRING. 
QfilCKSTEP. 

_lNTROD. C.H. YOUNG. 

fh ~1fjf!1br11&q1! iljffj niJJEiflr1;r~ ,~ 

,#, JlfJ1cv't!{-~m-141f 1f ttf11101Jlrtf1 
~#~, a1 u1Jlc&f 1u q'Upq,ff~1J] f 1i fif 1fJ n 1 

1¥ pq11 , 1[1juMtruiierc!i~,~,1jeru1~a-c.r1aMJ1@cr1 
I' Juu,f etu 1f uct1~, a ,1f ur r1f otr r1f, j·, 1$, du 

Fine. 



65 

· LYNN CLOG HORNPIPE. 

C.H. YOUNG. 

f##jJE.lf lQeP IJZJJ&1&f81pe410rfl1JJJj(H1m ,11 · 
. . 

• 



·~ 
• I 
To play the following chords in <' major and A minor, also the Abby Marcha:hd JumM:::::~~t:::d~:~tQ{a, I 

C M . A ~ aJor. Minor. . · · 1 ,rt 11 i !i .. ~ !!Q 111!! ~· il ~! ··. !~ · Li!j 11 
ABBY MARCH. 

GEO. C. DOBSON. 

'<3 ut J J j an~ I J ~ i i:r di j.J J J = 0 1 tJ. OJ j H n I 
. ~ . 4 . 

' tf) J J f ~ 1 f P J f O I J. • JJ N Ji I Fil ,! a If (j 3 JJ:rd 1 

' i- ; tJN d 1J j Jj F ,o I !J · j J J fOl qj, j J J l = I HJ J = ~ I 
(, 4 . 

'? P. 

@ jH9JQ;Jf?J.mJglJ if f a111,JJJ:~d1lUJ:rd1HJJ; ~ I 

'%955 -+ 96 



JUMBO JIG. 

( ·~ u. 

GEO. C. DOBSON. 

I 1 . ·---i I 2. .· I . 4 o . ~ j f E)[J =II EJ f Z II= t J. f· ;@ iJ Ii£ :g i#~ z= I 

' J q] J. ±} j). ifJ ] J. 0 t J I Ci : r-J t tr I EJf #fl l 
1. 2 -. = ~ ~ . >>>> 

' ~f JJ lf J~ J. lJl)J. +j J :I f]e- {("1 fJI J iJ qJ J ii· 
a 

I!!!,. ~ a - ~ ff jJJI'!J.1tfH =µ , IU-i[" ;J JJ J11Jl ~-~4---3 I 

, (JJ!£nn1!Jl~p , itc-f r,J.j~J1.r 1rt1 ! 1 
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MINOR JIG. 
GEO. C.DOBSON! 

·f ! Jd r ~ Er&ft It: f!f? I u rJ I frr fl• !£Ht t Erl 

., ~ Wit:r t:J I f,J l'o I ;tErdf 1:: ct1 :Yi C C r r I 

hr e r'J I d Ft df I tiff? It c r r I m!J II p I i; i, I 

-, e: r Qj I un WJ/1 IJlJJJj]JI grJ tH1l 1tD 1 I 
CHROMATIC CLOG. 

GMO. c: DOBSON. 
3d. Pos. Barre. ·······················: 

, 4th.P. 

,-

3

WEODJ""JtjJ.lr-Eftlf k~~r~ijuw l4~H~ lTir· ttr7} r. rl 
1th. P ....... , --: loco . 6t~. Pps .. 

2 . · · 3 .. 



THE YORK, A NEW DANCE. 69 

BANJO:DU.ETT. 
:{> olka, Mazurka. 

•~ Pos:............ .. STRAUSS. 
4 4 4·• ... 

1 1 

, st · 1.. Ba:nJo. 

2c}. Banj~. 

