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IT HAS COME TO STAY

FOR A LONG TIME.

No doubt many of our readers will peruse
with amusement the account in another col-
umn of Mr. Armstrong’s experience in ap-
plying for admission to the ¢ Musical Asso-
ciation.”” It happened in 18go, it is true,
but there is little doubt that the concern is
as pigheaded to-day as it was then. The
ideas of many of eur so-called musicians are
so puerile, that one is apt to wonder where
they have lived all their lives.

An amusing incident of ‘“Big Headed-
ness,”’ or, perhaps, a better term would be
¢ Pig Headedness,’’ is brought to mind as
we pen these remarks. The story has never
been given to the public, and will now be
brought before the Journal readers for the
first time.

In the year 1878, the Permanent Exhibi-
tion Co., of Philadelphia, which consisted

of a remnant of the Centennial Exposition,.

gave concerts nightly in the ¢ Permanent
Exhibition Building.”” A cornet performer
by the name of Northcot was engaged to
toot his horn at these concerts—which he
did in the capacity of ‘‘cornet soloist.”’
One day a friend of Stewart, who was ac-
quainted with the Exhibition management,
requested said management to allow Stewart
to play the banjo at the Exhibition. After
some consideration, Stewart was finally re-
quested to bring his banjo and try same on
the platform, in order that the management
might have an opportunity of hearing and
judging of the effect. 'After the rehearsal the
management seemed pretty well pleased,
but made the disclosure that the cornet
- player was too high toned to play at a con-

cert where a banjo was permitted. The
banjo, in the opinion of the horn tooter,
was ‘“ nof a musical instrument,’’ and he
informed the management—so it was al-
leged—that he would leave the company,
together with the lady vocalists, if the banjo
was permitted to go on.

Of course this was several years ago when
the banjo was not as well known and as well
used as it is now, but frequently we are
meeting with the same spirit of ignorant in-
tolerance as was then exhibited. It isalways
the narrow minded, ignorant performer upon
any instrument who sets himself up—in his
own mind—as better than some other fellow.
True knowledge should add to an accept-
ance of the fact that we all know very little.
The vocalist often sings to empty benches,
the pianist thumps away in the parlor, while
people talk and giggle. The violinist often
worries through a scientific musical compo-
sition, which is unappreciated by his hear-
ers, because it is beyond them and not
understood. The cornet soloist plays sim-
ple tunes on his chordless instrument which
pleases those who have not sufficient musical
conception to appreciate the violinist. The
banjo comes in and pleases everybody, ex-
cept those to whom it has proven itself a
successful rival. They may wince and
squirm but the banjo has come to stay.

HE GOT A DISCOUNT

This is an old saying, not so very ancient, as it is
attributed to the late P. T. Barnum, that ¢ people
like to be humbugged,” and one is often lead to be-
lieve that Barnum was not far wrong when he de-
clared such te be a fact. A case in point is the
following: Not long ago a person ordered a Stewart
Banjo from a dealer who catalogues these instruments
along with other musical merchandise. He was
allowed a discount of forty per cent. off the caza-
logue price,and thought he was getting a great bar-
gain. After having had the instrument a short time
he was looking over Stewart’s Price List, when he
discovered that the prices in Stewart’s list were just
foriy per cent. lower than those in the catalogue he
had purchased from, He had supposed when he
purchased the Banjo he was getting a big favor in

the discount of forty per cent. off, but he did not
know that the prices in the catalogue from which he
selected his Banjo were raised on purpose to catch
just such customers as he, and that from such list
prices a discount of forty per cent. could be taken off
and then the me? price would be just the same as
Stewart’s list price, without discount. It seems too
bad that so much in the musical instrument trade
should be carried on in this way. Fictitious prices
are placed in catalogues in order that an inducement
in the shape of.a “ discount” may be held out to
buyers who are always poking around for bargains.

Some dealers claim that it is perfectly straight and
fair to catalogue their goods at such advanced prices,
in order that every buyer may get the advantage of
the discount, which they say is universal. But if the
discount is uniformly universal, why do they not print
the true selling price in the first instance, and avoid
the trouble of calculating and deducting the discount?
Why have fictitious prices at all? Nobody but a
born fool will think he is securing a bargain, by get-
ting a discount which is deducted from an inflated
and absurdly expanded price. The very fact of
prices being rated in catalogues far above the true
prices of the goods, is evidence on the face of it that
something is wrong.

When a dealer shows a customer the price-list of a
jobber or manufacturer, containing such inflated
prices, he can say to him, * Here are the prices of
these goods; now to secure your trade, I will make
you a special offer of a discount of twenty-five per
cent. off these prices.”” And what has the customer
done who takes advantage of -such an offer? He has
simply paid wmore money for the goods purchased im
that way than he could have bought them for, if the
catalogue shown him had not been a deception and a
humbug.

To illustrate: In Stewart’s price-list, the Banjo
styled *¢ Universal Favorite,” No. 1, is rated at $20.00,
which is its selling price. In some jobbing catal-
ogues the same Banjo is rated way up to $33.35.

It will be seen that a discount of forty per cent,
must be deducted from this price in order to bring
the price down to its legitimate basis. There is no
doubt that the large dealers or manufacturers who
issue such price-lists do the fair thing to their retail
customers, by stating plainly to would-be purchasers,
that there is a discount of forty per cent. from their
list prices. But why are the prices so made in the
book at all? Why not have a truthful price in the
first place: The catalogues with the fictitious prices
are sent to the dealers, large and small alike. If a
dealer is honest he will explain the inflated prices in
the book and tell his customer about the forty per
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cent. discount, to which each and every customer is
justly entiied. But again there comes the query—
why not have straight and true prices in the book ?
Why put the dealer to the trouble of figuring a dis-
count every time he sells? Is it because the music
trade is based on humbug? Is it because, as Barnum
said, “ people like to be humbugged ?”’ I it because
the dealer loves a fool as a customer and the custo-
mer is supposed to be a fool from the start? If it
is not for any of these reasons, then we can only
infer that it must be for the advantage of the dealer
of the class who once in a while get hold of a custo-

mer who is not familiar with the prices of goods, and
to*whom a discount of twenty or thirty per cent. on
an article, deducted from a greatly inflated price, will
be an inducement to purchase, and assist in making
a sale, and after such a sale has been made, the
dealer has received not only the true retail price for
the goods, but also a nice slice over and above the
regular price, as an additional profit for himself.

Verily, the discount idea is a great thing, especially
when it makes the price higher than it would be if
there were no such discount system at all,

TRUE TO HIS PRINCIPLES

The Composer of ‘‘ Love and Beauty”” Waltzes Takes a
Firm Stand

The following is a true story, and can not but prove
interesting to our readers. The pig-headedness of
some of our Bass Drum beaters and horn blowers
was never better exemplified than in the instance
narrated here.

Sometime during the year 1890, Thomas J. Arm-
strong, the noted composer and arranger of Banjo
music, was proposed for membership in the  Phila-
delphia Musical Association,” an organization which
has for its object ¢ to unite the musical profession for
the protection and better regulation of its members,
to promote the cultivation of the art of music, and to
create a fund for the erection of a suitable building
for musical and other purposes.”

A number of other good points are embraced in
the constitution of the association, such as ¢the
burying of deceased members at the expense of the
Association,” which may be justly considered a very
good idea, musicians being generally considered a
rather shiftless class, who are better off buried when
once dead than kept too long on ice.

The Association, according to its published record,
has among its members performers on the Horn,
Clarionet, Drum, Fife and Cymbal, Xylophone, Bells,
Guitar, Mandolin, Harp and Zither. It also embraces
composers, arrangers and copyists, but the word
Banjo, does not appear in its book. This name, to the
Association, would appear to be as the ¢ unknown
quantity.”

Mr. Armstrong, a noted banjoist, and talented
musician was proposed for membership in this Asso-
ciation, as aforesaid, by an acquaintance, whose . name
was included in the role of membership of the So-
ciety. About a week after having been mentioned
as an applicant for membership, Ms. Armstrong in
company with the friend, whose name for the present
we withhold, proceeded to the meeting room of the
Association, where a meeting of its worthy members
was in progress. After waiting outside in the entry
for about an hour, the two were admitted to the
royal presence of the members in.session. The pre-
siding dignitary and most worthy President of this
august body, a somewhat bald-headed gentleman,
with beaming and benevolent countenance, then ad-
dressed Mr. Armstrong’s friend, saying, “Do you
know Mr. Armstrong to be a proper person to become
a member of this society?”” To which was replied,
“yes, and sure of it.”” The President then asked
Mr. Armstrong his object in joining the saciety, to
which Thomas J. replied, true to his principles, that
his object in joining the association was to have the
Banjo represented in its membership. Mr. Arm-
strong’s friend here whispered a word of advice into
his ear, to the effect that he should also state that he
played the piano; whereupon Thomas J. briefly re-
plied, that he wished to have the Banjo, his favorite
strument represented, and if he could not join as a

. Banjo player, he preferred not to join at all.

As the two were leaving the mecting room, Mr.

Armstrong’s friend remarked to him that he should

have informed the President of his being also a piano
player, as he feared he could pot be admitted as a
member on the merits of being a banjoist, as musi-
cians did not think much of the Banjo.

About two weeks after this Mr. Armstrong received
a written communication from the Secretary of the
Association, informing him in a few words, that his
application for membership in the Association had
not been accepted.

What do you banjoists throughout America think
of an association of this kind? Tt is true that the
Secretary’s letter did not give any reason why admit-
tance to the Association had been refused, but on
meeting the friend who proposed his name, some-
time afterwards, he was informed that his being a
banjoist was the reason his application was refused,

It appears from this, that such highly melodious
instruments as the fife, drum and cymbals are recog-
nized by the Philadelphia Musical Association as
legimitate instruments, but the Banjo is not recognized
as a musical instrument at all. In the opinion of the
writer, Mr. Armstrong did perfectly right in standing
by his favorite instrument, and refusing to enter in
by any other than the *¢ straight and narrow gate” of
truth, and to our mind he made a fortunate escape
from becoming one of a party of narrow minded and
bigoted representatives of the musical art, an art
which can no more be elevated by such associations,
than can the works of nature in all her glorious trans-
formations, be elevated or changed by the puny
efforts of man.

GEORGE B. ROSS’ CONCERT

Mr. Ross gave his Second Annual Banjo, Mando-
Iin and Guitar Concert in Philadelphia, at the “ New
Century Drawing Room,” on Thursday evening,
May s5th, to a fair audience. The program was a
varied one and some excellent numbers were em-
braced. Sig. Setaro’s Harp Solo was one of the
gems of the evening. So little harp playing is heard
in this city that to hear such a performer as Setaro is
a rare treat indeed, and the audience showed its
appreciation. Senor Romero, the guitar virtuoso,
whose performances have more than once been
spoken of in the Fournal, received a hearty reception
and several encores. Senor Romero is recognized as
one ot the few masters of the guitar now sojourning
on this delightful planet, and he cannot be heard too
often here in the city of “ Brotherly Love.”

The University Banjo Club under the direction of
Mr. Paul Eno, did some good work. The Arion
Mandolin and Guitar Club, was a revelation to
many, for the organization nimbered among its in-
struments, mandolins, guitars, flute, violin, etc., and
proved to be an orchestra, having a conductor who
used his baton, @ /z Gilmore, and although the selec-
tion * Black Hussar,” by Milloecker was rather long,
the hall rang with applause, and an encore was de-
manded.

Messrs. Lapetina, Knell and Setaro, in a trio on
mandolins and harp, awakened sweet echoes from
the harmonious realms, and Semiramis, by Rossini,
was excellently rendered.

Mr. D. C. Everest repeated the violin solo given
at the Stewart and Armstrong Concert last January,
and again showed himself a virtuoso of the once
called devil’s instrument, the fiddle.

Brooks and Denton, the well-known banjoists of
New York, appeared in banjo duets with piano
accompaniment, These performers are fine. Mr.
Brooks has not gone backward since he performed
last in this city, and his performances on this occasion
were the best we have ever had the pleasure of hear-
ing from him; perhaps Mr. Denton’s assistance
helped to this impression, for both are rare perfor-
mers. Mr. Brooks also deserves credit for being
able to pitch his Banjo in the key of D, and manag-
ing to keep it in tune during the performance of a
lengthy piece of music. Pitching the Banjo a full
tone higher than the Banjos used by the performers
in the Banjo clubs, gives the uninitiated an idea that
Brooks must have an unusually loud toned instru-
ment. It is well known that a piano tuned to a high
pitch is much louder and shriller in tone than if
tuned in a lower pitch. It is the same with a Banjo.
An instrument that is tuned to a certain pitch and
sounds fafrly loud at that pitch, may be made to
sound very much louder if tuned a half or a full

‘there is more pressure on the bridge.

tone higher. Take the ordinary eleven inch rim
Banjo and tune it in B flat, and it will be found very
weak in _tone, because the strings are slack. Raise
the pitch to C, a tone higher, and you have a very
much better tone. The strings then are tighter, and
Now proceed
and raise the pitch still another tone, the instrument
will then stand in D; that is, the fourth string will
sound D on the piano, while the third string will of
course, sound A. This pitch causes the strings to be
very tense, which also increases their pressure upon
the bridge, and the pressure of the bridge upon the
head. The tone is now very much louder and
shriller, as it of course, is higher.

But the difficulty comes in using a Banjo tuned
thus, in keeping it in tune, and in preventing the
strings from breaking during a performance. In hot
weather the gut strings will snap off very frequently
under such a tension, and even in cool seasons a per-
former with moist hands will find great trouble with
strings, Messrs. Brooks and Denton, it would seem,
have succeeded in holding their instruments up to
the extra high pitch, and credit should be given them
for this accomplishment, as well as for their excellent
rendition of music. It requires a steady nerve to
stand the severe friction of such tense strings upon
the fingers and thumb, occasioned by persistent
practice, and Mr. Brooks’ masterly execution could
have been acquired only by persistent practice ; and
there are not many performers who would have stuck
so persistently to practice, without becoming sick
and tired of the harsh tone and short vibration of a
Banjo so highly pitched. These closing remarks
are intended to enlighten those novices who do not
comprehend why one Banjo seems to have a ¢ sharp ™’
tone on the stage, and another a softer tone. Let
the amateur experiment on the different tuning pitches
named and he will soon get at the solution of all
such problems. The trick of tuning one Banjo
higher than another, in order to convince a customer
that one was Jouder than the other, used to be done
in “olden times,” but now Banjo players have a
Fournal, and they do not have to be “faked” any
more.

