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THOJU'SON*S CORRESPONDENCE COURSE 
l?OR 

UA'NDO! ... IN. BAN:ro, ){MTDOLA AND MAfTDO-CET.J,o. 

The true object of thisCourse is to make every student a 
successful musicimi" on his chosen_ instrument. He should ever keep in 
mind that the best possible instruction of any kind can be likened to a 
•guide.;.post"; it points the_ way, but the traveller must do a.11 the walking. 

r .. esoons are ot no avail unless a proper amount of attentitm is 
gi,ren them. Any informa.tiem you can give to your teacher regarding your 
muaica.l troubles is bour1d to ,.be a. help to you. When your time is limited 
!or practice; or your lessons are hard to understand, you should write in 
and let us know, as we can doubtless help you. 

s. A, Thompson. 

. 
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THOMPSoN•s CORR]~SPOND}JNCE COURSE FOR THE BANJ'O. 
s. A. Thompson, 
Y.M.C.A. Bldg., -o•o-o .. o•o• 
Port,land, Me. 

RUDIMENTS O'F MUBIC. 

, The signs tha.t indicate pitch and duration of a musical sound 
are called NOTES and are writt,en on five lines called the STAFF, the 
names of which are determined by CLEFS placed at the beginning of each 
staff. These notes are named after the first seven letters of the alpha• 
bet, as follows:- · I 
y ' I I I '_ I _I J. -1 :!: 

/ I I I I I -

l ""\ ' I : : : I _, -

I -

l --+- --+ _,,L....... - i.J T-2 r1 1J I; "F G o 13 n + --- i3 c ] r r a . , ,., '-' ri '-' 

0 A If the pupil can only remember the name of any line or space 
betv,een tv,o lines, it will be easy enough to reckon either up or do,m 
in order to locate the name of any note. The observing student may not• 
ice that the four spaces on the staff are F A C :re. The lines can be 
easily memorized by the little saying: , ~J;1very Good Boy Desf,rves Friencls." 

These notes may be \insufficient to indicat.e the full compass 
of Sounds in use. Ledger lines have, therefore. to be added above and 
below tbe staff in order ,to signify the higher and deeper sounds. 

Notes may be of longer or shorter duratio,n, which is deter• 
mined by the style of the notes, as follows:• 

-I I 

.. 
IJ' 

I 
- -I; 

Who1( l)ote ,m... ~al~ ~o1e !lua-rte,- t!'trQhth ~i HH111h 71,;,."-f .S eco;,J, 
,uJ.en two or more eiglitnt sixteentn or thirty-second notes 

come together they can be written as,follows:• 

~===::::'.j_r:~_~1 ====_1~_:i::, =l:J====_i~_;;ca::J ==~_rj:::=_::er =_Et .j:i=::=_::ep=_:;=: _=;g~J~==_:;::r ;;;5!======= 
.. RESTS, 

~ 

Notes have their corresponding rests. When there is a 
peri<;.d of silence in the music, it is indicated by signs called RESTS. 

D 
I I . I I IHI 
I • F I • I I .. J m Mil 
I • .I I I I :1 I ' ' I . 

~al~ luaTtei i::i~hth Si-.. teenfh 

MEASURES, BARS AND TIME. 

A musical composition is divided into seotio•na that are called 
STRAINS. Each strain is divided a.gain into MEASURES by vertical lines 
called BARS, each meaaure having the same value as the others in the 
strrdn. As an example: A piece of music, is written in Three-Four Time 
and at the beginning of the music, this time signature is to be found. 

This indicates that in each measure is to be found three 
quarter notes or what will equal that in larger or smaller 
notes, or even by rests which may be employed, but each 
measure must be complete. 
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THOMPSON'S CORRESPON'DENCE COURSE l'OR BAt~J'O. 
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RUDIMENTS OF MUSIC. (continued). 

POSITION OF; HOLDIN'G THE BAt~Jo •. 

Too much importance cannot be attached tQ ·the idea of holding 
the instrtunent. The student, who is always very careful in regard to 
the position he adopts in holdi11g .hie instrument will be well repaid 
by the additional progress he is 1)ound to make. A good motto that 
every student would do well 'to ·adopt is:- "There is always one way better 
than all others and· thn.t ia the way for me." 

Study 'Flg. l, notit1g the exact position of the banjo and the 
slant of the neck. Study Fig.2 for .correct method of holdi11.g the pick. 
Study 'Fig. 4 for correct position: of· the pick and arch while in action. 
Study i1e. 3 for correct position of the left hand. 

HOW.· TO TUNJij THE BANJO. 

Tune the fourth or wire lrvound string to "C., on a piano, pi·toh• 
pipe or any other non•tranapo sing inatrumen t. 

Stop the fourth string at f;he seventh fret with any finger and 
tune ·the third string open in· unison •. : 

. Stop the third string at the fourth fret M(\ tune the second 
string open in unison. r, ' 

Stop the second string at .the third fret and tune the first 
string in unison. 

Stop the first string at the fifth fret and tune the fifth 
string open in unison. . 

Note: The fifth stri11g is somewhat of .an embellishment and 
is used in the finger a·tyle of pl;~ying in practically only ,two keys. 
It is often called the Thumb. String. With the pick method of' playing 
the banjo, the fifth string is only used occasionally and for the 
present there will be no use for it nt all; therefore, the pupil can 
tune it or not, whichever pleases hint most. 
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THOMPSON'S CORRESPONDEUCE COURSE FOR THE B&"'TJO. 
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RUDIMF~TS OF 1filf3IC. (Continued). 

SCALES. 

A succession of eighth souncls star·ting at any note and ascend• 
ing by tones and half tones ih a regular order is called a SCALE • 

. Between these· sounds or degrees of the sea.le there are seven 
IN'TJ41RVALS. (The distance between the notes), five of which are tones . 
and two are half tones. , 

From one fret/to the next on any musical instrument ,is a half 
tone. (The Frets are the little met al wires that reach aero ss the finger-
board.) · · 

. There are two principle kinds of scales called Major anct 
Minor, that a~e in most common· use. For the present only the Major 
Scale will be taken up. In the Major: Sea.le the half tones are situated 
between the third and fourth and seventh and eighth degrees of the scale. 
Each sea.le or key derives its name from the name of the first note of 
that scale. 

INTERVALS. 

The d{stance from one note to anoth€,r is called an INTRRVAL. 
Two notes placed on the SaI!le degree of the scale is called a UNISON. 
l'rom the first note of the sea.le to tn.e second is called a SECOND, from 
the first to the third ia called a THIRD, and so on. 