I I} jJ ~ - ~ - ~ V -~ t •. _ ~ ~--- 4 2 - I I ,11 1 ·-J• -,i,flll'..U, - - -· - I - - ,.. •• 'I - - ... l I I I .. , - - .. , - - I -· -· -· - n"' --· 1• I -- ... J I -· ... --r - -r .... I -· -. -· I 
• ,r-.. 11' I -. --· I -· -· · I -· -· "'!!el = - - - - - 19' -1--

"' 7 ••- l I 

___ , 
I 

_, -•-T -r ~ - - - - I 

tJ .r I • ~ 1 !! Iii ~ .I I .. .. I - - 11111 I I • al • I .. I I • -

a~~ 
ti> ~ ~- t\-I I I I '1 I ~ 

I . 11'1' I.I.I, I I I I i I 

, . I 
I ., 

I I I -1 .-, • I 
- I 

I I I 

•i- 1.1, .Ml -' -' I _, .... I ..... .. I I I .... I I ,_ - I 1.- I I • - -, . ~ II I l -- - I . -- I - - I I -' - I = !II:: I """' T I ~ ... .... .., I - - I I - - I - - I .. - I 
_ __, ,..., .. _, 19' I ,.._, "!!! '!El I 

')41) ... .. -,J - - 1 - I rr- .. --

Coda. 

'?955 + 9tt 



R.N. C. CLOG 

· GEO. C.DOBSON 

@## l_ dJ.Qj @I £J1Jri[llJ.jJ ~[":fJ1i~=]JJt7(JL 

ftraJP r· e I J-jJJ [Jr-, 1J J J ~ L: f!1 J. )JJJ HJ 1 .· 

Copyright, t889, by White, Smith & Co. 
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ff:_l. OJ. #J, 0 1 !JJJ c-ir11J. J J. =rif111~= JJ.?r1r-1a 

~ q;nr s1J-JJ a --r11r·jJ. =r:r11 J.JJ_ lJ.J 01 
~- "JY ::...-- E 1.-

fl J. !J. ¥J 01 J-j1Jc1r,1 J. Jl ~r:fi11r=1rJfJ?J7l 

'1'J4JgJr tJl ig)J c-Jf"f I J. ]l ~r.:f11 J. Jl }j. H@1 



ENGLISH 9LOG 
No.I 

Copyright, t890, by W h:rte, Smith & Co. 

_i\rr. by GEO. C. DOBSON 
, .·. ) 



ENGLISH CLOG 
No.2 

Arr" by GEO. C. DOBSON 

BANJO. ,#fe n. ]1 £jj_JJ. U j I£ OJ. JJ. F QjJ: JJ) J. jJ.j I 

-,,@f Ill oJ. U =-1 flra1. OJ. Q lfJJ. 3J. JJ. 3i J. JJ. n $J. JI 

. f¥ ¾ 1 4 01 fj~J]~I jl !I J. JJ. dF':[-;lf ~-JjJ)J. 31 

· .. ,@# .. j. jJ.~jJ 



To Wh.i-te- Smit'h.Musie PublishingCo. 

--FO·LIO SCHOTTISCHE. 
) 

· · Composed for the"FOL10" · By GEO~C.DOBSON. 

Of Boston Mass: Mch. 
, , 

1888. · 

~ ### ; 11 n I w, i a:Ji=~J Ir Jg n I JJJJJJJ.J 14 -r11#@ 
2 . :.:..:,_..._.,; ' , , 

,, ' 

.. 
~ 2 

', 2 0 I "r 1 •, , i, ! 2 . f' 
! _Hold the 3d finger on_gG. _____ ' .••••• · ____ - _ __! 

,## £3. 21 1! I~ 11b~ :J:~3•-«~ ,,;)JJ,qJJ.~ 1 iu J :11"1 
i2r T 2 • 1. r r ! 80 • 
! _ Hold the _3dfinger on _g G. ---·------------··---------' 

\ 

1th.Pos,Bar.re. ___________________ Loc·o. . . 
3 

3 # /] · : 3 3 /1 /J 3 

Copyright, t8R8~.Jly Whi~e, Smith & Co~ 



'l5 

@ ~ @_) d !Jg l • I~ J~ ~1 I J J Mtj~J.] I J l 4 J1 I 
. ~ . 

9th, Pos . . __ ........ ____ .. _. ·.· ____ .,... ... -···· ..... __ -· ............. v• --·-- •.••• ____ • ··-· ____ •••••• -·-·· ••••• -- •••••••• _ ••••••••• - , •••••••• 

· .@##_.[)ifttr1 1 Fl. 3.a I er f1lf n I d: j j: jl·=1 

. ~ ~ ttJ ;Ji) j tBj J.] Ip] ~ ~ ;al J J u]1J.] i J 11 DI 
~ ~ 8th.Pos, ..... /·d : 

, tt## w J j = J i = §J I r ~~; a , J 3J .o w. j J. 3 , fil;P · J lo 11 

' ~ ~ 



'?ti 

nl .. . ti 

() .L. ½! •· --- -· - ...... -,... 