A FEW REMARKS ON BANJO STRINGS

Every experienced banjo player knows how hard
it is to play a Banjo with any satisfaction during the
hot and humid summer weather. Not only is the
head affected by the weather, but the strings break
very frequently, or what is nearly as bad, sink below
pitch so constantly that it is almost impossible to keep
the instrument in tune. Up to within the last year
or two it was thought almost an impossibility to re-
move this mountain like impediment. But quite
recently a Banjo String has been manufactured in
Europe, composed of finely spun s:% together with
certain other material, which resists moisture far
better than any gut string manufactured, and the tone
is equal to that produced by the best gut string—and
better still, the silk composition strings are almost
invariably found even in thickness and true in tone,
a thing that can not be said of even the best gut
string manufactured. The manufacturers of the gut
strings confess their utter inability to make the strings
even in thickness and true in tone. Hence, out of a
bundle (30 strings) of gut strings, the player is for-
tunate who finds a dozen that are ##we. The “silk
composition ”’ strings manufactured by Muller, have
been successfully introduced to the Banjo playing
public by the writer of this article, and in these
strings is found what has long been earnestly desired,
a string that is #rwe in fone, and that will not so
readily break during' moist weather. Tt is only a
question of time when gut strings for use on the
Banjo will be a thing of the past, superseded by the
perfected silk string. Already Muller has many imi-
tators, but as yet we have found nothing to compare
with the strings of Muller’s late manufacture. The
Zremolo movement, certainly, when produced on these
strings, is far ahead of that produced on the gut
strings, in power of expression, It is quite true that
the silk string is rather more stiff and less flexible
than the gut string, which requires greater expertness
in handling the banjo pegs, to produce accurate tun-
ing, but the strings do not go out of tune when once
stretched, with the same ease that the gut strings do.
There is a class of music now being developed for
the Banjo, which requires perfectly frue strings.
Take for instance, the « Witches Dance,” Paganint’s
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Violin Solo; as adapted and arranged- for the Banjo.
It is quite useless to attempt to perform .any such
arrangements on the Banjo without frue strings and
accurate tuning. The Banjo .is becoming better-
understood as it is more carefully studied, and the
class of music that will be played within a very few
years, perhaps montks would be better, on this instru-
ment, will require, not only the best instruments
that can be made but perfecs strings as well. A
performer can not afford to have to put on a half
dozen strings one after another, and spend useless
time in seeking for a string that is true. So it goes
without saying, that as gut strings cannot be made
that are absolutely true, the silk strings will have to
take their place. /7 is ““the survival of the fittest”’

With Violin strings the case is different. Good
musical effects in bowing require a string that is soft
and flexible; but on the violin the strings used are
much shorter, and a string may be cut into three
lengths, one of which is almost sure to be true.
Again, the violin being played with a bow, the strings
are not subjected to the intense strain that are those
of the Banjo. The constant plucking of the strings
of the Banjo, together with the constant fingering of
the strings with the left hand, in stopping them upon
the frets, will often cause gut strings that are true
when first put on, to become false, if they manage to
stand without breaking. ’

The silk strings spoken of here, are of course,
higher in price than gut strings ; because the material
in the string is more expensive; to begin with, and a
tariff duty of fifty per cent. is imposed upon the im-
portation of the strings. With the gut string there is
no tariff duty, hence they can be sold very much less
than the new silk strings here in America, but, as the
leader of a prominent Banjo Organization said to
the writer some time ago: “ The silk composition
strings are cheap at twice the price of the gut
strings; I have not had a string to break during a
performance since I began to use them, whereas,
during the warm weather we ceuld not keep a gut
string on the Banjo long enough to play a selection
through.”

Let it be understood from the start, that the writer
has nio other object in view in the introduction of
these silk strings, or in furthering the sale of them,
than the benefit of the Banjo playing public in
general, and to the advancement of the Banjo. He
has no patent, no monopoly of the string in question,
and all dealers can purchase them, by ordering them
direct from Europe, just the same as Stewart. So
far as profit is concerned, the sale of the gut strings
is very much more profitable than the silk, because a
player who possesses a musical ear is obliged to pur-
chase at least three gut strings for every one he can
use, owing to the cause mentioned, falsemess. One
fact, however, it is well to mention : After the intro-
duction of these strings, cheap French silk strings
were placed on the market by certain importers of
musical goods, and those who were so unfortunate as
to use them became prejudiced against the “silk
strings,” because the tone of the cheap silk string
became in a very little while weak and lifeless.
However, such matters will right themselves with a
little time. Those who have been imposed upon will
take care to obtain the genuine article next time.

It may be that other silk strings will be made that
are superior to those we now offer for sale, and by
other manufacturers too, but we are quite confident
that the Muller string as recently made, is by far the
best up to date, of any Banjo string yet produced.

When the European manufacturers of gut strings
begin to realize that they have a rival in the shape of
strings of another material, they may awaken to the
realization of a fact that will cause them to improve
on their production, and then we may, perchance, be
able to obtain gut strings that are more evem in
thickness and more perfect in tone. But so long as
the manufacturers of strings do not care to take the
trouble to produce #rue strings, and do not seem to
care whether their produce in that line is good or
bad, we should gladly welcome the silk string, which
is #rue. We should gladly discard the false for the
frue, and many are already doing so.

The silk first, second and fifth strings can be had
of the publisher of the Fournal at 15 cents each or
$1.50 per dozen. We also have Banjo bass or fourth
strings, wound on the very best white silk, which we
sell to our subscribers at $1.00 per dozen. These
strings are forty inches long, and we are confident
that no better string is obtainable.

THF. DOWNWARD PATH

We learn that Brewster, of London, England, has
been going “ down hill” for some time past. No won-
der! A man can not hope to succeed very long by
practising deception. Brewster made a splurge for a
time in London, charging exorbitant prices for Banjos
and Banjo lessons, but his scheme of advertising two
Banjo factories, one in England and one in America,
was too transparent a fraud to hold water. His
“ factory,” which he advertised as being located at
36 West Broadway, New York City, proved an im-
aginary affair altogether, and it did not take long for
the public to find it out.

There are a few good Banjos in the hands of
English ladies and gentlemen which bear the name
of Brewster, having had the name Stewart removed
and Brewster’s substituted. But when it came to
making duplicates of these instrument Brewster
“wasn’t in it.”” Brewster built his house “on the
sands,”’ and he is beginning to reap the harvest of his
own sowing.

From the Musical Courier, New York.

REMARKS ON THE BANJO.

BY S. 5. STEWART.

Ten, fifteen or twenty years ago a musician might
have ,expressed his contempt for the banjo and de-
clared it unworthy of recognition as a musical instru-
ment without fear of contradiction, or at least with
small chances of a contrary opinion from a musical
quarter.,

Such an opinion then was excusable, because a
good banjo in the hands of a proficient player, was
an extreme rarity, and such did not often come within
the sphere of the professor of music who devoted his
time to the then so-called legitimate instruments.

Now it is different. A professor of music to-day
who undertakes to present such an opmion will meet
with a- decided opposition from many quarters, and
from people in every way equal to him in intelligence,
knowledge and social position.

Moreover, to declare at this time that the banjo is
unworthy of musical recognition no longer displays
incredulity, but ignorance or perversity.

The time is now at hand when ignorance of the
banjo is no longer excusable in the learned musical
professor, and as “ignorance excuses no man,” so
must the professor of music fail to find refuge in the
excuse of his ignorance of the musical capabilities
of a good banjo. -

Recently a doctor of music, more or less widely

known, was asked by a musically inclined person of |

an inquiring mind the following question : .

¢ Doctor, can you tell me who invented the banjo ?”

To this question, rumor has it, the learned doctor
promptly replied, ¢ The devil.”

This terse reply, being simply a meaningless nega-
tion, was no doubt considered a very bright remark
by the doctor himself, and brings to the mind of the
writer a remark made by an acquaintance some time
ago when speaking of the banjo and music.

“ A musician,” said he, “is generally an ignoramus
in every other sense. IHe knows nothing and cares
for nothing but music. Now, take a lpainter, an artist,
and you will find him generally well informed upon
all subjects; but with the musician it is different—all
he knows is music.”

And there is a great deal of truth in this, but it
seems that many learned musicians are not well in-
formed on even those things that come within the
sphere of music.

The reply of the musical doctor, as given above,
would surely indicate that such were the case. Now,
suppose the professor had been asked this question :
«“ Who made your one sided brain?” Would the
doctor have made the same reply?

If so, perhaps it would not have been necessary to
contradict him. The banjo is gaining popularity
wherever introduced, and as the instrument becomes
better understood, its powers become developed and
its greater and greater capacity for musical effects
utilized. :

There is not a musical instrument of any kind in
use that has not come up through a process of evo-
lution ; nothing was ever created at once, not even
the science of musical notation. The violin was an
improvement upon the viol, a fretted instrument, and

at the time of its advent-was predicted a failure,-
because it had no frets. To-day it is looked upon as
the “king of instruments.”

That which is despised' in one generation is often
venerated in the next or succeeding generations.

There is, perhaps, no instrument known to-day
that is capable of so great a variety of musical effects
as the banjo. Of course there are banjos—and banjos.
There are players and those who pass as such. But
the same may be said of the violin j there are fiddlers,
and there are violin virtuosi. There are violins and
there are fiddles. .

In the “ Banjo and Guitar Journal”’ the writer has,
from time to time, endeavored to bring before the
public, illustrations of the varied musical effects pos-
sible to the banjo. In the current number, No. 69,
which is at the time of this writing in press, an article
called “Observations on the Banjo and Banjo Play-
ing” is begun. This article complete has been pre-
pared as an addition to the work of the writer called
¢ The Complete American Banjo School.”

It contains a series of musical examples, together
with wood engravings, produced from photographic
negatives, and is the most complete work of the kind
ever given to the public. The “ Journal ” is sold at
10 cents per copy, and is issued six times per year, at
the subscription price of 50 cents.

Julian Hawthorne understands the banjo, for in
one of hisstories he most appropriately calls it ““an
instrument which has been mueh misrepresented and
mismade, as well as misused,” and further says:
¢ There are nasal, metallic ‘banjos, which are as ex-
asperating as vulgar talkers. - You can hear them a
mile off, and the farther off the better. There are
banjos which are mumbling and demoralized. But
there are such things as good banjos, and the only
instrument (made with hands) that equals a good
banjo is a good violin; but the violin must be heard
alone, whereas a banjo is best when married to a
sympathetic human voice. :

“Its strings seem to be the very chords of being;
their music is so near to life that they seem to vibrate
from the emotions of the player. The sounds are.

" mellow; in their essence they are pathetic, though

they can rise to a humorous cheerfulness, as one
laughs with a sorrow at the heart. It is the music of
nature, ordered and humanized. No charlatan or
coarse minded person can play on such a banjo; it
is a fatal revealer of character. Passionate and
gentle natures use the instrument best, and men
oftener than women,”

-NEW BOOK NOW READY-
BANJO ORCHESTRA MUSIG

Hints to Arrangers and Leaders of
Banjo Clybs
5By THOMAS J. ARMSTRONG<

PRICE, - FIFIY CENTS

This work contains ten chapters and supplementary
article, and is positively the only work of the kind
ever issued. The first three chapters in the work
have been entirely re-written and elaborated upon
since their appearance in the $surnal some.time
ago, and a concluding chapter has also been added.

To leaders of banjo clubs the work in its present
form will prove invaluable. To all who desire to
organize banjo and guitar clubs, this work will be
found a valuable assistant. In fact, every student
and teacher of the banjo, guitar or mandolin, should
possess a copy of this valuable publication. Copies
will be mailed to any address cn receipt of price, 50
cents,

Address, S. S. STEWART,
PUBLISHER,.
223 Church St., Philadelphia, Pa. -
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REMINISCENCES OF A BANJO PLAYER

(NINTH LETTER)

In a former letter I mentioned ¢ Briggs’ Banjo
Instructor,” by Thomas F. Briggs, and as Mr. Stew-
art took occasion to refer to the same work in a
former number of the Hournal, I shall,in my recol-
lections of banjo books and music, merely pay a
passing tribute to this now obsolete ¢ work of art,”
which is, however, still sold over the counters of
scores of our music stores, as a *standard banjo in-
struction book.” ¢ Briggy Banjo Instructor” was
copyrighted and published in 1855, by Oliver Ditson,
of Boston. I take it for granted that Briggs did not
recognize guitar style of picking in playing the banjo.
On page 8 of the book he says, * In playing, the thumb
and first finger only of the right hand are used.”” He
then goes on to explain the banjo style of playing,which
is familiar to all students of the banjo. On the same
page Briggs is made to say : “Owing to the peculiar
construction of the banjo, the performer can play in
#wo keys only, without changing its gizc/; these two
keys are the keys of the third string and fourth
string.” And on page g he says, “All banjo music
is written in the keys of D and G, therefore when
the performer wishes to play in any other keys, he
has but to change the gézckh of the strings and then
play in the key of G or D, producing the sounds of
whatever key he tunes to, In this manner, while it
would seem to the performer that he was playing in
the key of G or D, the tones he would produce might
be.in the key of A flat, or any other remote key he
might tune to. It will thus be seen that the banjo
can be played in any key.” To the present genera-
tion of banjo players this is playing in any Zey with
a vengeance, and the mere suggestion of such a
scheme to a banjo player of the present day would
no doubt make even a ¢ Simple method” crank
smile.

Again, on page 10, he says, * The greatest diffi-
culty in playing is to szop the strings perfectly. In
this the pupil must be guided almost entirely by his
«ear; he should, however, generally allow half the
width of his finger, as space between each finger, and
also keep the first finger about the same distance from
the nut. In stopping the fourth string the first finger
should be placed about a finger’s width below the
nut.”