SHARPS Al'ID J?L ATS• 

A scale may be formed on any note, but i11 order to produce 
semitones between the third and :fourth and seventh a.nd eighth degrees in 
a.Y1y other aoale but the ,sea.le of C. Ma.jor, 1 t is required to employ 
certain characters to either ,.raise or lower the degrees of the scale. 
When a note is to be raised a.. half tone t a Gharacter called a Sharp (~) 
is used. ,ff the note is to be lowered a half tone, a Flat (~) is used. 
If you wish to restore to its original position a note that has been 
sharped or flatted, a. sign called a Natural" ( ~) is used, which cancels 
the value of the sharp or flat for t~e remainder of that measure only. 
The nu:.rnber of sharps .or flats emplpyed to make a scale depends upon 
which note the scale is founded. The number of sharps or flats at the 
beginning of a piece of music is called the Signature and signifies the 
notes that. are to be sharped or flatted. throughout -the piece and deter-• 
mines the key the piece is played in. 

REPEAT MARKS. 

There are various kinds of repeat marks. Among those most. 
commonly used are the ·two dots at the end of a strain at the double 
bar, which ini,lea.te that just that strain or back to a double bar is to 
be repeated. Sometimes the letters "D.S." (ne Cano) are f~und at the end 
of a piece. They indicate that the perfor1ner is to return to the 
beginning and play to the word "Fine" (End)•.. Sometimes the letters~. 
"D.S." {r)al Signo) are to be found, indicating a return to a sign (,;S') 
from which the performer plays to ·the wc,rd "line". 
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THOMPSON'S CORRESP01'TDEMCE COURSE 'FOR TID~ BANJO. 
· s. A. Thompson, 
Y.M.C.A. Bldg., •o•o-o•o-o• 
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THE DO'WN AND UP STROKE. 

The DOWN STROKE is the most important stroke in playing the 
banjo and great care should be taken ·to keep control of this stroke f'rom 
the ver-y beginning. The string should be struck in such a manner that 
the pick will rest against the next string after passing over the one 
just struck. With,the UP STROK.M,' the pick is raised from the string 
as soon as it is struck. This will leave the pick in position to strike 
any string with the down stroke., There is another form of the up stroke 
which ,vill be taken up later.·· 

I\ - Down Stroke. 
U - Up Stroke. 

The fingering of the left ha.nd is marked in the f 0JJ.o·r1lne manner: 

1 - 1st :1?inger., 
2 - 2nd finger. 
3 • 3rd finger. 
4 .. 4th finger. 
(The thuhib is not used on the frets.) 

3. J@ .I • 1 .I .I I .I •1 

I\ I\ I\ I\ 

I I I I I I I I I I( I I . I I I I .• .• 1- - .• r I .1 .1 - .1 l. -1 .I .1 \~ .1 .I .. , I • .1 _1 • I _I .I .1.I I 

~ :1 .! _1 .1 , _1 ..r .. 1 +r1 _1 .. 1 _1 I _I .I _1 -_1 I _1 -' ;I .i, .: _1 _1 .i i .i J .1 ' u 

1+. 'fr .a::o JJ n 1-• .o .• .•1n -• .o .• 1.o .. o •• .q.•nnn
1 

I\ 1J /\W /\Ll /\ LI J\U I\U /\Ll /\Ll · 

'.0 .•. • .. •, .IJ _g -• .• 1-• .0 .0 .• ,.o .Cl .. Q .ci1JJ ••.• .0 IC 

~;JJ.0.0 -•1 .. 0.u .0 .01n.o.on ,.on.o.o,_m.lJ.•.• ,.1nu1 
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Y .M. C • A. :Bldg., 
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THOl!PSOM'S COR:RESPONDENCE·COURSE FOR THE J3AMJO. 

C THE DOWU AND UP STROKE. (Continued). 

Play four r1otes to each accent. 

Figures near the notes indicate the fingers of left hand. 

s-. lb. ]rt:i.© _1 )1 j Ai :tJ r 7
,-. U I\ U ;;- U A U etJ:J . · 7 

\ 

' ' d:i.t] -!·1

-

1
J ;022 : 2

-
13 1'riij bfif Ii 

1€1" Jre-t, :2.1].9 sh~nt 
IJ - -\J 

(p1rur r r u r r ·c:ur 1t n r - -
\ \ \f \i[fii[f) 

e c r r , •-rr c r r f r • -J r r rJ , 

Cf hPF rr rr CE cm r iH Ir u:s ----·-------1 
I 1 1 I [_[j_J I t LA 

I 

This exercise should be played over ten times without stopping, being 
careful. to play it as evenly as possible• with just a litt,le accent on 
the beginning of each group. 



2. 

THO]JrPSON I S CORRESPO}IDEUC}j COURSE "FOR THE l3Al13'0. 
s. A. Thompson, 
Y.M.C.A. Bldg., •o•o•o•o•o• 
,Portlancl, Me. 

A I~SSOM ON LOCATING THE NOTES OM THE FINGER-BOARD. 

It will be a great assistance to the student in locating the 
notes on the finger-boa.rd if he will but observe that. the first, second 
and third strings open a.re the three inner lines on the staff. Just 
supposing that the first iu1d the fifth lines on the staff were erased, 
the remaining three would be:the·three open strings. The lower one would 
be the third string, the middle the second string and the upper the fi,..st 
string, and if the student will · look , further he ,vi 11 observe that the 
space above each line is that string closed. For example:- The middle 
line is an open strir1g, the space above the middle li.ne will be the 
s~oond string closed. Of course, the student ,w-ill ha.ve to look up his 
di.a,gra.m to find out at which-.fret it is closed. This is merely to give 
him some assi sttmce. Then again, the spa.ee above the lower line will be 
the third string closed a.nd again he will have to ref er to his diagram 
to find out where itris closed, and the srtme with the space above the 
upper line 1 which will be the first string closed. J'ust give this a 
few minutes thought and it vdll be found tc• be ct great assistance in 
loca.ting the six most used notes on the l)anjo. 

It will be necessary for the student to memorize the position 
of each note on the finger-board so that in time he will be· able to 
locate them without ·referring to the diagram. It will never do any harm 
to practice an exercise too much; therefore, when in doubt the student 
would do well to be a little liberal in his practice hours. . 

The follo,~dng exercise should l)e played over many, many times 
with a soft clear· stroke, the pick being held very loosely, as in :Fig.2&4. 
Alsh study Fig.4 for the correct position of the areh. , 

RECRJt;ATI ON 1. 

'J,. 0 

• -
2 '3 4, l 1 3 4 -t" ' o,c.., 

r ,a. I I I I I ' 3 .I I I ;I Ce 

lo -I ,, -' .I I I •' - I .I I I -
:z - l GI' 

~, ~ i - o• - a• :? -a Gk: 0 

_I I i-7 ~ I 1- I I l I I I I • ! -' I I o• ,., .. - el ..I ·- I·:= t a \ - ·- - -- ' -X 'l- " 

I 
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THOMPSON'S CORRESPON"DEN'CE COURSE FOR THE BAJ~JO. 
·s. A. Thompson, 
Y.Y.C.A. Bldg., -0-0-0-0-0-
Portland, :Me. 