" u, - - .... I -~ I' I I ' ,, -. l .., - ~ • -
(} .1.di 
w --

II - ... - u. - --- .• I I I .. -U \ I I ~ ... 
i) .... - -

/'} .L. i± • -w fl'!' - 1. .... - TI. ... " I , __ 
11 P' I 

\.!If -
-> -

(l ~ i± 
r fl!'lll' ... -. u. - -I I• fl I - .. 

' V I :s ... 
4l) -t - -

-GEM MAZURKA 

5 Pos ...... ~•··········-···········-··········-······· 
, J , 

I - • ; --. 
--•-· 

I 
I 

-

-• -... 

-

8P OS •••••.• 
...-ii -,,,.: 

I -- I 
'I ,, 

:;i;./ 

-I -I -
~ -
6Pos. 

I 
I 

• • -... 

,~., -

-IS. ,... 
I 
I 

I 
I --:..-1 

""\" 

, j 
I - • . . -

--...... 

I 

I 

0 

• -
--•-

I 

~ 

1 

I 

• • --

.... .. ... 

I 
I 

n-·-.-1 -

!. • 

, 
-

IL 

I. 
I 

.. 
• --

I 
I 

..-1 -

I 
I 

TI.-
11-_. -

4 
O• 

•· . - - - I 
19'. - i- I 

I I 
,_ • I - . ------

-. 
--... ... 

I 

I 

~ 

t 
I 

---'!!I -

, J 
I -• -

.. --.... 

, 
I -

- I I 

-• --

-f#- 8Pos;i,. 

---"'!! ... 

-. --...... 

I 

~ 

• ----

I 
I 

.. ,., ... 

.. .. -:: -

, j 
I -· -

---- -

-. ... ... 19 -· - ,... ·- I - I -- - - I I .... .( ., I I -I I ...I ., ...I I I - I I ... - I __j J - - :;t 

. I - .. _, -- .. -, - • - . 
I. - .. I _. - - - . ... '!I I """' . - -- .. -j - - ~ - - - . 

' ..,., .. 
5Pos. 

, 
-

\ ... ... 

\ ... -

-
'· 

-... -:s -

-
I 
I 

r 
I ---- I 

GEO. C.DOBSON 

I 

-· -
-· --

I 
I 

--
.. 

•· ,.. .... 
i- I 
I I 
I I 

~ 

... --... -
... --... -

, .J. , .. .. ... • _. I .. . - - I 
I .. . -

I - -- -I - -I ""' '!I 

i- - -

11111 I .. , • I I I I 

..... -. .... I - " - .. ' - . .. -"I"'• 

I I 
I .... _, 

I --I - -..... 

12Pos ................... . 
~ 

~~iE~~~~~~~~~~Ef==E:~~ 

)~~;===::::;t::===_;t:=t=====ti===.==~~~~~~~-===t=====;;t:==::±:::i. 

Copyright, 1889, by White, Smith & Co. 
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5Pos ............... . 

8Pos.: ................ . 
() .1di •· • • - •· - •· - ·~+ --· - - ,.. -· - - i-" - IS. - 'I. ,_ - .... - - I - A i-" ,_ I - .. ,.. I - I""' • .. /, u - - ,_ I - ., - -

I I I .. I I I I I -1 1r1-
11 

I IA I -· I -· J I _l ' -t .r 
La. ... _!_b-= - __!!! •c/ -,_ _:= ,-

• --111 •----- -......--

ii Q~ 1-f I 

-· . - - ... ... .. .. ... I u .. - n - .. - - - - - - • • • ' .. ... I .. - l ... ... I • - I ·1• ,,_ 
II' " 11 I . - I - - ,,. I ::a ::I - . I - -'!I '!I I "' :=: I 
" V I .., -.- - .. T - - -I - .. ... - - ; - - ~ - -

, ~- ,. ·6Pos. 4 
(} ~ ~ 7 ,J , 'I J -, • - •· - 0 t ~- 0 • I - • I -

. 1 .w. 
I -

.. ...i """'I - J. ,_ -· - - i-" -· - ,_ 
- I 

- fll"IL' 

- I 
. . - . - I - - - I - ,,. I - - I""' I I I""' I I I (I~ u -. - ... I I I I ...I I -I I I 

.. 
I Tl - - . I I ... I~, - - - .. _'..-II -- -,-

•-· •~· --
jj () .i. '1.t -

- - ... .. - . .. ... -- • • • - .. - - - - - --- , n • • I • • I - .... I - . I. .... .. I ... \ •- 11 • - - I '!I '!!I I "!! "!! I '!!I '!I I .,, 
"'" 

'-' ,., I .. - - - - -.. - - T - .. -.- -,- .... - -.., 
~ 

- =i= 

8Pos. 9Pos. Barre ....... : ................... : 
5 Pos. Barre ............................. . 