Imagine, if you can, learning to play an instrument
by following such instructions as the above. On the
same page occurs the following: « There are five
principal movements or motions used in banjo music,
and as these form the basis of all banjo pieces, the
learner should become thoroughly familiar with
them.” And again: ¢ When a single chord occurs,
it is to be played by the first finger alone, which is
done by sliding the finger rapidly overthe strings,
beginning with the lowest note. When two or more
chords composed of the same letters occur, the first
is made with the first finger, and the second is made
by sliding the back of the nail of the thumb rapidly
over the strings, commencing with the upper note of
the chord.” A pretty mess of it E. M. Hall, Hunt-
ley or any of our first-class performers would make if
they attempted to confine themselves to the “five
principal movements or motions ” in any of their sci-
entific solos played before an enlightened audience.of
the present day.

On page 10 is explained the second (and last ac-
cording to Briggs) position. We are told here that
¢ the first string is the only one ordinarily used in the
second position.” The highest note of which is G
above the staff, or according to banjo music of the
present day, it would be A on the first line above the
staff, After these instructions come a number of
pieces in the banjo style, at the end of which the
learner is cautioned to frequently change the pitch,
in order to obtain a pleasing variety in the sound.
This is followed by a number of songs, at the begin-
ning of which is the following : * The performer, in
playing the accompaniments of the songs, can use
cither the banjo fingering, or snap the first, second
and third strings with the first, second and third
fingers of the right hand, as in playing the guitar.”
That « Briggs’ Banjo Instructor’’ was the first banjo
instruction book ever published no one will deny,
but Tom Briggs never wrote it. This can easily be
seen from the following extract from the « publisher’s
preface ” : ¢ Shortly after the death of T, F. Briggs,
the publisher was'solicited by Mr. Briggs’ friends to
publish ¢ Briggs’ Banjo Instructor.’ As there had

never yet been published a complete method for this
instrument, and as Mr. Briggs had acquired a great
reputation as a performer upon the banjo, the pub-
lisher was induced to issue this work, and thus give
the world a scientific and practical method for an in-
strument which has been ever considered a mystery
unlearnable, and for which music had never before
been written.” That « Briggs’ Banjo Instructor”
was the first method ever published, there seems to be
no doubt. That it was a crude affair all will admit,
but that the banjo was advancing can plainly be
proved by referring to the next book published. The
title page reads as follows: “ Howe’s New Ameri-
can Banjo School, with new and complete rules and
exercises, and all necessary instructions to perfect the
player in the art of playing the banjo witkout a master,
together with a large collection, etc. By Elias
Howe. Published by Henry Tolman & Co. in 1857.»

Mr. Howe then goes on with five pages of rudi-

mentary instructions, after which he introduces his
“ Instructions for the Banjo ™ as follows : ¢ The use
of the banjo was until recently almost entirely con-
fined to the negroes of the South and their imitators,
the members of various negro minstrels, It was
often made in a very rough and clumsy manner,
totally devoid of scientific principles such as guide the
makers of guitars and violins, to which class of in-
struments it belongs. But within a few years the
improvements that have been made in their manufac-
ture are truly wonderful ; so instead of its being classed
among the third and fourth rate instruments, it is now
ranked in the first class, and is destined to perform a
very important place, not only as an accompaniment
to vocal music, but it will take a prominent position
in the performance of instrumental music. The
interest that it has excited in the musical world can
readily be accounted for on listening to the sweet and
beautiful tones it produces in the hand of a skilful
performer.” Mr. Howe’s prediction of the future
advancement of the banjoto the front rank as a musi-
cal instrument has been verified, but I fear his book
had very little to do with the elevation of our favorite
instrument. He does not give the slightest hint as to
how to play or stop the strings, but says “ music for the
banjo should be in the keys of G, D and A major; but
music in other keys can be played by changing the
pitch of the instrument.” After which he gives di-
rections asto sitting in an easy, graceful position,
an illustration of which is given, and is called, ¢ cor-
rect position of the banjo while .sitting.” This,
together with the information that ¢* the banjo gener-
ally has five strings, although they are sometimes
made with six, and even seven strings, yet five strings
is the number in generaluse.”’ Thescale of, and how
to tune the banjo in the keys of C and D, constitute
%the elementary principles of how to play the banjo ac-
cording to Howe.
by a number of pieces from one of the author’s violin
books and some from a guitar book. The last part
of the book is filled with songs and guitar accompani-
ments which were, however, taken from the guitar
book.

After this “ Howe’s Instructor’ several books
were published, but they were generally copied after
Briggs’ Instructor. I had several, but they have been
mislaid, so that at present I cannot give the authors’
names. I find one published by William A. Pond
& Co., New York, in 1864, called ** Winner’s New
Primer for the Banjo.” This, as far as the banjo
instruction part is concerned, is almost a verbatum
copy of Briggs’ book, and contains the same stereo-
typed information: * Owing to the limited scale of
the banjo, it can only be played (conveniently)in two
keys, without changing the pitch of the strings, etc.”
It is, therefore, not necessary to enter into a detailed
description of the book, as I have Briggs’. I would
ask the reader, is it to be wondered at that the banjo

did not advance more rapidly, or that musicians -

looked down upon an instrument that could be
played only in two keys without changing the pitch
of the strings? I do not blame them for having such
a poor opinion of the banjo at that time. But things
have changed. The banjo of to-day is, I am happy
to say, not the banjo of thirty-five years ago. I would
like to write more fully of that interesting period of
the banjo, when it was just beginning to ‘‘see the
light.” ~ When I began this letter I thought I had all
the material at hand, but on looking over my collec-
tion, I found that I had packed nearly all my old
banjo books in a box that I could not readily get at

These instructions are followed .

without delaying this letter, and as our friend Stewart
has admonished me that the printers are waiting for
¢ copy,” I shall have to depend upon my memory for
data. I may make errors in dates, but do not think I
am very far out of the way. After the Howe book
there were a number published after the same general
plan of Briggs’. Phil. Rice’s meshod was published
early in the '60’s. It never had a very extensive
sale. About 1863 James Buckley wrote ¢ Buckley’s
New Method ; 7 it was partially filled with violin
tunes. About the same time Frank Converse wrote
“The Banjo Without a Master,”” a small but very
valuable book for the beginner, as it contained full
instructions after each piece, how to stop the notes
and which strings to sound.. In 1865 <« Converse’s
Complete Instructor ” was published by S. T. Gordon
& Co., of N. Y, This was the most complete banjo
book that had been written up to thattime,and had a
large sale.

In 1867 James Buckley wrote a book similar in ap-
pearance to Converse’s last book ; it was published
by Ditson & Co., of Boston. I remember the year of
the publication of this book from the fact that I had
been corresponding with Buckley who lived near
Boston. His style of writing would have compared
very favorably with Horace Greeley’s. I never was
able to read one of Buckley’s letters through. I
managed to decipher a word here and there, and in
some way got it into my head that he was writing a
banjo book. I wrote him a letter in which I told
him to send me the next banjo book that was pub-
lished. In the course of time it came to hand, On
the day succeeding the one on which I got the book
from the postoffice, a man was to be hung in our jail
yard, and I had been included in the number of citi-
zens who had been invited to witness the execution.
I had received my mail late in the evening and, as
you may imagine, the town was all excitement on ac-
count of the execution that was to take place the
next day, consequently I only had time to look over
the book at odd moments during the night. The
next day, however, I slipped off by myself and was
playing over the pieces, when I was informed that it
was time for the execution. I dropped the banjo and
rushed to the jail, reaching there in time to join the
procession to the gallows. After the man had been
pronounced dead by the attending physician and
placed in his coffin, I went back to my banjo and the
music. I relate the above circumstance, because I
fix the date of the issuing of Buckley’s last book at
the same time this man was hanged, which was in
1867. I was intensely interested at that time in every-
thing pertaining to the banjo, and what I say of my-
self was equally true of every banjo player of my ac-
quaintance ; we were all on the look-out for new
music, and every fresh piece was eagerly sought after
and greedily devoured. Some time after the Buckley
book, Converse wrote his « Banjo and How to Play
It,” a small book like the * Banjo Without a Master.”
Most of us who were interested in the banjo had by
this time made up our minds that it had come to stay,
and it was only a question of time when it would
rank with any known musical instrument. Musicians
also began to inquire into its merits and possibilities,
and every one who could do so went diligently to
work arranging and writing music for the banjo.
Every spare moment I had was devoted to making
new arrangements for myself, or for those who were
unable to do so themselves. My pile of manuscript
was assuming huge proportions, but I confess that
although I had no doubtas to the future of the banjo,
I had misgivings, or rather a certain fear possessed
me, that through the slurs and contempt shown the
banjo by so-called musicians, something might inter-
vene to impede its progress. Nevertheless, I kept at
work, and now feel that all was not in vain, The
banjo has risen above all its surroundings. Its rapid
rise and advancement has been unprecedented.
Those who a few years ago turned up their noses at
the lowly banjo, would now willingly be considered
its champions. But the capabilities of the banjo are
still unknown to us. Future generations will develop
them to such an extent that nothing will be impos-
sible. I have always contended, and have never had
cause to change my mind, that any piece of music
written for any known tireble instrument can be
played upen the banjo. But to return to my subject.
In 1869, Converse and Degroot issued a book in serial
form. It was to be issued as a magazine, in num-
bers. I wasa subscriber and have copies of the only
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numbers ever issued. The subscription price was, I
think, three dollars and fifty cents, but I have a faint
recollection of sending five dollars for it. For some
reasonunknown to me the pamphlets stopped coming,
until early in 1872 I received a copy of * The Ban-
joist,” into which the magazine had been merged, I
have my two copies yet, but unfortunately they are
packed in the box previously mentioned, therefore 1
cannot from memory give as complete a description
of this banjo book as I would wish. I forgot to men-
tion that in 1865 Converse issued a small book in
paper covers, called « Frank Converse’s Old Cremona
Songster,” and was made up of, as the title page says,
« Banjo songs, stump speeches, sentimental ballads,
comic songs, comic quartettes, walk arounds, songs
and dances, etc., etc., with music,” but as they were
only the words and music without accompaniment,
it cannot properly be called a banjo book.

1 should not consider my letter complete, were I to
omit mentioning the most original banjo book of all.
It is by John Magez, and contains twenty-two pages
of instructions for banjo, guitar and violin. Thereis
not a piece in it, but the entire contents consist of
diagramsof the fingerboards of these three instruments.
On the first page is an “ introduction,” and as it best
explains itself, I give it entire :

«T do not intend to bore the public with a book
that has a lot of tunesin itand no explanations or
method to learn them. In every book you pick up,
you find about one tune in twenty that you learn. So
in a book that contains one hundred tunes you learn
about five. This work of mine is an explanation for all
other books, and if you study it well you can play
out of any and all books, except simple method, which
is intended for pupils that are too ‘dus’ to learn any
other way, or too lazy to study real music. If an in-
strument is worth learning, why not learn it right?
By note is the true way.”

This book is nothing if not original. I think the
author made it, from foundation up. On page 17 he
says, in his guitar instructions, ¢ Diagrams Nos. 18,
19, 20 and 2I, show C, G, D and A chords. Study
the lines and dots a few moments and you will come
out all right. Don’t say H 1 the first look;
everything is done little by little.” The wood cuts
are real curiosities. In lettering the string at the
different frets, the letters are in all sorts of positions,
some straight, some ypside down some backwards,
others horizontal. Some of them as follows: A g o
qEin R k&, 126V S5y ¥ , &c., &c.

Along in the early ’70’s banjo music began to
boom and make its appearance. I never let an op-
portunity slip to write music for the banjo. Ihada
perfect mania for trying to elevate the banjo, and de-
voted days and weeks to writing and arranging music
for persons of whom I had never heard until they
asked me for some banjo music. Only a few weeks
ago a man came to me and asked me if I would give
him banjo lessons, at the same time remarking that
he had an nstruction book. I told him to bring it
to me and I would start him on the rudiments. When
he brought it I was surprised to find that it con-
tained anut twenty of my arrangements that I had
made nearly twenty-one years ago for a certain
publisher who never even sent me a copy of the book
he had published, for the work I had done. In fact,
he never even acknowledged the receipt of the MSS.
and, as I never heard from him, I always imagined
that the music had been lost in transit. In the latter
part of the ’70’s, banjo books began to come out so
rapidly that I have not pretended to keep any ac-
count of them, Ihave not mentioned any of the
« Simple Method” books that have been published,
because I always have considered them a humbug
and a hindrance to the advancement of the banjo.

T cannot refrain from relating a circumstance that
transpired a year or two before the Centennial at
Philadelphia.” I one day received a letter from
a man in Cleveland, Ohio, stating that he
had been very ill, but thought his health was im-
proving. He said that he was passionately fond of
banjo music, had practised on the instrument a num-
ber of years and was considered quite an expert per-
former; but had great difficulty in procuring music
on account of its scarcity and also because he did not
possess the means with which to pay the prices that
were then asked by arrangers for manuscript copies
of pieces. He also told me that he played entirely
by note and thought he could execute any piece of
music I might send him. I immediately answered

his letter and forwarded him a few arrangements of -

catchy little pieces. He wrote me acknowledging
receipt, and said he could execute the pieces sent
him very easily. I sent him some more and contin-
ued ‘doing so for several months, always receiving
grateful acknowledgments, and a strict account of
all the pieces I had sent him with promises to pay
me as soon as he recovered. After atime his letters,
ceased coming, and I imagined: that he had recovered
and forgotten all about me. I had nearly forgotten
him, when one day I received a letter from an at-
tendant at a hospital in Cleveland telling-me that the
man had been very low with consumption, but was
then thought to be improving a little. He had re-
quested the attendant to ask me to write about the
banjo, and send him a piece of music. I did so, and
in reply received quite a long letter from him, telling
me how seriously ill he had been. He had not been
able to use his banjo, but was then getting stronger
and would be thankful for any music I might send
him. His letters were so pitiful, and he seemed so
anxious to get well enough to play his banjo again
that I thoroughly sympathized with, and had become
very much interested in him, and determined to send
him such a collection of music as would bring joy to
his heart. I started to work, and for nearly a week
I devoted every spare moment I had to copying and
arranging pieces for him. When completed I sent
the collection to him. His reply to me was written
partly by himself and partly by an attendant. After
that he wrote me a number of letters, always telling
me what pieces he had played last and how he had
enjoyed it. In a few weeks I noticed that his writ-
ing was getting shaky, and sometimes almost illeg-
ible. His letters became less frequent and at last
ceased entirely. I never heard from the hospital
attendant, but in thinking over the past and recalling
that episode in my career, I feel amply repaid for
what little time I spent writing music for this, to me,
unknown fellow being, if I was the means of making
life's burdens less hard to bear in his last hours.

