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ROM the time of Joel Sweeney down
through the days of Converse, Wam-
bold, “Picayune’’ Butler, ‘‘Hi”” Rum-
sey, Tom Briggs, E. M. Hall, Billy
Baxter, Sam Devere, Billy Carter,
Horace Weston (colored), Gus Mead,
Ben Cotton and many more—all old-
time minstrel players who have left
their impress upon the banjo world—

from those days and times to the very present

modern it would seem that banjoists always have
had a clo.er and more

b

LT

authentie record of banjo players who have moved
the public or have helped to popularize the in-
strument and raise its musical standard.

During a conversation at the Guild convention
in Washington, held between Publisher Jacobs,
Field Secretary Buttelman and a former well-
known teacher and exponent of the banjo, under
urgent pressure the latter promised to furnish
this magazine with a bit of biographical data con-
cerning himself. True to his promise the sketch
has be:n submitted, the author disclosing new

versatility by a smooth-

incimate hold upon the
affections of the public
than have the players of
other fretted instru-
ments. Mandolinists,
guitarists and others
may charm, delight and
transport an audience,
but it is the banjeist
who forgets a link be-
tween player and lis-
tener which, with the
latter, develops into a
sense or bond of almost
“family”’ ownership.
Nine times out of ten,
the premier public ban-
joist is spoken of by
some familiar nickname
or a friendly shortening
of his own, although
speaker and player nev-
er may have met per-
sonalky. Mr. Sweeney,
Mr. Builer, Mr. Baxter,
Mr. Glynn, Mr. Bacon
or Mr. Carey? For-
sooth, no. rather is it
“Joe,”  #Picy!li ¥ Billy;"”
“Tommy,” ‘“Fred” and
SHom.?!

It is interesting to
know something of in-
timate details concern-
ing the banjoists who
have “made their mark” ;
and have marked others with their rhythm —
when, why and how they started, why they
chose (“picked”” would be the better word in
many instances) the instrument, where and with
whom they studied and much more. Unfor-
tunately, however, any authentic biographical
data concerning the older banjoists is most con-
spicuous in its lacking. Incidentally, one of the
best, most reliable and authentic accountings of
the old-timers has been given by one of themselves
in “Banjo Reminiscences” by Frank B. Converse,
written for and published in the old volumes of
Tae CADENZA.

Tue Capenza always has endeavored to keep
its readers posted upon the banjoists of note.
From time to time the magazine has printed many

interesting sketches of these players, from the.

most modern to the older—Miss Shirley ‘“‘Thorne,”
Miss Gladys Moore, Charles Frick and ‘‘ Ban-Joe”
Wallace being some of the more recent—and this
from a desire of the magazine to perpetuate an

LESLIE ALISON BURRITT

ness of style and liter-
ary ability quite unsus-
pected. Partly as auto-
biographical, and in part
as editorial, Tae Ca-
pENzA takes pleasure
in presenting to its
readers—MTr. Leslie Ali-
son Burritt of Chicago,
not by any means an
old-timer, but one of

the modern ‘‘older”
ones. Mr. Burritt
writes:

$Aga boy 1 méks
ceived no musical edu-
cation, and what little
I possess has been ae-
quired through my
study of the banjo. In
a jesting mood I have
frequently stated that
I learned to play the
banjo to win a $5.00 bet,
and there is considerable
truth in this statement.
The facts are as follows:

“In February, 1873,
it was my custom to
spend many evenings
with a ecousin, whose
elder brother Jim had
an old Clark banjo—
big enough to hide be-
hind—and with which
he inflicted upon the
unfortunates present a repertoire of six r eight
numbers, including such classics as ‘‘Money
Musk,” “Oh Susanna,” ‘Finnigan’s Wake,” etc.
His skill had been acquired through the elder
Dobson, assisted by what was then known as the
“‘simplified method.”

“My cousin and self would play chess, while
Jim sat behind us whaling the tar out of his old
““Jo.” One evening when the game was gomg
against me, and I was consequently somewhat
irritable, . im’s ‘“Jo” got on my nerves. I peev-
ishly inquired why in time he did not learn some-
thing new, and being told that it was not so darned
easy, in a spirit of boyish braggadocio I stated that
in one month’s time I could do all that he was
doing and was immediately offered a wager of
$5.00 that 1 could not. This was accepted. Jim
showed me how to tune the instrument, gave me
the “maps” of the various tunes which he played,
and the next day IZquandered $3.50 for a :mall

(Continued on page 44)
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VEGA 2558

Are Making the Biggest Hit of the Season

of Newport, Rhode Island This organization has been play-
Condgon S Ban]o OrCheStray ing for the famous ‘“400’’ for the past ten years, and since

putting in the Vega Mandolin-banjos and Tenor Banjos, their popularity is greater than ever.

Merit Seeks Merit

MINE is a VEGA is the Answer Given You
By the Player of Merit

MANDOLIN-BANJOS MANDOLINS
TENOR-BANJOS LUTES
CELLO-BANJOS GUITARS
GUITAR-BANJOS UKULELES, Etc.

The VEGA CO., 62 Sudbury St., Boston, Mass., U.S.A.

VEGA Instruments on Sale at

JOHN WANAMAKER, New York City GRINNELL BROS., Detroit, Mich. VOLKWEIN BROS., Pittsburgh, Pa,

DENTON, COTTIER & DANIELS, Buffalo, N. Y. GOLDSMITH’S MUSIC STORE, Columbus, Ohio
LYON & HEALY, Chicago, Ill. E. F. DROOP & SONS CO., Washington, D. C. CRESSEY & ALLEN, Portland, Me.
SOUTHERN CALIFORNIA MUSIC CO., Los Angeles, Cal. KOHLER & CHASE, San Francisco, Cal.

H. E. McMILLIN & SON CO., Cleveland, Ohio
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Western man, chased by mad bull, climbed to safety on a signboard. He owes his life to advertising, he says
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THE HUNTINGTON SCHOOL MANDOLIN ORCHESTRA

PROMINENT BOSTON TEACHERS

(In view of the coming convention, Tar Capenza believes
that Guild members—especially the many new ones—will
find especial interest in a series of short sketches introducing
some of the Boston members of the organization. This is the
first of a series of such articles which will appear from month
to month as space will allow.—Ed.]

JosepH A. AUDET
Member of Faculty of Huntington School

Tree Capenza cannot add very much to what
several times previously has been said in its col-
umns concerning Mr. Joseph A. Audet and his
exceptional ability as a musical instructor, organ-
izer and ensemble director, unless it be to further
state that there is no indication of deterioration
and that his musical motions all seem ever for-
ward and never backward. The latter probably
is the innate instinct of the good musician to an-
ticipate coming measures before actually reach-
ing them—in the catch phrase of the day, always in
a condition of ‘‘preparedness.”

For some years Mr. Audet was musical director
at the Allen School in West Newton, Mass., and
what he accomplished musically for that institu-
tion and the many graduates who are now learning
in the greater institution called the ‘‘world,” has
become a matter of history, as that school has been
discontinued. Mr. Audet is now on the faculty of
the Huntington School for boys in Boston (a big
institution conducted under the auspices of the
Y. M. C. A.), which is a pronounced progressive
step for him. Under his direction is a mandolin
orchestra of twenty members, one of the finest
younger organizations in the city. This orchestra
has been established for three years, is growing
rapidly in ranks and reputation, and unites with
the school glee club for a concert every other week.
A very unique scheme, recently planned by Di-
rector Audet, is to exchange concerts with other
school orchestras, with these affairs followed by
dancing.

Another most unique departure from regular
ensembles instituted by him, is noted on a recent
program in the way of a sextet comprising: first
violin (Nichol A. Pedersen), second mandolin
(Burnham Preston), tenor mandola (Lester Krone),
mando-cello (Farnham Jackson), harp (Miss Rae
Kilmer and organ (Reginald Williamson). The
musical scope and beauty of this combination is
apparent at a glance.

Some of the numbers of the orchestra repertory
are: ‘‘Guardsman’s March” (Higgs), ‘‘Italian
Melodies” (arranged), Barcarolle from Tales of

Hoffman (Offenbach) ‘“‘Le Cygne (Saint Saens).
“*Simple Aveu’’ (Thome), * College Days’’ (Stahl),
and of course many more.

ASTOUNDING BUT NOT ASTONISHING

If there are any readers of this article who—
laboring under the impression that what is as-
tounding must also be astonishing—may think
that this caption line is either a paradox or a puzzle,
let them at once disabuse their minds of the idea,
as the phrase is neither: nor is it a ‘‘bull.” 3

There are many things, events and occasions
which may be one and not the other of these con-
trasted states or conditions. Thus the sun is
astounding in the force of its lighting and heating
power, yet it astonishes more by u disappearance
for a month or twn (excepting intermittently)
than it would by a perpetual shining. The unseen
development of the inanimate egg into animate life
is astounding in its inexplicability, but it does not
astonish because we are become used to the phe-
nomenon. The wonderful progress of the mandolin
orchestra into its present power and position is
astounding in the face of past-opposition, yet it is
not astonishing because it was inevitable. Lastly,
while it may be astounding that Caruso, Mme.
Alda and other Metropolitan Opera stars of the
first magnitude should vocally glorify the same
affair at which the lowly (?) mandolin in solo and
ensemble contested for musical supremacy, it is
not astonishing because the great Caruso comes
from a nation which has long recognized the man-
dolin and kindred instruments, and Mme. Alda and
the other stars are musicians who know and ac-
knowledge the true worth of all instruments when
they are artistically played and exponed.

The big musical event in New York City on
Sunday, October 29, was the mandolin contest
in the afternoon and the concert of the Loggia
Mandolinistica Morlacchi in the evening, men-
tioned in the October issue of T CADENZA.
The occasion of which these two events were a
part was the big Italian Bazaar for the relief of
Italian war-sufferers, the same Bazaar to which
the Metropolitan artists lent the glory of their
names and presences, and which was formally
opened by the Italian Ambassador to the United
States.

Concert and contest were brilliant affairs both
musically and exponently, presenting some of the
best mandolin musicians in New York City in
solo and ensemble. All were on their musical mettle
with each striving to mateh or outdo the others,
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for art was at stake before competent judges with
well-worth prizes dangling in imagination before
the eyes. while over all was the spirit of uplift
for the instruments and this tinged with the con-
sciousness of contributing towards the relief of
war’s misery.

The mandolin contest, which also included
guitars, was most interesting from the first number
to the last, attracting many musie-lovers and in-
cluding among the contestants many prominent
performers in solos, duos, large and small en-
sembles. There always must be many individual
disappointments connected with prize contests
of any kind, yet after any little jealousies and
heart-aches have merged into the glory of the thing,
it generally proves that awards were made in all
fairness and justice.

Foreign-born soloists usually are looked upon as
better musically equipped than our native-born,
and not without good reason. Yet notwithstanding
there were several Italian and Spanish solo guitar
contestants, the gold medal for this part of the
contest was awarded by the judges to America’s
premiere guitariste—our own Madam Vadah
Oleott-Bickford (now on Tare Capenza staff), who
played Mr. Bickford’s ¢ Coneerto for Guitar,’” with
the composer assisting at the piano.

A silver medal and diploma was awarded Mr.
Dominick Polirieni, pupil of Mr. Stellario Cambria,
for his playing as a solois¢, and Mr. W. J. Kiteh-
ener won a silver medal for his guitar solo demon-
stration of the Vieuxtemps-De Janon ‘Fantasie
Caprice,”” Op. 11. None of these awerds was
either astounding or astonishing, but rather to be
expected when technical and musical supremacy is
considered.

In the ensemble contest the gold medal was won
by eleven pupils of Mr. Stellario Cambria under
his baton, the winning number being the ‘‘Ris-
orgimento Italiano” by A. Tricolo. Another mem-
ber of Tue Capenza staff who won high musical
honors was Mr. Zarh Myron Bickford. He was
awarded a diploma with a gold medal attached for

‘the mando-cello exposition of his own exquisite
arrangement of MacDowell’s *“To a Wild Rose,”
Fvitél guitar accompaniment by Mme. Oleott-Bick-
ord.

The big ensemble number of the concert-contest
was a grand ‘“‘Hymnal March” played by a full
orchestra of the contestants and other prominent
players, the whole including mandolins, guitars
and kindred instruments under the direction of
Mr. C. S. Stone. This assuredly was one of the
biggest mandolm affairs ever occurring in New
York City, imbued and permeated as it was with
a broad spirit of instrumental uplifting and ex-
ploitation. Nor did the affair really ‘‘shine by the
light of reflected glory’” from the operatic stars,
but shed its own brillianey by instrumental beauty
and skilful performance—perhaps another phase
astounding to some but not astonishing to others.

‘‘See Dixie First’’ a Big Hit

Indications point to early nation-wide popularity
of ““‘See Dixie First”’—the last and best of the pop-
ular “Dixie’”’ songs, by George L. Cobb. Piano
and orchestra arrangements of this number have
already reached a tremendous sale figure, and be-
fore many days you will be whistling the melody
yourself. This number, and ‘“When You Dream of
Old New Hampshire, I Dream of Tennessee’’—
another hit of the season by the writers of ‘“‘See
Dirie First”’—have already appeared in the musie
supplement of Tue Capenza. That leaders ap-
preciate the opportunity to secure mandolin or-
chestra arrangements of popular ‘‘hits’”’ while the
numbers are young is evidenced by the flood of
orders received by Publisher Walter Jacobs.

Trombone: ‘“What do we play next, Si?”’

Si: “‘Sousa’s Grand March.”
Trombone: ‘‘Gosh all beeswax! I just played

that!”

ABOUT COPYRIGHT LAWS

Questions regarding the copyright law are con-
tinually arising, and frequent embarrassment is
caused ‘to publishers and musicians—more fre-
quently the latter, if the publishers exercise their
full rights—through lack of understanding of the
force and stringency of the copyright laws. Fre-
quently musicians, either knowingly or unknow-
ingly, have laid themselves liable to prosecution
by merely ‘‘copying’’ a few pieces of music which

" were covered by copyright. Publishers are in busi-

ness to make money, and the copyright law, like
the jeweler’s safe and the lock on the merchant’s
door, is necessary for their protection, else their
wares would be no better than common property
of the public.

Of course copyright laws, bars and locks are
superfluous protection in the case of honest per-
sons—who are still in the majority. Few persons
have any desire to defraud publishers by stealing
their goods, although, in some instances, musicians
have been known to make a practice ol buying one
copy of a number and then making enough manu-
seript or stencil copies therefrom to supply an en-
tire orchestra! Needless to say, drastic legal ac-
tion on the part of the publisher usually follows the
discovery of wilful pilfering of this kind.

On the other hand, owners of copyrights are, as
a rule, very generous in extending privileges to
musicians who wish to use numbers in instrumenta-
tion arrangements not offered for sale by the pub-
lishers.

This disquisition on a matter of law which should,
in these days of intensive music publication, be
of as common knowledge as the ten command-
ments, but which is evidently only vaguely com-
prehended—Ilike the political party platforms and
the eause of the war—is prompted by the following
correspondence:

Mr. Walter Jacobs, Boston, Mass.
Dear Sir: y ;

I am writing to you for information regarding
the ecopyright laws. I have two orchestras which are
very anxious to play popular musie, and as you
know it is seldom published for mandolin clubs.

Now, if I wanted to arrange any piece of music
which was not published for mandolin club, would
I have to get the permission of the publisher of
that piece of music before doing so? This means
simply to arrange it for personal usein my orchestras
and not for sale. Please give me all information
you ean regarding this subject.

Being a Guild member and knowing you as I
do through that body, I believe you will wish to
give me information on the subject.

Thanking you for the courtesy and with best
wishes, I am,

Fraternally yours, G. E. B.

Dear Mr. B:

Replying to your favor of the 16th: first, I
would advise that you request from the Register of
Copyrights, Washington, D. C. a copy of the Copy-
right Laws. Such material is gratis. ’

Copyright means the right to copy. A copyright
is the owner’s exclusive property as much as is his
hat and he can do with it as he sees fit. If he be-
lieves it to his advantage that a certain vocal
copyright shall be used in public performance by
one celebrated artist only, he has the right and
privilege to restrict its use to that performer. He
can likewise say that a certain copyright shall be
published only in a certain form, say for pianoforte.
A landlord rents his houses to whom he pleases, or
rents them not at all if he so elects.

The safe and proper method for you to pursue
is to communicate with the owner of any copy-
right of which you desire to make a special arrange-
ment that to your best knowledge is not published
in the form to meet your needs. If the number is
not issued for your instrumentation and the pub-
lisher has no intention of so issuing it is quite like-
ly he will grant you permission to make an arrange-
ment. He may and may not ask for remuneration.
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“THE CROWNING INSTRUMENT OF THE MANDOLIN ORCHESTRA”

Barr
Buttelman
Collum
Conolly
Evans
Goodrich
Howard
Hazard

agencies still
remain open.  Write
us today for the full

osition.

You recognize in this partial list of enthusiastic users of Clark
Irish Harp, names of leaders in the B. M. G. profession. They have
discovered “the crowning instrument of the mandolin orchestra.”

CLARK HARP MFG. CO. 409 S. Salina St., Syracuse, N. Y.

particulars of our free trial
offer and special agency prop-

CLARK IRISH HARP

The progressive teacher cannot dream
he must act. The steely monotone
of the old-fashioned mandolin

orchestra is giving place to

Kirby the broader, grander

b Mclc\}/lleganley form of plectral en-
ew man- ctau

dolin orchestra Marks semble made pos-

sible by the
Clark Irish
Harp.

Muntz
Odell
Peck
Piper
Saval
Silberstein
Templeman
Warren
Wood

mmm

To buy a piece of copyrichted music and then
make a dozen copies, either for sale or for any pur-
pose whatsoever, is a misdemeanor and punish-
able by fine or imprisonment, or both. The act
is theft both morally and under the law.

The point to keep in mind always is that a copy-
right is as much the owner’s property as is anything
that can be acquired as such. The purpose of the
copyright and patent laws is the encouragement of
the production of literature and inventions bene-
ficial to the public. Few of us can afford to labor
only for the benefit of others and to the exclusion
of all interest in our own welfare. Call it selfishness
if you will.

Fraternally yours,
WALTER JACOBS.
Boston, Oct. 27, 1916.

A man may wear a wise expression and still not
be thinking of anything of consequence.

Little things console us, because little things
afflict us.—Pascal.

THE WHINERS
By Epcar A. GUEST
(In the Detroit Free Press)

I don’t mind a man with a red-blooded kick,
At a real or a fanciful wrong; : :
I can stand for the chap with a grouch, if he's
quick
To drop it when joy comes along, ’
I have praise for the fellow who says what he thinks
Though his thoughts may not fit in with mine,
But spare me from having to mix with ‘the ginks
Who go through this viorl*d with a whine.
%

1 am willing to listen to sinner or saint
Who is willing to fight for his rights,
And there’s something sometime in an honest com-
plaint
That the soul of me really delights i
For kickers are useful and grouches are wise,
For their purpose is frequently fine,
But spare me from having to mix with the guys
Who go through this world with a whine.

C. V. Buttelman 8 Bosworth Street, Boston:

Enclosed’is $ for my 1917 Guild dues.
certificate and Capenza to the address below.

Please send

Please

Signed, .;
cut out this ad and mail it
with your dues to the execu- | Address
tive office. The Secretary-
Treasurer will appreciate -
your helping to minimize ...Professional Membership (mew) .............cooieiiainenenns $3.00
the extra detail which “snows | i+ Brcfessionsl Memberabip comewsh oo 30
under’’ your headquarters at ..Trade Membership (new orrenewal) ..... ... ................ 3.00

Membership includes one years subscription to the Official Organ.

this time of year. : : :

When an advertiser gets in on the ground floor, he’s apt to have a good seller



|
}
|
:

[=2]

THE CADENZA

T MANDOLINIST

Conducted by

SIG. GIUSEPPE PETTINE
Virtuoso

HIS department has been created

for your special interests, Mr. Solo-
ist, Teacher, and Amateur. All ques-
tions and suggestions made in good
faith will receive prompt and due con-
sideration. Anonymous communica-
tions will NOT receive attention. Ad-
dress ‘““The Mandolinist,” care of The
Cadenza.

Support

I am very sure that all my brother mandolinists
will be glad to see Tur CADENzA again an
exclusively B. M. and G. magazine. I sincerely
trust they will appreciate the consideration that
Mr. Jacobs, through his love of the plectrum and
allied instruments, is giving the fretted instruments.
This appreciation should crystalize in the shape
of staunch support by recommending the magazine
to every lover and player of the fretted instruments,
and actually securing a subscriber or two every
year. .

As I believe that we can teach best by personal
example, at this writing, I am requesting the
publisher to send me until further notice three
more copies of Tue CapeNzA every month, - in
addition to those for which I have already subsecribed.

Long live Tue CApENzA, and may it be an exclu-
sively B. M. and G. magazine forever!

Obstacles .

It is a fact acknowledged by everyone that the
acquiring of proficiency in playing a musical instru-
ment is not an easy down-hill slide, but a hard
up-hill elimb. True, that the climber is repaid for
his labor by the beauties of the landscape he en-
joys on his way up, which were invisible to him
when lower down and which multiply ad infinitum
the higher up he proceeds, nevertheless the fact
still remains that the climber must work and work
hard in order to attain a fair degree of skill and gain
confidence in himself.

The climb upward is beset with snares and lures
to turn one from the true path, and in some places
the way is obscured and even barred by obstacles
which must be overcome before the lost trail can
be struck again. An experienced teacher warns,
directs and leads the beginner, pointing out to the
pupil the snares and lures that distract, and help-
ing him over the obstacles; he exposes the fallacy
of an immediate pleasure gained at the expense of
greater future discomforts, guiding, encouraging
and demonstrating until finally succeeding in
leading the student to a height from where he may
look back with satisfaction and enjoy the fruits
of his laborious climb, and entertain his friends
to his heart’s content.

The mandolinist, in traversing the road to suc-
cess, is no more exempt from the commonly be-
setting obstacles in the musical path than are the
instrumentalists in other fields. Yet there are
certain obstacles peculiar to his chosen road which
could and should be removed by an alert and skil-
ful manufacturer. I will mention two of these
which cause much loss of time, labor and temper,
and which could be easily eliminated.

The first is caused through negligence on the

art of the manufacturer in not having the grooves
in the nuts and bridge of the mandolin filed just a
little larger than the strings they are to receive and
hold. This little, insignificant oversight of the
maker is continually spoiling the work of some
of our best players, who—no matter how care-
fully they may put the strings on their instru-
ments—have to contend with their constantly
getting out of tune.

These poor victims of the manufacturers’ neglect
fret and fume and—excluding of course the ladies

—swear at the poor construction of the mandolin,
when, as a matter of fact, the judicious use of a
file would obviate the trouble and set the whole
matter right in a few seconds. Naturally, it is
not to. be supposed that every mandolin player
knows the cause of such troubles as this one,
therefore it is wholly up to the manufacturer to
be less negligent in caring for the smaller details—
not alone for the sake of the players, but also for
that of maintaining his own reputation and suc-
cess as a reliable maker.

I have personally spoken of this matter to one
or two manufacturers, who replied that they do
groove the nuts and bridges of their instruments
according to the size of the strings they are to ac-
commodate, but the fact is still patent that I am
continually running across some of their instru-
ments which show neglect in these details, It of
course is possible that in some of the cases it may
have been the fault of the player, who might have
put on thicker strings than those designed by the
manufacturer. And here let me warn those
players who use covered A strings, to be sure that
the grooves on both nut and bridge are slightly
wider than the diameter of the strings used.