13Pos. 
2 2 2 9Pos. Barre ........... . 

5Pos. Barre ......................................... . 
(l ~ ~ 

............. 
: 

,l- • • • • - _j -:I '-:. ... ~ -· - - I ,-n• J. '.>. ~· i- ,- - - I ' - T'I 
_l ,_. 

T1 I lil - 'I' ::. - i- J - ;J .. ,r 
-• I -. - r- - I I 

I I t - 9' ......... 'H- 19"' I I I I ·""" n L I I ,,.. 
l, -· 

I 
l I I "" I I I I I I _[ --..•U' I 

I - ·I • I • ,-.., I # :.:-- -
t ---( t, ~ H 'I 

1 .. .. ... ... ... ... ,• fll'ltl _,_ 
·1 - - - • - - •1 -. n l -, .... 

I • • 1 - ... J - ... - ,- I • • • . JI I - - • • I ... - .1 ::::; .Ii I ::::; .:: -..: l.l' -- .. .., 1'1'- - - ~ - - -.- - - -.- - -

7 J. 7~_ Pos. 4 8 o·s. 
fJ· .id± 

, ,. 0 1 2 o • .... .... . • - -· 
6 

.. fll'll' :.- . .-1 • L .. l 
.,., .... ... .-1 i- -. - i- ., 

I - I - .I. 
/TJ- • ll - - - I - .. I - - - I i- I I I J. I - I ,. 
I,, ' 11 _I 9' I I - I ... J. ..... I I .. . 
'-'. V .... I.a .... -- -- I 

t) - ,_ - - ~ 

f 

~ ~ H I .. 'l"rlll .. ... ... - .. - .. .. Jlt. .... ·.u. - .. - - ... - .. - -- I • , 
.'I 

I 1 ·1, " _l .. .. I .. ... I .. .. I ... .. l • • , r 
'-Y _l '!I ll I ;a ::::; '!I 'lll I 'lll ll I -- - ,,. - - :.t - - -~-- - - -.-I) T 

... ,. - -t - -.- .~...s-

745~ + 3 



'Z'9 

Ro MANCE. 

.. 

GEO. C. DOBSON. 

I ,j, vn1 II] 1 ma w n lff PJJ ,9JJ Inn w n lnDJJ j ]I 

Copyright, 188~, by White,Sn1Hh & Co. 
. '%458+ _t 



THE JOLLY MOKE 
PLANTATION .DANCE' 

GEO.C.DOBSON· 

, ~ J #o .b , id i J ; d J; tt J , J ea J 1J J d 111 ] , 

4#1 J J}Jj -OJd J) lt JI J iJ i)]iJ IJttr -EliJ l · 
74ti5 + ~ Copyright, 1889, by White, Smith & Co. 
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A :MERRY DANCE 

GEO. C. DOBSON 

~i i 3- .·~ 2 ,f~ .a=! PL hfbp lj=i J• >1fJJ J =II. P 1:f lf p 1 

f~.~ D; ,1;ij P] t1J pJ 'Pll~Zlt pl} pj .b1 

~#~ a Jbg ~liJlJ -Dlf tt ~p 13 , ; , 18 Pd i, 

tt! µ a 'P 11t ~, D 11 wt J)1, bg ,w11G3l, #,, 
. · .. ~ 

f~ f P ' p ~ Dd 1p 13 D i 6 IJ ~ hi ;:E ~ p 1i p j p I 

f, l ~J • 
1 ij; ~! 1i11,~t'.Ed 1r P J , 1~'. fr r 1 

~ 

§#q PI , 11.1t lr fl r P ! , 1;f '. r r r -ir P ~ 11-si 

'ilt-66 + i uop-yright, 168», by White, S_mith & Oo. 