'WJU1N' TO USE DO'WN AND UP STJ{OKF)S • 
' . . ' 

There ca.n be no aet :rules as to the use of the pick. 'When the 
music is in slow time, eighth notes are usually played with dovm.strokes• 
but when the music is more liirely, the eighth notes are down and up. 
There are many exceptions· to this rule that will be takf.m up in the 
future lessons. · · 

In the following exercises a.11 quarter notes a.re down stroke, 
but when two eighth notes come together, the first one is down and the 
second is up. 

. Count eTery measure carefully as it is played. Where the plus 
sign(+) is used the word "and" should be substitutedi therefore, the 
first measure will read one,a.nd two, three, four, etc., giTing the eighth 
notes just half the amount of time as the quarter. 

, Rb"!CREATION 2 •. 

Allegro. (Lively). 

f~ -~ ¥ .I .J J .Q J.I .I I I _1,.Q .I I 
·~ I I ·' I • • • • • 

t\ LI I\ I\ I\ I\ lJ I\ I\ I\ 

Count-I -t 2 3 4 I + .2 J If- I t- ?.. z 4 ::>.. 5 '+ 

~ 
I .J , I Jr.• -' 1 I ! I .q I .§1 l I _I • • ~ I • -~ 1 J I ' 

-.. • .1 • • • 

- -
1+1, 3 4-

'

~ I 1-r:J _r----: .. ... - ,- ~ .~ I ..I I 

' 
- -

J 
I 

,-Jt-.t-l -+-_ -~ ...... I I ~.J-.+-1 ~J+ -.+-,I Ir---+-/ --+j -.-,--I -+-_I -.-1 _~FJ~_,-· . _--+-_t~---1-f--:1------~--~r:J~ .. ~.'----::g__-+-l==-=L-----== 
'/ 

I j 

' • 
, I 
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THOMPSON'S CORRl'1SPONDENCE COURSE FOR TID! BAN,.TO. 
s. A. Thompson, 
Y.H.C,A. Bld~., _ -o-o~o-o•o• 
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THE US]; OF THE PICK. 

This is a less;;ix1 on observing the use of the pick. It is also 
a good lesson in time. 

In the following recreation all eighth notes a.re down stroke and 
sixteenths are down and up. In 1esson 3 the quarter notes were all down 
s-tt.roke and the eighth down and ut>• As it depends altogether on the speed 
of the piece as to strokes used, t.he student will obser-ve that there is 
little differen~e bet,,een 4/4 time played fa.st a.rid 214 time played slowly. 

RRCRFiATION 3. 

1¥.EL4-f.l .I ~::::In .I j .g ILbJ=-91-@ .I j .r.i .I J LLJJ ·¥¾ 

' _F .I .I .f .I J .E:1 .I •• J I _f_l .I J _I .I J .I .1 .' .J J J ~ :I) 

1 
I 

f I E4 p f7 ! ~ 1!1 ~ J;JbJ j I t _;;_. I I • • • ., ..l :\I • • - - - • I 

• • .i j 

.ED ~ .EB~ r1 J i - - \ -
·' B .~L • ..1-..EL, _[·' ;:r=i. ___ ..se;:;;:1 ::.;:.t :::::;,~--, J_a::i~c~JL-.c:.FJ=i-!J~_,=_;::::1 =+==+-;.....___,~~ 

-----~-----------------• -,j.-. -~I----------~~1--=-J--+-f -+--1 -\ ___ _,- . 
.I J] 

F I - .. 

Note: 1st finger on let fret of 3rd string. 

E4 ]_· - -

r . ~ 
=II 
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THOMPSON'S CORRESPONDJ:1UCE COURSE FOR THE BAN,TO. 
s. A. Thompson•·· 
Y.M.G.A. Bldg., •O•O•O•O•O•O• 
Portland, Me. 

A !~SSON TAKING UP THE 4TH STRI:iG AUD 2ND POSITION. 

When the first, aeconcl, third and fourth fingers are on the 
first, second, third and fourth frets, you a.re playing in .the first posi• 
tion. In the following lesson it will be necessary to move the fourth 
f~inger down -to the fifth fret in order to get the "F" on the fourth string 
This, will IQ.OVe the hand into, the second posi ti<m. On the banjo every 

· · fret is considered a. posi tionL WJ1.en the first finger· is ,at the f ir,1t. 
fret, it is first :p-osition, when at the second fre·t• second. position. 
third fret, third position, ancl so on • 

. REMEMB]'!R:: When the fingers remain on the finger•board, it i.s 
then -they a.re getting their best training; therefore, the stmlent will 
continually keep this in- mintl anti let his fingers remain on. the board 
just as long as possible. ·· 

4-t.h Shine , 

.......................... - . . 
( See llote). l '1.d fre.t 

~ • • 
* 3 ~ .-

~-Tf f ~J= $ t 'j: j 0.! • I • I 
RECREATION 5. 

A ,,_g I .r,JJ :.QI .FJ A1.D •• JPf•D"-01nD1-9 r:J • • 

Note: A bar acrt,ss the stem of a note divides that note into eighths• 
two bars would divide it into sixteenths, three bars into thirty-seconds. 
This corresponds with the regular notes, in that the regular eighth note 
would have one ba.r, a sixteenth, two bars, etc. In the, above exerciseiv 
it is a very convenient abbreviation and the secon<i measure vdll be · 
played the same as the first, only on a different note , 

' 
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The student wili find the following reer~ation a. most. valuable 
one for developing the tremolo, which will be explainecl later in the 
course. Each group of sixteenth notes should. be played to one/ accent . 
and there should be three accents in each measure•-the strongest accent 
alvtaye coming at the beginn.ing of the measure. The student should con• 
tinue to practice this exerclse until it can be played evenly in thirty­
five seconds, giving every note its proportionate value. Be carefu1 
to hold the pick very loosely and play as softly as possible, as good 
results oan never come from loud playing at the outset.. 

RECRl~ A.TI OM 6. 

/.I .I j .F:J .01.1 J-l.L{ fJ:illiZI J j_fj J ' .I .J _I I 
3 '-1-- . 

( See Note J 

J.EJ fr .. r:1.1 J I .J ·' J I _tjjj JJ:Jj j Jjj IJJ j j _Ej JJ _I jJ J ' 

f-J+, DI H 1 1 r JI , · 1 ......... ~ .. - - .. 

ft .er ~. u . 1 .l :1 .I J:r •'··. J , .-1 .J J1 ctn rt t1 11 1 1 I : 1 1 I ~ - -~~-;I .t. ;i:::;t •• ; .• -·=-•~------
/ r 

~ . = I~ =l I I ~Hd Fl lj EI I) f :IJJ .1./JJ.I .J.1.1:1 u .I *JIXUJ.1).15.crd:; 1.1 • -:i-·= L...... -- --1 

~ . .I .J J, .cl .IJ .ti .IJ .w ·' JI JJ :fr.Im .a j j rr:J j J J;fJJJ:.7 -1
) I J .J t ·11 

I ~',,,,,, .rffl j J .IJ.} .1 J J ,.l J J .F,.I ·, l.f .• fl' I', .F:) .I., .I ,J l' Effj'' El I? :7:r,·· '' l = I • I I · 1--.. • --- ai -~I· n B 
. , , , I 

Ct~ &a .sill .o 1 .d .o 1 .E9?WJ: n 1 -~ n 
f II 

u " u 
11 11 ~~~ .____ ,--.-__ . lo times. 

ex.10%! -?::i:1 J J, .. u J 5 _g I JJ SJ £J 1-D .I J f .,u /\III\/\ 

These two exercises should be practiced until the~ can be played ten 
times in a minute. 