I would respectfully advise every manufacturer
of mandolins to give to every purchaser of an

" instrument a set of printed rules on the care of the

mandolin, and to include in these rules, besides
such other details as how to put on strings, ete., a
full explanation of this trouble and how to remedy
it when thicker strings are used or the grooves
become smaller from swelling of the wood or other
causes. I also am of the opinion that it might be
wise for the American Guild of Banjoists, Man-
dolinists and Guitarists at its next convention to
make just such a recommendation to all manu-
facturers of mandolins.

Another immense obstacle that is placed in the
path of mandolinistic progress is the smooth and
highly polished ribs of mandolins of the classical
shape and the small depth of those with a
flat back. The smooth surface of the ribs
makes the first mentioned instruments extremely
hard to hold in position at all times. This not
only greatly retards the progress of the student,
but in many instances ruins the performance of
even experienced virtuosi.

Undoubtedly the reason for the smooth, highly
polished surface is the desire on the part of the
manufacturer to give the instruments as at-
tractive a finish as possible, even though the back
of the mandolin is not seen when played upon.
It would seem, however, that something might be
devised so that the inst;uments might even be im-
proved in appearance while at the same time prov-
ing of greater benefit to the players. The fluting
of those few ribs that come into actual contact
with the body when the instrument is in a playing
position would help some, and this without de-
{racting in any way from its general appearance.

To point out a trouble without giving some
advice as to how it might be overcome would be
unfair and unjust to every reader of this maga-
zine, neither would it be in keeping with the policy
followed by this department in the past—nay, I
am afraid that if I neglected my duties in this
respect it might cost me my job, which (between
us) has enabled me to buy an automobile, a boat
and other like necessities. Speaking of jobs, I
wonder if the secretary-treasurer of the American
Guild of Banjoists, Mandolinists and Guitarists,
with his wonderfully high salary, is now traveling
in a limousine and thinking of purchasing a yacht.
But I am digressing, so will return to my subject.

There are several ways of compelling the man-
dolin to remain in the proper position while play-
ing. I will mention a few, to enable my readers to
decide upon a means of avoiding this slipping.

First. Moisten very slightly that portion of
the clothing which comes in actual contact with
your mandolin when playing, or dampen with

- water the ribs of he instrument; or, if your hands

perspire, pass them over the ribs, which will
moisten them somewhat. Personally, I do not
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A NEW BOOK FOR MANDOLINISTS, READY ABOUT JANUARY 1, 1917

is sufficient to recom-
The name of the author o' rew instrac-
tion book to every mandolinist in the land.
It is indispensable to every teacher, virtuoso or amateur.
The only book on the market treating all kinds of harmonics.
It introduces harmonic sounds never before used on the
mandolin.
1t establishes a uniform manner of writing harmonics.
Thorough in every detail as only Mr. Pettine can be—a thing
proved in his “Modern Mandolin Method” in 4 volumes, and
his other supplementary books entitled ‘‘Duo Primer” and
“Fundamental Principles of Mandolin Playing,” now uni-
versally used.

Important
RHODE ISLAND MUSIC COMPANY,

\The Mandolin's Right and Left Hand Harmonics

«« THE BOOK OF THE HOUR* By GIUSEPPE PETTINE

Text in English, Italian, French and German. Price, $1.00 net, cash with order.

There will be 100 copies with Mr. Pettine’s autograph and date.
starting from No. 1, will be mailed in the order in which the letters are opened. Remember only 100 will bear
Mr. Pettine’s autograph. Try to get the No. 1, but any of these copies will prove a valuable souvenir in the future.

Catalog of all our publications and importations free.

Harmonics in general. How
Table Of Contents harmonics are written. Exam-
plzs and their explanation. How to produce left-hand har-
monics. Table of natural left-hand harmonics. Table of
left-hand harmonics in the second division of the string.
Exercises on natural left-hand harmonics. Exercises on
harmonics in the second division of the string. Exercises on
left-hand harmonics. Artificial left-hand harmonics. Right-
hand harmonics. Half-tone cuts illustrating manner of
holding the plectrum and mandolin. Natural right-hand
harmonics. Artificial right-hand harmonics never before
used on the mandolin. xercises through the full extension
of harmonics on each string. Chords in harmonics. “The Last
Rose of Summer,” “Blue Bells of Scotland,” with harmonics.

Each copy will bear a number. The copies,

708 Lederer Building, Providence, R. L.

like this expedient and have recourse to it only in
case of an emergency as it does not tend to keep
one’s clothing clean, nor does it appeal very
strongly to one’s sense of decency, and it might
even harm the instrument.

Second. Two or three strips of tape, such as
that used by ecyelists for repairing tires, and
about three inches long, might be used, and these
should be placed on the part of he ribs that
touches the clothes when the instrument is in
Fla,ying position. In order to prevent the tape
rom sticking too strongly to the body of the in-
strument, and to keep it from soilinz the clothing,
a piece of cloth (3 by 24 inches) might be placed
over the tape and made to adhere to it.

Third. A piece of cloth or rubber of the same
dimensions mentioned above, might be glued to
that part of the ribs which touches the clothes of
the player

The instrument with a flat back remains easily
in position providing it be held somewhat slant-
ingly. A slanting position of the mandolin,
however, is not the correct one—in spite of what
anybody may adduce to the contrary. In sliding
he plectrum, in arpeggiando, in single string pian-
issimos and in general single stop playing this
position works beautifully, but it makes playing
pianissimo in double, triple and quadruple stops
extremely difficult when so held.

This slanting position also renders it a hard-
ship in the changing of strings with up strokes,
especially when this changing occurs frequently,
and in other special effects.
devised to set on the back of these mandolins so
that they might be kept traight when playing,
it would save a lot of unnecessary labor and elimi-
nate quite a num er of hardships. I have not had
much experience with flat-back mandolins, but I
should think that a small cushion, somewhat of a
V shape, could be used to great advantage.

A Discussion
(Continued from October)

“Good afternoon, Uncle. I was afraid you had
forgotten our appoin ment or that you had some-
thing more important to attend to. Let us start
at once.”

“Good afternoon, Mr. Wilson. Allow me to
introduce to you my uncle, Mr. William Hale;
Mr. Hale, Mr. Edward Wilson, my mandolin
teacher.”

“Pleaced to mest you, Mr. Hale. I admired

our able directing of ‘The Girl from Paris’ very

much last winter. You certainly drew all there
was from our little ten-piec: orchestra at the
Strand Theatre.”

“Thank you. I am sorry to note that we have

If something could be-

interrupted your lssson. Please proceed with it.
We will return when you are not so busy.”

“Won’t you please remain? I will be through
in a few minutes.”

(Mr. Wilson retires behind a large screen and
proceeds with the lesson.)

“We will take up again the phrase where we
left off. . Your mistake was a matter of accenting
the wrong note. You see this is a sextolet. There
must be but one accent and that on the first note.
You accented both the fir:t and fourth, with the
resulling rhythm of two triplets instead of that
of a sextolet. Listen. I will first play as you did.
Did you notice that two triplets were produced?
Now listen to this. Did you notice how the
rhythm of a sextolet was enhanced simply by
placing a single accent, and that on the first note
of the group?

“So much for technic, now for theory. Write
an example of a minor triad, also one of an aug-
mented triad. Write the dominant seventh
chord in the key of A major. What is the name of
a triad formed on the leading tone of F sharp
minor? Good. For the next lesson harmonize
this numbered bass. Good-bye, and this week
please give a little more time and attention to the
playing of those melodic minor scales.”

(The pupil departs. Messrs. Wilson and Hale
are again conversing.)

“T am going through from one surprise to
another. I never supposed that students of the
mandolin were ever instructed so thoroughly,
neither did I dream that harmony was a part of
their curriculum. Nor—and please excuse my
mentioning the fact—did I even suppose that
teachers of the plectrum instrument were so
equipped that they could impart that side of
musical instruetion.”

“T am not surprised at what you say because,
after all, conditions of plectrum affairs ten years
ago would naturally lead musicians to that belief,
but with the adoption by the American Guild
of Banjoists, Mandolinists and Guitarists of their
graded Standards of Attainment every teacher of
plectrum and kindred instruments is compelle
to study music as well as his instrument. He is
expected to teach the elements of harmony in the
higher grades.”

“That sounds splendid, but don’t you think
that, if the study of the mandolin is made too
severe, the instrument will lose its hold on people
who take it up solely for an accomplishment and
self-amusement?”’ ,

“Yes, but we are not obliged to follow the path
laid out by the Standards of Attainment in every
detail, unless the pupil expresses a desire to win a
diploma. Every teacher of music has to use dip-

(Continued on page 13)

Look over the Table of Contents-on page 46.

Multiplied by 12, does it equal one dollar’s worth?
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Greeting; new Capenza! Greeting, guitarists
and lovers of the guitar! I am glad to meet you
all, and shall endeavor to make the guitar depart-
ment interesting and instructive to all the readers
of this magazine. To do this, I shall hope to have
the co-operation of all readers who are interested
in the guitar, for I shall be glad to receive your
questions on guitar subjects, and also will be
glad to have readers suggest various subjects that
they would be interested in seeing covered in this
department. It has been quite some time since
Tae Capenza has had a separate department
for the guitar and its interests, and now that T
have charge of it, it is my ardent desire to make it
of interest to all readers, therefore, do not forget
to send in your questions and suggestions for
subjects you would like to read about. I will be
glad to hear from all.

What Some of the Great Have
Said of the Guitar

In this first issue of The Guitarist, and it having
been so long since readers of this magazine have
read much of the guitar in its columns, the writer
believes that it will be of interest and benefit to
many students to know what some of the great
musicians, and others who have achieved great-
ness in other lines, have said of this charming little
instrument.

First, the mighty Beethoven: “The guitar is a
miniature orchestra in itself.”” (Of what other
one instrument could this be said? Not of the
piano, with all its comprehensiveness, for it has
not the stringed-instrument effect of the orchestra,
and cannot produce the vibrato, glissando, ete.,
of the violin family which the guitar can.)

While I know of no direect quotation from
Schubert, the world’s greatest song-composer,
about the guitar, it is interesting to know that

he played this instrument, was a great lover of it’

and wrote many of his most famous songs originally
for the accompaniment of guitar, but afterwards
wrote piano accompaniments for them at the
request of his publisher, Diabelli, who was also a
fine guitarist, because at that time the piano was
becoming very popular. His most famous and
popular song, the ‘‘Serenade,”” is believed to have
been originally written with guitar accompani-
ment, and to all familiar with the song this stands
almost self-evident, for the reason that the piano
accompaniment is marked “‘a la guitarre,” which
shows plainly that a guitar effect was what the
composer desired. All who are familiar with the
accompaniment and also with the guitar know that
the accompaniment is a decided guitar figure.
Schubert was in great demand during his life-
time among his friends for his songs sung to his
own guitar accompaniment, as he was the pos-
sessor of an attractive, light baritone voice. It is
said that throughout his life his guitar hung over
his bed when not in use.

Shelley, the famous poet, was a great lover of the
guitar, and one of his most beautiful poems is
written of this instrument. At a later date this
exquisite poem will appear in this department.

Hector Berlioz, one of the most remarkable of
musicians and the founder of the modern orches-
tra, really played but two instruments, the guitar
and the flute. For many years he taught the
guitar in a seleet girls’ school in Paris. This was

the only instrument he was really proficient on.
He was quite a master of the instrument and also
was in demand among his friends and confreres
as a singer with his guitar, when he would sing
airs from Der Freischiitz, Oberon, Don Giovanni, ete.
He speaks of this in his ‘‘Memoirs,”” and also of the
times he used to hunt Mendelssohn out when he
was not in good spirits and curl up on the sofa
while the master played to him, after which
Mendelssohn would listen with delight to Berlioz
singing his setting of Moore’s melodies with his
guitar. He speaks of the commendation Mendels-
sohn always had for ‘“‘my little songs.”

. Berlioz and his guitar were always inseparable.
In his great book ‘“‘Instrumentation and Orches-
tration”’ he devotes five pages to the guitar and
mandolin. In the above mentioned treatise he
says: “It is almost impossible to write well for the
guitar without being a player on the instrument.
3 . It has a real charm of its own. The guitar
is suitable to carry out even solely more or less
complicated many-voiced pieces whose charm
principally consists when they are given by real
virtuosi.”” He goes on to say, ‘““A number of vir-
tuosi have cultivated the guitar and cultivate it
even today a$§ a solo instrument, and know how to
produce pleasing as well as original movements.”
He speaks of Zani de Ferranti as ‘‘the last but the
first of guitarists.”” In the near future I shall
devote an entire article to Berlioz which will be of
great interest to guitarists and lovers of the
instrument.

Luigi Boccherini,” the famous violoncellist and
composer, and the great contemporary of Haydn,
was a guitarist and a composer for the guitar. He
wrote guitar parts for many of his orchestral com-
positions and in special performances of these he
and his pupil and patron, the Marquis of Bena-
vente, played the guitar score. The majority of
his symphonies and other compositions, including
songs, had guitar parts as the guitar was in great
demand at that time.

Luigi Denza, the famous song writer, has
written a number of things for mandolin and
guitar and was a performer on both these instru-
ments.

Few people know that Niels Gade, the most
famous of Danish composers, was a guitarist.
His father was a famous guitar maker of Copen-
hagen and his brother was also a guitar maker.
He was a very proficient performer, far above the
average, and his earlier years were devoted mostly
to this instrument.

Garcia, the most famous singing teacher of all
time, was a great guitarist and also taught the
guitar, having been the teacher of the famous
Aguado and Huerta. His daughter, the famous
-Madame Malibran, one of the world’s greatest
singers, also studied the guitar as well as singing
under her father, and studied the guitar later
with Ferdinand Pelzer of London. Garcia is the
author of many songs with guitar accompaniment
and always recommended the guitar as an accom-
panying instrument during voeal training. He
scored for the instrument frequently in his operas.
It has been said that it is only owing to his extra-
ordinary and unprecedented success as a singer
and vocal teacher that his ability on the guitar
and his associations with it appear overshadowed.
Both his daughters were good guitarists.

Charles Gounod was a great lover of the guitar.
Gounod was taking a rest in northern Italy by
the shores of the picturesque Lake Nemi on one
April 24th, when he was attracted by far-off
music in the air. He soon discovered that it was
an Italian peasant singing his native melodies
to the accompaniment of his guitar. For some
distance the great composer unconsciously fol-
lowed the singer, and at last ventured to speak to
him. The composer of the immortal Faust said
afterward to an intimate friend, “I was so en-
raptured that I regretted I could not purchase
the musician and his instrument complete; but
this being an impossibility, I did the next best
thing. I bought his guitar and resolved to play
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it as perfectly as he did.” This incident made
such a great impression on Gounod that upon
returning to his hotel he inscribed in ink on his
guitar, “Nemi, 24 Aprile, 1862,” in memory of the
happy ocecasion. This inscription may still be
seen on his guitar where after many narrow es-
capes from being destroyed by fire and other such
dangers, it now reposes in the Museum of the Paris
Opera.

Hummel, the great pianist and composer of
classies for the piano, was a talented guitarist and
wrote much for the instrument. He played a
great deal on the continent with the renowned
guitarist Giuliani, in guitar and piano duets
which the two masters collaborated in writing.
He wrote some really wonderful things for the
guitar and played in trios with Giuliani and
Mayseder, the violinist for years in Vienna before
the finest of the musical public, and often per-
formed for royalty.

Jean Baptiste Lully was a guitarist. He was at
one time a singer with his guitar accompaniment
(when he was about thirteen) to Mlle. de Mont-
pensier, niece of Louis XIV. g

Gustave Mahler, the famous modern composer and
conductor, thought well enough of the guitar to score
for it in his Seventh Symphony.

Gertrude Elizabeth Mara, one of the most
famous singers of the last century was also an
accomplished guitarist. When she was a small
child her father gave her lessons on the guitar and
when she was but five years of age she was able to
perform guitar and violin duets, her father playing
violin. She excited much wonder with her per-
formances on the guitar at this age. When nine
years of age she appeared with her father in con-
certs in Vienna and attracted the attention of the
English Ambassador, who advised her father to
take the child to England, providing him with
letters of introduction. When but ten years of age
she played guitar before the King of England. It
was in England that she commenced the study of
singing, which afterward made her so famous. She
was really the first great singer that Germany
had produced.

Moscheles, the foremost pianist after Hummel
and before Chopin, was also a guitarist and a
composer for this instrument which he greatly
admired. He was an intimate friend of several
of the most famous guitar virtuosi and frequently
appeared with them in concerts. After Hummel
left Vienna on a lengthy concert tour, Moscheles
took his place in the trio with Giuliani and Mayse-
der. This organization was in great demand for

royal functions and musical soirees. In fact, all
these three great musicians were competent per-
formers on the guitar.

Paganini, the greatest of violinists, was said
by Lipinski, a famous Polish violinist who once
sought a public contest with Paganini, to be so
great on both the violin and the guitar that he was
unable to decide which he was the greatest master
of—the guitar or the violin.

Louis Spohr, the famous ecomposer and violinist
shows his familiarity with the guitar in his scoring
for this instrument in his opera Zemire and Azore.

Carl Maria Von Weber, one of the greatest
German composers, was a fine performer on the
guitar and also wrote for the instrument. It is
said on good authority that he composed the en-
tire opera of Der Freischiitz on the guitar. He was
another of the great musicians who was very
popular as a singer with his guitar accompaniment.
He wrote many beautiful songs with guitar ac-
companiment. Hven Grove says in speaking of
his popularity in Berlin: ‘‘As one of the foremost
members of the Berlin Singakademie, Lichten-
stein had no difficulty in introducing him to cul-
tivated and musical families, where he soon be-
came a favorite by his pleasant manners, his ad-
mirable pianoforte playing and extemporizing,
his inspiring way of leading concerted musie,
and above all, his charming songs and his guitar.”

Donizetti, the famous operatic composer, scored
for guitar in a number of his operas. To the most
famous air in his opera Don Pasquale, Donizetti
wrote a - guitar accompaniment. This is the
Serenade, “Come ’e gentil,” known in English as
“Oh Summer Night,” and was originally written
for Mario, the celebrated tenor, who it is said gave
it a most realistic performance.

It will be noticed that I have not mentioned the
masters who are famous chiefly or only for their
guitar performances, or compositions for this
instrument (tho’ many of them rank in talent
and skill with the greatest musicians in any line),
but have tried to show that those who are known
to all the world, aside from guitarists, really did
recognize and revere the guitar, and that many of
them were fine performers on this instrument that
we love so well.

Overheard in a Music Store

Lady: “I want a piece for a little girl.”” -
Clerk: ‘“What can she play?”’

““She can’t play anything.”

“Well, how would a blank-book do?”

of that chapter. ; y
It may be that there is no chapter near you—or possibly
there is room for another. In any event, whether you are

Chapter member. Send for free literature.

Is There a GUILD CHAPTER in Your Town?

The American Guild of Banjoists, Mandolinists and Guitarists is extending its membership to every town and city in the
land. Perhaps there is a chapter in your locality—if you are in any way interested in the fretted instruments, you should be a member

a2 ., Boston, Mass.
teacher, performer or student, you should be a Guild \‘;) SiBoswartuRE S i

EXECUTIVE OFFICE

C.V. BUTTELMAN, Secretary-Treasurer and Field Secretary

The Clark Harp Company has a new ad and a new proposition for you
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Foreign Magazines

The writer wishes to let readers of this depart-
ment who also subscribe to foreign B. M. and G
magazines and who have not received their issues
promptly, know that the publishers have not
ceased to issue, but that the concourse- abroad
have put the ban on all publications leaving their
respective countries. It is now possible, however,
to secure a release through a license. ' If you have
not received your foreign publications regularly,
advise your magazine editor by personal letter
at once as to how many copies are due.

Left Hand Pizzicato, Slur, Snap, Etc.

In the many banjo instruction books, methods
and studies which The Banjoist has collected, it is
indeed interesting to note the way in which the slur
sign has been used in the past by writers in general.
Musically, the definition of a slur is: a curved line
above or below two or more notes, indicating that
the notes are to be played legato. The slur, as
explained in the average instruction book for the
banjo, gives an entirely different meaning in that
the sign indicates that a left-hand finger is called
upon to snap or hammer a note, ascending or de-
scending as the case may be. If the banjo were
to be treated wholly as a staccato instrument, the
slur sign in want of another sign might be used,
but if the up-to-date player is to combine finger
and legato plectrum playing, certainly the faulty
use of the slur sign in the future will be most
confusing. Think it over.

Tuition in Banjo Technic

The exercises in this month’s instalment of
Tuition in Banjo Technic are given to illustrate
the left-hand pizzicato, otherwise known to banjo

layers as the snap or slur. The left-hand snap
Eas long been abused by players, in that it was
generally used to produce notes which required
too much mental energy to be produced otherwise.
However, this fault has been rapidly overcome by
the adoption of alternate fingering, but owing to
its temptations it has not been introduced in
Technic up to the present time. On several
other instruments, 1. h. pizz. can be used to produce
new effects, but it cannot be said that it adds any
new effects to the banjo, as it is used more to
facilitate the execution of rapid passages and to
aid the right hand. A thorough understanding of
the present study will not only prepare the student
for any future need of 1. h. pizz. but will also tend
to strengthen the fingers of the left hand. After
what the writer has mentioned about the slur
sign, without making too radical a change in
dropping it altogether, in Technic a star will be
added to theslur thus:~~* so that it will be easy to
distinguish between 1. h. Pizz. and the regular slur
sign, which will be used in future legato plectrum
studies in this work.

Study No. 62. Exercise A. In this exercise the
single snap is introduced. In every case the note
at the beginning of the slur is struck by a finger of
the right hand; the star indicates that the finger
holding this note is to be drawn off the string
toward the outer side of the fingerboard to pro-
duce the second note. Great care should be
taken that the volume of tone produced by the
snap is equal to that produced by the right hand
on the preceding note.

In the first measure cover D with the first finger,
after striking this note draw the first finger towards
the third string to produce C. Care should be
taken that the C is distinet, also that the rhythm
is even throughout the measure. In the second
measure cover D with the first finger, E to be
covered by the third finger. Strike E with the
thumb, drawing the third finger from the string to
produce D. Keep the rhythm steady and the
volume of tone even. In the third measure cover
E wi h the first finger, F' with the second. Strike
F with the thumb, drawing the second finger from
the string to produce E. In the fourth measure
play G closed, covered by the fourth finger, the
second finger resting upon F. Strike G with the
thumb, drawing the fourth finger from the string
to produce F. These four measures should be
played through several times or until the 1. h. pizz.
is mastered upon the fourth string.

In the fifth measure the 1. h. pizz. oceurs upon
the third string. Cover A with the second finger,
after striking this note, draw the second finger
towards the second string, to produce G. Keep
rhythm and tone even. In the sixth measure cover
A with the seco d finger; play B closed, cov.red
by the fourth finger. After striking this note
draw the finger from the string to produce A. In
using the second and fourth fingers the student
should be careful in drawing the fourth finger
from the string that the second finger is held
firmly, otherwise the string will be pulled out of
direction ' ausing a sharp tone. In the seventh
measure the 1. h. pizz. is found upon the second
string. Cover C with the first finger. After
picking the note draw the first finger towards the
first string to produce the B. Noterhythm and tone.