,#~ fJ 1 
' D 1! hf ·p 1j p J p 1 ! ~! :n IJ • 3 ! Vd 

,,#j Pi! 1p I} pf J ~ I frj J II p 1:f if R I~ P f , I 

,-~:4 Rl pig Pl 1p11~ZPr P 11 Pl J~,, , i1,, lJj 

,~ f Ef ~~1; P;. ,1ij DJ p1§ pg 1p117 Pr µa pj-M 

'j f ~ . ·•· -<~ ~ j E #; Ta nllisJ' @4'1PW J p 13 h! 1 .b1:J p ! ij@ 

,~ }~i JJi J U 3 ' p 1i p ! D 11 P JJ J 11 ~i 1f 1 

. ,,##w~m1r P! ,1r1J 001rp1,1~d~w1r n~, -
, I j ~! I ·1-1t'. FL F IF pt 11@1fJ05 Plj Pi! l'l P! pl 

,~ j £ij ]}j J J 1 ! ~u:f-P;! 1p l}p J W 
1 If •tJ J 11 

'Ftti6 + ~ 



s·wEET ~lARJORAM 
WALTZ 

}'OR ONE OR TWO BANJOS 

GE,O. C. STEPHENS 

BANJO I 

Copyrighi,1889, by White, Smith & Co. 

7320.-2 
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.. .it (.;- -·~-~ -~ u. f - ., ... ' - -- _ .. - ... Ill" ... .. -. ,.. 
- -- -- .... :..I ..... ... ~ -.. . ... - .., - - -.. , "~ - - - .. I - 'ti. -- .- - - - .. - ~ - - - ~ - - . ....... --· - .. - . -· j ---- ,, 
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I ~ I 

- -,-,. -
~ _J .J _l I -- - - - - .. :t 

.~"' ... - . 
I - - ... -=-" .v ff[:...: t:.:: I 
~ ..... 

• 

r) .,j I I I - .. j 
_I 

J _, ~ ... _. - .. -I I . I .T - - - -I 'T1 u; - .• --. 1.1, _l J I I 

1 - - ,-, -I - - .... ... I ... - _. I - - I l . r 
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. -, 
- I - - ....i ... ..... - - 7 - - :i - - -- 7 -

-~-
I, J ,r-~ • 
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fA ~ '1k 
/ ,Ill "'ILTI ! ,,.._ 'n 

Ii~ 
'f1 

~ fl Mi ~ 
J., '!'r!i.'l"'I 

/11'.L. 'O, 

,;- "' "IT '\ 
'-.' V 

@_I 

I I . I I . 
I -C -. 
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URETTA SCHOTTISCHE. 

STEPHEN SHEPARD. 

'###@ J.ffOqJ. ~ ~ Ii: agJ ;, 
0df t; ~ i 1[rt:}lP. j 1J-~JQ.jJ M 

. ~ ,......._ ~ Fine. 

,#~@ j)J.Jj i1t)J]J J1 tth-JJ-OpTuJgJ~ a 1j_lJ.]JUJ1J ~fH~ij 
5th. Ba,·. Pos. . ........................ : 

_,###IJ:JJ.j[k;IJ J J a1l1w1~ r I! ~ ~ ~ 11f UJ J J 1! r ~•I 
. 4th.Str. • 

5th. Bar. Pos. .· ........... -··-······-------··= ............. . 

. 6th. Bar. Pos. ....... 5th. Bar. Pos ......... . 

f #f O n a I & r ; ,- I f1[J J a' I i"H.11.~]JJ I J a fill ~t-
3d. Bar. Pos., ... , · 

TRlO. @ ## e fi r @;] r I f r j i1 D r fj JJ1 ;? r ;J JJ I i? r ,p r I 
3d.Ba.r.Po•. ;tn.Ba.Pos. loco 5th. Bar. Pos. •····· ............................ : 

·f#a Pr i ~ If r 4n=1i $; a ,11:P·]rhflJ J] l I 
: . 4th. Str. 

'## ;pY~ ~ rl a a i a IBP f , l~in•J l lJ. ;n&pE I J ~ i I 
.D. C. al Fine. 

7955 + 9o 



80 THE BRIGAND. 

GEO. C. DOBSON. 