Note: A sharp raises a note one ·rret or a half tone i therefore, Fl 
should be played on the 6th fret. 

=U 
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SCALE OF G }JtAJOR. 

10 times. · 

F 1 .l .. 1 .J J . ,,. ' . 

lo times 

I\ u /\ I.I I\ 

/\ IJ I\ lJ I\ tJ I\ I\ u I\ I\ 

-

Note: The sharp in the signa·ture indicates thn.t all "F's" must. be 
sharped; therefore, this note will come on the 4th fret. 

. 
• 

:\l 

I 

:I) 
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SCALE OF C MAJOR. 

(1 ~ fin~e-r stays on u11t·1 3f"E sf ,;,,f ; s Te ached.) 

- - .. -
,- - - - 3 

r·~sMnf t.t-
l . . 3e e e • .....,_ -0--+----

C> .................. _.... ----

1t!J fret. 9tll fret 

The following exe:rcise is in 6/8 time. Six eighth notes and six counts 
in every measure, or what will equal the same. Be sure and accent the 
1st and 4th counts "in every measure. A different style of picking is 
used here. Be careful to observe same. 

T 

{ See /Yote.) 

,====:±=. ::::t=t=~~i=i=:E~:t=::t=:i~~~=:=::;;=:::;=.==:; 
, ___ ~ '-\-

:3 I 1 I - - -..- ------ - - -- .. -
' 

I \ 
\ La.,\ I 

' 
\ ' t - - - I ~r f + f f ' - - - i \ 

t I \ ' l L 

' 
~ r- I ~ I E f 3 ~ _I ~ I ~I ~ ~ I j I I I l • • • • • - - - -- - t l.f - -J-. 

1fote: The li11e between the figures in<li cat es that the finger called 
for must slide froin one note to the other without raising it from the· 
finger-boa.rd. 

H - ~ 
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SCALE OF C MAJOR. (Continue.d). 

Each of the following exercises should be played from ten to 
twenty times, or until it can be played through five times without an 

. error, before proqeeding to the next. This is absolutely the_ only 
method bf .which success can be obtained. 

~-- on-;t :2.,- 0-rt-_·_. ~ 

E x.1<, ri=r-;--:~-. )-,--J~-=::--t-_r:::..-+-fJ-r---~!;,--,~=t=:--+-. --=;=-t--\ __,,,-:;._:\::::;"r:;;;..;--.. ~FJ:=~ -t-z=-~--+-~.:::t::-:=+--\ _:=+--r:f_:=+--__ 1=.\ ~-=+-J ~--4-.1 =-+ .. :=:-l--1-\ =:--i-_===t.~----;_"'==,~-='--1 ~--t__~~------=--==11•1 r • ,., " 11 
" " , u " I\ ll /\ lo t'11n es. 

-
to t,·mes. · 

I\ ,J/\ /\ 1-1 A 

8 ~ .19 =·:.,r___;»;;.__ ... ~·-----=-+-=~----=::;;.__---=----t-----=-==---••_-:;.•-----=----t---=----e.--=;;......_----=--~ I 
r I l ,- I J :U I .. -- - -

A ·u A lo Times 

8 )(. 20 '1·---.:-• r:0---=•;......__-_- __ r_., --=-J-----l ~-r:GJ____;::.:;;___-_r __ 1--=-------------==:;;___------=c,.____....--=------'=---,,, 

F /I I.II\ I\ LJJ\ 

Ex. 21 §1!!;--=-J ____ 1 __ J1_--+J.......,...fJ_~---\ ,.;;;;._·1 _____ i,--=j---=~1----•-r::rJ=-____ I _.I --=-J ____ , ___ C:_J -=--------t-J ----=-:::!--l ___ J_----i:.:D FI\ Ill\ I\ tJ I\ I\ IJI\ 

J J 7 I r::r:J I I J :11 - • • . -
Io "times. 

RliJCREATIOU a. 
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' I i 7 f '1 .I l - \ • -• -- - -p~~~~~~~~ 
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THE SLIDE OF •,T:rm PIGK. 

One of the most beautiful effects on the Banjo is gotten by 
what is called the SLIDE OF TH:m :PICK. It is produced by sliding the pick 
from one string to another without raising the same. The down slide 
and the up slide are l)oth used a.n<l a.re indicated by a line from ont;3 note 
to ·a.no•ther. The Up· Slide is more diff icul.t than ·the Down, 1)Ut it will be 
necessary to ... use extr~xne ·care. ·with both. The Up Stroke "will be explained 
later. 

E1~11~_J __ @S s:i J I _[23 
~ • I\ u .\ ., U , I\ LI , 

_I .I J :ft 

I~ and '.1/9 fin~e.y:, Te ma 1n on fi n1er boa n:l 60 rt t; h u a l11, .., . 

E:l.~nsMw he ,e -00, I _I J .r: _ _I JI _gg .cJJ_ - . _I_ .r_~J J F . I\ u II I\ LI II /\ tJ II • /I IJ /I 

1:i.t and ::l~ fn~erS Te~a·,., on fn~eT-.h9a.-J tlnoo.11houi: 

8
,,
2
~~ _r:11 _r.1 J 

1
.r,~ J .r:1 J 

1 
.r:G _o J 

1 
.r--_1_. 

. i \ 
RltCREATION 9. 

f;h .1J@] _Q] I .GJ· _rj1 I .@9 ·g9 I _G[J 

fl.cs .GI21.C2? .c92, tfJ _[[J, _g;ep 

• 
/\ L\ 

- - -;\ u /\ 
)J ~ 

I 

10 times. 

:ft 
\ot;rnes 

:g 
\ot,t11es . 

I 
I -

I\ 

I 

' 

Note: The three strings are struck with down str~ke just as if they were 
o-ne string. 
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DIFFJ4'JRENT USES OF THE PICK. 

The following exercises should be practiced very slowly and 
carefully- at first. When the student ,is able to play them evenly _and 
in ac~ura.te time, then he may advance in the speed just a litt.le. Re: 
member that speed can never be of any use until the notes can be played 
distinctly first. They constitute the three major ohords\in the Key of 
C in arpeggio form. The word "arpeggio" means "broken chords", and is 
taken from the Italian word "arpa" which means "harp". This ls one of 
the most: favorite :forms of playing the harp. When the banjo is plaJred 
in the upper registers it produces the best imitation of the harp that 
can be gotten from any instrument. 'The student should always strive to 
get the very best possible tone from his instrument, for in doing this 
he will develo-p a liking for his banjo that he has never had before. 

f:t26;z:;=.::::.::::==~:z.::::==~~========z.===-~===~~===~z===::~t=-=== 

RECREA~r!OM 10. 