In the eighth measure cover C with the first
finger; play D closed, covered by the third finger.
After playing this note pull the fing:r off the string
to produce the C. Note that the snapped note is
as clear as the picked note. In the ninth measure
the 1. h. pizz. is to be used upon the first string.
Cover E with the second finger. To produce D
pull this finger towards the outer edge of the finger-
board. Note tone and rhythm. In the tenth
m asure vover E with the second finger; the third
finger falls upon F. After picking the F draw
the third finger from the string to produce E. In
the eleventh measure cover F with the first finger;
play G closed, covered by the third finger. After
playing G pull the finger off the string to produce F.
In the next two measures the fingering for both the
right and left hands is similar, only that the notes
change. Note rboythm and tone. In the four-
teenth measure cover C and B respectively with
the fourth and third fingers. Pick the C with the
second finger, then pull the fourth finger off the
string to produce B. In the ascending part of the
exercise at a casual glance the exercise would
seem to be quite simple and of course some fingers
snap notes more clearly than others owing to their
strength, but on the whole the exercise is not easy
requiring thought and practice to be played clean cut.

The exercise now begins to descend. To em-
phasize the importance of rhythm and tone when
the 1. h. pizz is used, and so that the student may
compare, each measure has been so arranged that
the notes on the first and third counts are to be
played in the usual way, the 1. h. pizz. to be used
upon thesecond a. d fourtheounts. n the fifteenth
measure pick the first threz notes, pull the fourth
finger off the string to p oduce the following B.
Be careful that the note is snapped on time and
the tone is clear. In the sixteenth measure pick
the first three notes, pulling the third finger off the
string to produce the following A. The player
should now be able to go through the remainder of
the exercise without further help from the text.
Follow the left-hand fingering carefully, holding
fingers when possible. Note rhythm and tone.
Play the exercise through several times. !

Exercise B An exercise showing the single
snap. In the ascending part of the exercise the
snapped note occurs upon the second and fourth
counts of the measure. Each measure should
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be studied carefully and the effect upon the right-
hand alternate fingering carefully noted. Many
times, in practical playing, a snap may be used to
advantage in a rapid passage to reverse the al-
ternate fingering.

In the first measure pick the C with the first Ecs

finger, E with the thumb. Play D 1. h. pizz,
which allows the right hand to reverse on the
following three notes; to reverse again, play the
last E 1. h. pizz. In the second measure play the
first G closed, pull the fourth finger off the strin to
produ e F, the following G to be played open.
The last G in the measure is to be played 1. h.

pizz.

In the third, fourth, and fifth measures follow
the right and left-hand fingerings as gi en. In the
sixth measure note that F on the first count and
G on the third count are indicated to be played
upon the second string. This is don= to prevent
the left-ha d finger extension, which should be
avoided when 1. h. pizz. is used. Follow fingering
as given in the next two measures. The tone and
rhythm should be carefully watched in the pre-
ceding measu-es. The exercise now begins to
descend. Notes after the first and third counts
are to be played 1. h. pizz., other notes to be played
in the regular manner. Through this part of the
exercise follow the right and left-hand fingering
carefully. Note slid s, ‘mall bars and encircled
figures indicating when notes are to be transferred
to other strings. Play the exercis: through
several times observing both tone and rhythm.

Exercise C. An exercise s owing he double
snap or two notes played 1. h. pizz. While the
double snap seldom app ars in practical playing,
it is well worth while to be able to execute, and
in this exercise it offers an excellent chance to
strengthen the fingers of the left hand. It is
often necessary in playing the double snap to use
extension fingering, while this is objectionable in
1apid passages, still it tends to train the left-hand
fingers in reaching for notes. In snapping notes
on the lower string: the fingers should be drawn
toward the next tring, but under no condition
should th: fingers be allowed to slide over this
string. To prevent additioral sounds on the string
above, the second finger of the right hand may be
allowed at times to guard this string or rest lightly
against it. In the exercise the slur sign indicates
that the first note is to be struck by a finger of the
right hand; the notes indicated by the star are to be

* played 1. h. pizz.

In the first half of the first measure cover E with

the fourth finger, D with the second finger. Strike

LEFT-HAND PIZZICATO

T
v g
(see i) ="

Foter.The notes marked *are produced by y pullyngofthe string, with o downward and ontward Rotirs,
1he left-hand finger that fingervd the preceding note. They are NOT picked with the right-hand

A709-2

E with the thumb, pull the fourth finger off the
string to produce D, then draw the second finger
towards the third string to produce the C. The
remainder of the ascending part of the exercise
should be played in a similar manner. Note when
passages are indicated to be played on strings
shown by the encircled figures. Keep the rhythm
perfectly smooth and see that pure tones are pro-
duced upon snapped notes. In the descending
part of the exercise the notes on the first and third
counts of each measure are to be struck by a finger
of the right hand, the two notes following are to
be played 1. h. pizz. Follow the fingering care-
fully, noting both rhythm and tone. Play the
exercise through several times or until the double
snap can be executed easily.

When you write to advertisers; introduce yourself by mentioning The Cadenza
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ANDOLIST and
ANDO-CELLIST

Couducted by
WILLIAM PLACE, JR.

Virtuoso

Mandolin Soloist for Victor Talking
Machine Company

Questions Answered

C. C. H., Brooklyn, N. Y.

Q. How long does it take to learn to play the
mando-cello, as compared to learning the mando-
lin? I have a weak fourth finger to contend with.
Do you think it advisable to attempt to learn the
mando-cello? How can I strengthen my finger?

A. The words ‘“‘learn to play’ are capable of a
wide and varied interpretation. The mandolin
and mando-cello are both worthy of a lifetime of
serious study, and should the writer ever feel
that he had learned ‘‘all” there is in mandolin
playing, he would be sorely disappointed in his
instrument. There is no danger, however, for
both the mandolin and mando-cello are serious
musical instruments and have resources which are
inexhaustible. The words ‘‘learn to play’’ must,
therefore, necessarily be interpreted according to
YOUR standards. I can say, however, that as the
standard of mando-cello playing is somewhat lower
than that of mandolin playing, at the present time,
you will find that a mando-cellist of medium
ability will receive more applause than a mandolin
player who is twice as proficient technically.

A weak little finger is indeed a great drawback
in studying the mando-cello. The strings are
heavy, and considerable power is required to pro-
duce a clear tone. An excellent exercise which
the writer has used for many years, and one which
will strengthen the fingers immensely may be
practised without the instrument by laying the
left hand on the surface of a table with the palm
upward. Begin to raise the fingers, very slowly at
first, closing them into the palm as though a
sphere were being gripped. Use all the strength
at your command. Start by repeating the exer-
cise fifteen times. If properly executed this will
almost exhaust your strength. You will find that
with a little practice force can be directed to any
or all the fingers at will, and fifteen minutes devoted

" to finger calistheniecs daily will greatly assist your

progress. When the fingers are sufficiently strong
to stand the repetition of the exercise fifteen times
without fatigue, you may increase to twenty
times. One of the most famous banjo players in
this country uses this exercise in connection with
his daily practice, and not long ago he told the
writer that he could repeat 150 times without
experiencing great fatigue!

certain ‘‘feat’ in the eyes of many students and
teachers, and I wish to say emphatically that the
right-hand harmonic is one of the easiest tech-
nicalities to be found in plectral music. Right-
hand harmonics always delight an audience.

To produce the right-hand harmonic hold the
plectrum BETWEEN THE MIDDLE FINGER
AND THUMB OF THE RIGHT HAND. THIS
IS ABSOLUTELY ESSENTIAL. Extend the
forefinger forward and touch the open string direct-
ly over the twelfth fret, at the same time striking
the string with the plectrum. If the forefinger
touches the correct spot at the same instant in
which the plectrum strikes the string, the string
will vibrate an octave higher than itself. The
twelfth fret is approximately the center of the
string, and therefore when this spot is touched the
string is divided into halves, each half vibrating an
octave higher than the open string. If the first
finger of the LEFT hand is placed at the first fret
of either string it is only necessary to move the
right forefinger (which is used to divide the string)
forward one fret, therefore the following table will
be self-explanatory.

LEFT HAND RIGHT FOREFINGER TOUCHES

Open string. ..... o e Sl e 12th fret
Hirgbifret SRt o F . 8. it I3th 4
Becond fret = - T T L. Sy 14th ¢
B2 15500 15 5323 1 M e te s i i 570 R
e T 1 s A S I 16th *
TATE 7 O i o) D gt PR L SR bt 17th . <
SRR R ] R s R LR e ot ST 18th

Right-hand harmonics are indicated by writing
the note which the left hand must finger, and on

. the same stem the actual pitch of the harmonie is

indicated by a diamond-shaped note in ‘‘white.”’
The following scale indicates the first position
compass of the mandola from a harmonic stand-
point. To my knowledge it is the first time that
such a scale has appeared in print for mandola in
universal notation.

K. I., San Francisco, Cal.

Q. Can mandolin duos be played on the man-
dola? I find it hard to finger those I have tried.
I am a beginner and will appreciate some help in
this, as I am partial to duo style.

A. Most assuredly, mandolin ‘‘duos” can be
played on the mandola. At the time of this
writing, however, one would have to be familiar
with transposed notation. I sincerely hope that
the publishers will give us some solos in universal
notation before long.

I have always maintained that the unaccom-
panied style was more effective on the mandola
than on the mandolin. There is a sonority and
richness to mandola tone in double and triple
stops which is far more effective than the shrill
tone of the mandolin for this particular work.
Unaccompanied numbers requiring special tuning
are wonderfully effective and I would advise you
to secure ‘‘Bandurria’ by Stauffer (pub. by Wm.
C. Stahl), ‘““Cello,” by Stauffer (same publisher)
and ‘“‘Loin de Terra de Italie”” by Persichini,
imported by F. L. Berthoud, New York City.

TABLE OF RIGHT HAND HARMONICS FOR TENOR-MANDOLA, FIRST POSITION

Right fore-finger touches string

over fret NUMDEr...esecqse £l . '
over fret numbe 8| 72 //,L /@Al :

TR o

: s

HHHOG

\
94—

,7
Z
T

Rl

~9

Left-hand -£ingering..eeess 0 13 o

1
e LR T - I S

N. O. T., Springfield, Mass.

Q. What is meant by right-hand harmonies,
and can they be played on the mandola? My
teacher who is a violinist, says that only great
artists can play them. I have heard that a har-
monic could be made on any note—is this true?

A. I am very glad to receive this question. The
right-hand harmonic seems to be a vague, un-

H. 0. S., Boston, Mass.

Q. What numbers are there suitable for mandola
and mando-cello duets? I am a young player
and cannot play very difficult music, but my sister
who plays both instruments is an advanced player. i
Please answer in THE CADENzA.

A. I know of but one duet arranged expressly
for the mandola and mando-cello. ~This is the
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WALKIN’

THE DO

Tremendous Novelty Success — Prices Column-A-in Schedule

BIGGEST FOX TROT HIT
IN YEARS

CARL FISCHER

COOPER SQUARE

OUR COMPLETE MANDOLIN, GUITAR, BANJO, ETC., MUSIC CATALOG IS FREE---SEND FOR IT

NEW YORK

«“Berceuse’’ from Jocelyn by Godard, and it has
been masterfully arranged by Walter E. Boehm.

I see no reason why you cannot use the first
mandolin and mando-cello parts to any of our
orchestrations. The first mandolin can usually
be played on the mandola (universal notation)
and the mando-cello part can be used as it stands.
You will find that piano accompaniment will add
greatly to the effect of the instruments when
played together.

Gleanings

“My wife’s been nursinz a grouch all the week.”
“Been laid up, have you?”

ghoa

He that Knows not, and Knows not that he Knows
not, is a fool. Shun him.

He that Knows not, and Knows that he Knows not,
is simple. Teach him.

He that Knows, and Knows not that he Knows,
is asleep. Wake him. 3

He that Knows, and Knows that he Knows, is
wise. Follow him.—Arabian proverb.

goon

Little Arthur stood peering down into the coun-
tenance of his baby sister, whom the nurse was
singing to sleep. ; :

““Nursie,” he finally whispered, ‘‘it’s nearly
unconseious, isn’t it?” ;

The nurse nodded in the affirmative and sang on.

“Then don’t sing any more or you'll kill it.”—
Weekly Telegraph.

~of the musical world.”

THE MANDOLINIST
(Continued from page 7)

lomacy and diserimination with his pupils, for it is
a matter of impossibility to teach everybody in the
same manner. However, I would inform you
that Grades I and II, and even III, are not very
exacting, although they demand that the pupil
know something about music besides merely
playing the instrument.

“This is a wise plan, and one not at all hard on
the pupil. For instance, Grade I demands that
the pupil shall know the units which form one
measure of every kind of time; that he shall know
the English of the principal signs of expression;
that he shall understand the formation of the
scale, and other necessary matters. It requires
only a few minutes of each lesson to enable the
pupil to understand these matters. The second
grade demands that the pupil know how to write
the dlﬂferent.scales, major and minor; know the
expression signs most in use, and also know
something about phrasing.

‘I agree with you that we should not take the
risk of discouraging pupils with a too severe
course of study, yet in justice to art, to the stu-
dents and to ourselves this general knowledge of
musie is necessary. It is because some mandolin-
ists heretofore have catered to the vanity of
pupils, and have encouraged them to disregard alk
other things but the mere playing of a few pieces
that the mandolin is still in its infancy. I believe
that, with but very few exceptions, students of
the mandolin should be trained to become musi-
cians as well as players—that, and only that, will
ever bring the mandolin to the respectful notice
(To be continued)

The well-posted man never scorns any source of information—to him the advertising columns offer a liberal education
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EDITORIAL

Surprises in Store

Like fires and other disagreeable things in the
nature of calamities, surprises rarely or never come
singly, generally presenting themselves in pairs,
triplets or a higher sequence of blessings. In this
issue TuE CADENzA is presenting its readers with
a pair of surprises, and feels assured that, unlike
the average run of the unexpected, both will prove
to be most acceptable to everybody. Neither are
these two all of the surprises in store for the readers.
The magazine has one or two more tucked up its
managerial sleeve, waiting for a convenient turn
of the game when it may be slipped into the deck
and then dealt out—but never from the bottom of
the pack.

Perhaps no greater surprise could be ‘“‘sprung”’
on the readers than the reopening of ‘““The Gui-
tarist,” and conducted by no less a personage than
Mme. Vahdah Olcott-Bickford—America’s pre-
miere guitariste . and virtuosa, technician and
student-teacher. The limited space of this issue
(the magazine is no longer a three-column-to-the-
page paper) prevents any extended remarks rela-
tive to this lady and her accomplishments, nor is
great extension necessary in connection with one
so well known the country over as Mme. Olecott-
Bickford.

The second surprise is in the nature of an in-
novation, namely, the introduction of a eolumn in
“lighter vein,” conducted by ‘Uncle Hans’—the
nom de plume of a man who has contributed
broadly to many of the big magazines and dailies
of America. The publishers and editors of TaE
CADENzA, therefore, hold no doubts as to the capa-
bility and ability of ““Uncle” to please, even though
his pseudonym does so strongly hint of the famous
“Katzenjammer” twins. The staff are also certain
that his writings will call forth only the most
friendly and amicable relations between Uncle
Hans, the readers and themselves.

R

The plectrum at times is not unlike the spectrum.
Both have to do with “waves,” but while one re-
fracts the other frequently detracts. ;

THE ' CADENZA

What a Change!

From a clown to a erown! From musical jester
to king in popularity and present musical demand
—what a change! Yet such has been the transition
of the once somewhat lowly banjo.

There are more than a few of us (and this does
not include only the oldest of us)who can remember
when the banjo was derided as a musical instru-
ment, denounced as a charlatan if it dared to
aspire to such a position, denuded of almost the
last shred of respectability and declaimed univers-
ally as a misfit in anything musical excepting that
pertaining to negro minstrelsy—in short, a musical
Jester of the royal instrumental court that was
supposed to be capable of nothing higher than
catering to an ennuied public with oddities in
darkey music-dialect. Yet even so the banjo at-
tracted, fascinated and enthralled.

Nearly all of us, too (not excluding some of the
best of us), probably can remember of having had
our little individual share in the calamity howling
against pick-playing the banjo, declaring and
denouncing it as absurd, inartistic, a sign of
weakening fingers and—*‘the most unkindest cut
of all”—deriding this form of playing as not
banjoistic. But what a ¢hange! In spite of the kicks
and knocks, the jolts and jabs, the butts and
bumps—all gratuitous and greedily given—in spite
of all, plectrum playing for the banjo is here, and
here it is likely to stay, plunged yet deeper in
popularity when its possibilities become more
fully known and its art is thoroughly mastered.
To reiterate, what a change!

Lastly, the most of us (and this includes pretty
nearly the whole of us), if we are honest with our-
selves and express honestly to others, come pretty
near to knowing that this form of playing is the
real cause of the change—this, and the advent of
the C notation. Nor are we referring to the mod-
ern mandolin-banjo for plectrum playing, but to
the good, old-fashioned, regular, long-necked banjo
of the once palmy days before it was given a “cap
and bells” and forced to don the motley by the
sudden leaping into popularity of the mando-
lin. And now what a change from a negro clown
to a kingly crown! for when handled rightly the
banjo today wears a triple ecrown of unprecedented
popularity, musical success and even social dis-
tinction.

To execute an artistic musical feat with any in-
strument requires time, aptitude and the skill ac-
quired by unremitting practice and patience, but
once such executing is well accomplished and ably
demonstrated it wins—wins public, plaudits and
‘““plunkers,” but never “‘plunks.” Plectrum play-
ing for the banjo, i. e., the real banjo, is quite
different from picking up and plectruming the
mandolin-banjo at short notice, as its artistic and
financial results are also different. Neither is it a
musical feat which can be artistically accomplished
in six months’ time. To the contrary, it requires
practice, perseverance, musical intuition and
tuition—either self-wrought or by others taught.

It is not improbable that this sudden swing into
popular demand of plectrum or pick banjo playing
may be indirectly traceable to the sudden craze
in modern dancing for the mandolin-banjo, an
instrument which is so-called because it is strung
the same as the mandolin and likewise played with
the pleetrum. It is more probable, however, that
this popular trend is directly due to the few good
plectrum banjoists (real banjo) whoare demonstra t-
ing its fascination to the public. The two forms of
instruments are entirely distinet, nor are their
remunerative results at all like—the true banjo
out-distancing the mando-mongrel in the race for
finance.

To take up and play the mandolin-banjo in
ensemble is comparatively easy for any musician
of even moderate ability—so much 80, in faect, that
violinists experience little difficulty in taking up
the mandolin-banjo (these two instruments also
are strung the same) as an additional source of
income. But to artistically play the regular, full-
length-necked banjo with the pick or with picks, is
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‘a different proposition from manipulating the
mandolin-banjo, which is practically a short-
.necked mandolin. Nor is the resultant tone from
each instrument at all alike. That of the mandolin-
banjo is higher, more shrill and, for a solo instru-
ment, nil. On the other hand, and when played with
the plectrum, the tone of the banjo is deeper, more
full and of greater musical resonance. Anyone who
is inclined to doubt this statement has only to
listen to Alfred A. Farland or Thomas W. Carey.
Yet bear in mind this truth—that, although the
king may play the clown, the clown may not ape
the king without having as basis something of
blood and birth, namely, musical intelligence and
susceptibility to training.

The question naturally arises—if playing the
regular banjo in this style is such a musical bo-
nanza, why are there so few leading players in
public? The answer is very simple—the time, skill
and application required, a lack of knowledge of
the popular demand and perhaps a broader lacking
of proper instruction and comprehensive methods.
Nevertheless there are players today who are reap-
ing a rich harvest from hotel and cabaret work
and on vaudeville circuits. As previously stated,
there is no royal road in learn-

the banjoist’s equipment is complete plus some
more.

The great dearth of public performers in this
form of banjo playing who are not making plectrum
hay while the banjo-sun shines, in all likelihood is
due to two essential reasons; first, the lack of pub-
licity as to its possibilities and its widening pop-
ularity, and, second, the same lacking as to where to
obtain necessary and proper instructions with
methods. It is because of this lack, with an added
sole desire to help boost the banjo, banjoists, C
notation and plectrum playing, which has called
forth this editorial—in toto, to help every banjoist
to realize ‘“What a Change!” {

Tae CapeEnNza does not ever mean to boost one
man’s goods at the expense of those of other men,
nor does it intend to give more prominence to one
teacher than to another, but as a means to an end
it must particularize in this instance. That the
adoption by the American Guild of the C notation
for the banjo is the biggest boon which ever befell
the instrument is unquestionable, and that the
old A notation is now practically a thing of the
past with the successful and progressive teachers,
is fully evidenced to the publishers by the demand.
Furthermore, to prove that this

ing to play the banjo in this
style, for neither six weeks nor
six months will effect its ac-
complishment. To the inde-
fatigable workers, however—
and who ever became a head-
liner or top-notcher with any
instrument without work—to
such ones any toil and tedium
attached to the task in the be-
ginning pays its toll later in
rich rewards.

Tae CapeNzA has in mind
one such worker in Boston who
is now doing nothing but this
style of banjo playing, and
“nothing’ in his case means
Sfull time all the ttme. He is Mr.
Jos. Donovan, a popular ban-
joist playing during the past
season in the Palm Garden at
Nantasket Beach, drawing good

We hav n’t had time to
think of all the things we
should be thankful for,
but we cannot forget the
debt of gratitude we owe
for the mere privilege of
living now, when, as never
before, honest effort, per-
severance and achieve-
ment are appreciated and
rewarded; when thorough-
ness and integrity do not
pass unrecognized, and
when success cannot be
de.tied the deserving & &

demand is fact and not fiction
and that back of the fact is a
desire to have resurrected some
of the good old banjo numbers
which are now nearly in obliv-
ion, let us specify one order re-
cently received by Publisher
Jacobs from a well-known Bos-
ton teacher. This order came
{from Mr. Fred C. Martin and
called for 50 copies each, in C
notation, of nearly a dozen
numbers, some of which are in
the old Gatcomb catalog in the
A notation. Among them were
W. D. Kenneth’s ‘“Minor Jig"”
and once of great popularity.
“Purling Brook Waltz,” ‘“Mo-
desta Schottische’” and others
of like musical calibre. This
particular order is cited as an
indication of the trend, and

crowds for the garden and good i .
money for himself. At this writing he is a musical
attraction at the big Hotel Lenox, playing evening
work from 10 to 1 (Sundays excepted). Thisleaves
all of the days and part of the nights of the whole
week open to himself, which are profitably filled by
playing elsewhere in solo or smaller ensemble to the
tune of good American dollars. Commercial, some-
one shouts! Yes, commercial to the backbone, but
he also is artist and musician to boot. Yet even art
cannot subsist by faith alone—in homely English, on
wind-pudding made from diluted milk and mixed
without “‘salt’ or ‘‘sugar.”

The first lesson to be drawn, then, is to take
advantage of the change and plectrum the banjo
while the plectruming is good, while the second is to
learn how. But to reap results it must be with
a real instrument, and not with a near-banjo
and almost-mandolin., Given, then, the player, the
Electrum and the straight, honest-to-goodness

anjo, and the banjoist is well equipped. Now add
to these energy plus ability plus determination and
plus a thorough knowledge of C notation, and
there is no handicap and hardly a limit. Mr. Don-
ovan is one of the performers in public (and there
are others) who has successfully demonstrated that,
with C notation as expediency and plectrum play-
ing as tonality, the solo banjoist has opened to him
a broad repertory of big solo numbers, and strange
to tell it is this repertory of hitherto supposedly
unadaptable music to the banjo which has made his
reputation and brought him his popularity. In
addition to this is the lighter music that is given a
new coloring by the plectrum, and the greater
facility in reading ang handling ensemble part-
work by the C notation. Given, the whole, and

other calls are constant for C
notation arrangements of heavier numbers in solo
and ensemble for both finger and plectrum work.