! 
••• .. •• .. ••• ,.,.,._,..,••••~ • • •• •:••••-•• ••••••-••-••a~•.,,.•••••••••"~••,.••••~-~•••.,,.'"'"•~•••• - • • • • .,,,,. •••• 

I .J_ _J 'J 



r 11d J J J j J J j I 

~ [ 1. . • A I 2.-7 ~1"- t-· ~ ~ ~-- ~ ~ ~ ~. ~ ~ 
. '### i EJP .J ~=II cE [!;p I ctIv1t-;;t;tt ·nr1 r-it]t; llPiH~-i I 

,#a~ J.tD Jfl1!/tk~rf 1Ffchfr r I u\/6r\ f 1JWJJ1 , 11 · 

~
7#k~,:;l#iJ~----:j~IJJ T~ Jui -j Tli p jj,;):ff ~=<ij J 

= f ~ E 
3 I f I ~ ~ I ~ I ;L :i: ~ = ~ I == 3 

I 

·············································.············.-···················································· 9 PB 

~~ # ~. J ¥f JJ 4J. llth.Str. · _12. J J J TStr. • '.\ J. • ·J jJi5f J~-iJ 
= r ~ ~ . 1 n • a-11 r . 1 ~ i'. ll-h -~ --hJ 1 

I -- i 

. ················:·:·········•·•························ 4.P.'E. ···············:······················· ~ ====-:::::~ I 

~ #( J.i Ji J 1 ~J 111 u ~ jJ J J J J i1 = # J ii~-~ ~~s~ -Jj·J· 1-·-i--~--~---I.=1
1

.1 

i I f ~=r=~r ¥ ¥ 1 f-
\.2-:. .................. , ............................. . 

· ~-.- 1th.Sir. . ·_ 4th.Sfo 
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''VICTOR'' GRAND MARCH 

GEORGE C. DOBS.ON 

IN-TROD. ·Brillante ~ '.:'th.Pos. ;#/~ .I.. 

~ P1!; 
1 4 0 

1 I ~ 1 ~ j I·~- ~ I~ 
·~ 

~ I B.ANJ-0 
~ 

- -, r· -,J-. t· ! I 

~ ### 1 P a D1=,•--j- ii·----i-~---·s··•---(1··,-----,Jf -•--- •--,¥·----jlf f ii 1 
I JfAR,o1f. Maestoso. 

' ., 

1 : : 4 . 
12th. Pos. Barre ........................ : .: ............. : ... 4-th. String •........ : 

Entered nccordir,g to Act of Congreu in the ye,ir MDCCCLXXXVIII, by White, Smitli & Co., in tlie Office of the Librnri,m of Congress 
nf Tf'nshin.qfon. . 

7183 + ~ 
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Sth. Pos .. 
a Hold 4th. finger on,F# 

while moving back Ol) . ) Stk. Pos. Barre:. 
4th. Sfr. the index finger. 

4 

'H83 + ~ 



92 Allegro. 
(This .strain, ~troke.) _ ~ ..........-. _ 

~ 'bf j J ~ ~ J~ I rJ ) £ J -~ I ii J J J J J I ~i-_:J-J J J Jj 
a tempo. 

Holdsec.ondfingeronC#. 

§ #/I-JP J J i I q) J J JI I J n m Ii J J J m I ~J ~ ~ 
Holdfourth finger onB&D ... : .............. , ... ·.·: 

~ #,---i:--~---~---~--;--~----~---1--~----~-----~-----~~---f ~'1 t 1 ;, +. J:-b t 1 J ~~:111 
' ' r. • o 1 0 1 O 1 . , ~ 

1~ O 

711- {lhT,........_;;;.d O ~j ~ Z 1 ~~ J. ± f;;, 1 ~-- ~ ~) j 1 =,=r r r I .1 _ o 
2 1 

(This Strain, pie king.) Dolce. 

~ •1 ~_;;.~=.-JO.I~ J. ~ ffi I {ijj , IJ fJ J J J JI fD;n_ I 

I M ·, J J 1m I m J w J 11 ;~ ~ J ~ ~ 1 fJJ D ~ 1 J!/ J J J_ J 1 

4 v o, ! J j m,1 Imoj~ "i ~: --- F: -,·@~ tr ii: . ~: -- I- I: I:. ·1 

@ii- ~: ~: 1 §·u @1~: ~- I ~= !: I !: ~: I -2° r} i- r t I 
'?183 + l 



_________________________________________ .. _

1 

14th. Pos. _______ . _______________________________________________________ _ 

f#f t ff J1rfrrrrla1f rf i1° ct!F jt J1t $i DI 

17th. Pos._ .. ________ . _ _ _ _ _ 5th. Pos. ________ _ 
.: ~ 

' ' ----------------------------------------------------

7taa + .,; 