The subject matter of this letter may not be as in.
teresting to some of my readers as it might be, but as
I have written on nearly every other subject of inter-
est to banjo players, I thought that banjo instruction
books might not come amiss. I receive many letters
from all parts of the United States and Canada and
some from Europe, asking me as to the best plan of
fitting one’s self for teaching the banjo. I shall in
my next letter give my experience as a teacher and
how I made a success of it. A, Baur.

THE AMERICAN BANJO SCHOOL.
BY S. S. STEWART.

Part first, price $2.00, has been re-issued and con-
tains thirty-five more pages than the former edition of
the book. No book ever written on the banjo is
more complete than the American School, as-it now
appears.

Price of part Ist......ocoseeeersorsrersanne $2 oo
4 2d e 2 00

Both parts, if ordered at the same time, will be
sold at $3.00 net. That is, a discount of 25 per cent.
will be made on the books, if the two volumes are
ordered at one time. Postage (20 cents extra) must
be sent, making $3.20 in all.

Those who wish both volumes of this work would
be better pleased to order the new edition of the two
parts in board cover. The price of the two volumes,
new edition, bound in boards, is $4.50, from which a
discount of 25 per cent. is made, owing to our rule
to allow this discount to all buyers of four dollars’
worth of books at one time. Therefore the board
cover edition will be furnished, net, at $3.37 and 25§
cents extra for postage, or $3.62, if sent by mail.

The American Banjo School in this: form places
information within the reach of the purchaser that
has been heretofore almost impossible to obtain. The
work is clear and comprehensive and never fails to
give satisfaction.

Address, S. S. STEWART,
223 Church St., Philadelphia, Pa.

OUT OF PRINT

Nos. 61, 65 and 67 of the Fournal are entirely out
of print, and  orders for those numbers cannot be
filled. Some of the other late issues, too, we have
very few of, and judging from the present demand
for No. 69, that issue, too, will soon be out of print.

BACK NUMBERS OF THE JOURNAL

We have constant inquiry for back numbers of the
Sournal. A complete file, from the beginning can
not be had, as many of the numbers are out of print.

We have now on hand a few copies of each of the
following numbers, which can be had at 10 cents
each, or we will send the entire thirty-five numbers
by mail on receipt of $2.00. The numbers now to
be had are as follows:—June, 1885; August, '85;
October, '85; December, ’85; February, ’86; April,
'86; June,’86; August,’86; October, ’86; Decem-
ber, '86; February, ’87; April, ’87; June, ’87;
August, '87; October, ’87; December, '87; Febru-
ary, ’88; April, ’88; June, ’88; August, ’88; Octo-
ber, ’88; December, '88; February, ’89, April, ’89;
June, ’89; August,’8g; October, ’89; February,’go;
April, '90; June, go; August, ’90; October, ’g0;
February, ’g1; April, ’91; June, 91 and October, '91.

Some of the above numbers we have very few of,
and those who want the file of thirty-five Fowrnals
had better send on the $2.00 very soon.

— IWNWEW MUSICo—

FOR BANJO AND PIANO.

“The Witches' Dance,” (Fanasia)

Adapted from the celebrated violin solo of
Paganini, by S. S. Stewart.

All lovers of really good banjo music will give this
mumber a glad reception. The melody and substance
of the solo is by Paganini, the famous violin virtuoso,
who was believed to have been the composer of the
far famed ¢ Carnival of Venice.”” In the « Witches’
Dance” we have a beautiful melody in D major,
with a telling maestoso introduction. Weird minor
passages are introduced during the progress of the
variations which follow, and the Fantasia, complete,
is calculated to please every performer who aspires
to something better than mere jigs and reels. The
introduction, theme and variations for the Banjo are
in the key of D, with Piano part in F.

Although the Banjo solo part is nof the easiest
thing in the world to play, yet there are no extremely
difficult passages, or very difficult chords to finger,
and any Banjoist of modern attainments, who pos-
sesses musical taste, can readily master the solo, the
fingering of which is very carefully noted in all the
chords and positions.

For the Banjo with Piano accompaniment, - .75
Banjo part alone, - - - - - .35

Address, S. S. STEWART,
PUBLISHER,
221 and 223 Church Street, Philadelphia, Penna.
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E. H. Frey, Lima, Ohio, writes:
“The last Fournal, No, 69, came to hand. It is
- quite a school for banjo players and gives more in-
formation—illustrating the fingering, etc.—than any
other work on the banjo I have as yet seen. This
number is indispensable to all interested in the banjo,
and should be in the hands of all teachers,. A ban-
joist of this city told me that he had invested about
$10 in different instruction books, in order to get the
correct method for the #remolo movement. Not one
of his books mentioned anything about ¢ tremolo,”
and when I showed him the complete work in your
Fournal, for only 10 cents, he could hardly realize
it

Geo. H. Billings, a banjoist, who was well known
in Syracuse, Cortland, Rochester, and other New
York cities, died on March s, last, in Auburn, at the
age of 21 years. The deceased had been a sufferer
for a number of years from a lingering disease. He
left many friends.

The ¢Banjo Club” and the Banjo and Guitar
Club, are becoming more popular every year.

Harry Whelson, Streator, Ill., writes :

“1 should like to obtain the services of a good
teacher, but because I cannot do so, I do not intend
to lay my banjo down to rest and wait for one to
come along, for I think too much of my banjo. I
have saved ten times the price of my banjo since I
bought it—simply by applying myself to it at nights
instead of going out with ¢ the boys.’

I received this month’s number of the Fournal/
and it is simply immense, 1 must say, ¢ Observa-
tions on the Banjo and Banjo Playing’ is great.”

J. C. Folwell, of Camden, N. J., who had been
quite ill for some time, has fully recovered and is
prosecuting his music teaching business with his old
energy.

We are indebted to the “Ameno” Mandolip,
Banjo and Guitar Club, of Harrisburg, Pa., for a firle
photograph of the club recently received. This
organization consists of six members, Messrs. J. H.
Oyster, F. Hanlen, A. Dewhirst, A. Fletcher, J. N.
Ogelsby and H. S. Meese.

J. E. Nott Barnes, Bombay, India, writing under
date of March 12, says: “I am happy to advise you
of the advent of the two little banjos. They arrived
in perfect playing order, with not even a string
broken. Their taking tone and fine finish ravish the
senses of both hearing and sight. With many thanks,
I remain, etc.”

John Davis, the well known teacher, of Springfield,
Mass., writes:

¢« The last number of Yournalis simply ¢immense.’
Anybody who will find fault with that ought to be
kicked. The extra thirty-five pages will prove a
valuable addition to an instruction book, which is
already ahead of anything on the market, for solid
instruction—and I have tried everything.”

W. B. Leonard, of Cortland, N. Y., expresses him-
self as very much delighted with number 69 of the
Fournal.

W. H. West, Fargo, North Dakota, writes :

¢« Received the $60 Orchestra Banjo, books, strings,
&ec., all safe. I wish to say that it is the finest instru-
ment I have ever seen; in tone and finish it is per-
fect. My customer is entirely satisfied in every
respect.”’

Edwin S. Davis, St. Paul, Minn., writes :

<A little over two weeks ago I received No. 2,
12-inch rim Orchestra Banjo, which you made for
me. It is hard for me to tell you how pleased I am
withit. Itisa first-class inztrument in every respect—
both as regards finish and tone.

How little any one knows what a really good
banjo is, until they get one of yours,—for even the
cheapest ones of your make are better than the best
of others. It is a genuine pleasure to play on my
Orchestra. Another good point is, that it holds its
tone so well with a piano. - This, I think, is a good
test of an instrument.”

The Silk City Concert Co., of Paterson, N, J., com-
prising eight members, may be secured for entertain-
ments by addressing W. W. Stalter, manager, 213
sth avenue, Paterson, N. J. Stephen Shepard is
musical director of this organization. The instru-
ments used are banjos, mandolins and guitars,

S. S. Stewart’s Banjo and Guitar Fournal No. 66
is at hand, and in more attractive form than ever
before. Its contents are most interesting and in-
structive, prominent among the contributions being
an illustrated article by Mr. Stewart. ¢ Observations
on the banjo and banjo playing ” is its title, and it is
replete with instructive matter from this experienced
writer, performer and manufacturer of the world re-
nowned Stewart banjo. No one should omit a care-
ful perusal and study of the article. A. Baur's eighth
letter on Reminiscences of a Banjo Player is well
calculated to interest. T. J. Armstrong and E. H.
Frey contribute two excellent musical compositions,
one for the banjo and one for the guitar. Mr, Stew-
art’s publication is eagerly sought for by all interested
in the banjo and guitar, both amateurs and profes-
sionals. It is invaluable to both.—7%e Stage, New
York.

The “Love and Beauty” waltzes, by T. J. Arm.
strong, has been played by the orchestras in our lead-
ing Philadelphia theatres, with much success. Many
of the musicians who have taken part in the perform-
ance, declare that they like the «“ Love and Beauty”
as much, or more than any of Strauss’ waltzes. We
publish this beautiful set of waltzes for the banjo with
piano accompaniment; price 75 cents.

F. M. Atwood, Louisville, Ky., writes :

“T have had the Fournal now for about five years,
and expect to take it for a great many more. It is
the best thing in existence for a banjo player.”

The Americus Banjo Club of this city has been
filling many engagements, and whenever they have
appeared, it has been to the entire satisfaction of their
audience. The organization, though young, is giving
every evidence of a brilliant future, and as each in-
strument is in the hands of capable players, it is
hoped that by liberal patronage, the public will give
such encouragement as they deserve. Address M. R,
Heller, Leader, 2150 Harrison Avenue, Philadelphia,
Pa.

E. H. Johnson, Peoria, Ill., writes :

“1 promised to let you know the result of my
efforts in the musical line. I have organized a good
little company and will enclose a clipping from the
Peoria Herald of March gth, which will give a full
description of the first concert. It was a booming
success, and all that I could desire financially. bi
have on the desk before me, seven letters asking me
to give them a date. The principal feature of the
evening was the banjo music, judging from the
recalls we got at our appearances. Two Stewart
Orchestras were used, and people said they sounded
like four instead of fwo. It simply goes to show
what a man can do if he will only get up and shake
things. I will keep you posted on the Company’s
doings. I am working with several players and am
going to put about fifteen banjos on in some of my
concerts soon.”

Paganini’s violin solo of renown, ¢« The Dance of
the Sorcerers,” (or Witches’ Dance), is now adapted
for the banjo.

“duced.

Jesse. Hodgson writes from Richmond, Ohio, under
date of April 13:

“The Orchestra Banjo arrived O. K., and have
given it a fair trial and find that I am still stuck on
the ¢ Thoroughbred,” and will keep it. I have
packed the Orchestra Banjo carefully and returned

to you by express to-day, and paid all charges. I,

have a man in town here about ready to send for one
of your banjos. I will advertise and speak well of
your banjos at all times.”

'W. H. Harper, Oshkosh, Wis., writes :

“ At a special meeting of the Arion Banjo Ciub,
which took place Wednesday evening, April 6th, the
Club was reorganized, and will be known in future
as the Arion Banjo Orchestra,

The following officers were elected: Prof. A, D.
Amsden, Business Manager and Musical Director;
H. W. Harper, Assistant Musical Director; H. E.
Cornish, Secretary and Treasurer.

This organization is a grand success and a perma-
nent thing in Oshkosh.”

Ike Samuel, Gretna, La., writes :

“I am more than pleased with your Universal
Fayorite Banjo, and must say it’s a dandy. You
surely deserve patronage from every banjoist in the
country, not only as a banjo maker, but as a man of
your word, or to say it straight, you are ‘»o fake,
and you know the country is full of them.”

The Lotus Banjo and Mandolin Clubs, of Phila-
delphia, gave a concert at Association Hall, Norris-
town, on Saturday evening, April 23d last, which
proved an enjoyable occasion and a complete success.
The selections rendered included Armstrong’s ¢ Love
and Beauty” Waltzes, Fruhlung’s March, Norman-
die March, Picaninny Dance, etc. A Stewart ¢ Bass
Banjo,” with 16-inch rim has lately been added to
this club, and Mr. Paul Eno, the leader, says the
bass notes of this instrument are a valuable addition
to any club. The same organization also gave a very
fine concert in Germantown, on April 28th,

Benj. V. Kershner, Towanda, Pa., writing under date
of April 24th, says:

It would be utterly impossible for me to express
myself in regard to the $50 fmperial Banjeaurine
that I have of your make. It is grand. 1 don’t see
how I have ever been able to execute difficult music
without it. The majority of my pupils use your
banjos, and the others are rapidly coming to the con-
clusion that they too must possess an 1nstrument that

stands superior, as you will see by the following
order, * ¥ ¥ ¥»

Joseph Griffith, Little Rock, Arkansas, writes :

“I never miss an opportunity to recommend your
banjos. The Presentation Banjo I bought of you in
1890 is as satisfactory as when first received, and is
much admired by all who see it. I have a Banjeau-
rine and Pony. Concert of your make also, which are
0.K.”

‘Wm. C. Stahl, of St. Joseph, Mo., advertises two
new pieces of music in our ¢ Teachers’ cards.”