The first requisite in studying C notation and
plectrum playing is a live, active, on-the-tick-of-
the-second teacher, while the second is a compre-
hensive method or methods. Unfortunately, how=-
ever, for intending plectrum students, good meth-
ods for plectrum playing in C notation are more
scarce than plentiful, but one of the most recent
is ““ Armstrong’s Plectrum School for Banjo”’—*“A
Graded Course in the Art of Modern Banjo Play-
ing for the Stage and Concert Platform.” This
method is by the veteran banjoist, Mr. Thomas J.
Armstrong, and is the second particularization
mentioned above as a means.

Perhaps the best way of describing the merits
of any book is to reproduce something of what is
actually in it. Therefore (with the practical illus-
trations of letter fingerboard, scales, chords, man-
ner of holding the plectrum and the producing
points of tone contact necessarily omitted), the
first page of the book is here quoted in part as
follows:

“The manifold advantages derived from plec-
trum playing are so clearly evident, that a host of
musicians in other branches of music have actually
changed front in their attitude toward the banjo,
and have become enthusiastic ‘pick’ players them-
selves. Plectrum playing enables the beginner to
produce a good tone from the start, whereas in
finger execution it takes several months for him
to secure anything like a musical tone. Plectrum
playing is the ideal method during the elementary
stages, for it transforms the banjo from a staceato

(Continued on page 41)
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‘“Every One A ‘Gibson’-ite”’

The Canouse Mandolin Orchestra of Bloomsburg, Penn.

Miles E. Canouse, Conductor, Teacher and Soloist, writes: “Give me the ‘Gibsons’
every time for sweetness of tone. They are praised every place we play. The ‘bugs,’
or bowl Mandolins, must take a back seat. If it were not for the ‘Gibsons,” we could
not have met with the success we have.”

The
Gravitation
of Worth

NIRRT GIBSON MANDOLIN-GUITAR COMPANY, 500

When you write to advertisers, introduce yourself by mentioning The Cadenza
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F your competitor possesseth that which
maketh him wore than you, he masters you,
and around him you must revolve by the

gravitation of worth.

If he possesseth that only which holdeth him /ess than you, you rule with
like facility.

You are master through worth or mastered by worth, and the presence
or absence of the “Gibson” determines which for you, for true worth de-
termines the true measure of your plectral success.

Thus, having comes before being, or genius is hid from all the world, for not
even genius can play into an instrument what is not there.

Thas law of possession before expression writes the laws of your rise or fall,
your success or failure, and equally applies to organizations as well as
individuals; Mandolin Orchestras as well as Soloists; Amateurs as well
as Professionals.

Though you brag, this law does not touch you—the brag is on your lips,
the conditions are in your soul.

For actual worth is the magnet, the lode stone, that attracts its kind—a
great instrument attracts the Great.

And here are the superlative particulars that total the force of gravity that
4 '+ g
pull the Great “Gibson”-ward:

1 Graduated sounding-boards 14 Oval frets. 25 Stationary guitar tail-pieces.

and back-boards. 15 Elimination of rattling or 26 Adjustable bridges (perpen-
2 Non-warpable necks. buzzing, caused through sy m- dicular) for wire or gut
3 Stradivarius arching. pathetic vibration. ) stringing.
4 Vertical set string drums. 16 Permanently guaranteed be- 27 Complete Mandolin family
5 Side-of-neck position dots. cause few parts. f i s

. e ; rom first Mandolin to Man-

6 Low body for high-position 17 No ribs to become unglued. g st

fingering. 18 Easily held. R 7 $
7 Tilted neck, high bridge, ex- 19 Elevated guard-plates. 28 A Harp-guitar with a strain-

tension tail-piece. l 20 Increased compass. ing rod that permanently
8 Increased string pressure. 21 Elimination of sharping of Withepande the nisi, ot
9 Minimum strain on strings. tones in upper positions. SIxrCen SLTIER:
10 Larger and thicker sounding- 29 The voicing of the separate

boards. 22 Gl."afiuated.tone-bars. instruments to insure tonal
11 Bigger tone. 23 Divided bridges. contrasts and yet of perfect
12 Easy action. 24 Acute angles of strings elim- affinities in the tonal mass.
13 High f{rets to insure light inated.

touch.

Scores of other superlative points in Book “J” free for the asking.

And does this intrinsic worth lift you to an advantage for which you are
too small ?

Think here a little, for the world has gone “Gibson.”

Do business on our capital. Stock furnished. We help sell. We pay the advertising.
You pay for goods when sold. Return goods not sold. Try our “STILL HUNT.”

TR OGEE AR

rison Court, KALAMAZ0O, MICH., U. S. A. I[N

Election put the No in November for some of the candidates
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PROBLEM
PROBER

Conducted by
ZARH MYRON BICKFORD

Eminent Teacher, Performer
and Literateur

Questions and Answers

A S. K., Meadville, Pa. y |

Q. What has become of the mandolin with
triple-strings? I used one when I was in college
and got fairly good results, but have been unable
to find one recently.

A. I am very glad to be able to say that the
twelve-stringed abominations which masqueraded
a few years ago as mandolins have almost entirely
disappeared. It is true that some of the better
grade of instruments had a fairly good tone, for of
course the number of strings could have no material
effect on the tone quality, but the great incon-
venience of trying to keep the three strings in
tune, the difficulty of covering them properly with
the fingers and the unevenness of the down and
up strokes made them anything but a ‘“joy for-
ever.” In the early days of what was known as
the fake mandolin school, thousands of these
monstrosities were unloaded on the publie, the
arguments being, providing objections were made,
that three strings were easier to play than two,
the tremolo being more continuous, the tone
that much fuller, ete.

Since the majority of the class teachers who were
sent out by the ‘“‘schools” were anything but
players or teachers, the musical results obtained
were not much worse in many cases than they
would have been with less strings. If, however,
a well-schooled player should attempt to play
on one of these instruments, he would immediately
discover that not only is the tremolo impracti-
cable, but such things as rapid runs are very lame
and one-sided affairs, owing to the necessity of
striking three strings on the down stroke and only
one on the up stroke.

Aside from this, the extra wide fingerboard
makes it a bungling affair and very hard to man-
age. They are very seldom seen in these days and
those still in existence are mostly relics of a decade
or two back.

H. S. F., Columbus, Ohio.

Q. What do you think of the violin as a re-
inforcement to the first mandolin section of a small
mandolin orchestra?

A. 1 confess that I don’t think much of it.
I am a great lovet of the violin and have played and
taught it for years, but it seems to me to be out
of place in a mandolin orchestra, especially a
small one.

An orchestra of medium size could possibly stand
a violin, provided the violinist used discretion
(or a mute), and did not attempt to be the whole
orchestra. In a-mandolin orchestra the idea is to
get the mandolin tone quality and it is possible
for a violinist to approximate this effect by a
judicious use of staccato, or non-legato, and at the
same time to assist in making the general effect
more legato.

If a bowed instrument must be used, a better
effect can be obtained with a cello, or even a viola.

A. V., Ann Arbor, Mich.

Q. Can you explain why my mandolin sounds
“dead” on some days and ‘“‘lively’” on others?
Changing strings has no effect on the “off”” days.

A. This difference can only be accounted for
by the fact that the presence or absence of humid-
ity in the atmosphere has an effect, not only in the

resonating powers of an instrument, but also in the
way sound waves strike and are recorded in the
human ear and brain. This will explain why the
change of strings has no effect, since there is
practically no change in the instrument itself,
bllllt only in the manner in which the tones strike
the ear.

H. A. R., Detroit, Mich.

Q. Is a guitar-banjo resonant enough to have
good effect with a small combination (using no
piano), for dance work? I have heard that it is a
loud instrument, but have never had an oppor-
tunity to try one. :

A. The guitar-banjo has considerably more
‘“‘pungency’’ than the guitar, and would of course
come nearer to the desired effect in a dance or-
chestra, but even this would hardly give the
required foundation, at least unless there were
several. Why not use a mando-bass in connection
with the guitar-banjo, or even with the guitar?
This would make up in a large measure for the
absence of the piano, and with a good husky
player, would give sufficient background for any
small combination.

A. L. M., Groton, Mass.

Q. How many kinds of aceents are there, as
applied to musie?

A. There are two varieties of accents used in
music. The first and the one perhaps most com-
monly called for, is the dynamie accent, which is
accomplished by making a note louder or stronger.
This accent is of course produced in about as
many ways as there are instruments.

For example, on the banjo, guitar and harp, the
string is pulled or picked with more suddenness
and force than usual, while the plectrum instru-
ments require a sudden forceful stroke of the
plectrum or a sudden ‘‘bearing on,” if the tremolo
1s being used. The violin, cornet and piano have
their own peculiar methods of producing accents
as does almost every other instrument. The other
accent referred to i1s called the agogic accent and
is made by slightly prolonging the note.

This accent is constantly made use of by artists,
and while it could have no place in dance music or
music in which the characteristic feature is an
unrelenting rhythm, it is one of the most important
factors in the higher art of interpretation and
expression. It is indeed analagous ta the slight
prolongation of, or the slight pause after, an im-
portant .word, as so often exemplified by the
public orator.

This accent is not one to be used unknowingly
or in a free and careless manner, since it could
easily be turned into a nuisance and trouble-
maker. The dynamic accent means tone-shading
and the agogic accent time-shading.

E. T. G., Buffalo, N. Y.

Q. Why is it that the publishers of popular
music do not issue playable and characteristic
arrangements for the banjo? Practically all the
‘“‘Popular Folios’’ which are issued in conjunction
with the mandolin and guitar books are not banjo
arrangements at all, but are either single notes,
like the mandolin parts, or forms of chords which
are not congenial to the banjo. I also notice that
they are still issued in the old-time A notation,
which has already been dropped by practically all
progressive teachers of the instrument.

A. I confess that your question is a ‘‘poser,”
and is one of the things which I have not been
able to understand. Probably one of the main
reasons for the condition of things is the apathy
of the banjoists themselves, for it is morally cer-
tain that the publishers do not issue even poor
arrangements, (or de-rangements), merely for the
love of the thing, and if banjoists would demand
})la,yable and characteristic arrangements, I be-
ieve the publishers would meet the demand, for
it is immaterial to them what key is used, or, in
most cases, who makes the arrangement.

It is only logical to assume that an arranger
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Redemption
Days No.s

All failures inflicted by tone solving methods
quickly achieve under the Hartnett System.

I took lessons in Brooklyn from —(?)— and —(?),—
about sixty in all, and gave up in despair.
five lessons under the Hartnett System I learned more
than in the two years under the old methods.

. After

(Signed) J. D. COOK.

ANSWER, or redeem you if you are one.

Hartnett System, including Developer and Mute,
$2.00. Tone-bar, Tone-lever, $2.00 each. Banjo
Bridge, 15¢c. Arm-Rest, 75¢. Pick Holders, 20c

TEACHERS ! Hundreds of ‘‘Redemption” letters to hand. (Files open to inspection.) The answers to the above brack-
° eted questions make interesting history.

ORDER NOW ON A MONEY BACK BASIS.

D. E. Hartnett

The Hartnett System can prevent you from becoming an

71 West 23rd Street
Masonic Hall
NEW YORK CITY

who is himself a practical banjoist (not necessarily
a brilliant soloist), will make a more practical
and banjoistic arrangement than one who simply
knows the instrument in a theoretical way. I am
glad to be in a position to state that at least one
large New York publishing house is shortly bring-
ing out several arrangements of the popular songs
of the day, as real banjo solos, arranged in a prac-
tical manner by one who knows the idiom of the
instrument. It would seem that banjoists should
be wide awake enough by this time to see that the
C notation is not only the only practical thing to
use, but that it is here to stay, and that it is up
to them to demand from publishers the right kind
of arrangements, which of course includes putting
things in the right key.

In this connection, it must be said that the
banjo arrangements issued by the publisher of TaE
CapENza (referring especially to the things in
popular style) are among the most banjoistic of
any which are being issued at the present time.

A. L. S., Chieago, Ill.

Q. How many present or past artists on the
guitar, mandolin and banjo have written or
performed Concertos for these instruments?

A. It would be impossible to give off-hand a
complete list of Concertos, composers and per-
formers, but I may be able to give you at least a
general idea. Paganini wrote a Concerto for the
guitar which both he and Ferranti performed at
their concerts. -Giuliani and Legnani also both
wrote and performed Concertos for this instru-
ment, and in more modern times Ernest Shand,
the celebrated English guitarist, composed and
published by subsecription a Concerto for guitar
and piano (also string quartet accompaniment),
which he played at numerous concerts in England
a few years ago. The writer of this department
has also written a Concerto for guitar and piano,
which was performed at the last Guild Convention
in Washington by Vahdah Olcott-Bickford, with
the composer at the piano, and which, should
there be a sufficient demand, will be published in
the near future. Mrs. Bickford also has in her
repertoire the Concerto by Shand, mentioned
above. :

As to Concertos for the mandolin, the two
which stand out most prominently are Pettine’s
‘“Patetico’”” and the Concerto in A minor by La
Scala. These have been' performed by both
Messrs. Pettine and Place, as well as by several
other mandolinists. Mr. S. A. MecReynolds
now of Chicago, has written five Concertos for the
mandolin and performed one of them at the Guild
Convention in Cleveland in 1914, with mandolin
orchestra accompaniment. The writer has in
his repertoire a Concerto for the mandolin by J.
Dolph-Heckel, and incidentally has also per-
formed the McReynolds Concerto. Various violin
Concertos have been performed by mandolinists,
especially the Mendelssohn, while D. C. Dounis,

the young Greek virtuoso, plays the Paganini,
Saint Saens, Vieuxtemps and I am not able to
state how many more Concertos.

Among the American mandolinists who have
played the Mendelssohn and De Beriot Concertos
are Messrs. Pettine, Abt, Levin and Place.

. With the exception of that written by the great
violinist, Vieuxtemps, (but never published), the
banjo cannot as yet boast of a Concerto. The
only banjoist who has ever really played a Con-
certo on the banjo is Alfred A. Farland, and his
rendition of the last two movements of the Men-
delssohn Concerto have been such as to call forth
the highest praise from musicians and eritics all
over the country. He also plays a part of the De
Beriot Concerto.

A few other banjoists have attempted the
Mendelssohn number, but have never succeeded in
giving it an adequate rendition.

W. O. L., Philadelphia, Pa.

70t Do. you advocate the use of the metal
picks or thimbles for the right-hand fingers in
playing the steel guitar?
. 2. Is it possible to-avoid the disagreeable serap-
ing sound caused by sliding the steel on the bass
strings when making the vibrato on chords?

A. 1. Whether picks should or should not be

used depends on where one is playing and whether
a loud and noisy effect is desired.
. My personal preference is to use the bare fingers
in playing this instrument, unless it is in combina~-
tion with other instruments where greater volume
is desired, or in a large hall. The musical effect
to my ears, at least, is far superior without the.
picks, for while it is possible to acquire a touch
with them which does not greatly offend the
musical ear, to get entirely away from the metallic
clang is almost an impossible task.

The way to avoid this scraping is not to
scrape. If you will take notice of the finger of a
violinist or cellist when he is making the vibrato,
you will observe that the finger does not once
change its point of contact on the string, but makes
a sort of rolling motion from side to side. The
hand itself moves perhaps half an inch from side to
side, in the direction of the length of the string.

The very same principle applied to the steel
produces a beautiful vibrato without ever a dis-
cordant seratch. The method is simply to rest
the steel very lightly and very loosely on the
strings, balancing it between the second finger
and the thumb while the first finger lays along the
top of it and gently rolls it from side to side, with-
out allowing the bottom edge to slide out of its
position, directly over the fret.

It is well to caution against an exaggerated use
of the vibrato, since it is always possible to get too
much of a good thing.

Possible Employer—‘“Hum. My boy, do you
tell lies?”
Jimmie—‘‘No sir, but I kin learn!”

Results count—in advertising as well as elections
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should Guild business be taken up in letters, any portions of which
are addressed to The Cadenza or the publishing house of ‘Walter Jacobs.
This is essential in order that files may be properly kept and for the
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Chapter Secretaries are asked to bear in mind that music programs
given by their chapters are important features of their monthly reports.
The Official Organ desires to give prominence to all B. M. & G. programs
and especially to those of Guild chapters. That this feature may be
up-to-date, it is important that programs be mailed promptly—even
before the date of concert or recital when possible to do so with assur-
ance of accuracy. Printed or typewritten program copy is of course
most acceptable.

CONVENTION ANNOUNCEMENT

The Board of Directors announce the appoint-
ment of the following committees to have charge
of the various features of the sixteenth annual,
which will be held in Boston early in 1917.

Concert Committee. Walter Vreeland, Boston,
Mass. ; Giuseppe Pettine, Providence, R. I.; W. M.
Rice, Cambridge, Mass.; Z. Myron Bickford, New
York City.

Hotel and Reception Committee. Edward Howe,
Boston, Mass.; Geo. Bemis, Boston, Mass.; Fred C.
Martin, Boston, Mass.; George Audet, Boston,
Mass.; Mrs. C. V. Buttelman, Boston, Mass.;
J. A. Handley, Lowell, Mass.; Ida Eschelman,
Meadyville, Pa.; Mrs. E. F. Goggin, Schenectady,
N. Y.; Mrs. W. J. Kitchener, New York City.

Banquet and Entertainment Committee. C. V.
Buttelman, Boston, Mass.; John Worley, Boston,
Mass.; Fred C. Martin, Boston, Mass.; F. E. Cole,
Boston, Mass.; Walter Jacobs, Boston, Mass.

Literary and Educational Program Commiltee.
Cora L. Butler, Port Richmond, N. Y.; L. A.
Williams, Kalamazoo, Mich.; Alice Hill, Wash-
ington, D. C.; Daniel Teague, Peekskill, N. Y.

Trade Exhbits Commaltee. D. L. Day (Vega Co.),
Boston, Mass.;J. C. Freeman, Chicago, 1l1.; George
Maulbetsch, Newark, N. J.; Wm. C. Stahl, Mil-
waukee, Wis.

The convention program outline, prepared by
the directors for the benefit of the committees, is
given herewith, more complete details regarding
dates, official hotel, soloists, ete., to appear in the
December issue of the official organ.

CoNVENTION OUTLINE

Saturday. 8.00 P.M.—Annual meeting of Board
of Directors. g

Sunday. A;‘rlvallz registration, reception. Re-
‘ception committee in charge. ?

Monday. 10.00 A.M.—Business session (order
of business according to Guild by-laws). 2.00
P.M.—Business. 3.30 P.M.—Round table; five-

minute papers. 5.00 P.M.—Committee and Board
meetings. 8.00 P.M.—Theatre party or the like.
Tuesday. 9.30 A.M.—Business. 10.00 AM.—
Special educational program. Afternoon—De-
voted to sight-seeing. Evening—Concert.
Wednesday. 10.00 A.M.—Special features by
Trade exhibitors. 2.00 P.M.—Chapter round table.
3.00 P.M.—Closing business session, reports of
special committees, ete. 6.30 P.M.—Banquet.

THREE NEW CHAPTERS

Cleveland, Oklahoma. F. B. Richardson, who
affiliated with the Guild as a professional member
October 12, 1916, submitted a complete organiza-
tion report for Cleveland Chapter No. 40 on Oc-
tober 24th. This rapid action, which holds the
Guild record to date, was made possible by the fact
that Cleveland already had a live B. M. & G.
society and the perfection of the organization as a
Guild chapter was easily accomplished. Officers
and members of the chapter are as follows: Glenn
Moore, president; Florenee Creed, vice-presi-
dent; F. B. Richardson, chapter secretary; Blanche
Brentnall, recording secretary and treasurer;
Myrtle Nobles, librarian; F. B. Richardson, musical
director; Mrs. F. B. Richardson, Opal Brentnall,
Margaret Wasson, Truth Smith, Elsie Jones,
Francis Rushing, Vietor Creed, Carmen Lame,
Ruth Shepherd, Sadie Squires, Byron Lawton, Jos.
Lawton, Mrs. Ralph Chadd, Ralph Chadd, Dom-
enico Hagliardo, Ruth Robecrts. Regular chapter
meetings will be held the last Monday of each
month. The Guild welcomes this thriving new
chapter and hopes to meet representatives from the
Oklahoma Cleveland, at the next convention.

Orange, N. J. On October 11th Orange Chapter
No. 44 formally organized and made application
for a charter. The following officers were elected;
Walter Becker, president; Voorhees G. Cheatham;
vice-president; William B. Palmer, secretary;
Isabel Young, treasurer; Frank E. Savale, chapter
secretary and director. The chapter has a charter
enrollment of eighteen and anticipates adding
several new names at once. The first meeting was
in the form of a Hallowe’en party held on Novem-
ber 1st, at which all the members appeared in
costume. Chapter Secretary Frank E. Savale,
who is becoming well known among Guild mem-
bers as an instructor and director and Guild booster
is to be congratulated upon the excellent start made
by his chapter.

Marion, Ohio. Walter C. Bave is the moving
Guild spirit in this city which is a new spot on our
official map. Mr. Bave has done a great deal to
bring fretted instruments into favor in his city and
in making an application for the chapter charter
states that he is enthusiastically for the Guild and
the chapter plan. Complete organization report
of Marion chapter will be given next month. Re-
ferring to the Marion Mandolin Orchestra, which
formed the nucleus for Mr. Bave’s chapter, a re-
cent issue of the Star said:—‘‘The music lovers of
Marion are promised a treat in the appearance of
the Marion Mandolin orchestra, who are on the

rogram for both evening performances at the
g/la,rion tomorrow as a special added attraction.
This organization consists of fourteen members,
all of whom are highly proficient upon their differ-
ent instruments—guitars, mandolins, mandolas,
‘cellos, ete. The personnel of the orchestra is as
follows—J. Brokaw, Amos Burgess, F. S. Cheney,
W. H. Williams, P. Drollinger, E. Harraman, C. R.
Leavens, E. Harrold, Fred J. Holden, Jr., Harold
Osmun, Phil Rea, Walter C. Bave, director.
The orchestra scored another success at a recent
Y. M. C. A. reception which was attended by over
500 people.