.94 

--------------.----7------------------------------------------------------------------------------
1Po~ · . ; 

I 1. - . 11 2: I 

, ¾ a p a a I 1 m J tJ I JJ 1 J &J i" 4,n #p: I j; , i II~.§ I· 

4i; r ii I'S ll! t!f I=~~~ 11Z iZ liq? 11 11 

,#1 t 11 z,t rrJ~,1 II J1I di 111 sil ,, 
-~~ i Ii j1~ ~ j1l.it i1ffJffi1j ti j1} ti t,. 

,~~ff! !111' fll· 1l fl !l 1! ii !7 1fJ11JJI ,•• 
! r,,, . r,,, 

,~ ttH ) J J ] I l r ! L CJ 18@1~ 111: 1fj::i1I 
.:.._..,, . -., ~- . ~· : 

7183 + 5 
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MELODY. 
( To be played by the tremolo all on the 3d. String.) 

GEO. C. DOBSON. 

Andante con espress. · ad lib. 
~~# "' . % . . . ~ ff e J.JjJ JI J. nJJJ J 1J ff))TJJ]-~a I J. a I 

~u . . ..... . (;Ir;-, r:--. 

· · ~ Hu. · · . ml li6. 

Andante Doloroso. 

# ' ·. ~~ • . 2 . # · ·. · . . .. · ,::,,.. Picki·n·~· 

ad lib. 

f til J #m J J. OI J . r1 J. 
. . \;I ; 

'?955- + 96 



Standard Banjo m¢tbods 
White's EXCELSIOR METHOD. 

A thoroughly progressiye work and one that will meet 
the requir.ements of any begiIU1er. PRICE, 
PAPER, '75 CENTS. 

Shay's BANJO SCHOOL. 
The object of this work is to provide the public with 
a system so simple that any person can understand its 
fundamental principles at once. PRICES, 
PAPER, '75 CENTS; BOARDS, s1.oo. 

WORLD'S BANJO GUIDE. 
By GEO. C. DOBSON. This guide is confidently sub
mitted to the public as a work in every respect worthy 
the attention of all those iutereste<t in the study of 
the banjo. PRICE, BOARDS, $1.00. 

COMPLETE ·INSTRUCTOR. 
By HEO. O. DOBSON, with an authentic history of 
the instrument ; also new and "snappy " music, com
posed and arranged expressly for this work. PRICE, 
BOARDS, $1.00. 

Dobson Bros.' MODERN METHOD. 
The elements of music, a treatise on the banjo and 
how to play it, together with a large collection of 
pieces make up the volume. PRICE, PAPER, 
81.00. 

VICTOR BANJO MANUAL. 
'By GEO. C. DOBSON. .A. THEORETICAL and 
PRACTICAL work of the greatest value to students. 
PRICE, BOARDS, Sl.OO. 

Winner's NEW AMERICAN SCHOOL 
In addition to the rudiments this book contains many 
sparkling gems for the instrument. PRICE, 
PAPER, 50 CENTS. 

JIISO 
£olltctions 
Of • • • 

Ban10 ~ 
music~ 

FOR SALE BY ALL 
MUSIC DEALERS. 
OR ...... . 
THE PUBLISHERS 

STAR INSTRUCTOR. 
By GEO. O. DOBSON. Full directions how to play the 
banjo without study or learning notes. Also contains 
a large number of simplified tunes. PBICE, 
PAPEB, 25 CENTS. 

Geo. C. Oobson's NEW SCHOOL 
Contains regular instruction, and also an addenda 
giving a method for playing the banjo at sight, with
out study. PRICE, PAPER~ '75 CENTS. 

NATIONAL BANJO METHOD. 
By GEO. C. DOBSON. Contents: Part 1, elementary 
course; Part 2, thirteen pieces for beginners; Part 3, 
one hundred instrumental selections and eleven songs 
with banjo accompaniment. PRICE, BOARDS, 
$1.50. 

Easy Method for the BANJO BY EAR 
Without Learning Notes. 

By GEO. C. DOBSON. PRICE, PAPER, 50 
CENTS. 