-
~ .--"-t I\ 

/\ LI I\ I\ I.J /\ /\ 

2,, I J.I.. r -- • f; 11: £1.cn i- -u i -rnL,_D .1 ____,;--~----:--
{ I oJ 1-CIJ r - -

(\ lJ {\ I\ 

(See Note i). 
~ r ~ I J 

" I\ /\ L.1 /\ I\ (\ ".\ u /\ I\ L1 " " -e-
1\ 

',: 

Note 1: The accent must come on first note in every group in No. 27. 

l O 1:°i mei5, 

J \ 
I\ 

Note 2: J,foch care must be taken to leave out just one count for .the rest. 
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,CHORDS. 

Whereas a chord is struck as though it were one note. yet a 
musical ear will soon realize the advantage in caressing the chords. 

Strike the strings lightly beginning with the lowest string of ~ 
the chord and rA.pidly drawing the pick across those used in the chord. " 
It is a.pt to prove unmusical ·to thtunp a chord too, loud. Quality ·of tone 
is always 'to be sought in 11ref erence to voltune. 

Use every effort in the following chords to get goo,d clear 
tones just as though a master were li~tening to your playing. 

~~ 1,\- ''·' u-- - ~ - - - -
( 1/ . . - .. I - - ~ I - - - - I • • - .. l!\111 - . . - .. .,. • • - I - - - - I • • - ~ •111111 

' ..J. - - - - 11"~ - G - I -:;;_ _:.;_ - ~ • - - -Jll elUII 

m •. -. - - - I I - - - . - - 11! 

\ ~ ..... .,._ ....,_ --- _.:...-e- _._ :2.,• • - - ..,.._ --- _....., 
/\ I\ /\ t\ A A I\ I\ 

\=\Ttdar\te ( S1ow.) RECRHATION 11. 

Jst ~ :I .1 :j I i I :I -! :! J 
=' 

sl 31 
~ J t I • .. i O> a a,.1 as: 

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

f; f 1%--- .. ~ 
').l 

I ~ I :,~ ! I I :I ...J 

I E ~ I =~ t I i ~ ~ :II .. - =~ .. 
it=•· ........ 1., • ....... ....... ---

THJ.l BARRE. 

It is sometimes necessary to· stop "two or rnore strings at the 
same fret with one finger. For example: Shc>uld the following chord f I occur, the .first finger would be placed across the t j;::: three strings as shown in Fig, 5, This is called a 

;; I -
1 

BARRE• 
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TJ{P~ POSITIONS. 

Nothing seems ·to perillex .the student as much as. the higher 
positions, but the following rnethod of locating the notes, if carefully 
10«1,ked into, will be sure ·to simplify matters. 

In tuning the banjo the first string is tunt1d the same as the 
second at the third fret: therefore, both these notes must be the same. 
It is nece::,sary, then, in order to get "B" on the second string to· go 
up threo frets farther on the finger-board 'than the open string. Any 
note, the ref ore, that you can get on the firs·t string can be gotten 
three frets farther down on the second string. This same rule holds good 
on the third and fourth strings, only, there is four frets difference 
between the second ancl third, on account of tuning; therefore, it will be 
necessary, ·to go up the f inger•l)oard four frets farther on the ·third 
string to ge,t the same note tha.t you would. on the -secon(l. The re is 
seven frets difference between the third and fourth strings. In count• 
ing down to get the same note on' a. lower string, be sure no·t to count. 
the fret the note is on, but begin counting on the next. It will only 
be necessary ·to know where ·the notes come in their original position. 
Take the following chord for an -example. The upper note comes in its 

' 

I regular position. The next note originally comes on 
~ :, the first string at "the second fret, but that string 17 • - is already engaged for the upper note. Add three 

-..:11iW&-------- frets to its original positio,n to get the same not,e 
on the second string, which will be the fifth fret. 

The lov;E~st note orig:l.nally corties on the sec<1md string at the first fret, 
but that string is no\V er1gaged. By adcting four frets to its original , 
posit ic1m, you will get the same note on .the thi:rd string at ·the fifth~ 
As all three of these notes come on the fifth fret, the f' irst finger 

· stops them all. This is called Fifth Ba.rr--e or Fifth Position. As lo,ng 
as the first finger is at the first fret, you are playing in the First 
Position a.nd so on with all positions. They are named according to fret 
at which the:·f irst, finger is employecl. Sometimes when the Barre ·1s used 
other fingers are used on other notes aa well. A chord like this is 
often marked Barre Position. 

~nda-nte .. 
Rl~CREA'l'lI ON 12. 

J~s. 

~t~ :I ~! ~ 
.\ (:I J l \ .I_ 3 \ I l ~ 

_) :l ~ -· :1 I ~ :~ -~ I . g: .j • - - • 

3 -Pos.' ;?., rt} ~arre 

fl I 
-~ :t ~~ (=' ~ :! I } ~ ·~~ I I 

=' 
- • 

E1 .1,_ • I J1; J J • _1 J • 
~ ~s. 

~ -- ?- 4-

fJ ~ d I -l ~ l -1 ~ I ~- d •b I ~ -l ~ :J -t= I I - - - -... .. -
~~5. 5~arre. 1, ~~-

~ -§ :I 
f :I (d ~=I ,~i ~!~ ! 

I ~~ §~~ ~~ I 
• 

s.1 I_._ J1~ 
* t ~ - I 

I 

J 

I 

D 
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THE TID~MOLO. 

'When it is necessary to sustain a note for any st.ated length 
of time, it is accomplished by a very rapid repetition· of the down and up 
strokes. This is what is called the TR~roLo. rhe student is considered 
tc) have a :·fair tremolo when he· can play twenty-two groups of four 1-not,es~: 
in ten seconds. Twenty-six groups in ten seconds is considered very good. 
Professional banjoists play at the rate of about thirty-five groups in 
this ti:me. 

The·more rapid the tremolo, the more it resembles the sustained 
tone of the violin or voice. The quality of tone that can be produced 
on a· good banjo with a good pick is most beautifµl and often resembles 
the human voice. •The pick must. be held very loosely, as well as the wrist 
A thin pick will not take the place of a flexi1:>le ,wrist. 

· In the key and sea.le' of F, all "B's" are f latt,ed~ The student 
would do well to study the names of the s.cale a.t thls t i!ne, locating 
all the "J3 • s". 

I 'rhis exercise should ·be practised until it 'can be played at 
M.M •• -132 or 24 groups of four notes in ten seconds. 