Mr. L. W. Beach, Cincinnati, Ohio, has affili-
ated with the Guild as a_professional member.
Mr. Beach conducts §evera,l schools of musie, the
largest of which is located in Cincinnati.
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CHAPTER NEWS

Philadelphia—November 17th is the date of the
fall concert and dance given by Philadelphia
chapter at the chapter house headquarters, printed
invitations being issued early in November. Copy
of the program received by the secretary-treasurec
shows much evidence of a delightful entertainment.
Soloists for the concert are George C. Krick,
guitar; Harry C. Watt, mandolin; Dr. Willam
R. Webb, banjo. Members of the ensemble under
the direction of Carl Tschopp are: Arthur Bam-
forth, J. Val. Bryan, Horace Cooper, Catherine
Courduff. Bertha N. Green, George P. Giloert,
Tillie M. Hartley, John Heller, William I. Irvine,
C. Fred Kuebler, Catherine Krocger, Francis P.
MecElroy, Elizabeth M. Neitz, Henry Nietz, Pros-
per T. Profet, Mina Rittenhouse,+ Alvah Ritten-
house, Sylvester Rittenhouse, William H. Sherry,

Ellwood J. Stiles, Charles E. Ziegler. The follow-
ing is the program in detail:

PART 1.
March—*‘The Crescendo.” Op. 51.......00c00uuuun Odell

Philadelphia Chapter of American Guild
Mandolin Solo—*' Second Capriccio di Concerto’’ . .Arienzo
Mr. Harry C. Watt, accompanied by Mr. J. Morris Dalton
Quartette—

(@) NHBRel . ... 8 i e b o e I I e e Beethoven
(b) ‘““Song to the Evening Star”............. Wagner
: C. Fred Kuebler, Jr., First Mandolin
John Heller, Second Mandolin
William i. Irvine, Mandola
Arthur Bamforth, Mando-Cello
Banjo Solo—=Selected
Dr. William k. Webb, Jr.}.) icltc:(imp%m'ed by Carroll M. Felton
) AW B 91

Overture—‘‘The Bridal Rose’.............c... Lavallee
iladelphia Chapter of American Guild
Guitar Solos—

(a)- - e GeRdaliers ;s oL s ulia i L SR Mertz
(b) ‘Annie Laurie,” Transecription......... ... Zoden
(c): HEanICho | UATADS " a0, e e et e Tariega

Mr. George C. Krick

Banjo Selection—*Pro Patria’................ Grimshaw

hiladelphia Chapter of American Guild

Ensemble—‘‘ Echoes of '61"

Philadelphia Chapter of American Guild
Newark, N. J. A.J. Weidt, C. S., sends in per
capita tax for twenty new members of Newark
Chapter No. 14. Mr. Weidt and the chapter are
hard at work on the big concert recently announced
in this magazine. The new members are: Hattie
Read, David Shaw, C. T. Tomaras, Ted Cussard
W. S. Marlatt, Mr. Javalas, D. R. Munsick,
Frederick Groel, Jos. Reid, Joseph Farella, N. A.
Norrito, Emma Engel, Miss Leopold, Florence
Corcoran, Stanley Niewrack, Helen Hillen, Harry
Conklin, Wm. Ronnan, J. Stahl, Jennie Van Dyke.

Niagara Falls, N. Y. Carroll N. Parker, who is
doing his share, and a little more, to advance the
interests of the fretted instruments in his city, has
been appointed chapter secretary pro tem of Niag-
ara Falls chapter.

Atlanta, Ga. Mrs. L’Ella Griffith-Bedard is
chapter secretary pro tem of Atlanta chapter.
Her sister, Mary Butt Griffith will assist her in
organizing the chapter.

Siouzx City, Ia. Charles Templeman will organize
a chapter in this city, and will assist in organizing
other chapters in Iowa.

Deputy Field Secretaries

Authority was given the Field Secretary by
the 1916 convention to appoint assistant secre-
taries, it being apparent that such increase in the
field and executive force would be for the best
interests of the Guild. Accordingly, the S. T. and
F. S. has asked the Board of Directors to confirm
the several appointments, and with the approval
of the Board, the names will be published from
month to month with accompanying brief sketches
of the appointees. This month we are pleased to
anrounce the appoirtment of Mr. Charles A. Temple-
man of Sioux City, Ia.

It is better to have reward for heroism in the
form of a cheap medal than an expensive tombstone.
B Rg :
Eternal suspicion gives one who harbors it a
bad advertisement.

GUILD GOSSIP

Mr. S. Friedland, 2 professional member of
the Guild and a recent resident of Battle Creek,
Michigan, has located in Indianapolis and is pre-
pared to accept pupils on the mandolin, mandola
and mando-cello. His work will be among the
students of the University of Indiana.

Mrs. Virginia J. Ellis, who has been known as
a member of the California contingent of B. M. &
G. teachers, has located in Kalamazoo and expects
to open a studio. Although Mrs. Ellis is a new
member of the Guild she has been teaching for
a number of years and she has the best wishes of
the fraternity for success in her new field.

Sterling Place is the name of one of the most
prominent Guild members of New York State.
Mr. Place is making his home with Mr. and Mrs.
William Place, Jr., Syracuse. He has not been in
this country very long but it is understood that
he is quite well pleased with his location and, need-
less to say, both Mr. and Mrs. Place are more than
happy. Congratulations.

Sig. Giuseppe Pettine has been obliged to take
larger quarters for his studio and has moved from
No. 709 to 708 Lederer Bldg., Providence, R. T.
Although the move is a short one it has afforded
better accommodations and more room. This
evidence of continued and growing success is grat-
ifying to the many friends of Sig. Pettine. ;

The secretary-treasurer acknowledges a
pleasant half hour chat with Robert M. Holmes
of Plymouth, Massachusetts. Mr. Holmes, who
recently joined the Guild, is well known as an
ardent exponent of the banjo and, although he is
engaged in the mercantile business, still retains
his active interest in the instrument of his choice
and accepts as many pupils as his time will al-
low. He is now working with a very promising
class and expects to be able to present them in
concert during the coming season.

Tuae CapeEnza and Guild offices are in
to Mrs. L’Ella Griffith Bedard of Atlanta (11’211') t:g
exceedingly pleasant although very brief call. Mrs.
Bedard and her sister, Mary Butt Griffith, are
gifted musicians, having charge of the string in- l

strument (mandolin, banjo, guitar, Hawaiian steel
guitar, ukulele) department of the Southern {
University of Music of which Kirk Mueller is |
|
|

very

director. These ladies are pupils of their m.

Mrs. Mary Butt Griffith, who is aeknowlg‘(;il;%%
to have no superior in the South, and her daugh-
ters are becoming equally well known as favorite
musicians of Atlanta. Guild members will be glad
to welcome Mrs. Bedard and Miss Griffith to our
professional ranks.

B. W. DelLoss, a professional Guild member for
the past year or so, who made many friends in
the Guild during the last convention, has allowed
himself a vacation from his duties at Washington
and for the past few weeks has been taking life
easy at Annapolis. ¢

Several Guild members won recognition in the
mandolin eontest conducted by the Italian Bazaar
Saturday, October 28. Mrs. Oleott-Bickford, W
Ji Kitchener and Z. Myron Bickford received med-
als.

Walter F. Vreeland of Boston has to s i
his duties as a Guild director in with hig nlgzgfél
practically every other minute of his time, outsidé
of a few sleeping hours, being taken by pupils.

W. M. Rice, Guild director-elect, Harvard ban;
club-coach, teacher, conductor of The Banjois? 1(1139(1
partment in this magazine, is another busy man—
not a period open on his schedule.

Kerry M. Wirsing, who for some tim i
F. M. Dell in his studio at Flint, Mich., and 1 o0
conducting his own studio at Uniontown, Pa,., has
affiliated with the Guild as a professional member
Mr. Wirsing has the best wishes of the fraterm'ty:
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GUILD CHAPTERS

@ This list is the ‘“who's who’’ and *‘ where's where'’ of Guild

Chapters, and is published for the benefit of the fraternity.
Authorized Chapters which have not completed afiliation are so
designated.

Atlanta, Ga. (not chartered)—IL'Ella Grifith-Bedard, C. S. pro
tem, 488 Peachtree St.

Bakersfield, Calif. No. 29—E. A. Shelton, C. S. Regular meetings
last Wednesday in each month.

Battle Creek, Mich. No. 9—Edna Dole-Wilcox, C. S., 135 W. Van
Buren St. Regular meetings first Tuesday in each month.

Buffalo, N. Y. No. 39—J. A. Stengal, C. 8. 100 Kingsley St.
meetings first Tuesday in each month.

Cherrydale, Va. (not chartered)—Ellery B. Gordon .C. S. pro tem,

Chicago, Ill. (not chartered)—S. A. Campbell, C. 8. pro tem, 400
Kimball Hall.

Cleveland, Ohio No. 5—Walter Piper, C. S., 10553 Euclid Ave. Regu-
lar meetings second Tuesday in each month.

Cleveland, Okla. No. 40.—Frank B. Richardson, C. S.,
Regular meetings last Monday in each month.

(not chartered)—XK.ttie Allen, C, S. pro tem
(not chartered)—Ben B, Miller, C. S. pro tem, 1708

Regular

Box 177 .

Dawson, Ga.

Duluth, Minn.
Jefferson St.

Erie, Pa. No. 35—W. B. Connolly, C. 8., Y. M. C. A. Regular meet-
ings first Tuesday in each month.

(not chartered)—Geo. E. Bell, C. 8. pro tem.

Frankfort, Mich. No. 33—Harker W. Kirby, C. 8. Regular meetings
first Thursday in each month.

Fresno, Calif. No. 16—S. L. Polito, C. 8., 1051 Roosevelt St.
Fostoria, Ohio. (not chartered)—A. R. Smith, C. S. pro tem.

Grand Rapids, Mich. (not chartered)—Mrs. Adabelle Dillabaugh,
C. 8., pro tem 6 Empress Theatre Bldg.

Jackson, Mich. No. 2—Chas. Sparks, C.S. Y. M. C. A.

Jackson, Mich. No.34—Russell Hauk, C.S 127 8. Durand Ave. Re-
gular meetings first Thursday in each month,

Kalamazoo, Mich. No. 32—Jas. H. Johnstone, C. 8., 428 Academy
St. Regular meetings second Tuesday in each month.

Farmington, IIl.

Lansing, Mich., No. 31—Lester Palmiter, C. S. Regular meetings
Friday of each week.

Las Animas, Colo. No.
sixth of each month.

Lawrence, Mass. No. 20—J. L. Ivers, C. 8., 373 Howard St.
meetings last Friday in each month.

Lincoln, Neb. (not chartered)—Mrs. Louie M. Allen, C. S. pro
tem, 345 N. 11th St.

Marion, Ohio. No. 43—Walter C. Bave, C. S., 265 8. Vine St. .

Meadeville, Pa. No. 3—Mae Walther ,C. 8., 779 Liberty St.
meetings Tuesday of each week.

Newark, N. J. No. 14—A. J. Weidt, C. S., 439 Washington St.
lar meetings third Thursday in each month.

Newport, Ky. (not chartered)—Eugene Giancola, C. S. bro tem,
1123 Putnam St.

New York, N. Y. No. 4—Wm. B. Evans, C. S., 4088 Park Ave. Regu-
lar meetings first Saturday in each month.

New York, N. Y. No. 25—W. J. Kitchener, C. S., 448 Riverside Drive.
Regular meetings first Thursday in each month.

Niagara Falls, N. Y. (not chartered)—Carroll N. Parker, C. S.
pro tem, 300 Jefferson Av.

Ncixifzoslk, Va. (not chartered)—Geo. H. Davies, C. S. pro tem, Box

21—D. Peterson, C. 8. Regular meetings

Regular

Regular

Regu-

Orange, N. J. No. 44—Frank E. Savale, C. 8., 5 Fairview Ave.
Peekskill, N. Y. (not chartered)—Daniel Teague, C. S. pro tem,
Ballard Bldg.

Peoria, Ill. No. 10—C. C. Castle, C. S., 825 Lincoln Ave.

Philadelphia, Pa. No. 31—J. Val Bryan, C. 8., Chestnut St. Regular
meetings second Thursday in each month.

Portland, Me. No. 18—S. A. Thompson, C. S, Y. M. C. A. Bldg.
Regular meetings fourth Thursday in each month.

Portland, Ore. No. 27—H. A. Webber, C. 8., 2 14th St.

Port Richmond, N. Y. No. 22—Cora L. Butler, C. S., 2074 Richmond
Terrace. Regular meetings first Tuesday in each month.

Providence, R. I. No. 1—David Anderson, C. S., 23 Broad St.

Pueblo, Colo. No. 28—Andy Vogel, C. S., 312 Bradford St. Regular
meetings first Tuesday in each month.

St. Louis, Mo.
2328 Union St.

Sacramento, Calif. No. 30—Laura C. Waters, C. 8. 3306 Magnolia Av
Salem, Ohio. No. 11—W. Ewing Marks, C. S., 10314 Main St.
San Jose, Calif. No. 15—Mrs. Mae Muntz, C.S., 94 S. Seventh St.

Schenectady, N. Y. No. 8—E. F. Goggin, C. S., 417 Union St. Regu-
lar meetings second Monday in each month.

Seattle, Wash. No. 7—Paul Goerner, C. 8., 307 Eilers Bldg. Regular
meetings last Thursday in each month.

Sioux City, Iowa. (not chartered)—Charles A. Templeman, C. S.
pro tem, 3510 Sixth Av.

Stockton, Calif. (not chartered)—L. W. Baldwin, C.S. -
STES. Grant ¢, ¢ . : b e

Syracuse, N. Y.
120 E. Fayett St.

Tacoma, Wash. (not chartered)—F. Monroe Planque, C. 8. pro-
tem, Temple of Music. k) »

Union Hill, N. J. No. 12—1J. H. Wark, C. S., 512 Union Place. Regu-
lar meetings first Thursday in each month.

Washington, D. C. No. 19—Walter T. Holt, C. 8., 11th & G Sts., N.W.

Williamsport, Pa. (not chartered)—G. Kliemann, C. 8. .
48 Washington St. ? 9 o A

Yuma, Ariz. (not chartered)—Mrs. S. A. Mitehell, C. 8. pro tem,
Box 471.

(not chartered)—A. C. Brockmeyer, C. S. pro tem,

(not chartered)— Rose Fritz Rogers, C. S. pro tem,

C. A. TEMPLEMAN

Mr. C. A. Templeman took up the teaching pro-
fession in April, 1910, although he had taught as a
side line for several years previous to this date and
a few months later he was elected to the faculty of
Fremont College Conservatory of Music, which
position he resigned in 1912 to accept similar work
with the Morningside College  Conservatory of
Musie in Sioux City, Iowa.

Mr. Templeman’s connection with the Morn-
ingside Conservatory was fraught with achieve-
ment. Less than a year after taking up the work
in Sioux City, he had organized the Morningside
Mandolin Orchestra and given the first annual
concert. This orchestra was very successful and
although the personnel changed from year to year,
as is usually the ease with school ‘“‘clubs”, through
Mr. Templeman’s efforts each season showed im-
provement in the work of this organization, which
made two tours each season—one at Easter and
one at Christmas time—and brought much credit
to the institution which fostered it.

MR, C, A, TEMPLEMAN
Sioux City, Iowa

Mr. Templeman also organized a Sioux City
mandolin orchestra in 1912, giving several con-
certs, which with the concerts by the Conservatory
orchestra totaled about thirty.

Mr. Templeman’s outside work gradually grew
to such an extent that he found it profitable to
sever his connection with the college and open
a private studio which he did in September of
this year. The wisdom of this change is evidenced
by the fact that Mr. Templeman is now giving
more than 50 lessons each week in addition to tak-
ing care of the High School Orchestra, his quintet,
the Sioux City Mandolin Orchestra, a juvenile
orchestra and a banjo club of eight members.
This is almost a full program for even an en-
thusiastic worker, yet Mr. Templeman is planning
to give a big concert in the spring, and with an
orchestra of at least 75 players, and besides or-
ganizing a Guild chapter of his own has accepted
the appointment of deputy field secretary for
Towa. '

In this latter statement there is a double sig-
nificance. Not only has the Guild acquired a man
of ability and energy to further its extension work,
but in Mr. Templeman’s announcement that he
will organize a chapter in Sioux City and in his
acceptance of the appointment of deputy secretary,
we have an unqualified and weighty endorsement
of the Guild and the chapter plan.
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In this column are published the names of trade, profes-

sional, associate and chapter members who have paid dues
for the current year during the month. New members are intro-
duced in other columns of the magazine.

@ GUILD MEMBERSHIP

Trape MEMBERS
25—F. E. Cole, Boston, Mass.

ProreEsstoNAL MEMBERS

187—Walter C. Bave, Marion, Ohio.
188—C. A. Templeman, Sioux City, Iowa.
189—N. M. Beach, Cincinnati, Ohio.
190—Harry M. Wirsing, Uniontown, Pa.
191—Robert M. Holmes, Plymouth, Mass.

192—Mrs. L’Ella Griffith-Bedard, Atlanta, Ga.

193—Mary Butt Griffith, Atlanta, Ga.
194—Ernest O. Cook, Brattleboro, Vt.

ASSOCIATE

77—C. 0. Dodge, Washington, D. C.
78—Geneva Hutehins, New York, N.Y.
79—George Roesch, New York, N.Y.

CHAPTER MEMBERS

991—Hattie Reed, Newark, N. J.
992—David Shaw, Kearney, N. J.
993—C. T. Tomaras, Newark, N. J.
994—Ted Cussard, Newark, N. J.
995—W. S. Marlatt, E. Orange, N. J.
996—Mr. Javalas, Newark, N. J.
997—D. R. Munsick, Maplewood, N. J.
998—Frederick Groel, Newark, N. J.
999—Jos. Reidl, Irvington, N. J.
1000—Joseph Farella, Newark, N. J.
1001—N. A. Norrito, Newark, N. J.
1002—Emma Engel, Newark, N. J.
1003—Miss Leopold, Newark, N. J.
1004—TFlorence Corcoran, Newark, N. J.
1005—Stanley Niewrack, Orange, N. J.
1006—Helen Hillen, E. Orange, N. J.
1007—Harry Conklin, Irvington, N. J.
1008—Wm. Ronnan, Newark, N. J.
1009—J. Stahl, Newark, N. J.
1010—Jennie Van Dyke, Newark, N. J.
1011—Mr. F. B. Richardson, Cleveland, Okla.
1012—Mrs. F. B. Richardson, Cleveland, Okla.
1013—Blanch Brentnall, Cleveland, Okla.
1014—Opal Brentnall, Cleveland, Okla.
1015—Margaret Wasson, Cleveland, Okla.
1016—Truth Smith, Cleveland, OXkla.
1017—Elsie Jones, Cleveland, Okla.
1018—Myrtle Nobles, Cleveland, Okla.
1019—Francis Rushing, Cleveland, OXKla.
1020—Victor Creed, Cleveland, Okla.
1021—Carmen Lame, Cleveland, Okla.
1022—Florence Creed, Cleveland, Okla.
1023—Glenn Moore, Cleveland, Okla.
1024—Ruth Shepherd, Cleveland, Okla.
1025—Sadie Squires, Cleveland, Okla.
1026—Byron Lawton, Cleveland, Okla.
1027—Joe Lawton, Cleveland, Okla.
1028—Mrs. Ralph Chadd, Cleveland, OXkla.
1029—Ralph Chadd, Cleveland, Okla.
1030—Domenico Gagliardo, Cleveland, Okla.
1031—Ruth Roberts, Cleveland, Okla.
1032—Guy M. Baker, Marion, Ohio.
1033—Walter C. Bave, Marion, Ohio.
1034—Jacob F. Brokaw, Marion, tho.
1035—Fred S. Cheney, Marion, Ohio.
1036—Paul Drollinger, Marion, Ohio.
1037—John Endecott, Marion, Ohio.
1038—E. J. Flach, Marion, Ohio.
1039—0. Goodrich, Marion, Ohio. :
1040—F'red J. Holden, Jr., Marion, Ohio.
1041—Ernest Harraman, Marion, Ohio.
1042—Edwin Harrold, Marion, Ohio.
1043—Cecil R. Leavens, Marion, Ohio.
1044—C. L. Midlam, Marion, Ohio.
.1045—Harold Osmun, Marion, Ohio.
1046—Philip Rea, Marion, Ohio.
1047—Earl Ruhlman, Marion, Ohio.
1048—W. H. Williams, Marion, Ohio.

Send fOI‘ NEW —

Ask About His

Thematic Catalogue NEW lSSUE
“JIMMIE?”’ Ma:nl:;;ﬁll:osition for
JOHNSTONE'S | Sier” { S0LOS

HITS Fll Mgy O

FIFTEEN OF ’EM Pub. in Universal Notation

Transposed Parts in
Manuseript

HAWAIIAN STEEL GUITAR AND UKULELE SUP-
PLIES A SPECIALTY. Send for Complete List of Solos

JAS. H. JOHNSTONE &X5i5280, Mitn.

Do Business by Mail

Start with accurate lists of names we furnish—
build eolidly. Choose from the following or any
others desired.

Apron Mfrs. Wealthy Men
Cheese Box Mfrs. Ice Mfrs.

Shoe Retailers Doctors

Tin Can Mfrs. Axle Grease Mfrs.
Druggists Railroad Employees

Auto Owners Contractors
Our complete book ot mailing statistics
on 7000 classes of prospective customers free,

Ross-Gould 818-V Olive Street, St. Louis

Ross-Gould
isté,

Across the Border, 2nd M. Guitar Ace.,
HE RE I‘\(/Iar&t]l, 1st Mand. 40c g Tenor Mandola & Man-
IC

5 . C. A.,, March do-Cello in both No-
1st Mand......... tations, each 20c
THEY Great Plectrum Banjo Solos, C Notation

When You and I Were Young, Maggie.......,30
Melody in F (Rubinstein) ...............
ARE Banjo-ee-tis (Banjo Solo, finger style)... ..
A real Mandolin Duo, Nearer, My God, to T
UBRCODMDAIIBA -0 .50 ol il sl S lieorin L R O 50
What You o Allﬂtiy W. N. }'])ea.!;. (t);e-hag off 5
2 Ou will eventually play these. Better get them now.
Were Look Subseribe for my new issues at 80 per cent off

ing For STEPHEN SHEPARD 520 E. 18th St. Paterson, N. J.

GUILD TRADE MEMBERS

The firms listed below are producers of and dealers
in the various lines of commodities essential to the
fretted instrument field, and are not only doing
their part to ‘‘promote and advance” our com-
mercial interests by maintaining a high standard
é 3 for their goods. but are giving material assistance
and encouragement in the furthering of the
Guild's artistic and musical welfare by their financial supportand
generous co-operation. Professional, associate and chapter members
of the Guild can do no less than show their appreciation by ex-
tending their patronage, if same can be done consistently, to the
concerns given on this representative list.

F. E. Cole, manufacturer, 3 Appleton St., Boston, Mass.

Baccon Manufacturing Co., manufacturers, Plant Bldg., New London,
onn.

Cressey & Allen, music dealers, 534 Congress St., Portland, Me.
Carl Fischer, music publisher, Cooper Square, New York City.

Geib & Schaeffer, manufacturers, 1743-1757 N. Central Park Ave.,
Chiecago, Ill.

Gibson Mandolin-Guitar Co., 500 Harrison Court, Kalamazoo, Mich
Harmony Co., manufacturers, 1744-54 N. Lawndale Ave., Chicago,Ill.
Elias Howe Co., manufacturers, 8 Bosworth St., Boston, Mass.
Walter acobs, music publisher, 8 Bosworth St., Boston, Mass.

Lyon & Healy, manufacturers, Chicago, Ill.

C. F. Martin & Co., manufacturers, Nazareth, Pa.

Mlnvul‘}:etlch & Whittemore, manufacturers, 46 Cross St., Newark,

Maurer & Co., manufacturers, 536 West Elm St., Chicago, Ill.
H. F. Odell & Co., music publishers, 165 Tremont St., Boston, Mass.

Jerome H. Remick & Co., music publishers, 219 West 46th St., New
York City. ’

Reé:tbarg & Lange, manufacturers, 225-227 E. 24th St., New York
V.