Geo. C. Dobson & Sons' 
ROYAL BANJO TUTOR. I I I I 

A work expressly desi1med for the 
PRICE, PAPER, '75 CENTS. 

CHOICE BANJO DUETTS. 

beginner. 

Composed and arranged by GEO. BARKER. 
PRICE, PAPER, '75 CENTS. 

THE BANJO COMPANION. 
A ..new collection of selected music for 1 2, 3 and f 
banjos. We also publish under the same title a col
lection of songs with banjo accompaniment. Please 

~~!et~~en ort~i~::::ch liU:ES::· v;~al c1ilNisu; 
BOARDS, $1.00. 

LBOST!HITE-SMITH ~~~~s PUBLISHING c~~GO 


	spe-ban-gcd-world-001
	spe-ban-gcd-world-003
	spe-ban-gcd-world-005
	spe-ban-gcd-world-006
	spe-ban-gcd-world-007
	spe-ban-gcd-world-008
	spe-ban-gcd-world-009
	spe-ban-gcd-world-010
	spe-ban-gcd-world-011
	spe-ban-gcd-world-012
	spe-ban-gcd-world-013
	spe-ban-gcd-world-014
	spe-ban-gcd-world-015
	spe-ban-gcd-world-016
	spe-ban-gcd-world-017
	spe-ban-gcd-world-018
	spe-ban-gcd-world-019
	spe-ban-gcd-world-020
	spe-ban-gcd-world-021
	spe-ban-gcd-world-022
	spe-ban-gcd-world-023
	spe-ban-gcd-world-024
	spe-ban-gcd-world-025
	spe-ban-gcd-world-026
	spe-ban-gcd-world-027
	spe-ban-gcd-world-028
	spe-ban-gcd-world-029
	spe-ban-gcd-world-030
	spe-ban-gcd-world-031
	spe-ban-gcd-world-032
	spe-ban-gcd-world-033
	spe-ban-gcd-world-034
	spe-ban-gcd-world-035
	spe-ban-gcd-world-036
	spe-ban-gcd-world-037
	spe-ban-gcd-world-038
	spe-ban-gcd-world-039
	spe-ban-gcd-world-040
	spe-ban-gcd-world-041
	spe-ban-gcd-world-042
	spe-ban-gcd-world-043
	spe-ban-gcd-world-044
	spe-ban-gcd-world-045
	spe-ban-gcd-world-046
	spe-ban-gcd-world-047
	spe-ban-gcd-world-048
	spe-ban-gcd-world-049
	spe-ban-gcd-world-050
	spe-ban-gcd-world-051
	spe-ban-gcd-world-052
	spe-ban-gcd-world-053
	spe-ban-gcd-world-054
	spe-ban-gcd-world-055
	spe-ban-gcd-world-056
	spe-ban-gcd-world-057
	spe-ban-gcd-world-058
	spe-ban-gcd-world-059
	spe-ban-gcd-world-060
	spe-ban-gcd-world-061
	spe-ban-gcd-world-062
	spe-ban-gcd-world-063
	spe-ban-gcd-world-064
	spe-ban-gcd-world-065
	spe-ban-gcd-world-066
	spe-ban-gcd-world-067
	spe-ban-gcd-world-068
	spe-ban-gcd-world-069
	spe-ban-gcd-world-070
	spe-ban-gcd-world-071
	spe-ban-gcd-world-072
	spe-ban-gcd-world-073
	spe-ban-gcd-world-074
	spe-ban-gcd-world-075
	spe-ban-gcd-world-076
	spe-ban-gcd-world-077
	spe-ban-gcd-world-078
	spe-ban-gcd-world-079
	spe-ban-gcd-world-080
	spe-ban-gcd-world-081
	spe-ban-gcd-world-082
	spe-ban-gcd-world-083
	spe-ban-gcd-world-084
	spe-ban-gcd-world-085
	spe-ban-gcd-world-086
	spe-ban-gcd-world-087
	spe-ban-gcd-world-088
	spe-ban-gcd-world-089
	spe-ban-gcd-world-090
	spe-ban-gcd-world-091
	spe-ban-gcd-world-092
	spe-ban-gcd-world-093
	spe-ban-gcd-world-094
	spe-ban-gcd-world-095
	spe-ban-gcd-world-096
	spe-ban-gcd-world-097
	spe-ban-gcd-world-098
	spe-ban-gcd-world-099
	spe-ban-gcd-world-100