_rs n J I j'J r _I J : Li! .t .r ! 1, J ! J J I ) J :t .:t I 

:f t ~ !1 1: -! j: !rt -=t: -=F "1--. --( ?, ~ ~ j .r - • ... • I E • ·-• 
0 .,._ .,_ .,._ 

~ =I=- t ~ .,_ -j -$: .f ~ ::£ -~ * -if t ~ i It -- - - I I .,_ .- - ~.,_ 
-, 

.! 9: t: I ~ J I ~ ~ I =t ~ ~ ~·· j·:f±3 :f - • • .,_ 
iii. Iii., 

~9J 'f *':t I J~I I I f: ! =ti * ;1: ~ ;f i j: ~ f ~ f j: ._ - -.... _,,_ .,._ +- .. • .. 
Note: -"B" is flat·ted ancl as you cannot flat the open string, it will 
be necessary to f incl the same note on the strine below and lower it one 
fret. 
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DOTTED NOTES. 

A d.ot after. a note adds one half the value of that note. Dots 
are often placed after. rests and are treated the same way. 

RJ.iJCREATICJM 13. 

Waltz. 

~Pi 
~. ~·I ~ I I ~ t/4€ Id .I I .J ,1;.~. 

I • ~~ . • • • s 
~ 3 

~p 

~f, 

~ 

.. ·~· -e:- -e-
~ 

i ~~I I I , ~ ~- J. J I 
> ' 

I I I I 1~ - ., 
;). .. .. --..; 

"---._/ ( See r<o t cJ 

-

1 .I -I . I . . I ,.. ~------- ''t 
J ] ~ - • J • . ' • • 

l ~~ ~J ! I I I ~- I l f ~ .. - • • 
~ 

-In the preceeding exercise the pupil 11dill use his own idea as 
to the number of strokt.-:,s to u.se on the half notes. There should be no 
regular number of strokes to a tremoloed note in. this exercise. The more 
rapid the tremolo, - the smoo,ther it will souncl. The line connecting the 
first, two notes is called a TIE. The tremolo should be held over to the 
second measure without any interruption; . 

Note: A figure ·\/vi thin a cir-·cle indicates the string on which to get that 
particular note. 

I 

' 

\ 

:g 
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MARCH OF THE SPRITRS. 

-+--

'l'HB 'FIRST A:1\J'D SEC mm ENI>IN'GS. 
)1. C. at 'tine. 

At thnes it is desirous to have a different ending the second 
tiirne a piece is played thnrngh. In the a.bo,,e example the first time 
the s·ttrain is played right" through to the repeat marks and the second 
time through, the la.st measure (or first ending) is omitted an<l the sec­
ond enclirlg is played in its place. It is one form of abbreviation, for 
if it were not for the first and second endings, the wholt.., strain livould 
have to be rewritten on account of one measure. 

"D.G," is an abbreviation _of "De Capo", meaning ttFrom the Be-­
giinn.ing" and the word "Fine" means ''End"; that is• the piece .is' repeated 

·r ro-m 'the 1)eginning to· the word ••Fine". Professi{mal mus1cians are apt 
-to dispute the valne of the re1)eat marks a.t the encl of strains when. ob• 
serving .. the D. C. sign. It seems rrierely a matter of un<lerstancling for 
some directors a.b'lays repeat strains after going back to the beginning 
and others do not. 
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THE UP SLIDFJ., 
\ 

We have already taken up the ·down slide in the preceeding les•. 
sons. The UP SLID:F! of the pick is much more difficult, but it is just as 
effective as the down slide when mastered. The combination of the down 
and up slide toeether makes a very eff ecti.ve movement. Be careful to 
keep control of' the pick and on either the down or the up slide the string 
should not be struck or pressed too hard. Bett.er progress can be made by 
taking it very softly at first and after the student gets control of the 
movement, then he can take more privi~eges in trying for volume. 

The following exercise is a very valuable one ·and the student 
would profit greatly if he would dwell lengthily on the same. 

UP DOVJN S!_;; IJ)F: T OGE11II:H1R. 
l 

Eu, £@JJ] g?~ p£gJ =§ta ~QGJ /[# =- \ 

· ~ g] {lJ I .GD £@_rfbiii2 £ti 3 :~ J -rl ., ~ 

WI'rH DOWN .AN]) UP SLIDES. 

RF.CREATION 14. · 

' .[§9 fD' .. @4 @ §1 

[

1 J' S-' J f&t g I -~1 

_,-, J :I ·1 :ll 
I,!; ~_j§JJI £%] QJ,_§9 {;1fl I [(J w_esz1 
ieEi:t§l 3£g;) \ .§11 £@]' g 4 g £: ; ) i ~ 2, "1 r= ;l,- - z I\ ~ 

Note l: The ha.nd remains in same position, merely adding 4th finger-, 
barr·e across both strings. 

Note 2: 1st a.nd 2nd fingers remain on throughout the measure. 

I 
:\\ 
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I Tlt,o~ ( See Note)_ 
, PROGRESSIVE MARCH. 

flt ~r r· 1 r r· 
4- I\ .. 

\ I 

A A ~ ~ 

i 

(pf J_ I -fB.G§1·n~ :~1.rn,.a:Jrr;:u;J11JJJ£Q1f:tJ f Z1t \ 
'~f rfEn·@.C:I ttJ,.GJ .w,~ .G], 01· 1f t ilCTfftlb f ffi 

I+ . -- II lJ -1 I\ LJ 11·· I\ 1.J I\· II 

' - ·-~·" """ I\ 

-· . . 
~ -

Note: Most every composi -tion has a few measures at the beginning that 
act as a preparation for what follows and is called the Intro•duction. 
It is often abbreviated: 0 Intro". 
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GOOl) AND BAD PICKING. 

Much depends on the style of picking that (<is used in the play­
of · any composition. The best and easiest form of picking. is when the 
dow·n and up st.rakes come on the same string. Occasio-nally there are 
places in compos itio-nl; where it is difficult to avoid what might be 
callecl "bad picking", out with a little careful observation, the student 
will have little cliff icul ty in planning -thfl picking so that awkward pick­
ing_ will be a.yoided. If the student will study the following examplt~s, 
practicing them all over many times, he will readily see what is meant 
by good and bad picking and the few suggestions offered will help himto 
make many awkward passages very easy. 

Good. 73ad· No.i · 

I\ IJ /\ L1 I\ lJ 

Good. 

LJ I\ ;\ lJ 1\-Ll I\ 

Good. 
JJ I\ ... 

/ 

~:n:i=·. ::::!3 ~=r::!:C::I =-;=' =:==z :~c_:;;::;::: .. t::I ,;::;:::=J;t:I\ =-,~3 ·=2=. C: ~~c.~~t ~Q :===. ::l=F ~o -~~.~: :=::is~: ====--=:::. -~:::?1~:g 

Compare No. 1 and No. lB. Play each measure over ten times 
and the student will easily see the advantage the No. l has over the 
No. lB. After the down st'roke the l)ick will rest against the next string, 
leo.ving it in position to come 1:>ack with the up stroke on the same string. 
It will, be r oun<l ·to be very awkward to use the up stroke on any other 
string.· Compare each of the other measures, the good,with the bad, 
playing each r.neasure over ten t i:mes and in thiS wa.y the student will 
arrive at his own conclusions, understanding quite clearly what is 
meant by good and bad picking. · · · , 

In the following exercises there will be many exar--nples show­
ing how d1fficult passages can be ma.de easy by continually taJdng into 
consideration the. necessity of hrwlne the up stroke follow the down 
stroke on the same string whenever possible. 
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GOOD AND BAJ) -PICKIWG-. (Continued). 