J. Rowies, music publisher, 3337 No. 18th St., Philadelphia, Pa.

Wm. C. Stahl, publisher and manufacturer, 211 Grand Ave., Mil-
waukee, Wis.

George Stannard, music publisher, Trenton, N. J.

Geo. L. Thayer, manufacturer, Mt. Upton, N. Y.

Vandersloot Music Publishing Co., publishers, Williamsport, Pa.

Vega & Fairbanks Co., manufacturers, 62 Sudbury St., Boston, Mass.

H. A. Weymann & Son, manufacturers, 1010 Chestnut St., Phila~
delphia, Pa.

John Worley Co., music printers, 40-42 Stanhope St., Boston, Mass.

Otto Zimmerman & Son Co., music printers, Nevada Bldg., Cin-
cinnati, Ohio.

A good musician can play on anybody’s instrument, but a good advertiser blows his own horn
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““The music of the Hawaiians, the most fascinating in the world,
is still in my ears and haunts me sleeping and waking.”” MARK TWAIN

A Real Ukulele Instructor

Contains

Pahana—(Hulla Dance)
Honolulu March
Sweet Lei Leua

One, Two, Three, Four

Maui Girl
Ua Like Noa Like
Ka Hola March
Wailana Waltz
SELECTIONS FROM “THE BIRD OF PARADISE"
oha-oe (Luana's good-bye to Paul)
hi Wela (Burning Love)
lnhiho_i (‘I Love but Thee’ sung during Death Prayer)
aunakia (The great Sacrifice Chant sung in last act preceding
Luana's death in volcano)
Mai Poina (‘' Forget Me Not’ in Act 3 wherein Dean tells his love
to Diana)
Sunny South Jig Maori Schottische
Some Shuffle Lillian Gavotte
PRICE 50 CENTS

We. sell steels, thimbles, and adjusters; Hawaiian steel
guitar instructors and sheet music. Send for catalogue

Roach-Frankland School of Music 5,258 Breagiway

NOisELESS PICKS-

MANDOLIN

The pick that solves the “click’ problem.
Right weight, right size, right shape.

Beveled to suit you. In ordering
state whether medium, full or nar-
row bevel is desired. ‘One dozen ‘
mailed to your address on receipt of
Special price to dealers and teachers on gross lots.
your card when ordering sample dozen.

E. SNYDE

e —

Do You Play the BANJO with a
Then use ARMSTRONG’S

PLECTRUM SCHOOL
for BANJO Price 50c

Published by

2>

Enclose

145. SUTHERLAND ROAD,
BRIGHTON, MASS.

Wm. H. Albrecht, 6138 Ludlow St., Philadelphia, Pa.

' ' I want to tell you about
BANJ A FARLAND BANJOS
* ® Farland Recitals and
Concerts, my IMPROVED Banjo_ Strings, Patent Steel Banjo
Head, Patent Banjo Pick, Lessons in Pick Playing, Banjo Music
and Books, etc., and as a special inducement to send in your ad-
dress NOW, I offer a trial lot of 20 assorted banjo strings and a
copy of my National School for the Banjo (or $2 worth of my
sheet music instead of the book) for $1.00. Interesting printed
matter free.

A. A. FARLAND, 315 East 2d Street, Plainfield, N. J.

HAWA][AN STEEL GUITAR

AND
UNIVERSAL UKULELE METHODS

Simplified instructions teaching to read piano music at sight.
Catchy Solos, and 18 celebrated Ukulele strokes.

Steel Instructor, 50c Ukulele Method, 75¢
4 th 7
Muntz - Elmer - - %Sonih7th Street

BUCKLES

A RAG 1y
Mandolin and Guitar acc., 30c Steel Gulijtar and Uku-

Walter Isham

lele, 30c sual Discount
TITTIG STEEL GUITARMETHOD. ................. 50c
EITTIG VRULEBLE METHOD: .\ 20 58 s8R Soee s 50c
3 746 Maple A ’
%:Z‘};lpgg{e List FRANK LITTIG Los Aanfggles‘:eg:f
BANJOISTS e vt the very oot Heed

SPECIAL GRADE or ROGERS DAYMP PROOF.
JOSEPH ROGERS Jr. Farmingdale, New Jersey

LE VEGA Mando - Banjo. White
FOR SA Laydie Model with case
Instrument practically new. Has not been used over ten times.
Bought new in September, 1916. Address all communications to

P. D. COOKSON, Bin 12 :: :: Bakersfield, California

Under this heading from month to month are printed

brief items which will tend to keep the trade, professional
and amateur branches of the fraternity in closer touch with each
other. Guild members are invited to keep the secretary-treasurer
posted on matters of general interest, such as new manufacturing
developments, improvements, novelties, unusual incidents, new
publications and the like.

MANUFACTURERS AND PUBLISHERS
=2

The Rhode Island Music Company announces
in this issue the publication of a book on ‘‘The
Mandolin’s Right and Left Hand Harmonics™ by
Giuseppe Pettine. This book should meet with the
favor of the mandolin players cf the fraternity and
the initial one hundred autograph copies will un-
doubtedly be sold before the date of publication,
which will be_about January 1st.

James H. Johnstone, Kalamazoo, Mich., has
issued a thematic catalog of his publications for
mandolin orchestra and banjo and guitar solos.
The catalog includes one number which received
honorable mention in the last Guild march con-
test, and which is dedicated to the publisher of
Trae CapENzA, and another march dedicated to
the secretary-treasurer of the Guild, acknowledge-
ment of which honors is hereby made.

The secretary-treasurer recently enjoyed a visit
to the instrument factory of F. E. Cole, Boston.
Mr. Cole states that he has orders ahead for nearly
a year’s capacity output.

The Vega Company reports every department
of their factory working to the limit. In the fretted
instrument department there is an exceptionally
big call for instruments of the banjo family, due to
the remarkable popularity of the banjo orchestras.

William Place, Jr., is contemplating the publica-
tion of his book on ‘“‘Tone Production.” This
book is of special interest to all players of plectrum
instruments and treats its subject in a scientific
and masterly manner.

Manufacturers of fretted instruments are unan-
imous in the statement that the past season has been
phenomenal in that there was practically no lull
during the summer months. The Gibson-Mandolin
Guitar Co. is among the concerns which start the
fall with many summer orders unfilled and with
night force working.

Professional and amateur B. M. & G. musicians
should be interested in the large and rapidly grow-
ing catalog of C notation banjo music being pub-
lished by Carl Fischer. This progressive house is
doing much for B. M. & G. in the way of adding
to the available, up-to-date literature for the
fretted instruments.

Orders for Stahl mandolins, Stahl violins and
Stahl harps have flooded this well-known Milwau-
kee factory to such an extent that it has been diffi-
cult to supply the needs of even regular customers
on time. Mr. Stahl, by the way, is to represent
the interests of our trade-members on the 1917
Board of Directors of the Guild.

From the Secretary’s Mail

No doubt you will be somewhat surprised to re-
ceive a letter from me, and from a place of this
kind, but since my incarceration I have become
very deeply interested in music and have read
about you in musical magazines, such as TeE
CapeNnza and others. Not having the necessary
funds with which to improve my musieal education
or to purchase an instrument, I ask you, kind sir,
to help me, if you will, in securing a mandolin.
I assure you anything that you may do for me will
be most highly appreciated. Hoping you will not
overlook the position I am in and help me, I am,
ete.

Salem, Oregon, Oct. 9, 1916.

The above letter may appeal to the generosity of
some of the western readers of this magazine. Address
of the writer may be procured from the secretary-
treasurer.

How do you like our shape? Small—yes, but there’s room for new departments, more music and more ads
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EDITORIAL
(Continued from page 15)

instrument to one that sustains the tones. It helps
the student in comprehending time by the use of
whole notes and half-notes, thus vividly bringing
before him the necessity of ‘counting time,’ while
in addition to these salient features it makes the
banjo easier to play, enlarges its tonal capacity and
lifts the instrument into a wider field abounding
with every degree of expression and phrasing.

“In striking the strings there are three points of
contact for producing tones. The central, or ‘nor-
mal’ position is the best for the student in his early
efforts with the plectrum. The ‘acute’ position,
near the bridge, gives a harsh, metallic tone and
one which it is difficult to produce; it is seldom used
except in very loud passages. The ‘soft tone’ posi-
tion requires greater skill in the use of the plec-
trum than the central division, and should be en-
tered upon only when the student gains complete
control of the plectrum.”

What has been written should be sufficient to
convince every reader of the fact that the plectrum
banjo is here, that this style of playing the instru-
ment has rehabilitated the banjo and placed it on
a higher musical pedestal than ever before, and
that the only reason for any failure of a wider dis-
semination in popularity has been a lack of proper

* publicity, which promotes the prosperous and pre-
vents the pauper.

For its old friends, the finger-players of the banjo
everywhere, the editor would add a further word.
Do not misunderstand the purport of what has
been written above and imagine that Tar Ca-
DENZA is seceding from its former opinions regard-
ing the banjo as a finger-played instrument, or
that it is advocating the superseding of the fingers
by the plectrum. This is not so, for we always have,
do today and probably always will love the banjo
as finger-played by able performers. The editorial
does not mention finger work, and was written for
the sole purpose of showing that possibilities also
lie in that of the pleectrum. Nor should it be for-
gotten that, whether played by fingers or plec-
trum, any change for the better in the status of the
banjo is not for one class alone, but that it affects aul.

The court jester or clown of olden days played
only in folly, forced into this position to amuse
kings and royal aristodracy. It has been largely
thus with the banjo in the past, but today it has
emerged from unmusieal folly to a position of
musical feature—a king of entertainers. From a
clown to a ecrown! What a Change!

Wm. Place, Jr., Trophy

To encourage composers of our fraternity,
Mr. Place has arranged to donate a trophy in
an annual competitive contest. These trophies,
which will be known by the title given above, will
be awarded by committees to be appointed each
year by the Guild Directors, Mr. Place reserving
the right to membership on the committee in cases
where the contest calls for compositions in manu-
seript. Full particulars regarding this contest can-
not be given out until the December issue of THE
CADENZA.

‘Hold on there,” said the leader of the band,
stopping the musie and turning to the new trom-
bone player.

“This won’t do at all.
of the rest of us.”

““I know it,”” replied the trombonist proudly.
“Didn’t I tell you I could play to beat the band?”

You are three bars ahead

Young Lady—‘How is it you don’t come to
Sunday Sehool?”’

Kate—*‘Oh, please, Miss, I'm learning French
and music now, and mother doesn’t wish me to
take up religion till later.”—Musical America.

SEND US

YOUR NAME

If you are using Weidt’s Elementary
Studies. The names of the progressive
teachers and club leaders who are using
this popular method will be the best pos-
sible advertisement we can print, and we
believe that you have received so much
satisfaction and such gratifying results in
their use that you will be glad to assist
in “passing on” the benefits of Mr.
Weidt’s truly wonderful instruction
books. We would like to commence the
list at once, printing as many names as
possible in each issue of this magazine, so

If You Use
WEIDT'S ELEMENTARY
STUDIES

just write on a postal card “I use Weidt’s Stud-
ies,” sign it and mail to the address below. Of
course, we could get this list from our records,
but it would be an endless job to search out the
thousands of names from our monthly files and
transfer cases—besides we want permission to
use your name.

If you do not use Weidt’s Elementary Studies,
i’s because you have mot tried them, so send in
your name anyway and let us quote you price on
a sample set for the instruments you teach.

A Practical Method for class or private
instruction. Playable in any combination
Music and exercises are melodious throughout;
carefully fingered and well graded—a favorite

method with teachers and students all over the
world. Published as follows:

1st and 2nd 1st and 2nd 1st and 2nd
Mandolin Guitar Banjo (C Not.)
Book 1.......

Book Yousos. o

v Book 2.
Book 3.
Book 4. 4.0,
Book 5........50c

*1st and 2nd
Tenor - Mandolin

1st and 2nd
Banjo (A Not.)

Book 1........50¢c
Book 2.
Book 3...

Book 4... 3
Book 5... ..50c Book 5. «+50c
Flute Obligato  Cello Obligato
Book 1... ..50c Book 1. ..50c
Slim Book 2.

Book 3.
Book 4.

Octave Mandola
and 3d Mandolin

Boolk 1. .. -i. s580c . Booke 3=l oL 50c
Book 2........50c Book4........ 50c
Book S, TTTR 50c

*Published in Universal Notation,

Walter Jacobs & Bgivertt Boston, Mass.

REMEMBER—We want to list your name if
you are using these books. If you are not, you
are in the minority. Why not get on the list
and be with the majority?

Some clerks are counter irritants.

Now you know what put the first syllable in customers
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9 EIGHT
A. J. SHAW’S sanio
SOLOS
A NOTATION
Concert Solos. Finger playing........... $1.00
6 MANDOLIN DUOS
Concert Solos. .. .. $1.00

8 BANJO SOLOS. Pick Playing
Concert Solos. C Notation.............. $1.00
PICK BANJO BOOK. C Notation...... $1.00

A. J. SHAW, 432 E. 43rd St., CHICAGO, Il
HENLEIN’S MANDOLIN SCHOOL

The Standard Mandolin Method of America
Newly Revised, New Music

This Famous Method has now been before the public for 25
years and is today the most used of all Mandolin Instructors.

It is a well-known fact that this Method has done more to
make the Mandolin popular than any other instructor known.

Thousands of teachers have testified that it is the most suit-
able for teacher and pupil, containing besides the progressive
Studies and Etudes, graded pieces especially composed for the
mandolin, all very melodious, and a pleasure to the pupil.
Will send you a copy of the new Revised Method Vol. I,
cn approval, at the special price of 67 cents, postpaid.

THE JOSEPH KROLAGE MUSIC CO., Cincinnati, O.

REMEMBER we not only give
quick service in mailing our
own publications, but we are prepared

to ship promptly your orders from any
or all B. M. G. Publiseers Catalogs.

WALTER JACOBS 8 Bosworth Street, Boston
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The ““Beale’’ Pick 221 plec
ments marks the beginning of a new epoch
in the plectrum world. First finger tremolo
with thumb accompaniment on all plectrum
instruments. Tremolo any two strings atthe
same time with two picks. Also finger picking
with the same pick. Fiber, celluloid or leather

Price, each, Order from inventor
(No stamps.) 350 net and maker

EDWIN BEALE, Rockwood, Pa.

Box 262

F E A copy of STELLARIO CAMBRIA’S

SERENADE TRIO for Mandolin, Man-
dola, Mandocello, price net 60c, with each order for Man-
dolin and Piano or Mandolin and Guitar Parts of

ANILEDA

A Brilliant Spanish Waltz. The delight of'all who have heard or
g?cecd Itsthrig)esl: I%t M. 40¢; 2d M.g20c; T.M. 30c; é.Ac:. 40c;

. s . nly by comparison can you appreciate the worth
of STELLARIO CAMBRIA’S COMPOSITIONS. Make your
own comparison to-day. Send Half off Marked Prices. Catalog
Free. The Messina Music Co., 253 W. 112th St., New York.

ral. applied sor

500 OF THE GREATEST SELECTIONS FOR

BANJO AN MANDO-
GUITAR i  LIN
GEORGE STANNARD 12! SOUTH WARREN ST

TRENTON, NEW JERSEY
Write for Catalog to-day

Hand Made Plectrums

(Also called the “Pettine pick”)
Finished by hand to suit the particular players

One 10c - Three 25¢ - One dozen 75¢
Flexible, medium or hard

Rhode Island Music Co. 5edersr Bldg.

6 Hawaiian GUITAR Books 4 UKULELE Books

Sample 25¢ Each (By Note)
D. MANSFIELD, 244 West 114th St. NEW YORK

COMMON SENSE IN TEACHING AND
STUDY

By D. E. HARTNETT

(Continued from the May issue)

Method No. 7—(The Hartnett System)—A method of
teaching that permits the student to solve all tunes and
technical problems silently and alone and insures the
maximum protection to all interest.

FOREWORD
Having duly registered, I herewith cast my vote
against methods that compelled me to play tunes
wrong and wrong and wrong until I got them right.

It is safe to say that no profession is as apathetic
to a true perspective of its most serious problems
as is the field of music. Its attitude toward the
subjects of teaching and study, particularly in
relation to the important preliminary period, in-
dicates a sublime satisfaction with primitive
methods and puny results.

The objections to these methods were set forth
at length during the past five years in the columns
of Tue CapeNzA and a system aiming to prevent
or correct them was advertised. The present
series of articles will present in detail the prin-
ciples of this system, which is based upon silent-
solving and which, in application, not only removes
the many objections inseparably connected with
tone-solving, but provides advantages heretofore
unknown. .

The student enters music impelled by a love
for the art; fascinated by its emotional glamor he
naturally seeks to extract enjoyment from playing
tunes. As a rule only as little attention as is
absolutely necessary to gratify that ambition is
given to the study or scientific part of music; in
fact, he is so anxious to play tunes that tone is
employed even in those operations wherein the use
of tone is a positive detriment. Just as surely as
seed planting and eculture produce crops, tone-
solving is father to a lot of bad habits, chief
among which is emotionalism. Flattery is pace-
maker to vanity and as pretty tunes are freighted
with blarney, the student who over-indulges is a
goner.

Joy is the result of the normal exercise of the
faculties and is proportionate to the equal exercise
and development of all the faculties; that is,
pleasure is alloyed where one faculty is developed
at the expense of another. It is an acknowledged
fact that tone-solving develops the emotional at the
expense of the intellectual. Emotion’s appetite
is insatiable; of all art-foods it prefers tunes and,
in time, if taken in the right proportions, art-food
makes an artist but if excessively indulged it forces
the unsuspecting vietim from normal to abnormal,
producing an emotionalist.

Distinguishing traits of the emotionalist are: a
passionate love of self, a blind adherence to tradi-
tion, a settled hostility to progress and a general
inclination to find fault with everything not
englamored by tunes. This is truly an unfor-
tunate infliction although a merciful Providence
makes him unaware of his real plight. Important
issues that demand deliberation, judgment, capac-
ity for detail and sustained attention are to him
prosaic and, irksome tasks, because emotionless.
If he decides to instruect, rest assured that he will
teach as he was taught, though the method used
reeks with error. This is the logical result of tone-
solving and the word-picture is not a whit over-
drawn. T

The publisher, manufacturer and dealer enter
the field to gratify commercial ambitions, so it is
evident that while the artistic and commercial
interests have been looked after, the scientific side
has been sadly neglected, with the result that in
tone-solving customs, and instruction material
for the preliminary period, we have splendid
samples of antiquated tommy-rot.

The writer is fully aware that no plan, no
matter how rational, involving the temporary

No one has a corner on virtues and few have none—even the thistle has its fine points
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elimination of tone, will appeal to the emotionalist
or tone sophist—*‘perfect order is confusion to the
mind mot constituted to comprehend it”’—yet he
believes that the time will come when the hard-
headed men of the commercial class will become
powerful enough to take a hand and insist upon
the adoption of efficiency measures in teaching
and study in order to raise every branch of the field
to its maximum worth. The arrival of that day
will sound the death knell of tone-solving.

Science or CHAOs—WHICH?

While the world in general enthusiastically
embraces the limitless benefits that sciences
offer, shall we be stupidly content to shuffle along
on a chaotic one-tenth efficiency plan? Every
failure represents both a musical and commercial
loss, as actual and figurable as anything ever
looked. The general average of intelligence has so
increased since the installation of tone-solving
(a practice possibly justified by conditions existing
in primitive times) that it is now an insult to any
student to assume him mentally incapable of self-
solving the technic of any tune within his grade and
playing that tune correctly the first time heard.

No tune can be played correctly until its technic
is solved. It is an easily demonstrated fact that
technie can be solved at least one-third quicker in
silence than with tone. Hundreds of delighted
students and teachers have proved this to their
entire satisfaction and would no more think of
returning to tone-solving than a college graduate
would return to kindergarten.

One of the greatest pleasures of musie, the
crowning desire of all students, is sight reading.
Under tone-solving it takes years to acquire this
accomplishment, while its exact equivalent—
playing tunes correctly the first time heard—is
enjoyed by the silent-solver from the seventh
lesson onward. Most music men are asleep to the
tremendous importance of this priceless asset,
that, among a train of other advantages, dis-
penses with that most annoying musical affliction
—playing by ear. The horde of ‘‘ear fiends”
that infest the world loudly attest the failure of
tone-solving.

Nothing so infuses an experience with interest
as does the element of adventure—the driving
power back of enthusiasm and inspiration. The
fact that silent-solving keeps the student unaware
of the nature of each tune (the unknown is always
fascinating) until its technic is solved, automatical-
ly enlists adventure and endows the operations
with an abiding interest. Charmed as by a melodic
gem wafted from fairyland, the student is thrilled
with ecstatic joy when he plays each tune correctly
the first time heard. In tone-solving, none but
musicians and very advanced students taste
this experience—taste, because the destruc-
tive methods through which and despite which
they succeeded, halved their intake capacity for
real enjoyment. Adventure never associates with
drudgery, mutilation, annoyance, . . .

True, tone-solving has tradition to sing its
praises, but history proves that tradition is a
vocalist whose warbling often lacks pitch, con-
sistency and endurance. She sang most persis-
tently for the continuance of stage coaches,
wooden ploughs, candles and numerous other
things that held baek a struggling humanity for
centuries, yet one by one they were cast into
oblivion by the triumphant forces of science and
progress. And tradition is making her last appeal
for tone-solving, whose subtle influences to-blind
the enslaved and entice the free are out of tune
with the times.

Silent-solving is limitless in application, as

valuable to the musician as the beginner, but since.

‘“‘nine out of ten fail in musie’ it is obvious that
all interest will be served best by first showing its
relation and value to the preliminary period, that
the student may be safely, pleasantly, economically
and quickly led to the goal of his ambition.

(To be continued in the ‘December issue.)

' Music Lessons
Sent Free

You too, can now quickly and easily satisfy
your musical ambitions—learn to sing or play your
favorite instrument, whether for pleasure, social
Prestlge or to teach musie, by our wonderful home study
essons under great American and European teachers. The
lessong are a marvel of simplicity an completeness, en-
dorsed by Paderewski and other great authorities.

-
Any Instrument or Voice

Write us the course you are interested in, age, how long
you have taken lessons if at all, ete., and we will send you
six lessons, free and reg;nd any of the following Complete
Courses: Lessons in PIANO {students' or teachers’ courses)
bythe great Wm.H.Sherwood, HARMONY by Dr. Protheroe
and Rosenbecker, PIPE ORGAN by Clarence Eddy, VOICE
COURSE (with aid of Phonograph) by Crampton PUBLIC

CHOOL MUSIC, by Frances E. Clark VIOL?N CORNET,
ANDOLIN, GUITAR, BANJO, REED ORGAN, CHORAL,
CONDUCTING, by equally eminent teachers.

This offer is Free—we do not ask ‘%ou to pay one cent for
the six lessons, either now orlater. e want to provein this
remarkable way what fine lessons they are—SELING IS
BELIEVING. is offer is limited, so write today. A few
Special Introductory Scholarships now being awarded by our
Faculty. Full particulars sent along with free lssons.
nomoney.

SIEGEL-MYERS SCHOOL OF MUSIC,
CLAREN DY, D:

CE EDDY, Dean
1836 Siegel-Myers Building, CHICAGO, ILL.