J. H. Jennings gave a fine banjo concert in Provi-
dence, R. L., at Blackstone Hall, Tuesday evening,
April 1g9th. A grand Banjo Orchestra was intro-
Master Eddie Buchart, the noted boy banjo-
ist, also appeared. There was a number of excel-
lent numbers on the program. Mr. Jennings is to be
congratulated on the success of his concert.

L. D. Burford, Portland, Oregon, writes :

“ There is not-much doing here in the banjo line,
except in the amateur ring. One teacher told me he
had organized and in working order six different
banjo clubs, which he intended to unite into one, I
think he told the truth for it is an easy matter to
organize clubs in Portland that play by ear, What
we need is a club that can play by note anything
published for Banjo Orchestra. Portland is in need
of a few more good banjo players.”
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F. L. Wilson, of Atchison, Kansas, writes :

« Enclosed find money order for another copy of
Complete American Banjo School, part 1st, Banjo
business is on the pick up and I hope it will continue.
In regard to your American Banjo School, 1 can say
that every one to whom I have furnished the book

" say that it is the best instructor of the kind they ever
saw. It is like your banjos—nof 7o be excelled.’

W. M. Hale, of Washington, D. C., writes very
agreeably of the success of the Washington Mando-
lin, Banjo and Guitar Club, of which he is secretary.
This organization has given a number of first-class
entertainments during the past winter and is now an
established success. The business manager of the
Clubis J. P. Cullen, whose address is 417 Sixth
street, N, W.

The University Banjo Club and the Hamilton
Banjo Club ““doubled up” and performed at the
Academy of Music, Philadelphia, on Monday evening,
May 2d, for the benefit of the Russian Famine fund.

The Sentinel, Ansonia, Conn., under date of April
30, says that Jerome May’s Banjo Club from Bridge-
port, furnished the best dance music ever heard in
Birmingham. “ The banjos mark clearly and dis-
tinctly the time and the piano and bass viol strengthen
the tone,” says the Senfine/. In order to maintain
the banjo character of the tone, the Club should do
away with the “bass viol” and substitute a Bass
Banjo.

Every good banjoist will want a copy of the
Witches’ Dance, adapted from Paganini’s famous
violin solo, Itis now ready for banjo and piano;
price 75 cents. S. S. Stewart, publisher.

Miss E. E. Secor, assisted by her sister, Miss Viola
R. Secor, gave a select banjo concert at the English
and Classical Select School, Philadelphia, Monday
evening, April 18th. The Misses Secor in their
banjo and piano selections, and Miss Stella Streeter
in banjo solos, were much appreciated. Mr. Vallette
V. Secor, in his performance of the Phantasmagoria
‘Waltz, banjo solo with piano accompaniment, made
a hit also.

Miss Bertha D. Perry, Washington, D. C., writes:

¢t The banjo which I purchased from you a month
or so ago has proved to be a remarkably fine one. It
has been thoroughly tested by different members of a
banjo club here, who are all very much pleased with
it.”

Geo. P. Garcelon, Auburn, Me., gave a banjo and
guitar concert, at Union Hall, Lisbon, Me., Thurs-
day evening, April 28th. Mr. Garcelon writes:
« A friend of mine in Boston (a member of the
Banjo and Guitar Orchestra) wrote me that, at the
last rehearsal, another member of the orchestra who
thought he had the finest and loudest toned banjo in
Boston, came to him and wished to exchange banjos
with him for the evening. The result was that my
friend’s $20 Stewart banjo was heard above all the
rest. They all wanted to know how he got so much
tone out of it. He said simply that it was a Stewart
banjo with the head tight. However, we may rest
assured that he felt very proud of his Stewart banjo.”

J. O’Neill, banjo teacher, Cleveiand, 0., writes :

“ The banjo is coming to the front here, Educated
musicians are getting interested in it and learning to
play it. Iam atthe present time giving lessons to
several very fine pianists.”

Mrs. George H. Gorham, of Washington, D. C.,
has under her direction a ¢ Ladies’ Banjo Quintette.”
The club is composed of ladies of wealth and social
position, and of course, will not play for money, but
will perform from time to time for the benefit of
charity, and give private seances at the homes of its
performers and honorary members. Mrs. Gorman
often plays solos in public for charitable purposes.
The interest in banjo playing in Washington is very
great and no doubt will increase every year.

T. H. Mackenzie, Rochdale, England, writes:

_ “I have delayed writing you about the banjo you
made for me, as I wished to give it a fair trial first.
It is a splendid instrument, sweet and powerful in
tone, and very easy to finger. The finish is very
good indeed, the inlaid work is tasteful and very well
done, in fact, it is just what 1 wanted. It does not
matter how or where you examine it, as it is equally
good all over, both inside and outside of rim. I do
not think there is a banjo in this town to equal it for
tone and finish. I wish to subscribe to your Hour-
na/, and will remit you when I want some music, as
it is hardly worth paying for a P.O.Order for so small

‘an amount.”’

Frank Simpson, Jr., Glasgow, Scotland, has had
a very good season at banjo teaching, and there are
now more banjo players among the Scotch than last
year. Success to Frank Jr., he is a worthy « chip off
the old block.”

O. H. Albrecht has taken to the two-wheeled
horse, and his handsome beaming countenance and
manly form may be seen constantly, coasting down
those beautiful hills in our far famed Fairmount
Park, Otto is a fair-mount indeed, as well as a
composer and arranger of music, and a compounder
of sweets for the musical ear. Otto, there are none
fairer and more manly than thou.

« The Guitar-neck Banjo you made for me is giv-
ing good satisfaction; since I have the head drawn
down it sounds much better than I expected it would.
It is a very fine instrument.” This is what C. C.
Schrote, Tiffin, Ohio, writes of the Guitar-neck Banjo.

* The Banjo ordered for a pupil was received sev-
eral day ago and turned out splendid; both in tone
and workmanship. The party I ordered it for was
greatly pleased, also with the case.,” This is what
Wesley Bailey, Helena, Montana, writes.

Walter J. Stent, of Sydney, N.S. W, gave a Banjo
Concert in that city on Wednesday evening, March
23rd. The Evening News of Sydney in speaking of
the concert, says—* The novelty of the evening was
the American Banjo Quintette Club, under the leader-
ship of Mr. Stent. The performers showed that this
instrument is capable of producing very enjoyable
music, and their efforts were very much appreciated.”

“We have received a copy of Zout Paris Waltz, for
the Banjo, an adaptation from Waldteufel, by Dorg
Brothers of New York. The ¢“arrangement ”’ has the
appearance of having been franmsposed—it certainly
can not be called arrenged—by a violin player; no
evidence of the work of a practical banjoist being
discernable throughout the work. Not a single
« position 7 is indicated, and it resembles very much
a State map with the cities and counties left out.
As the Doré Brothers are still clinging to the  Simple
Simon ’’ method of teaching—quite likely they have
issued this waltz for the purpose of driving their flock
into “ simple minded ”’ pastures—the arrangement of

the waltz is in itself sufficient to drive the ordinary

Banjo Student to the insane “ method.”

One thing is certain, no good musician could tol-
erate the so-called “simple method,” and those who
employ such systems in teaching, do not and cannot
understand music and therefore are incompetent to
adapt or arrange music. The ¢ simple method " fiend
is a great enemy and a detriment to the instrument.
He cannot advance: the Banjo in any way; all that
it is possible for such to do is to take the money from
pupils, whose ears are easily tickled, but whose musi-
cal ideas are very limited.

We have lately noticed a humbug advertisement
by a party in Chicago, in which it is said that any one
can learn the Banjo, Guitar and Mandolin in one hour,
and perfect command can be acquired in a week’s
practice.

As no one but a fool would believe such a state-
ment, little need be said. The fingers can not be
trained in a week to play a stringed instrument, any

. more than a gymnast can be created in a day.

Beware of humbugs, and do not throw away time
and money on such cheats.

BANJO CONCERTS.

The Stewart and Armstrong Banjo Concert was so
successful last winter, that many who attended are
anxious to have another concert of a similar kind the
coming winter. The concert spoken of was given
in Philadelphia, on January 22, at Association Hall.
The hall was crowded, and people who came late
could not gain admittance. One gentleman called
on Mr, Stewart on the day following the concert and
said, “ I have called to congratulate you on the con-
cert. Tobe candid, when I purchased the seats I did
SO only out of compliment to you. 1 was most agreea-
bly surprised, for I never enjoyed myself more of an
evening, and never got so much for my money as I
did st this entertainment.” We have had many
other compliments of a similar kind.

It is quite likely that some time during next winter
a banjo concert will be given at one of our large
halls that will entertain and surprise the public. If
it is decided to give such entertainment our readers
shall have ample notice of the event, and seats will
be placed on sale at least three weeks before the
concert,

New Club Music

Five new pieces for young Banjo Clubs, by
E. H. Frey. SIX PARTS, as follows:

Banjeaurine—(leads)
First and Second Banjos
Guitar

Piccolo Banjo and
Mandolin

These pieces are so arranged that the Mandolin and
Guitar parts. may be omitted if desired. Or the Man-
dolin and Guitar parts may be used and the Piccolo
Banjo part left out. The music is quite easy and is
arranged specially for young clubs. Price of each
piece is 50 CENTS, complete for six instruments.
Single part, 10 cents each.

No. 584 The Knight’s Reel
565 Limlted Mail Galop
566 Schottische ““Ecstacy’’
567 Gypsy Prince Polka
5688 Ring Dove Waltz

S. S. STEWART, Publisher
221 and 223 CHURCH STREET
PHILADELPHIA, PENNA.

Stewart’s Port Folio of Banjo Music

—PRICE, 25 CENTS—

=Coples Malled on Recelpt of Price

The Portfolio of Banjo Music contains the best col-
lection of banjo music and songs ever bound in one
volume at the low price of 25 CENTS.

—CONTENTS—

“ Chattanooga,” a descriptive solo, by Folwell;
¢ Albert, Jr.” Schottische, by Baur; Buckley’s Polka,
for banjo and piano; Ring, Ring de Banjo, for two
banjos; Buckley’s Jig; Snodgrass’ Favorite Clog;
Fddie Fox’s Polka; Frey’s Little Pet Schottische;
Asbury Saraband (descriptive), by Folwell; Lillian
Clog, by Brown; ‘Lizzie P.” Clog; Wizard Jig;
“ History of the World,” banjo song; ¢ 0, Nellie, You
Couldn’t, Now Could You?” banjo song; Break Neok
Schottische; Mid-day Schottische; Selection from
Mikado; Vesper Waltz; Pleasant Moments Sohot-
tische; ‘“ Away down on the Susquehsnna” Reel;.
Marmion Schottische; Diamond Cottage Reel, banjo
duet; Glen March; Sweet Harmony Echoes; Elmo
March; Little Katie’s Reel; “ Walk in de Parlor,”
banjo song; Buckley’s Minor Jig; O’Shrady’s Jig;
Anna Song, for mandolin and guitar; ‘ Blackeyed
Susianns,” banjo song; Wrecker’s Daughter; Walker’s
Favorite; New Coon Reel; Tiger Jig; Jolly Cadets’
March; Little Daisy Polka; Novelty Waltz; ¢ Song
and Dance Introduction.”

Bend 25 cents and receive the above oollection.

Address, S. S. STEWART
Nos. 221 and 223 Church Street
PHILADELPHIA, PA.
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PHILADELPHIA, May 7, 1892,

7o the Editor of Stewart's Banjo and Guitar Fowur-
nal: Q -
Dear Friend :—Perhaps it may not be amiss if I

venture to ask space in your columns for a few words

on the recent incidents and subjects connected with
the banjo which have come before my notice,

This being the first anniversary of my devotion to
the instrument, perhaps I may be allowed to refer to
the work done in that time.

I have endeavored in previous articles to bring to
the notice of your readers the great importance of
practice. I would again urgeall beginners that good
results can only be attained by hard work—yer wiy
call & hard work 7—if you take to the banjo as a
means of pleasant reereation, no matter how severe
the task, you will surely not look upon it as work.
I still keep up at least twenty-four hours practice a
week, and do not find it any burden, but a most pos-
itive pleasure.

If I may believe my friends and fellow players,
the time devoted shows good results, certainly to

myself. The execution of pieces that used to seem -

entirely beyond me, now presents no difficulty.

As previously stated, I find no end of benefit and
pleasure in reading, and would advise all beginners
who desire to have the real pleasure of their instru-
ments, to devote considerable of their efforts to that
end.

Have your task—a certain piece to master and
memorize, but by way of relief, read over such pieces
as you may have in your cellection, and the im-
provement in your reading power will soon begin to
tell.

In selecting a piece, your teacher will always con-
sider the special feature of some particular movement
calculated to improve such weak points as he may
notice in your execution, while if laboring by your-
self, such pieces as present special difficulties, will
require your special work.

Don’t give up until you master them, and don’t
devote all your energies to the playmg of pieces that
present no difficulties.

It was my good fortune to have the benefit of Mr.
T. J. Armstrong’s tuition, and I am sure that the
sentiments advocated and advice here given, are but
the echoings of his valuable teachings. I am grate-
ful that my good fortune led me to him, for by and
through him I have benefitted to an extent beyond
value,

The special favor of being present and taking part,
in my little way, in the evenings, when some frater-
nal friends gathered at your residence, have been of
the greatest service to me. The playing then heard
has served to urge me on, and we mortals, being
after the fashion of monkeys, and exercising the imi-
tative power of these animals, no doubt my efforts to
copy have been of considerable service. So again I
give to students the advice—hear all the playing you
can, good and bad; you will soon begin to discrim-
inate and be able to judge as to which it is well for
you to follow.

Your *Observations on the Banjo, and Banjo
Playing,” as published in the last number, it is to be
hoped will be fully appreciated. To my knowledge,
no instrument and its method, has been so fully and
practically treated as in the many articles from your
pen—and this last is the greatest of your efforts, in so
far as it must serve to those who read, as a most per-
fect teacher.

The article published in the Musical Courier was
admirably written, and a just rebuke to the doctor.
Our much abused instrument will survive the harsh
treatment given it.