RRCREATIO}t 15. 

~r:! 5'- - -. 
I I I ~ 1 ofi·.1 ! J _I : 
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J}. C. a\ ~,ne. 
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One of the most difficult pro1)lems -that confronts the· student 
is the starting of a tremolo. Even after the pick has been employed for 
many months in doing tremolo ;Work, the student: even then fintls the diffi­
culty of being able to start the trerno1o with the down stroke, and follow• 
ing it up. 

The following exercise has been planned to cover just this need. 
The left hand :fingering is very simple and will need practically no, 
attention. It is all for pick work; the ref ore, the student ·will be sure 
to profit by the exercise if,he starts it very slowly at first, playing 
it many1 tLrnes, gradually working it up. 

Shifting the pick from one string to another will prevent his 
gett.ing any great amount of speed, but as this is the object of' the 
lesson,. he should give that part little thought.~ 

E 1 1 l · ·- 1 t . I 4 ~ r_, _, _1 f I \ 1 • - ~ - F ' I ] .. • - • 1 Fl (1 • • • • ~ --• .. -= f l r . j • .1 • - - - • :: 
-e- ...... •---

f\ • • 

··• --- --- .....- ........ 
J~t Uarre 

' 
) 

. 
·:_~_s=h_, _17 Lr_c_r ... -c.J : .. r,.u J ~ =-FJ J J ~ , ~ 3 r 

tF· -f_----~ __ =i¼ _____ ~f-+)_.~,=-J~,,_-'-j _:! ___ ____;IL....:==========•C~~----• ... , __ !~_.1 
........ -.- ............ 

/ 

.r.1 J J .F -1 J :in _13 •• J] 1.n JJ .~ J J J ..rJ@3 JJ:31 1 

i .F.IJ J Fl 7 J F I ~~I ~ FI I I @ 
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1THOMPSON' 'S CORRESPOMDEN'C}J COURSE FOR THE "J3AN'JO. 
S. A. Thompson, 
Y.M.G.~. Bldg., ~o-o•o-o•o•o• 
Portland, Me. 

SOME A:"'JVA:i'TTAClES IN' TID] 2ND POSITION. 
I 

The following method of playing the scale ia not only very 
convenient, but at times it is the only method ·through which practical 
picking is derived. · 

The student should be careful to observe the position marks. 
As long as an exercise is marked in the 2nd Positi~n, it is understood 
that the 1st finger is located at the 2nd fret. If it is necessary to 
get an open string, the fingers, of course, will be raised,' but must 
remain in that position ref"1dy to be placed· on the frets again at the same 
position. ' 
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THOMPSON ts comn•~SPONDRNCE COURSE FOR THE BAN JO. 
S. A. Thompson, 

-Y.lf.C.A. Bldg., •o•o•o•o-o• 
Portlan~, Me. 

' - --- ':I 4-- ~ 3 • 
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THQl/f"PSOH' E.: CORRB~SPO"N'DE':fC~~ COURS}J ]'OR THR RA:!'.!t.TO. 

s. A. Thompson, 
Y.M.C.A. Bldg., -0-0-0-0-0• 

Portland, :Maine •. 
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THO}ff.PBON' S CORRRSPm-lDE~CE COURSE FOR T}m BA1lJO. 
s • A. , 'rho mp son , 
Y~M.C.A. Bldg., •o•o-o•o-o~o• 
Portland, lviaine. 
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i o I 3 S 1 6' 7 5" 3 I 0 ;2 c 3 s O :i 3 

o;i th4'udhotAt. 
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;/ - . :9 
IO ti rn es. 

IO t;mes, 

c~.3~f e ~t!1-S0-wIO JJ .Cl.Ff-Ll I .51 .!J .r.:r.i J .FI.IJ .et?J - =II 
10 t,'m es . 

~~-~~Fi,·t' JJ .d 

LJ I\ w I\ u I\ a.J 
Jo times, 

RECRJ~~AT I OM l 7 • 

I\ I\ I\ I\ ,J 

·Jt- ~. ( See Mare.) ~-o-•. 3 

I :l. 3 

--· .. 
L.i Li u I\LJ 

~+ 3-,.. ' :23-,... 
No te: The dot·t.ed quart~r should have just/ a. short ·tremolo, playing the 
following note with the up stroke. J 



'rHOMPSON' S CORRES:OOND'.}i~NCE COURSE FOR TH]: BAlT~TO. 
s. A. Thompson, 
Y. M. C • A. Bldg • , • o ... o ~- o - o • o • o • 
Portland, ]Iaine. 

A . LF!SSON ON TH~; 3RD POSIT I ON. 

If the student will be very careful in following out all the 
suggestions I.'lade in regard to the fingering and. picking in the following 

· exercises and is not too stingy in his practice of the same, he will 
cle nrly see the advantage of using the bar in many of' the upper posit iorls. 
They will seem difficult and awkward at first, but by continual p;ractlce 
the student will choose an upper position for some passages in music in­
stead of trying to hold t.o the first string entirely. 

. '.rhese exercises are most iraluahle and the student ia earnestly 
aclvi sed to :t' allow them out, f i ving g<.HJd r11ea.sure in his pr act lee and if 
in doubt as to the nu.m11er. of times he should play thfft1}, be sure and gi ye 
goo~ mr• lre .1:rf'Es- _ 

Sloi• - .. 
E~. ltl ~-;,·.==~================::t.===·==~==-===-=-:=.::.=::::a==============t=.-.::.=-?:.-=.::.=.=.=.=.=.::.::\J 

10 t,'mes. 

1 f - - • :g 
lo t/mes . 
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1 1 r 



21. 

/ 
THmf?SOH' S CORRJi;SPONDFiNCJi~ COURSJ"i~ FOR Till{! BANtTO. 

s. A. Thompson, 
Y.¥.C.A. Bldg.,, -O-0-O-O-O-
Portlfmd, Me. 

AJ)VANT.AGRS IN CHANGING :PosrrroNS I!J om:rnR ry:o GP.?r A BRfrT~iR FORM OF 
PICKING. 

:By this time the student has observed, when playing simple runs 
in the 1st Posj ti on on the ·1st, 2nd and 3rd strings, that two notes are 
played on each string, or a do·wn and up stroke. Should only one note be 

used. on the third string on going up the sea.le, tb.e picking· would then 
begtn vd th the up stroke, in order to hold as .much as possible to this 
rule. 'This will of ten bring the up stroke on .. a. note that should be 
ace en ted, whieh is not as na.tural a.s if the dovV!1. stroke were used. 