Hawaiian Made

Made of genuine Hawaiian
Koa wood, possessing qual-
)/ ity of tone found only in the native
instruments. Now used in up-to-
date college, school and other musical

organizations.
Price, $7.50 and upward, (including
Instruction Book)

Hawaiian Steel Guitar

Its weird, appealing harmony capti-
vates its hearers. Go to your nearest f
Victrola shop and ask to hear some

of the many records of both these
instruments, and you will quickly
appreciate the beauty and effective-
ness of these instruments.

Price $8.00 and upward, (in-
cluding Steel and Set of Three
Thimbles for playing and In
struction Book).

Write for Circular

LYON & HEALY, Chicago

51-58 Jackson Blvd.

See Dixie First

Edward R. Winn, founder of the Winn School of Popular
Mus‘c, and an authority on ragtime, writes: *‘See Dixie First”
is ““natural’’ hit. It needs but little boosting to go over BIG!
BIG!! BIG!! Published for Full Mandolin Orchestra. See page 48,

BANJOISTS [ v e vy oy Hd

SPECIAL GRADE or ROGERS DAMP PROOF.

JOSEPH ROGERS Jr. Farmingdale, New Jersey

Advertising, like an egg, is either good or bad—and when it's bad it’'s worse than useless
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wun STEEL GUITAR
SOLOS it

cial Prices for 30 days

10 FOR 25 CENTS

Also finest outfits for Steel Guitar Playing
Write for prices and information

R.&K.

¥ Polished and Bevelled

Mandolin Picks

Finest Made
Write for Samples

Special Prices

SEE THE POINT

RUSSELL & KRUSE, bénver’ esis.

MUSIC NEWS

Charles E. Watt, Editor and Publisher
The absolutely best Music Paper in the United
States for general musical information, helpful
editorial comment and programs of concerts and
church services. .

If you will send ten cents in stamps we will mail

you three sample copies, including our great

ANNIVERSARY NUMBER.
SUBSCRIPTION $2.50 PER YEAR

Advertising Rates on Application. Address

MUSIC NEWS,
850 McClurg Building, CHICAGO, ILL.

Tuitionin BanjoTechnic

By W. M. RICE

g(())()l( S Book II)ART ,I. $0.30 BookP{‘.I.T.r. 41.14 $0.30
W Book 2 ....... .30 BOok Beials i 30
READY e & R M SN S

BooK &:: ... .. .30 Book §.°.. 5%, .30

Can be used successfully in conjunction with any Meathod or Set
of Banjo Studies in C notation.

‘When completed, ‘‘Tuition in Banjo Technic’ will be the greatest
and most practical work ever published for the Banjo. It starts
at the Heginning and will come to a close on y after every subject of
banjo technic has been covered in its entirety.

Walter Jacobs,8 *s:"Boston, Mass.

MO KAP OKE 1 52055510 Wien
INDIVIDUALITY that Stands alone on its own MERIT

Would you like to have your copy now?
Banjo Solo, 30c; Piano Acc., 40c; B. & P., 60c

One-half off Catalog Free
THE MAXIMUM PUB. CO. 718, Chsstouc St.

U 8. Agents for Clifford Essex Co., London, Eng.

MUSIC PRINTERS, ENGRAVERS
The Largest Lithographic Plant in New England

Devoted exclusively to the printing of music by every process.
We furnish effective de§igns and make titles by all processes in
one or more colors. We arrange music, revise MSS. and secure
copyright if you desire. No orders too small to receive attention.

Prices Low Correspondence Solicited

JOHN WORLEY CO., 40-48 Stanhope St., Boston, Mass,

LESLIE ALISON BURRITT
(Continued from page 1)

banjo and went to work with the re-ult that I
collected the “five”” at the end of two weeks. 1
have always felt that, in an unguarded moment,
that confounded banjo must have bit me when 1
was not looking, for I surely got the poison into
my system and never have been able to eradicate it.

“My liking for the instrument brought a
realization of my lack of music 1 knowledge, and
I therefore invested fifty cents in a little volume
written by F. B. Converse and published by Dick &
Fitzgerald, entitled ‘‘ The Banjo and How to Play
It.” From thi little book I gathered my first
knowledge of musical notation, but prior to that
time (to use an old quotation) any piece of music
to me resembled a bunch of litile niggers on a
fence more than anything else.

“My finances did not permit cf placing myself
in the hands of a capable instructor, so 1 as-
siduously cultivated the acquaintance of every
banjoist I could m-et, with the object of learning
something from each one if possible. I was for-
tunate in securing the friendship of Mr. Con-
verse with whose lit le book I started, and to him
I am indebted for a great deal, as also in later years
to Mr. John H. Lee. I have always esteemed
both of these men as thorough musicians, and
among the best composers and harmonists for the
banjo that the instrument has known. My
studies were also greatly assisted by my good wife,
who had a very thorough musical education, and
who, up to the time of our marriage, was a music
engraver.”’

Mr. Burritt entered the professional ranks of
the banjoists as a teacher and concert performer in
1885, following this profession until 1890 with
Mrs. Burritt acting as aecompanist on both
banjo and piano, which was spent in Elizabeth, N.
J., and Bayon e, N. J., whenever occasion required.
During this period he also was kept busy arrang-
ing for the instrument for various clubs and per-
formers, and during one winter he coached the
Princeton College Club. The Banjo Club of the
University of Wiseonsin also used many of Mr.
Burritt’s arrangements during their winter con-
certs of 1887, ’88 and '89. In 1890 an opportunity
to engage in a much more lucrative line of business
presenting itself, Mr. Burritt took advantage of
it and practically laid his beloved banjo aside,
playing only for the entertainment of himself and
friends.

In the death of Mrs. Burritt came the greatest
loss which a man can suffer—that of a wife tried
and true, the friend and companion of many years
—and through a period extending from December
1902 to December 1913, Mr. Burritt did not play
or even take the banjo in his hands, having lost all
interest in the instrument that both had loved so
well and with which they had worked so long
together in harmony.

But time, the great healer, intervened, and as
Mr. Burritt himself expresses it: ‘‘It is true that
one who has once played the banjo will never be
able to quit it entirely, and in the past three years
T have endeavored to regain some of my old-time
skill, but with results very unsatisfactory to my-
self. 1T still teach as a side line, but can care for
only a limited number of pupils. Interest is
again as strong as ever, however, and old friends
are frequently recalled when on going through my
musical library I find numbers that remind me of
the composers or players I have known. The list
is too long for enumeration, but should any
publicity which may be made of this shart sketch
recall me to the memory of any of its readers, they
may know that I shall be more than glad to see or
hear from them at any time.”

It will be seen from this all too brief story that
its subject was innoculated with the genuine
banjoistic fever, treating the banjo as a musicaj
instrument and not as the plaything of idle mo_

One of the best cures for the blues, it is said, is to be well read
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ments or for trick juggling. Mr. Burritt is now the
home agent for the ‘‘Interstate Despateh’ Fast
Freight Line in Chicago, and fortunate indqed are
the few for whom he can spare the time to impart
from his store of musical knowledge and broad
experience.

SPEAKING OF B. M. G. TEACHERS

F. H. Austin, Vallejo, is opening a good season
at his studio.

A. A. McConochie of Middletown has a good
class of banjo and mandolin pupils.

George L. Lansing, who opened his Boston
studio September 1st after spending the summer
at Blue Hills, Me., reports that his own time is
already booked full and two assistants are re-
quired to care for his classes. Friends will be
olad to learn that Mrs. Lansing is recovering from
the serious operation which she recently underwent.

George C. Krick, vice-president elect of the
Guild, is director of the Germantown Conserva-
tory of Music which is entering one of its best
seasons.

Misses May and Marie Hewit are teaching piano
and the fretted instruments in Albion. Their
studio is also headquarters for a well-known Bos-
ton make of string instruments.

M. K. Bussard is manager of the Huntington
School of Music at which institution is available
high-class instruction on piano and the fretted
instruments. Mr. Bussard also conducts a musi-
cal supply house.

Miss Alice M. Jordison is one of the “farthest
north”” members of the fraternity, having a man-
dolin, guitar and banjo studio in Juneau.

Joseph M. Costantino is organizing a mandolin
orchestra in Centredale.

J. S. M’Lane has opened a busy season at his
popular banjo studio in Lancaster.

Miss Ruth B. Allen of Turners Falls is teaching
mandolin and guitar in a college at Orange City.

Erwin J. Rung is organizing a mandolin club to
meet every week in the club room of Cabanne
Branch Library, St. Louis.

Robert Lehrmann, mandolin orchestra conduc-
tor of St. Louis, writes that he has secured the co-
operation of St. Louis teachers and players in the
production of a big concert. It will be given
January 11th. Several soloists will assist and the
grand orchestra will be composed of between fifty
and sixty of the better players of St. Louis.

Wallace S. Barnes, banjoist, who until recently
lived in the West, is now located in Lebanon and
is devoting his spare moments to teaching and
playing. Tuae Capenza and Guild offices are
indebted to Mr. Barnes for a pleasant call.

Arthur C. Terrell is enjoying a lively teaching
business at Oneonta.

Miss Blanche M. Love is teacher of the fretted
instruments in Cove and has a good class of pupils
on the various fretted instruments.

Mrs. G. Galerno is one of the progressive B. M.
G. teachers of Cleveland and has a large number
of pupils.

C. S. Dalton, who until recently was prineipal
of the Norden public schools and is now located in
Crookston, is a mandolin, guitar and banjo en-
thusiast and devotes his spare time to teaching.

H. D. Fisher who has not been teaching for some
time has again taken up the work and already
has a goodly number of banjo pupils who are
studying at his studio in Advance.

Howard Gardner conduects a studio in Blooming-
ton at which he has a large class of pupils on the
various fretted instruments.

BANJO MUSIC

IN C NOTATION

Degrees of difficulty are marked thus: A, Easy; B, Medium; C, Difficult
The * indicates Plectrum Playing arrangement

. . ] 040 o ]
T = 0
Discount 145 off s did
O mn O &
Adalid. Mareh. .. ... ... ccniastonses Hall B .30 .10 .20
Ah Sin. Eccentric Two-Step. .Rolfe B 0 .10 .20
Airy Fairy. Schottische .... .Weidt A .30 .10 .20
Aloha O, ionn s eteiaial e s oa % Liliuokalani A .30 ..
Baboon Bounce. A Rag-Step......... Cobb B .40 .10 .20
Big Ben. Descriptive One-Step....... B .30 .10 .20
Black Eyed Susan. Schottische....Ossman B .30 .10 .20
Boston Yodle. . Wei A .50 .10 .20
Butterscotch. Characteristic March...Weidt A .30 .10 .20
Camilla. Chilian Dance Bone B .30 .10 .20
Caper Sauce Rag...... rifin € .40 ..
Chain of Daisies. Walt eidt A .40 .10 .20
Chicken Reel. Buck Dance ..Daly B .30 .10 .20
Chiming Bells. Waltz........... Lansing A .30 ..
Cloud-Chief. Two-Step Intermezzo...Philie B .40 .10 .20
Colored Guards. Characteristic March. Weidt A .30 .10 .20
Commander. March and Two-Step....Hall A .40 .10 .20
Cowboy Capers. Characteristic March.Allen B .40 .10 .20
Crystal Wave., Waltz. ................ Babb A .30 .10 .20
Cupid’s Victory. Waltz.. A .30 .10 .20
Dance of the Clowns B .40 .10 .20
Dance of the Lunatics. An Idiotic Rave.Allen B .40 .10 .20
Dance of the Moths. Caprice........ Weidt B .30 .10 .20
Dance of the Phantoms ..Farrand B .30 .10 .20
Darkey’s Dream. Fox Trot.. ...... Lansing A .30 .10 .20
Dat Yam Rag. A Darkie Delicacy.... Weidt A .40 .10 20
Dixie Twilight. Characteristic Marc! B .40 Tl
Dushka. Russian Dance A .30 .10 .20
Encouragement. Moyer A .30 ..
Evolution Rag .. % Allen C .30 .10 .20
Falling Meteors 1s Bowen B .40 ..
Fanchon. Mazurka... Weidt A .30 .10 .20
Fascination. Waltz. ..Bone A .30 .10 .20
Fire-fly. : POl ..o oo aieonn Weidt A .30 .10 .20
Four Little Blackberries. Schot, O’Connor B .30 .10 .20
Four Little Pipers. Schottische....O'Connor B .40 .10 20
Frog Frolics. Schottische . ....... Hildreth A .30 .10 .20
Ger-Ma-Nee. One-Step or Two-Step..Weidt B .30 .10 .20
Hazers. March and Two-Step....... Weidt A .30 .10 .20
Hikers. March and Two-Step. . ...Weidt A .30 .10 .20
Humoreaske i/ :::sscaisiaess .*'Dvorak B .40 .10 .20
Invincible Guard. March.. ..Shattuck A .30 .10 .20
Irvina. INtermezzo.................. Rolfe B .40 .10 .20
Kaloola. A Darktown Intermezzo....Weidt A .30 .10 .20
Ken-Tuc-Kee. Fox Trot........... Weidt B .30 .10 .20
Kentucky Wedding Knot. Two-Step Turner B .40 .10 .20
Kiddie Land. One-Step Weidt A .30 .10 .20
Kiss of Spring. Waltz. . Rolfe A .40 .20 .35
Kno-k-Knees. On Cobb B .30 .10 .20
La Sirena. Danza Burke B .30 ..
Light Heart. Weidt A .30 .10 .20
Lilies of the Weidt A .30 .10 .20
Lorain. M Nichols B .30 .10 .20
May Belle. e ...Weidt A .30 .10 .20
Me Melican Man. A Pigtail Rag..... Weidt B .30 .10 .20
Mifior- Jg: o5 sy edslase v slavpests Kenneth B .30 ..
Montclair Galop ................. Weidt A .40 .10 .20
Mos-Kee-Toe. One-Step or Two-Step..Weidt B .30 .10 .20
Myopia. INtETMOZZO. o, oo s oy aos o Wilson B .30 .10 .20
*National Emblem...... March. ..... Bagley B .30 .10 .20
On Desert Sands. Intermezzo Two-Step Allen B .30 .10 .20
Onion Rag. A Bermuda Essence...... Weidt A .40 .10 .20
On the Curb. March and Two-Step Allen B .40 .10 .20
On the Mill Dam. Galop. Babb A .40 .10 .20
*Qur Director. March gelow B .30 .10 .20
Pagani Waltz A .30 .10 .20
Paprikana. B .30 .10 .20
Parade of the Puppets. March ..... Rolfe B .30 .10 .20
Paragon. RIOW. AT TR TR G A 30 L%
‘““‘Pauline.”” B .40 .10 .20
Pert and Pretty. A .30 .10 .20
Phantom Bells. A 405
Polonaise Le Grand TR | R
Pranks of the Pixies. ;LR ) Y
Rabbit’s Foot. Fox Trot B .30 .10 .20
Rag Tag. March and Two-Step. . A .40 .10 .20
Raiders. Galop...... o5 A .30 .10 .20
Rambling Roses. Waltz. B .40 .10 .20
Red Rover. March....... A .30 .10 .20
Rye Reel. Two-Step.... A .40 .10 .20
Sand Dance .......... B .40 .10 .20
Serenade d’Amour . B .30 .10 .20
Sing Ling Ting. One B .30 .10 .20
Sky High. Galop A 400 0,
Spanish Fandango Y RNe T |
Speedway. 371 i eyt Yo L TN A .40 .10 .20
Spitfire. Polka di Concert.......... Grifin ' C .40 ..
Starry Jack. March and Two-Step.Hildreth B .30 .10 .20
Stop! Look! and Listen! Fox Trot... Allen B .30 .10 20
Swedish Wedding March ....Sodermann B .40 .10 .20
Sweet Corn. Characteristic March.. Weidt A .40 .10 .20
Sweet and Low and Forsaken.....Lansing B .30 o
Swing Along. Characteristic March...Bone B .30 .10 .20
SWINE SODE ‘o oas v sietiesa v sioissiosas Lansing C .30 ..
That Banjo Rag ......... c.....Weidt A .40 .10 .20
Troopers. March and Two-Step..... Bacon B .40 .10 .20
Turkish Towel Rag. A Rub-Down....Allen B .40 .10 .20
Ultimatum. March and Two-Step....Allen B .3L .10 .20
Under the Double Eagle. March. B .30 .10 .20
*Under the Spell ............ B .30 .10 .20
Watch Hill. March and Two- A .30 .10 .20
Westward Ho! March A .40 .10 .20
Whip and Spur. Galop ok B 73020 20
Yankee Boys. March............... Weidt A .30 .10 .20
Yankee Dandy. Characteristic March. Weidt A .40 .10 .20
Zamparite. Characteristic March. .... Lake B .40 .10 .20

WALTER JACOB

8 BOSWORTH STREET - - BOSTON, MASS.

The man who doesn’t advertise probably economizes in clerk hire
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LEACHERS DIRECTORY .

Hartnett

Mandolin, Guitar.

Teachers: Your professional card inserted under this
caption costs $2.00 per year IN ADVANCE.
AUDET Joseph A., Teacher Mandolin, Guitar.
tington Ave., Boston, Mass.
BEYER Paula, Teacher Mandolin, Banjo, Guitar.
System. 637 Blum Pl., Union Hill, N. J.
EVANS Wm. B., Teacher Violin, Banjo, Mandolin, Guitar,
Mandola, Mando-cello. The Hartnett System used.
448-450 E. Tremont Ave., New York.
HARTNETT D. E., Teacher Banjo,
71 W. 23d St., New York.
HENDERSON Edward J.,Teacher Banjo,Mandolin, Guitar,
Violin. 6202 Penn. Ave., Pittsburgh, Pa.
KITCHENER W. J., Teacher Mandolin, Guitar, Banjo.
448 Riverside Drive, New York.
KLINE D. D., Teacher Banjo, Mandolin, Guitar. Hartnett
System used. 208 Sherman Ave., Jersey City, N. i}
Pl QTZ J. E., Teacher Banjo, Mandolin, Guitar. Hartnett
System used. 274 Academy St.,Long Island City, N. Y
SHAW A. J., Teacher Banjo, Mandolin, Guitar, Violin. 432
E. 43d St., Chicago.
STOCKMAN M., Teacher Violin, Piano, Cornet, Banjo,
Mandolin, Guitar, Cello. Hartnett System
used. 46 E. 3rd St., New York.
TANNERY G. B., Teacher Banjo, Mandolin, Guitar, Band
and Orchestra Instruments. Hartnett System
used. Monroe, N. Y.
TSCHOPP Carl, Teacher Mandolin, Guitar, Banjo, Zither.
1319 Susquehanna Ave., Philadelphia, Pa.
VREELAND Walter F., Teacher Guitar, Mandolin, Banjo.
Room 35, 181 Tremont St., Boston, Mass.
WE]DT A. J., Teacher Banjo, Mandolin, Guitar, Violin, Xylo-
phone. 439 Washington St., Newark, N. J.
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PHILOSOPHY AND PHOOLOSOPHY

Uncle Hans

A SONG OF REST

If T could plan this life my way
There’d be no working to it;
I’d rest all day and ev'ry day—
And hire a man to do it.

* * *

Thanksgiving is next. Even some of our pessimistie
friends can be thankful that they have nothing to
be | thankfulsfor: ot el oo CRITEEOSE ST NS

One thing about Boston that interests a newecomer
is the way the streets are all tangled up. A man
tried to unravel a map of Boston once, but every
time he got one street loose he had mixed up six
more, and after seventeen years of fruitful en-
deavor the man quit. The resemblance to a grape
vine is very noticeable. When I have to go to a
point on Broad Street, for instance, I look on the
map and find that according to the compass, my
destination is due east. I then put the map where
I can never find it again and proceed due west,
turning every left-hand cocrner I come to for ten
minutes. If this does not bring me there, I turn a
handspring, and in severe cases, turn up my trous-
ers and proceed as before. Of course, I seldom
reach the place, but there are many interesting
points in the city, so I usually find something to
make the trip worth while, a.lthoug*h I oftfn am too
*

dizzy to appreciate it. - # PR o

Western paper slanders a man named I. M. Pick
by asking him if his first name is Iece—short for
Ice-ick. Don’t believe it—but it’s barely possible
that bis middle name is Mandolin. * , *

What's in a _cognomen, anyhow? T. H. D. says
he knows a chap who signs his name Guy Wire.

I half believe T. H. D. is stringing me. * , *
No, kind reader. T. H. D. isn’t short for thread.

While we are talking about names, did you notice
in the book reviews that the author of ‘Everyday
Words and Their Uses” is Robert P. Utter? , *

Inlanders areapt to have unladylike opinions of the
festive clam, but those of us who are not hardened
to the peculiarities of the so-called delicious sea-
bird will be forgiven for being surprised to learn
that its unseemly taste and the appetizing beauty
of its features are only the smallest of its virtues,
for we have the word of the Portland (Me). Daily
Press that Eastern clams have vocal tendencies,
some Of them having come out of their shells long
enough to assist on a recent Rotary Club program.
Read it yourself: ‘‘Oneof thefeaturesof the meeting
was the singing of Herbert O. Phillips and the little
neck clams which marked the opening of the
luncheon. The clams were presented by Rotarian
W. L. Daggett, who received them from Captain
C. M. Kennedy of the Maine sea and shore fisheries
boat Sea Gull. They were a Casco Bay produect,
having come from near Harpswell.” * , *

*
Rah! Rah! 24 to 18 in favor of Harvard! C.O. J.,
a Harvard alumnus, writes: ‘‘Permit me to call
your attention to the prices on the enclosed clip-
ping from a mail order house catalog showing two
mandolins—Harvard mode;}, 3524;*Yale I}}Odel, ;$18.

Rah for Harvard!” . * * * *
Well, here’s a case where one could ‘‘pick the
WANRET, g0 Mo Spesde.t 1 Gt n fp ¥ s TR Lt R

A. H. D. told me that he heard a vaudeville per-
former play on a guitar that was in a big hotel fire,
and was thrown to the ground from the ninth
1T e O SR 0 R B T At o S e
A. H. said further that it was before the fire that
he heard the vaudeville performer play. , *

Never put off till tomorrow what you can get some-
* * *

body else to do today. i

5 *

“Good things soon find a purchaser’— Plautus.