Let any player of ordinary merit, and playing
selections of good taste, take notice of the surprise
caused by his performance in a drawing-room, to
those who have never heard—and their name is
legion—a good piece played on a good banjo. Only
the bigot will deny its merit—and then without sin-
cerity, as he merely dreads the effect produced by
his acknowledgment to his friends of his conversion
to the banjo,

The proof copy of the arrangement of ¢ ZT%e
Witches Dance” was received with delight. You
have conferred a favor on the instrument and its
players, by this publication, as such music is sure to
elevate the instrument. Keep right on.

The silk strings are just the things for such pieces
as this—in fact it would be hard for me to get along
without them.

I was sorry that the concert given by Mr. Ross
was so poorly attended. Surely the event could not
have been well advertised, as the talent presented
should have drawn the devotees of the instruments
represented.

Romero and his guitar were certainly in the lead
—he was in splendid form and played most bril-
liantly.

T was disappointed in the * greatest banjo players
in the world”—from such title I surely was not
wrong in expecting more. Their playing was good,
but not extraordinary.

The Lapetina Trio rendered some excellent music,
while the Arion Mandolin and Guitar QOrchestra,
considering the number of instruments, did not show
to advantage. I regret that the laudable efforts. of
Mr. Ross to present so good a bill should have been
so poorly recompensed.

I will now draw to a close these rambling remarks,
and take up once more my “ Thoroughbred.” So 365
days since I first tried a banjo—how often will they

be multiplied?”
Yours amicably,

HYLARION.

NEW BANJO MUSIC by W. V. Smith

Spanish Serenade, for 2 Banios‘

This is a very fine thing for Banjo duet—something above
the average. Itisin the key of E, with changes. First Banjo
part has ‘“ bass to B,”” and an excellent tremolo part is intro-
duced.. PRICE, 85 CENTS.

NEW MANDOLIN MUSIC
-DOMINO NOIR POLKA-~

For Mandolin and Guitar. An excellent duet for these
instruments., In key of G with change to D. PRICE,
35 CENTS. :

NEW MUSIC for MANDOLIN, BANJO and GUITAR
Published by S. S. Stewart

Spamsh Waliz, “SAN PAULO,” by E. H. Frey

For two Mandolins, Guitar and Banjo, - price, 76¢c.
Each Part Separate - - - - . - « ¥ 20c.

NEW BANJO MUSIC

Published by W. A, HUNTLEY
For sale by 8. 8. Stewart, Phila., Pa.

SN
“Goddess of Liberty" Maroch............ $o.50
“Only a. Dream” Nocturne................. . .50
“Falry Visions" Mazourks ........ .50
‘“Janet's Favorite” Waltz.......... cereener <40

‘“Mexicana'” Schottische.......ccccccceeees .40

“REleanor’'s Favorite” Mazourka........ .40

“Limited Express” Galop.......cc........ . .50
‘““American Prinocess” March............ .50
“QGleam of Sunshine” Waltz............ 40

THE ABOVE PIECES ARE ARRANGED WITH PART FOR ‘SEC-
OND BANJO, BUT ARE COMPLETE AS SOLOS.

0. H. Albrecht's New Banjo Music

FOR SALE BY

S, S. STEWART, PHILADELPHIA

ST

Almandine Polka, Banjo and Guitar .....$0.25

“Desire to Please” Mazourka, two Ban-
JOS tieerreeiniiiniiiannae rreeententireseraaeae . .25

‘Queen of Joy Polka, two Banjos and Gui-

tar....eeeeenn P .25

Lasting Beauty Schottische, two Ban-

JOS eriiacnceireitiraresrersiecsarnanns Cerresnenienens .25
The Coon’s Frolic. Solo.......ccceveveennenes .15
Highland Park Polka, two Banjos......... .25

Coquette Schottische, two Banjos........ .25

Irex Polka, two Banjos............. cevsneriennas . .25

Lake Side Schottische, two Banjos and
GUitar..,.ccivieeencecrnsnnnesns veeeeeens verssrensees 25

“OBSERVATIONS ON THEb BANJO
AND BANJO PLAYING.”

We give the second instalment of this article in
this issue. Those who have not had the first 16
pages, should send for a copy of Ne. 69 of the Jour-
nal before the same is out of print. We hope to find
room to complete the article in our next number.
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MUSIC FOR BANJO GLUBS

PUBLISHED BY
S. S. Stewart, Philadelphia, Penna.
SRS

“ Excelsior Medley,” complete
for Banjeaurine, Piceolo, 1 and 2
Banjo (4 parts) Arr. by Armstrong 1.00

“Lights and Shadows,” Gavotte,
complete for the four instru-
ments, 1 and 2 Banjo, Banjeau-
rine and Piccolo Banjo . Stewart .50

“ Grand Inauguration March,”
by Stewart, complete for Ban-
jeaurine, Piccolo Banjo, and 1
and 2 Banjo (4 parts), Arr. by
J H Le . . . 75

“The Wayfarer” Waltz, complete
for 1 and 2 Banjo, Banjeaurine,
Piccolo and Guitar, and Piccolo
Banjo Stewart 1.00

“Rocky Point Schottische,”
complete for 1 and 2 Banjo, 1
and 2 Piccolo Banjo, and 1 and
2 Banjeaurine. The 2 Piccolo
and the 2 Banjeaurine parts may
be omitted if desired (4 or 6 parts)
Huniley .*. . . .. . ..... 50

“Stewart’s Favorite Quickstep,”
complete for 1 and 2 Banjo, 1
and 2 Piccolo, Banjeaurines and
Guitar (5 or 7 parts) . Herbruger 1.00

“ Merry War March,” by Strauss,
complete for 1 and 2 Banjo, Ban-
jeaurine, Piccolo, and part for
bass Banjo, ad iib. . Arr. by Baur 1.00

“ Martaneaux Overture,” com-
plete for 1 and 2 Banjo, Banjeau-
rine, Piccolo Banjo and Guitar
(b parts) . Vernet 1.00

“Bella Bocca Polka,” by Wald-
teuful, complete for 1 and 2
Banjo, Banjeaurine, Piccolo
Banjo and Guitar (5 parts), Arr.
by Armstrong . 1.00

“In Wild Haste,” Galop, by
Faust, complete for 1 and 2
Banjo, Banjeaurine, Piccolo and
Guitar (5 parts), Arr. by Armstrong 1.00

“8ilver Crown,” Medley, Over-
tune, complete for 1 and 2 Banjo,
Banjeaurine, Piccolo and Guitar
(5 parts) . . E. H. Frey1.00

‘“Normandie March,” complete
for Banjeaurine, 1 and 2 Banjo,
Piceolo Banjoand Guitar (5 parts)
Arr. by Armstrong . . . .. . .

“ Ceur Atout Polka,” by Zikoff,
(5 parts) complete, Arr. by Arm-
strong . . . . . . . . 1.00

‘A Dance in the Wood,” Polka
Mazourka, by C. Faust (5 parts)
complete . drr. by Armstrong 1.00

1.00

“Fruhling’s March,” by Parlow
(5 parts) complete, Arr. by Arm-
strong ... 1.00
“Heroic March,” complete in 6
parts, Banjeaurine, 1 and 2 Ban-

jo, Piecolo Banjo, Guitar and
Mandolin. . . . . . .. .. .50

“ Flower Schottische,” complete
in 6 parts, for young clubs, Mack .50

“Hemlock Schottische,” com-
plete in 6 parts . . Gibbs .50

“The Knight’s Reel,”” complete

in 6 parts . E. H Frey 50
“Limited Mail, Galop,” (6 parts)
Frey. . . . . .. ... ..., .50
Schottische, “ Ecstacy,” (6 parts)
Frey. . . . . . ... .. ... 50
“ Gypsy Prince, Polka,” (6 parts)
Frey. . . v oo i . 50
“Ring Dove Waltz,” (6 parts)
Irey. . . . .. e e e 50
‘“Clover March,” (6 parts)
Armstrong . . . . . . L. 1.00

The nine last named pieces have Mandolin parts,
which may be used or not, as occasion requires.

OTTO H. ALBRECHT’S

Banjo and Guitar Music

For Sale by S. S. STEWART

SN

BANJO MUSIC
The Celebrated Scotch Dance, by

Albrecht ....ccvveiiiiiniiniiiirnnieiereeeeaen $o 15
Student Clog, by Albrecht ....ccocoveeennnes 15
Merry Traveller's Quickatep, by Al-

brecht L.vevrmrcvvieiiiiiiire i st 25
Golden Bell Waltz, by Albrecht ........... 10
Ridgway Mazourka, by Albrecht ........ 20
Water Lily Mazourka, by Albrecht..... 10
Delicious Clog Dance, by Oehler......... 15
Little Germany Polka, by Oehler........ 15
Song Bird Waltz, by Oehler ............... 15
Ojnab Schottische, Milstead............... 10
Laurestine Polka, by Ochler ............... 15

Ruby Schottische, two Banjos, by Al-

Brecht .i..ceieeiiiceiiiinioimiininineerencrsensenns Jo 25
Rosmond Mazourka, two Banjos, by

Albrecht ...cccevverrrvenervveanernnnnrieere vvseenns 25
Qlifton Schottigche, two Banjos, by

ATMSITONG . ceiuriesnirenriniecnerenessersensannsenne 25
Vietoria Polka, solo, Armstrong............ 25

BANJO DUETS

Fireside Schottische, by Albrecht........ 25
Minneapolis Polka, by Albrecht ........... 25
Virginia Hoe Down, by Albrecht......... 25

Evening Hop Schottische, by Albrecht, =25
Silver Rim Schottische, by Albrecht.., 25

Our Favorite Clog, by Miss A. R. Boul-
den i e e 15

Jasmine 8chottische, by F. O. Oehler, 25
Let's Look 8chottische, by W. Leidy, 25

BANJO QUARTETTES

For Banjeaurine, Piccolo,and 1st and 2d Large Banjos

Laurestine Polka, by Ochler ............... 50
Golden Bell Waltz, by Albrecht........... 50
Ridgway Mazourka, by Albrecht......... 75

BANJO AND GUITAR DVETS

Colored Folk’s Pastime, Albrecht........ 25

Merry Traveller's Quickstep, Al-
brecht .oviuiveiiiii e £o

Hnterprise Schottische, Albrecht,....... 25

BANJO AND PIANO DUET

Melita March, for Banjo and Piano, Al-
brecht .ooovuiiiiiiiiiiii e 25

GUITAR MUSIC

Waltz—Fond Memories, Oechler......... 25
Golden Crown Polka, Bender ............ 25
L?ok-Out Galop—Rena Waltz, Och-

L PN 15
Prospect Schottische, Albrecht........... 15
Symphony Polka, Oehler.................... 15
Corn Flower Waltz, Oehler ............... 15
Ray of Hope Polka, Oehler............... 15
Jubilant Waltz, Albrecht, ......... ......... 15
Reverie, Oehler.......ccoccovvniiniiiiiiianniannn, 5
Winona Waltz, Albrecht..................... 30
A Four Leaf ClOVer........cccceeeernennnn 25
Boulanger's March. ........cccovveeenennne. 25
Anpetia Waltz.......cooovvrveiniiennennnnn o 25
In the S8weet By and By——trankcnp

HOM Luvretiiririeerssierarersnioimiraerreereanieannns 25
Dreams on the Hudson, duet for Zither

and GUItar,.....cociiiiinriinirinererotinnieenneenans 50
Irene Schottische..........ccoooviiiniinnnninn, 25

OEHLER’S
GUITAR ARRANGEMENTS
Two Gems from Erminie, solos......... 15
Annie Laurie, duet............ceveerernnnnenenn 15
Waterfall and Little Maggie May,

[10) LT J RN 15
Otto’'s Wedding Waltz, duet.............. 50
March, the Golden Wedding, duet... 40
Princess Schottische.........c.cooieeeeneenn 25
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Tune 6th string down to D, an octave below the 4th string.
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S. 8. STEWART’S BANJO-AND GUITAR JOURNAL.
FOR THE GUITAR.

CRYSTAL SCHOTTISCHE.

Allegro Moderato.

Guaitar.
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By EDITH E. SECOR.

S. 8. STEWART’S BANJO AND GUITAR JOURNAL.
FOR THE BANJO.

BARCAROLLE VENETIENNE
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CHORDS, MAJOR AND MINOR,

IN THE KEY OF A MAJOR,

With original exercise numbered to identify each chord in its practical writing for the
Banjo—with its theoretical Musical Construction—given as a basis for the STUDENT to
work out similar Exercises in all Keys.

1.
No. u b Major. Tonic. Minor. No.
0 F- 0% -
1. [/5°F — Z 1M.
e 2
=z
2.
~ ﬁ* Sub-dominant.
2. % J: 2 M.
F Z Z
3.
b H Dominant.
Y T ]
3. s Z 3 M.
‘j (= 4
. 4.
»# . Dominant 7th. | .
P iyl — |
a a Z
5. ~
P Diminished 7th on Tonic.
i ) - z
=" 2 S
: 60
B # . Diminished 7th on Sub-dominant.
. gl [
6. At 2 2 6 M.
o/ Ho ﬁ’_ ]
~ 1. ,
o # ! Diminished 7th on Dominant. L
P - iyl . - j
7. Lvm% 2 Hg 7 M.
* Same. i L xS ’
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FOR TWO BANIJOS.

By E. H. FREY.
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Observations on the Banjo and Banjo Playing

BY S.

Continued from No. 69
18

To-day we have something a little nearer to the
proper thing, and the following cut is a very fair illus-
tration of the banjo-bridge of to-day.

It is made of maple; } inch high and 1% inches wide.
This height allows of cutting the notches sufficiently deep
to hold the strings well in place, and allows sufficient
space to have them far enough from the edges so that the
strings will not tear the wood away.

There is no absolute rule for determining the exact
position the bridge should occupy on the head of the
Banjo in calculating the measurement for the frets. Of
course, after the frets have been placed in position, the
bridge must remain in the original position given it—as
the distance from put to bridge is the length of string
which must be divided to establish the position of the
frets. But in fixing the position of the bridge on the
banjo—laying aside the matter of frets—there is no rule
to govern it. Some performers like the softer sound of
the strings, which is secured by having the bridge nearer
to the extreme end,—and others vice versa. Some claim
that the bridge should be placed one third the diameter
of the rim from the extreme end, and that this position
gives the instrument the best tone; but the writer has
found nothing in his experience that leads him to believe
for one moment that such is the case, or that any such
rule can be safely laid down as absolute. The position the
bridge occupies in the Stewart Banjos has been finally
settled upon after a course of experimenting, and is not
fixed by.rule. The small metalic frets, also, used on these
Banjos, are the result of various experiments, covering a
period of several years.