Compare Exercises '!fo. 48 and No. 49 in the '8th and 10 th pord­
tion s. It would be found a little awkward to play No. 48 in the 10th pos, 
+ • i,,T 49 . t, 8th . . t . l,1on, or i ,~o. . 1n .,ne _ pos1 ~ion. 

lfotc, w'1th;11 ·~:/~h. of 
S 73a-r,i-e Io s,tio H. 

fVo tes w'ath ;rt ,ea c.h of 
-;::, • +' 8' -Sarre Io s~ ,,on 
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SfT1ng 3 -
'P-ret 3 ·5. 
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·· THOHPBOi'l' S CORRESP0'1~D}j1WE COURSE JlOR TH}~ BAU JO. 
S. A. Thompson, 
Y.M.C~A~ Bldg., •o•o•o•oo-
Port1and, Me. 
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THOMPS01'l' s r.oRRESPO'~!)p;·tmE CCURSE ] 10R 'rH:m BA1'l30. 
S. A. Thompson, 
Y.M.C.A. Bldg., -o•o•o•o•o•o• 
Portland, Maine. 

I\ I\ 
If tht:~ two m.e asnres in 

measure of 2/4 time, the results would. be 
to substi tut.e strokes for the tre:rnolo, if 
rapidly as the .snt-1,ller. 

u IJ I\ 

were played 1' ast as the one 
the same. It would 1H? necessary 
the l 8.rger notes were played as 

· It will be seen, therefore, tha.t the only diff P-rence between 
these two f'o rms of syncopation is only a question of s11eed. _ 

On counting the following exerclses, the s-tuden t should aly1ays 
kee11 in mind the pro1)0rtion of the notes. A method of counting has been 
suggested, but no matter what the method used, an eighth note has twice 
as much time as a sixteenth, and a half note ha.s four times as much time 
as an eighth. . 

The student vvill o1)serve that thE~ three following exercises, 
although written differently, a.re all playetl the same. r!omposers 
sometimes differ in their method of writing. Do not neglect to make com­
parisons. Two methods of counting are given here. Try both. 

I\ I\ I\ t-J LJ 

3 +- 4-1- RBCR~;A'rION 20. 
ofo 1 r 

I\ w u I\ I\ 

Tremolo, a11.J c1r1.d o\. 

. ---- i r:rj Jl .J1 .JJ 

'K!ote: Sometimes two notes on the sa.ra.e degree of the staff are connected 
with a li tt .. le curved line called a Tic,. Ii' the music is slow, the notes 
are tremoloed, but if in more lively time, they are oml tted as illustrated 
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TltolWf>rn1' S CORRRS1l01~~:F.?lCE COURS:F: FOR 'f}fK BA'1JO. 
B. A. Thompson, 
Y.M.C.A. Bldg.,- -o-o-o-o-o-o-
Por.-tl and, Me. 

1ST, 3RD, 5TH, 6TH A">1!) 8TH POSITHrrn. 

Fvery lesson will have its distinctive points and to dwell too 
lone on eny on.t1 point would only be to. retard al.l new points. The stu·­
den t will, therefore, find it ·to his or hi=;r advantae;e to work out every 
exercise to such rn exten.t that the difficult passages will be as smoo-th 

as the eas:ler ones. The short exercises that accompany thE~ lessons are 
in valua1)le and should be given the best of attention. 

b 13.T. 
313.t? - F.:: x:. 51. 3 ....... ,. 

{~~-=+="==~~=.:==~=;::::::::::;=:t:=:::t~~~:;::::.::::=.~:::t=-===-=-::::::::.-=:::.1 

- ......... -!!':...--- .. 

:\I 
10 t;rnes. 

·-

SP------
,.. 3--- ~' 

· 11ote: Compare Fx. 50 and F..x. 51. :Both ways are good, but :much depends 
on wha.t this Little run follows. 
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TH01[f>S01:P S CORRRSPO"HDF:""~CJf~ COURS:F: FOR TRE BA1tJO. 
S. A. Tho mp son, 
Y .11.r. C. A. Bldg., •0•0-0-0-0-0• 
Portl&nd, Me. 

A LESSQi{ I 1~ 8Y"'1COPAT 101-1. 

A Syn.cope. (Pronounced saoh-kop). An accented note that occurs 
on an 1...--r.1.accented part of a measure; binding the last note of one measure 
to the first note of the next. syncopation is a1 c.rtificia.l a.ccent, _an 
interrupt ion oL the n atura.l pulsation of the music. It can be produced 
by giving an a.ccent whe·re none ,is expected, or by both methods combined. 

For :itt::it an ce; In 3/4- time, the ace en t naturally comes on the 
1st md 3rd co}mts. coun.t 3 or 4 meamires, accenting the 1st ancl 3rd 
counts; then. ornit or whisper the 3rd count and you will notE} the sunco­
pate cl ef'f ect. · 

(SC ALliJ OF D MA~TOR. 
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, In the following recreation all half notes are trernoloec\. · In 
the syncopated :measures the tremolo begins on the second. count .and stops 
on the third count, thereby (~utting the actual value of the note a little 
short. 
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:D 



'rH01iP'SO~\f' S CORRRsno.,<tnE-i.!CJ1i COlTRB~ FOR T 1rn.: ~BA~T.JO. 
s. A. ThompRon, 
Y. ,_ir. C • A ., J31 cl g. , __ o .. o .. o .. o - o -
-Portland, ~mine. 

A. dot after a n'ote ad~s one half the time value of the note to 
the note it is after. 

In order to play any selection where the tempo (or time) is 
uncommon, it will be :n.ecessary to have a :method of counting it. If, in 
the following selection, each quarter note h~1s one count, the eighth note 
will ha.ve the "wfd". 'This will leave nothing for the sixteenth note. rt 
vvill 1,e f ouo.d much easier· to get the style of the rythm 11y coun. t irtg eight 
in each measure, giving every eighth note a count. an.d the sixteenth will 
have the- "and" (+). After the student gets the style of the selection 
he can then count four in each measure. This E,t:rle of picking may be 

. found awk~.rvard at f irat, but on dill:lgen.tly :practicing the same, it will 
be f cnm d rather easy. 
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, THO~lf1?SUN' S COREJI;SPO,.l1J-i:"'1r!J~ C!OURSJ1: FOR THJ~ BAl.UO. 
S. A.. Thompson, 
Y.M.C.A. Bldg., -o~o-o-b-o-
1?ortlan.d, :Ma-ine.' . 
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nlOMJ?Sm~' S CORRJ1:SPO"'~D:nrHCR COURSE FOR; 1:H:F: BN~.JO. 
8. A. Thornpson, 
Y.M.C.A. Bldg., -o-o•o•o•o-
Po rt la1. d, ·Maine·. 

Tlrn: PLECTRUM~ RAG. 
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