*

Yes; Plaut, but if you advertise, the purchasers will do the finding
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Mandolin Orchestra Music
WITH ALL PARTS IN UNIVERSAL NOTATION

(Non-Transposed)
BANJO .PLECTRUM PARTS IN C NOTATION
Each Each Each Each
Degrees of difficulty are marked thus: A, Easy; B, Medium; C, Difficult. O P T
Playable in any Combination of the Instruments listed. The numbers marked °
with * are also published for regular Orchestra; therefore parts for Violin, Cornet, Clari- L [-X:] 2";
net, Drums, etc., are obtainable. Prices same as for Flute. £ g r,.g - e @ 84
Conu_ult Jacobs’ Banjo Catalog for numbers to which Banjo Solo arrangements -;' =g =Sg —e ubk Em .
are published. < 'g:t) .g L] Uuﬂ? 22 2 £ H
Transposed Tenor Mandola and Mando-Cello parts will be supplied in MANUSCRIPT e = 4y 00 O3 <
form, but WITHOUT discount from catalog prices. .g s él E‘g Ty gl Oariiig
Numbers marked thus t are British copyrights and cannot be purchased for usein § E & Es 53 ES 5
England and Colonies. O 2 35 38 S5 Okl E
*Adalid. (The Chieftain) March (Hall) N O e S B S ) Arr. Walter Jacobs A .30 .1 15 .15 .15 .15 .20
:After-Glo_w. A Tone Picture (Cobb) B ek Arr. Walter Jacobs B .30 .13 .15 .15 .15. .15 .20
‘Aggr;nvunon Rag (Cobb). Ahe A Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
Ab Sin. _Eccentric Two-Ste Arr. Walter Jacobs B . <J0. 18 A8 -, .15 .20
'Alry _Falry. BOHOtHACHA Y - e e VAt & oy e L e P P et Tl A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
‘Allurlng Glances. Waltz (Rolfe) -Arr. R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
Aloha Oe (Farewell to Thee). Wa - .Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
‘Alplne L BT TR O T e e s et e e e A M A. J. Weidt A .30 .10 .1 .15 .15 .15 .20
‘Amou'rette. Waltz (Leigh) g 5 Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
'Angel s Serenade (Braga)..................... S -Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘An.gelull. From Scenes‘Plttores e 3 Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘Anl'tra s Dance. From ‘‘Peer Gynt Suite” t(Grieg) Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘Arbxtrator, The. March and Two-Step (Taubert) ‘ ... Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
‘Anphodel. NBIS. U0 . S as A I b SRR R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
‘At the Hamlet (Au Hameau) t(Go s . ....Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
'At the Wec!dlng.. March and Two-Step (You I ...Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘Aubade Printaniere. Spring Serenade t(Lacombe) . ...Arr. R. E. Hildreth C .30 .10 .15 .15 .15 .15 .20
‘Blboon Bounce, The. A Rag-Step Intermezzo ....George L. Cobb B .30 .10 .15 .15 .15 .15 .20
*Bu"et des Fleurs ‘gMorse) ......... ..Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Bnrcarolle. From *‘Tales of H - R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Barcelona Beauties. W%ltz ....... R.E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Barn Dance. The Bunnies’ Gambol (West)....... ... .. i . Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Baahful Bumpkin. Schottische and Barn Dance (Rolfe) oo .. Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
+Battle Royal, The. March and Two-Step (Allen)....... s Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
Bean Club Musings. March Characteristic . SRR § e P s Paul Eno B .30 .10 .15 .15 .15 .15 .20
‘Belln Bocca. Polka (Waldteufel) . . . Arr. D. E. Hartnett A .30 .10 .15 .15 .15 .15 .20
‘Berceule. From “Jocelyn” {(Godard! ...Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Berceuse f(Schytte)............ RN -..Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘Blg Ben (Descriptive). One-Step or Two-Ste ..Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
‘Boyl of the Militia. March (Boehnlein) rr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
‘Brnll Buttons. March and Two-Step (C -Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
Buds and Blossoms. Waltz (Cobb). - -Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
'Butt_erlcotch. CBATROLOPIBLIN IAPIRLL 2 vie aiale bixe s s 5tes s sie s se ohoo s s SR A.J. Weldt A .30 .10 .15 .15 .15 .15 .20
‘Cumllln. Chl_llan DERO. . vaios s .Frank W. Bone A .30 .10 .15 .15 .15 .15 .20
‘Cntl'.ledral Cl:u_rnel. Reverie (Arnol rr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Chmn of Daisies. Waltz............ - 0105 5. P S SNy A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
Chanson sans Paroles (Song without Wor ....Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Cloud-Chief. Two-Step intermezzo (Philie) . Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
Colored Guards, The. Characteristic March. ... ... . .. .l 17777 20 50 -J. Weidt A .30 .10 .15 .15 .15 .15 .20
‘Come Back to Connemara. Irish Novelty Two-S -Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Comman.der, The. March and Two-Step (Hall) .. Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
‘Conuolat.lon No. 6 t(Lisat). .. 5 Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Conven.tlon CHCPRAVIBIOIE L L5 L, ol O e s e bia s bt By e SR S Thos. 8. Allen B .30 .10 .15 .15 .15 .15 .20
‘Coppella. Valse Lente 1 (Delibes) Arr. R. E. Hildreth B .40 .20 .25 .25 .25 .25 .35
*Covl_boy Capers. Characteristic Marc .. Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
Cupid Astray. Waltz (Rolfe) = Arr. Hildreth-Jacobs B .40 .20 .25 /25 .25 .25 .35
Copld'sVictory., WBINE . . .o h . oo ss s Sirn e oo s e e i A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
Dance of the Clowns (Marceline) (Tri S L Arr. H. F. Odell B .30 .10 .15 .15 .15 .15 .20
*Dance of the Lunatics. An Idiotic Rave (Allen Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Dance of the Moths. 'OADII0. . .. . .v.ivs i cusrhiseses b b b ASC NS S A.J. Weldt A .30 .10 .15 .15 .15 .15 .20
*Darkey’s Dream, The. Characteristic Bar ..Geo. L. Lansing A .30 .10 .15 .15 .15 .15 .20
tDat Yani Rag. 'A Darkie Deloa0y. .. .00 ol oo s vsss s ole ANl el Bkl oid A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
*Delectation (Delight). Valse Hesitation (Rolfe .Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*D_er,gozo. Brazilian Maxixe (Nazareth). . . .Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Dixie Rube, The. Characteristic March (Allen) -Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
:Dlxle Twilight. Characteristic March (Johnson) .. Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
Dolores. March (Moret)............... .Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Dream Faces. Reverie (Holloweil) 4 . R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
:Drgnm Kisses. Waltz (Rolfe). .. Arr. Hildreth-Jacobs A .40 .20 .25 .25 .25 .25 .35
‘Drlft-Wood. Novelette (Cobb) Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
JE1 Torefo,. Walts._.. 0. 0000t S L e S e o R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
Elysian Dreams. Novelette (Reviland) -Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
:Evgluuon Rag. (Alem): . Lty .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
‘anr Confidantes. Waltz (McVeigh) . ..Arr. Walter Jacobs B .40 .20 .25 .25 .25 .25 .35
Fairy Flirtations. Dance Caprice (Boehnlein) .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
‘Fanchon. MagurkR.. ./l d st o Seain el e SRR e A e A.J Weldt A .30 .10 .15 .15 .18 '15. .20
*Flrn:ler Bungtown. March Humoresq: Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
ltFalmnntmvn. WaltE, - o S AR R A IR S P s s S I T PR Frank W. Bone A .30 .10 .15 .15 .15 .15 .20
F.nuat.. Selectiont (Gounod). .. ... .Arr. R. E. Hildreth B .50 .30 .35 .35 .35 .35 .40
*Fighting Strength. March (Alien). -Arr. Walter Jacobs R .30 .10 .15 .15 .15 .15 .20
Fire-Fly. ' Palkg, o onain s Sikasy A .30 .10 .15 .15 .15 .20
*Fleur d’Amour. Hesitation Waltz (Cobb) B. .30 10 .15./.15 31515 20
*Fllqht of the Birds. Ballet........... AR B .30 .10 .15 .15 .15 .15 .20
*Flying Wedge, The. Galop......... Kate Dolby A .30 .10 .15 .15 .15 .15 .20
*Four Little Blackberries. Schottische (O’Connor) Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Four Little Pipers. Schottische (O’Connor). ... Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
*Frog Frolics. Schottische.................... R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
*Fun in a Barber Shop. Novelty March (Winne). ... .. ter Jacobs A .30 .10 .15 .15 .15 .15 .20
*Gay Butterflies (Les Joyeux Pavillons). Capricet (Gregh) . T. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Gen. Mixup, U.S.A. March Characteristic (Allen)........ = acobs-Hildreth B .30 .10 .15 .15 .15 .15 .20
*Ger-Ma-Nee. ,One-Step or Two-Step.......... ¥ v .A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
*Girl of the Orient. Persian Dance (Allen), Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Gloriana. OVEItuUre. .’ s\ et bh e St A.J. Weldt B .40 .20 .25 .25 .26 .25 .35
*Golden D‘nwn. A Tone Picture (Cobb)...... . E. Hildreth B .30 .10 .15 .15 .15 .15 .20
+Good Goin’. One-Step........... TR S A.J. Weldt B .30 .10 .15 .15 .15 .15 .20
*Got ’Em. Descriptive March (Allen).. ... .00 0000 Walter Jacobs A .3 10 .15 .15 .15 .15 .20
*Gretchen, My Rathskeller Fairy. Medley Waltz (Ayer) % ..Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
*Hashed Brown. Novelty Two-Step (Allen). .. .. o ¥isiaters Z . .Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
*Heap Big Injun. Two-Sten Intermezzo (Sawyer) ~ .Arr. Jacobs-Hildreth B .30 .10 .15 .15 .15 .15 .20
*Heart Murmurs. Waltz (Rolfe).............. Arr. R. E. Hildreth B .40 .20 .25. .25 .25 .25 .35
*Herd Girl’s Dream, The. Idyl (Labitzky)... rr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Hikers, The. March and Two-Step. .............. . .J. Weldt A .30 .10 .15 .15 .15 .15 .20
*Home, Sweet Home. Medley ‘‘ Good-night” Waltz . . E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Hong Kong Gong. One-Step or Two-Step........ fe A R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
"Hnop-e—.Knck. Two-Step Novelty (Allen) .. . .Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
*Hungarian Dance No. 5t (Brahms)..... ’ .Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Humoresquet (Dvorak) . dens ...Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
Edaliad A S e T e o s e A.J. Weidt A .30 .10 .15 .15 .15 .15 .20

WALTER JACOBS, 8 BOSWORTH STREET, BOSTON, MASS.

Have you noticed that pick manufacturing is getting to be quite an industry? Look over the ads
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MANDOLIN Orchestra MUSIC Uembsic B3R5

(Non Transposed) .
BANJO PLECTRUM PARTS IN C NOTATION ¢

Each Each Each Each

Degrees of dificulty are marked thus: A, Easy; B, Medium; C, difficult. Playable in any 93 o cg N',ui D
Combination of the Instruments listed. The numbers marked with * are also published for 5 "o .8 "-;:m == 3w "¢
regular Orchestra; therefore parts for Violin, Cornet, Clarinet, Drums, etc., are obtainable. = g< 'EE 0L -08 o5 :
| Prices same as for Flute. Consult Jacobs' Banjo Catalog for numbers to which Banjo Solo o & Sy 8y ‘-,g OQ it
{ arrangements are published. Transposed Tenor Mandola and Mando-Celle parts will be sup- s 2 s 2 g ga = -53 =1
p plied in' MANUSCRIPT form, but WITHOUT discount from catalog prices. Numbers o £ 'g:s o S22 2° -y =
: marked thus 1 are British copyrights and cannot be purchased for use in England and Colonies. O = Qb Ri« 22RO m& &
RGO PN Tolls.  WAlts (MOTBE) . 1l 1 ol foh et bt s Ve wa b s s mls 0 bl s 08 % Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*In Royal Favor. March and Two-Step (Potter)....... ke Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*In the Conning-Tower. March and Two-Step (Brazil) .Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
‘lntoxic_ation Rag (Whidden and Conrad). . _Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
& *Iroquois_Fox Trot (Castle)......... . Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Irvina. Intermezzo Two-Step (Rolfe) .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
L e S SO GO R S A AR RS S RS R B A.J. Weldt A .30 .10 .15 .15 .1§ .15 .20
*Kaiser Friedrich. Marcht (Friedemann). . .. Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
Kaloolas A DIATKtOWR INUOITNREBOL . . ri % o.vvn o sisas o o sloionsss aiors aintarebeaiirs oo sty ule'srn A.J. Weidt A .30 .10 .15 .15 .15 .1 .20
T T R S B A s eo-e.. A J. Weldt A .30-°.10, .15 .15 1§ .15 .20
*Kentucky Wedding Knot. Novelty Two-Step (Turner). .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Kiddie Land. One-Step or ERS GO b Al ot BB Lo Ko n b o gt Wi A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
} * of Spring.  Waltz (Rolfe) ............ poaas .Arr. Walter Jacobs A .40 .20 .25 .25 .25 .25 .35
*Knock-Knees. One-Step or Two-Step (Cobb) A .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*La Fontaine (The Fountain). Idyllet (Lysberg)..... Arr. R. E. Hildreth C .30 .10 .15 .15 .15 :15 .20
*La Paloma (The Dove). Spanish Serenade (Yradier) . . Arr. R. E. Hildreth A .30 .10 .15 .15 .15 .15 .20
Eight Heart,! ‘Polka: ... .o 0" t. o5 o dosonsuehs e eee o e Weldt ' A 3580 20 1D . 18, 3% .38 530
Lilies of the Valley. Waltz........... 5 oo sy LA.J. Weldt A .30 .10 .15 .15 .15 .15 .20
*Lot o’ Pep. One-Step or Two-Step (Allen) ...Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Lor n. Mazurka (Nichols)............. .. Arr. Hildreth-Jacobs A .30 .10 .15 .15 .15 .15 .20
‘._ult-qlel Overture (Keler-Bela). . . . .JArr.R.E.Hildreth B .40 .20 .25 .25 .25 .25 .35
*Made in the U.S.A. March (Santos) . .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
* ka No. 1t (Saint-Saens) Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
May Belle. Schottische. .. .... Ao HOL S I LS SRR RS T G AR RS EIE A.J. Weldt A .30 .10 :15 15 .15 .15 .20
*Melody in Ft (Rubinstein). .. ... : Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Me Melican Man. A Pigtail Rag .. .. AT A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
*Merry Madness. Valse Hesitation (Alien) : . Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Merry Widow. Waltzt (Lehar)............ . .Arr. Hildreth-Jacobs B .40 .20 .25 .25 .25 .25 .35
*Mi Amada (My Beloved). Danza de la Manol _Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Mimi. Danse des Grisettes 0 A I S M R S JArr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
l *Mona Lisa. Valse (Cobb)............... .. . s .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Moonlight Wooing. Valse d’Amour (Clements) . . Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
| *Mon-.Kee-Toe. One-Step or Two-Step 3 s e A FoWeldt (AL %30 .10 .35 .15 .18 .15 20
| B *Musidora. Idyl d’Amour (Lelgh).', . i 1 ol e R (Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*New Arrival, The. March and Two-Step. on T ..Anthony S. Brazil A .30 .10 .15 .15 .15 .15 .20
*Night in June, A. Waltz (Morse)....... 3 .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Nocturne, Op. 9, No. 2t (Chopin). . A ... Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Northern Lights. Overture................ " P R IO ORI R 4, 5 AP DR ST A.J: Weldt € .40 ...20 .25 .25 .25 .25 .38
*On Desert Sands. Intermezzo Two-Step CANeR). 0 sl s as vt Tah i (AT Walter: Jacoba' A 30, (.10 518 L35 LTS 5. <30
*On the Curb. March and WGBS CATe s s i st sl Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
*On the Mill Dam. Galop (Babb)................ $ Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
“,Orpheum: The. March and Two-Step (Mutchler). . . cssosse st s ATe: Walter:Jacobs B 300 .10 .15 .18 “(15. .15 .20
*.0 Sole Mio. Waltz (Intro. * Maria, Mari”) (di Capua)........ .. . socAre R E Hildreth B. .30 .10 .15 .15 .18 .15. .20
Our Director. March (Bigelow).................. e (L e Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
Paganl Walts. ..o .. 0, 100 20 ... Arr. D. E. Hartnett A .30 .10 .15 .15 .15 .15 .20
*Pnnsje- for, Thought. Walts (BIYN). . .0 i eusssiniiiiiidasiisisill . Walter Jacobs A .40 .20 .25 .25 .25 .25 .35
*Paprikana. One-Step or Two-Step (Friedman) . . Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Parade of the Puppets. Marche Comique (Rolfe) iy . Walter Jacobs' ' B - .30 .10 .15 .15 .15 .15 .20
*lfa: de.- Amphores. Air de Ballett (Chaminade)......................... Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*‘Pauline.” Waltz (Allen)............ Cegciacsasadiis Arr; Walter-Jacobs . A .30 .10 .15 .15 715 .15 .20
*Perfume of the Violet. Waltz (Rolfe) . .Arr. Walter Jacobs B .40 .20 .25 .25 .25 .25 .35
*Periscope,.The. March and Two-Step .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
ERE I Rnd 'Probty. W TT T B ok i b i st ettt 2, A.J. Weldt ‘A .30 .10 .15 .15 .15 ..16 .20
*Pepeeta. Vals Espanol. . . .. R. E: Bildreth - B- .30 .10 .15 ‘.15 .15 .15 .20
*Pizzicato Polkat (Strauss)........ . R.'E: Hildreth- -B- - :30; 10 .15 .15 .15 " .15 .20
"Puuy. Foot. Eccentric Rag (Hoffman) . B ST T A AT o . R.'E: Hildreth B .30 .10 .15 .15 .15 .15 .20
*Rabbit’s Foot. Fox Trot (Cobb)...... RS SR TR . ‘Walter Jacobs B ,30 .10 .15 .15 .15 .15 .20
Raiders, The. ‘Galop... ... ...... 5 RN e e e TS R s A1 S 3o A.-J. Weidt --A--.30.10  I5 .15° .15 .18 ..20
*Rain of Pearls. Valse (Smith) . . . .’ R: E.-Hildreth. ' B .30 .10 .15 .18 (1§ .15 .20
*Rambling Roses. Waltz (Morse) . 'Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
Red Rover, Fhe. Marchi.. . 00 s, w0 o s T A.J. Weidt A .30 .10 .15 .15 .15 .15 .20
*Rosemary. Mazurka (Boehnlein). .. ORI T Arr. Walter Jacobs  A- .30 .10 .15 .15 .15 .15 .20
'Return of the Marionettes. . . ... piaest L AR RO N p b G B e A'J. Weldt A .30 10:°.15 ‘15 '.18 .15 .20
*'Round the Ring. Galop (Allen) ... s e e S CE R .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
*Rye Reel. Two-Step. A Little Scotch. ... .. TR A A Geo. L. Lapsing A .30 .10 .15 .15 .15 .15 .20
*Salut d’Amourt (Elgar). .. .. P Arr. R.E: Hildreth B .30 .10 .15 .15 . .15 .20
i *Sandy River Rag (Allen).......... Lo Arr. Walter Jacobs B .30 .10 .15 5. .18 .15 .20
*See Dixie First. One-Step or Trot (Cobb) . R Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
BN eESha b (NIIR) Y, . HE, . OV 30 ek SELR caW L L e Arr: R. B.: Hildreth--€ .30 .10 .15 .15 ‘.1§ .15 .20
*Serenadet .(Plerne). .........0......... Arr. R. E. Hildreth C .30 .10 .15 S =TS SUTE 20
*S_erer.mde d’Amourt (Von Blon). ........ Arr. R. E. Hildreth ‘B - .30 .10 .15 .15 .15 .15 .20
*Sighing Surf. Valse Classique (Clements)...... . . . . LI Arr. Hildreth-Jacobs B .30 .10 .15 .15 .15 .15 .20
‘.amg Ling Ting (Ta-Ta0). Chinese One-Step (Cobb)..................... Arr. R. E. Hildreth B .30 .10 .15 LT ey R
*Smiles and Frowns. Valse Hesitation (Rolfe). . . . Gkaa : : .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
‘.xpeglal Delivery. March and Two-Step (Frieds .Arr. Walter Jacobss A .30 .10 .15 .15 .15 .15 .20
*Spying Cupid. Waltz (Rolfe). . ... S . .Arr. Walter Jacobss A .40 .20 .25 .25 .25 .25 .35
*Starry Jack, The. March and Two-Step. .. ... ....R.E. Hildreth A .30 .10 .15 .15 .15 .15 .20
*Step Lively. March and Two-Step (Allen). . ............... Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .20
*Stop! Look! and Listen! Fox Trot (Allen) ...Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
B B L B I e IR e e e o Aot s e, B s A.J.Weidt - A .30 .10 .15 .15 - .15 .15 .20
%S ummer Dream, A. Morceau Characteristique (Flath) AT R: E. Hildreth - 'B- .30 -':10.' .15 “15"%18 .15 " .20
FSuneet In'Eden. WAlts (HAID ... . /0. 00 v e s e amdanne .Arr. Walter Jacobs- - B .30 .10 .15 .15 .15 .15 .20
t * un-Rays. Characteristic Dance (Morse) . .Arr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .20
i » wed!:h Fest March. (Perfect)........ ..Arr. R. E. Hildreth B .30 Q18 1657015 . 18" .20
¥ w'eduh Wedding Marcht (Sodermann).......... ..Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
wing Along. Characteristic March.............. S g E e e s 6 b b W OO - A (3010 WIS L NS .15 .20
*Tendre Amour (Tender Love). Serenade (Clements) La S E 208 .« Arr R.BEIHdiéth B 530 .10 725 15 118 .15 .20
SThatiBailior Rig: ¥ Y. 08, U8 & T e o8 A 100 7eidt A .30 .10 .15 .15 .15 .15 .20
*T_hree Nymphs, The. Dance Classique (Cobb). . . Jagobs - B--.30: 70" .15 157 .15" 15" .20
ETitania.” IOverture. .. S o bt bt z & Blelg ook E ildreth B .40 .20 .25 .25 .25 .25 .35
*Top o’ the Mornin’. Medley March. . Ve VL o BV g aS B T e ax a7 ot s VAL S 8 R. E. Hildreth B .30 .10 .15 .15 .15 .15 .20
*Toreador’s Song, The. From ‘‘Carmen’t (Bizet) . . ceveenes o AT, R B Hildreth ' €70.30 .10 .15 15016 .15 .29
*Trading Smiles. Schottische (Ramsay)........... Arr. Jacobs-Hildreth A .30 .10 .15 .15 .15 .15 .29
l"Trgurnphal March. From ‘“Aida’t (Verdi)....... ...Arr. R. E. Hildreth B .30 .10 .15 .15 .15 .15 .29
*Tri-Mountain. March and Two-Step (Weekman)........ Arr. Hildreth-Jacobs A .30 .10 .15 .15 .15 .15 .29
*Troopers, The. March and Two-Step S R AR .. Fred-J,Bacon A .30 -.10° .15 .15 .15 .15 .29
*Ultimatum, The. March and Two-St ....Arr. Walter.-Jacobs B .30 .10 .15 .15 .15 .15 .29
*Under the Spell. Waltz (Allen)............. VRN Arr. Walter Jacobs. A .30 .10 .15 .15 .15 .15 .29
RUak LF Walks, | Lol Byl Uk ....R.E. Hildreth B .40 .20 .25 .25 .25 .25 .35
*U-Te-Zer. A Rag Two-Step (Mutchler) . rr. Walter Jacobs B .30 .10 .15 .15 .15 .15 .29
*Westward Ho! March dnx wew s v GO0 Y LANSInG A 30 110 15 18 2R .18 .20
*When You Dream of Old - . ....Arr. Walter Jacobs A .30 .10 .15 .15 .15 .15 .2
*Winter Scenes. Waltz .Widden and Conrad B .40 .20 .25 .25 .25 .25 .35
Woodland Dreams. Reverie. A.J. Weldt:: A .30 .10 .15 .15 .1 15 .29
Yankee Boys. March............... A .30 .10 .15 .15 .15 .15 .29
*Yankee Dandy. Characteristic March. A .30 .10 .15 .15 1§ .15 .29
*Yo Te Amo. Tango Argentino (Rolfe) B30 303 .15 15715 .2
*Young April. Novelette (Cobb)...... B30 31 .15°°.18 .15 .15 .29
*Youth and You. Waltz (Allen)........... 7 B- .30 .10 .15 .157:18 .15 2p
*Zornoka. Mazurka (Three-Step) (ASIUS) .. .. .......coviinrneeeeennnns. A .30 .10 .15 .15 .15 -.15 .29
WALTER JACOBS, 8 BOSTON, MASS.
Some people eat the frosting and throw away the cake; some people read the text and skip the ads