“Fashions change.”” Where we see the ‘‘dandy,”
wearing pants so tight, one year, that you would think he
could hardly walk—the next year finds him with pants of
the opposite pattern, made in the order of a bloomer dress.
The same thing applies to nearly all fashions in dress.
So we see fashion of a certain order has had its influence
on the banjo-bridge, and its position upon the head. At
one period we have the bridge of extremely large propor-
tions, followed by one absurdily small :(—from one extreme
to the other.

Again, at one time we had the bridge set almost in
the middle of the Banjo-head ;—then the other extreme,—
the bridge set as near to the tail-piece as it possibly could
be got, and the tail-piece as small as it used to be large.
Foolish minds run from one extreme to another—rebound,
as it were, like a rubber ball, which is as empty as the
craniums of many of the ‘‘simple-method’’ banjo teachers,
spoken of in the forepart of this article. * * * % %

Briefly speaking, then, the Banjo-Bridge should be
composed of the woad which, by constant experiment, has
been proven the best adapted to the purpose,—and this
wood is maple. Ifs position upon the banjo-head should
be at that point where the greatest power and purity of
tone is found possible to be produced. These points have
been obtained by constant experimenting—and can only be
obtained in that way.

The exact height that a bridge should be is a point
subject to variance; for much depends upon other factors
in the case, and more will be said upon this subject pres-
ently.

S. STEM/RART

Copyright, 1892, by S. S. Stewart

The following passages, as will be seen, may be fin-
gered in more than one way.
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The foregoing Examples are given to illustrate dif-
ferent manners of executing the same musical passages.
As to which of the manners of fingering, marked, is
correct, we think one as correct as the other—it being a
“‘matter of taste”—or at least, a matter of individual
adaptability, as to which of the two methods of fingering
is the better way.

THE BANJO STRINGS.

A good Banjo if strung with poor strings may sound
very poorly. The same may be said when the strings
have been kept too long on the instrument—even if they
were good when first put on. There is a certain art in
stringing a banjo well and appropriately. There are some
supposed good performers who do not understand this,
and the result is often manifested in a decided crippling
of the power and musical attractiveness of their instru-
ments.

If a Banjo is strung so that the second string is of the
same thickness as the first string, and the the third string
but very little thicker; both the second and third strings
must be much looser when tuned to pitch, than the first
string. It is not unusual to find banjos strung with a
second string of the same thickness as the first—and in
fact both of the strings as thin as horse-hair. In such
cases the second string will be as slack as though it were a
strip of light rubber, and neither of the strings will have
any power of tone. Now, in attempting to play an instru-
ment strung in this manner, with pianoforte accompani-
ment, or upon the stage in a concert room, the tone must
be flat and weak.

In stringing a banjo properly, strings of even thick-
ness should be selected. and the first and fifth strings
should be of the same thickness, or as nearly so as it is
possible to select them. The third string should be a
violin E string. If used for stage playing, the thickest E
made, and if for parlor playing, an E string of medium
thickness. The second string should be of a thickness
between the first and third strings—neither as thick as the
third string, or as light as the first. The banjo bass, or
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that the steel wire bass string is not a desirable thing,—for
a player in possession of a ‘‘musical ear’’ has only to try
such a string once and that is sufficient.

In attaching the strings to a Banjo, the most simple
contrivance in the form of a ‘‘Tail-piece,’”’ that can be
used, the better.

After a number of years experience, I have finally

adopted for the Stewart Banjos a tail-piece in the form of

above cut. The strings may be tied with a simple knot,
and are easily and quickly fastened anew when broken.
The small lug under the end, prevents the tail-piece from
slipping either to one side or the other, and therefore the
strings better hold the bridge in position, than if the tail-
piece was permitted to swing on the bolt. The “lug”
rests against the banjo-hoop and resists the tension of the
strings, whilst the bolt simply serves to hold the tail-piece
down against the hoop.

The bolt of 2 Banjo tail-piece should never be screwed
down so tightly as to cause the tail-piece to press upon the
head, which it may do when the head has been drawn
down, as it stretches, until the top edge of the hoop is
below thelevel of the head. When this is the case it is
better to use a small piece of banjo-head,—or other parch-
ment,-—cut into an oblong strip, about 11 inches long, and
% of an inch wide, and insert same under the part of the
tail-piece that rests upon the edge of the rim, in order to
prevent the tail-piece rubbing the head, on the edge of
the rim, and perhaps resulting in the head wearing
through at that place and being broken.

THE HEAD, RIM, AND NECK.

There is no way, so far discovered, of ascertaining
the exact pressure exerted upon the banjo-rim by the
head, when strained tense ; and there is little use in specu-
lating upon the subject.

The skin forming the head, is placed over the rim
when damp—the manner of performing the operation of
“Putting on a Banjo-Head,” having been fully desecribed
by the writer, in previous works.

After the head becomes dry, it is drawn down over
the rim as tightly as possible. To do this requires from
20 to 30 strong screw bolts with the proper nuts, as well
as a perfectly strong hoop made for the purpose.

All the strain of the head falls directly upon one side
of the rim, or circular frame; the other side being left
open. Thus it will be seen that a rim to withstand this
intense pressure and strain must be made very strong;
and most makers in attempting to make rims that will
have sufficient resistance to withstand this strain success-
fully, destroy at the same time all the elasticity of their
rims in so doing. And when the elasticity and sensitive-
ness of the rim is destroyed, you might as well use a cart
wheel for a banjo-rim; for such instruments possess no
musical tone, and about all one hears from them, in the
form of sound, is the intolerable clanking noise the

strings make in slapping against the frets on the finger-
board. Where solid metal has been tried for banjo rims it
has always resulted in failure, as has been explained in
the pamphlet, called ‘The Banjo Philosophically.”

Some makers in using solid metal of one kind or
another for banjo rims, have gone so far as to claim that
such rims would not be affected by atmospheric changes;
but any one having the least common sense knows that
such a claim is absurd, for the very steel rails that compose
our rail-way tracks, are affected by changes of weather.

In fact, a metal-rim is more readily affected by changes
of temperature than a well made wood rim. The grain in
the wood can be filled, by a chemical process, so as to ren-
der it to a certain extent, at least, proof against dampness;
but metal can not be so treated. Even were it possible,
however, to construct a Banjo so that the head, rim, neck
and strings would remain proof against atmospheric
changes, the fact still remains that as it is the air itself
that is the real conductor of svund, no banjo could be
made to sound as well in damp weather as in dry.

The following illustration shows a banjo-rim, ha.vihg
the head stretched upon it to the extent that it is ready to
have the neck put in its place.

It is not absolutely necessary that the hoop (stretcher-
band) should be drawn down all the way, before the
Banjo can be used; but, of course, when the top edge of
the hoop extends beyond the level of the head, the strings
will strike against it in playing in the ‘““higher positions,”
and for this reason banjo players usually have at least two
banjos in use, so that when a new head is put on one of
them, time may be given it to properly stretch—and this
can only be done by allowing the instrument a week or
two, when it is necessary to have another one to use in the
meantime, unless the player is content to play only in the
‘“lower positions.””

It is absolutely necessary that the head of a Banjo
should be strained perfectly tight, if one expects the
instrument to sound well ; and a head can not be properly
stretched in one day—or in two.

The neck of the Banjo should be—so far as the sur-
face composing the ¢ fingerboard’’ is concerned—perfectly
level and true. It should be fitted to the rim so that the
surface of the fingerboard is on a level with the surface
of the head of the Banjo. :

The following diagram will give a view of the surface
of the fingerboard—the dotted line representing the level
of the banjo-head.

When the neck lies in the manner shown, the bridge
will raise the strings to a sufficient height to clear all the
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frets, If the bridge used is extra high, a slight down-
ward pitch to the neck is sometimes necessary, in order to
prevent the strings from being too far beyond the frets,
i9;nd making them difficult to finger properly, with the left
and.

The following diagram shows the manner in which
the bridge raises the strings from the head and finger-
board, when the neck is properly set to the rim.

It should be understood, however, that the diagram
is not represented as accurate; the smallness of the design
requiring an exaggeration of the height of the bridge, in
order to display the lines at all in the engraving.

If the banjo-neck is set into the rim with an upward
piteh, as shown in the following diagram, the strings will
be brought too far from the frets for comfortable fingering,
and the pressure of the strings upon the bridge will be
lessened so that the tone is weakened.

In such a case as this, it would be folly to attempt to
successfully remedy the difficulty by using a lower bridge.
It is true that a lower bridge would bring the strings a
little nearer to the fingerboard; but the tone would be
weakened by reason of less pressure of the strings upon
the bridge, and the bridge, too, would be inclined to con-
stantly slip out of place during a performance.

Sometimes a neck will pull up in this way after the
banjo has come into use. I am not now speaking of cases
where the necks have warped, which may take place in
either direction, and which has been explained in a former
article on ‘‘Necks;’’ but it will frequently happen that
although a neck is perfectly true in itself, and has been
properly fitted to the rim,—yet as the head is stretched,
and the hoop drawn down, the neck is drawn upwards at
the nut, a very little, by the strain of the strings and by
the force exerted by unskilled performers, who resort to
the incorrect methods of handling the pegs, previously
spoken of in these observations.

A is the

Take the above diagram as an illustration.
point where the neck presses against the banjo hoop,
which is a movable and adjustable surface and not an

absolutely fixed position. Now, suppose that the point,
G, is properly fixed and secure; yet the pressure exerted
by the strings,—or that exerted by the improper handling
of the pegs, previously spoken of,—may be sufficient to
cause the hoop that encircles the double thickness of head
(skin), to give a very little; as all the pressure of the neck,
in resisting the strain of the strings, must be borne at this
point; and it must be remembered that there is no pos-
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sible way of making this point ( A) an absolutely fixed
one ;—for in order to do so, the principal point of im-
portance—the power of keeping the head perfect)y tight—
will be done away with.

Now, as it is absolutely necessary to have the hoop,
around the upper surface of the rim, easily movable, and
fitted not so tightly that it will not readily go on over a
double thickness of head,—which must be tucked round a
wire and pass under the hoop,—it is out of the question
to obtain at this point an absolutely unmovable rest for
the neck. So it happens that a very slight change, or
relaxation, at this point, permitting the neck to sink away
from position in even the slightest degree, is particularly
noticeable at the other end—o1 nut, B.

‘When a performer has a banjo, in which the neck has
changed its pitch, so that the strings are found to be too
high from the frets,—if no reliable and competent repairer
is within easy access,—the following plan for temporary,
and sometimes permanent relief of the difficulty is rec-
ommended.

After removing, or slacking the strings, and taking
away the neck fasteners, wedges, etc., slightly release the
neck from its position and insert a small piece of Banjo
head,—just the width of the fingerboard where it rests
against the hoop,—between the end of the neck and the
hoop. Let the pressure fall upon this piece of head,
where the neck meets the hoop. (See diagram No. 4, A.)

If, after trying the instrument, this is not found suf-
ficient,—and the surface of the neck proves to be true and
level—not to have warped,—a double thickness of skin,
or a thin piece of wood may be used. If, after this, the
strings are found still too high, and the bridge used is not
more than 4 or % inch high, it is befter to intrust the
instrument to a competent workman for adjustment.

If a banjo-neck is found, as is often the case, to have
a slight hollow in the fingerboard, it is not always a good
plan to have the surface sand-papered down ; for to do this
necessitates first the removal of the frets, and the re-
fretting afterwards. It is not well to experiment with a
valuable instrument in this way if it can be avoided; and
so long as the warp in the neck is not so bad as to inter-
fere with its proper use by altering the pitch of the neck
slightly downward, it is far better not to tamper with it.

Very few banjo-necks remain absolutely true; nor is
it to be expected,—taking into consideration the strain of
the strings, hard usage, changes of temperature, etc.,—that
they should do so.

Every care should be taken in the making of them,
that only the very best seasoned material is used; and
that the veneering, gluing, etc., is done a long time in ad-
varce of their use; so that thorough seasoning of raw
material, and proper seasoning also of the manufactured
article, is assured, and faulty necks discarded, or faults
properly remedied before the instruments are placed on
the market.

Any such plan as inserting metal bars throunghout the
length of wooden necks, in order to keep them straight,
is simply the method of ignorance; as metal of no kind
whatever can be depended upon to hold a piece of wood
straight that is inclined to warp. And in the construc-
tion of such barometer-like necks, nothing is so sure as
disappointment in the result; for the thing will never
work in the way the manufacturer desires.
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Strain a banjo-head over a rim; place it near a stove,
or in a hot place; and the increased strain exerted on the
rim, by the action of the heat upon the head, is very
severe. This is what a great many banpjos are obliged to
endure, time and time again.

REMARKS ON BANJO HEADS.

If a head is put on a banjo-rim in clear, dry weather,
the moisture will quickly dry out of the head, and in the
course of 48 hours it will be sufficiently ‘‘hard”’ to admit
of being strained, or ‘‘drawn down.”” 1If the head is
strained when wet,—before having thoroughly dried out,
—although it may not at once break, it will not last
nearly as long as it otherwise would have done, because in
straining a wet head the fibres are often ruptured or
overstrained. Especially is this the case, when the head,
although apparently perfectly dry on the surface, is still
wet under the hoop—where it requires a much longer
time to dry out than does the exposed surface.

Yet, it is absolutely necessary that the head should be
thoroughly stretched over the rim, in order to secure a good
tone from even the best Banjo ever manufactured, and a
head that is not put on in dry, clear weather, although it
may seem at once tight, and to require little or no stretch-
ing, yet allowance must be made for its stretching; or in
ninety-nine cases out of a hundred the hoop will be
brought down and the head still remain flabby.

If the same head is put on a rim in very damp
weather—the air being charged with moisture—the head
will remain damp, the moisture failing to dry out. The
same effect will be noticed if the head is put on during a
clear day and the weather changes immediately after-
wards, In this case the head may appear to be perfectly
tight a few hours after being put on, and as soon as the
damp weather makes its appearance the head will slacken
again. It will thus be seen that it is necessary to get as
much of the stretching quality out of the head as possible.

No two heads, however, have precisely the same
capacity for stretching, and it frequently becomes a mat-
ter requiring some judgment to place the hoop so that
the head in stretching will not cause it to remain for too
long a time higher than is necessary; or on the other
hand, so that the hoop will not be drawn down in the
course of a few days and the head still remain loose—
necessitating the hoop being drawn down until the ‘‘flesh
hoop,”” or wire ring, around which the head is tucked,
rests upon the brackets. Neither of these occurrences is
desirable, and yet through the great difference in banjo-
heads, and the fallibility of one’s judgment concerning
them, such difficulties are likely to occur. It is often an
exasperating thing to get a seemingly good head on a
Banjo, and after it is nicely stretched have it break.
This is another occurrence that takes place frequently, and
which it is sSometimes impossible to guard against.

All heads have a stretching capacity, but some re-
quire a great deal more stretching than others. When
the weather is very dry, after a head has been put on the
banjo-rim and been allowed time to dry out thoroughly,
so that there is no moisture in that portion of the head
which is hidden under the hoop, if the head resists strain-
ing it is often advisable to furnish artificial moisture to
cause the head to give somewhat. But in doing this it is
not advisable to dampen the head with a wet towel, or to
sponge it over ; for such operations sometimes cause the
head to break. The better plan is not to bring any
moisture in direct contact with the head, but to place the
rim with the head on—or even the entire instrument—

within such conditions that moisture may be absorbed by
the head to a slight degree only. To do this, wet a towel
and place the wet towel upon a piece of board. Then lay
the banjo-rim upon this board over the wet towel, with
the head side of the rim upwards. The head being a
ready absorbant of moisture will take up sufficient of the
dampness from the towel to cause it to relax, when it may
be tightened, and if it shonld break under this treatment,
one may rest assured that it would have broken, just the
same, without the treatment. Sometimes an apparently
very tight head will come down readily when subjected to
this treatment. It is not necessary to leave the banjo-rim
over the damp cloth for more than an hour at a time and
care should be taken that it is not exposed to heat or left
in a bot, dry room immediately afterwards.

TO PREVENT THE BANJO-HEAD BECOM-
ING TOO DRY.

The writer has a method of treating baujo-heads that
are kept in the house constantly, where it is warm and
dry, which he has found to work very favorably. The
method is as follows:—After the head has been put on
and the dampness dried out of it, take two (2} drops of
the oil of sweet-almonds; saturate a small piece of tissue
paper with it; rubbing the paper together thoroughly
until all the oil has been well distributed through the
paper. Then with this oiled paper, rub the surface of the
banjo-head all over, carefully, for about two or three
minutes, when it may be wiped off with a piece of dry
tissue paper.

This process will impart just enough moisture to the
head to prevent its drying out and becoming brittle, and
has never been known to cause a head to break. It must
not be supposed, however, that any such process will
cause & head that is already weak and brittle to stand
without breaking. No process is claimed to transform a
weak head into a strong one—especially a banjo-head.

Another thing, the reader is cautioned not to run into
extremes in using oil for the banjo-head: Two drops of
oil to saturate paper with—is different from pouring a
spoonful of oil or grease upon the head, direct—or even
two drops. Do not run into extremes, and after getting
the banjo-head all greasy and gummy, complain that
Steweart was the cause of it. Be careful to follow direc-
tions. The reason I prefer the oil of sweet-almonds is
because it is easily procured and is most likely to be sweet
and fresh. Nobody would care about using cod liver oil,
or sperm oil, for such a purpose, and have a fishy smelling
banjo under their nose constantly.

THE BRIDGE IN POSITION.

It may be well here to remark that while it was
necessary to remove the Bridge from the Banjo, in times
past,—when the instrument was carried or kept in a cloth
bag, or soft leather case,—to-day, where the Banjo is
always kept in a stiff leather box-case, with good lining,
it is quite unnecessary to remove the bridge when the
Banjo is not in use, or in carrying it from place to place.

It is better also to keep the bridge in one stationary
position upon the head, with the strings always in the
proper notches and kept up to pitch. The notches in the
bridge will not wear so soon if this is done, and the bridge
will not so readily shift out of position during a per-
formanee upon the instrument. The stiff leather cases, in
use by all good banjoists of the present day, are sufficient
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protection to the bridge and head, and it is entirely
unnecessary to remove, or let down, the bridge.

Always see to it that both feet of the bridge rest
perfectly flat upon the banjo-head—that is, perfectly level,
S0 that the pressure has an equal bearing *‘all around.”
You will find that if the bridge is drawn over, obliquely,
by the pull exerted upon it by the strings, in tuning, so
that only a portion of the feet of the bridge rest upon the
head, the tone is greatly weakened; and besides, the
bridge under such conditions is ready to fall over or break
‘very easily.

AVAILABLE KEYS.—FINGERING THE
FIFTH, OR SHORT STRING.

There is more banjo music written in the keys of
“A” ghd “E” than in all the other keys combined. One
Teason for this is that the ‘‘thumb string,” or short E
string, can be used in these keys to a greater extent than
in any other; E, being the dominant note of A, and the
tonic note in the key of E, of course. Thus these two
keys are easier to play in than perhaps any other. Some
years ago we had many,—then considered good players,—
who could not play very much outside of these two keys.
If they undertook to play a Waltz or March that began
in the key of A, for instance, and modulated into the flat
keys, they would transpose the portions of the piece that
happened to come into the more difficult keys, into the
same key the piece started in, or its dominant. This
would be considered an awful musical botch at the present
time, but years ago it was done, and a great many banjo
players did not know the difference.

The key of A is doubtless the most available key of
the Banjo, and a great many fine musical effects can be
brought within the range of the Bamnjo in that key. 'The
key of E is particularly available when the ‘‘bass string”’
is raised a tone higher than in the ordinary way of tun-
ing,—called ‘‘Bass to B,”” in banjo phraseology. The
short string (5th string) may be fingered the way Banjos
are to-day manufactured, but years ago it would have
been a difficult matter to have gotten any other than the
one note from that string; for it was not unusual to see
the nut for the fifth string placed at the 6th or 7th fret,
instead of directly at the 5th fret where it rightly belonged.
‘When the fifth string nut is directly at the 5th fret, any
‘note that can be produced on the first string, can also be
produced on the fifth string at precisely the same fret.
‘Thus we are able to produce certain musical effects, by

‘placing the third finger on the desired fret, on the first
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string, and covering the same fret, at the same time, on
the fifth string, with the second finger, we give the note a
double power by using the combined force of two strings
at the same time for one note. By playing the strings
thus in rapid succession we are able to produce some very
nice effects in certain variations, on melodies like the
“Carnival of Venice,”” and such pieces.

The following illustration shows the position of the
fingers of the left hand in stopping the first'and fifth
strings; as must be done in playing the variation com-
posing the next musical example.

The following example is a variation on the ‘‘Carnival
of Venice,”” in which the fifth string is fingered. The
movement is executed entirely upon the first and fifth
strings. The third finger of left hand is used for stopping
the frets on first string, and the second finger for the notes
made at same frets, on the fifth string. All the notes
intended for the fifth string are designated by the extra
stem. This variation may, of course, be greatly elaborated
upon and embellished ; but is here given in its most sim-
ple form. TUnless the first and fifth strings are perfectly
true in tone, there is no use in attempting the variation.
It will be understood that although the notes made at the
same frets on both the first and fifth strings are precisely
the same, yet the quality of tone is different, by reason
of one string being longer than the other, and hence, a
peculiar musical effect is possible in using the notes as
here given.

As already remarked, unless the fifth string nut, or
post, is directly at the 5th fret, where it rightly belongs,
this movement should not be undertaken, as the notes on
that string will not harmonize with those on the first string.
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ON THE MINOR KEYS, Ete.

Perhaps nothing is more puzzling to the beginner on
the Banjo, who has not a practical knowledge of music,
than the minor scales and keys. In fact, the minor keys
are often puzzling as well to the amateur musician who
may consider himself far advanced in his art.

Each of the twelve major keys has its relative minor
key—thus making twenty-four keys commonly used in
musie. Starting with the key of C matural, (the natural
key, which has neither flats nor sharps) its relative minor
key is A, Now, there are two distinet methods of con-
structing the minor scales, but the major scales are always
written in one and the same way.

For the practice of the scale, what is termed the
Melodic Minor Scale is used, because this scale is more
melodious and pleasing to the ear than the other, termed
the Harmonic Minor; but in writing chords and harmony
in the minor keys we use the Harmonic Minor mode, be-
cause the Melodie Minor scale has no harmony peculiar to

itself, and necessitates a departure from the key. Those
who wish to make a study of Harmony are advised to
secure a copy of Baker's T heoretical and Practical Harmony,
which is published by the Oliver Ditson Co., of Boston,
Mass.

The Melodic Minor scale it will be seen from the fol-
lowing example, is different ascending and descending.
(The third note in each of different modes is, and must
be, a semitone lower than if the scale is a major scale.)
In the Melodic Minor scale the sixth and seventh notes
are sharpened in ascending, and restored in descending;
giving the scale a peculiar effect.

In the Harmonie Minor scale the seventh note only is
sharpened, as in all scales, both major and minor, the
interval from the seventh note to the octave must be a
semitone. This construction of the Harmonic Minor
scale gives us an interval of a tone and a half from the
sixth to the seventh tones of the scale, and hence the scale
isself is not pleasing to the ear.

SCALE OF A MINOR.
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The pupil should understand that in all the different
major and minor keys the notes, or tones, are relatively
the same: That is, if we transpose the key of C major to
D major, every note in the scale of D must be a tone
higher than the notes in the scale of C, and the same in
all the other keys and scales. Thus if the Banjo is so
tuned that the scale of A major on it corresponds to the
scale of C major on the piano, the Banjo is tuned a minor
third higher than its notation calls for—except that it
really sounds an octave below the notes we give to it on the
staff. If we have two pianos and one of them is a full
tone higher than the other in pitch, the key of C on the
higher will correspond with the key of D on the lower,
and to play the two instruments together it would be
necessary to play each in a different key. If we have a

- Banjo of the ordinary size, and a Banjo of, say, two-third

size, and wish to play them together in harmony, it is |

necessary to pitch the smaller instrument a fourth or a
fifth higher than the larger instrument, and to play the
larger in a key a fourth or a fifth higher than the smaller
instrument is played in, in order to have both instruments
in the same key, actually.

Different sized instruments are thus made to harmo-
nize and some beautiful effects may be obtained through

such combinations, which have been explained in “The
Banjo Philosophically,’”’” and in the book called, ‘‘The Banjo.”’

In using a Piccolo Banjo with the large Banjo, it is
not necessary to write the music in different keys for the
two instruments, because the difference in the pitch of
them is a full octave, and therefore the tones of the
Piccolo are the same as the large Banjo, only an octave
higher. .

The following Exercise embraces the different styles
of Banjo playing, as follows: The fremolo on. one string
with thumb accompaniment, found in the first three
measures :—the tremolo on three and four strings, without
the thumb notes, as found in the third measure: Full three
finger chord picking, found in the second strain, and
single note execution, as found in the last strain. The
slur used to designate the ‘‘snap,’”’ in the last strain of the
Exercise, may be passed without notice, if the pupil pre-
fers to execute the passages without making use of the
“gsnap.”’

The entire exercise should be performed with taste

and expression.
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EXERCISE IN A MINOR.
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The two following Exercises, are excellent for the suppling of the fingers of left-hand, and also contain excellent

practice for the right hand fingers.

The following wood engraving shows the position of the left hand in making the

notes called for in the passage marked ‘“9%,”

Exercise No. 2, i3 in the key of D major, having

EXERCISE No. 1.

Exercise No. 1, is in the key of F§ major, having six sharps.

two sharps.
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STEW.ART'S BANJO UNDER THE SPECIAL TRADE MARK

‘THOROUGHBRED’
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is made of the choicest kind of selected material and pos-
sesses the quality of musical tone so desirable in a concert
or parlor Banjo.

The Thoroughbred Banjo is made for Banjo players
exclusively and not for novices. Not an instrument of this
brand has been sold that has not brought forth the strongest
kind of recommendation from its purchaser.

Every one of these instruments is thoroughly proved

and tested in the most careful manner before being sold, and
each one of them leaves the hands of the manufacturer in
perfect playing condition and with a full guarantee as to every
part of its construction.

For that reason these instruments are not placed in the
music stores, but are made in a limited number only, and.
sold directly to the experienced player who desires to obtain
a reliable instrument without the possibility of a doubt.

As first offered, The ‘“ Thoroughbred’’ Banjo was
made only with ¢“dot frets,”” or ‘‘dot position marks’’ on

edge of neck, and was fretted with raised frets only upon
being so ordered. But now the prevailing demand is for
raised frets, and for that reason we make the ‘“ Thorough-
bred’’ with small, smooth, German silver raised frets.
This fretting-wire has been pronounced by the great artist
E. M. Hall, and other performers, about as near perfection
as frets can be made.

As many players prefer a Banjo of eleven inch rim, rather

than eleven and one-half inch rim, we have also began to meet
that preference by manufacturing the Thoroughbred of both
11 and 113 inch rim, and each size with 19 inch neck. The
price of each is the same, $40.00.

A handsome wine colored, fully lined, leather box case-
will be furnished to fit this instrument at $6.00.

When the full amount is forwarded with the order a dis--
count of 5 per cent. will be made on the Banjo and case, in which
case the Banjo will cost $38.00 net, or the Banjo and case will.
cost $43.70 net.

ALL ORDERS MUST

BE ADDRESSED TO

-=S. S. STEWART, BANJO MANUFACTURER=-

PHILEDELPHIAR, PENNXH.





