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THE TRIUMPH CONCERTINA
INTRODUCTORY NOTES

The Triumph Concertina has now come to be generally regarded as the finest
instrument on the market for Salvation Army usage. This foremost position it has gained by
virtue of its excellent qualities and the possession of unique feathres. Prominent among
the latter is the keyboard, which is so constructed as to make possible the rendering of accom-
panied duets on the one instrument with greater facility than with any other make.

It will be seen from the keyboard charts given that the arrangement of the keys renders
the fingering exceedingly simple, and makes the keyboard easy to manipulate hoth for melodic
and harmonic purposes. The advantage of placing fourths in each row of Keys one above the
other will be readily comprehended by students of harmony, for the interval of a fourth is
present in all common chords where the octave is used, and this arrangement of the key-studs
enables the two notes comprising the fourth to be played by the same finger in most cases.
This sufficiently illustrates the superior adaptability of the keyboard for harmonic combinatious.

This and its other advantages, combined with its sweetness of tone, sound workman-
ship and durability have won for the Triumph Concertina a chorus of praise from hundreds
of users who are continually growing in number as the instrument becomes ever more widely
known and its excellence realised.

SOME GENERAIL HINTS.
1.—The instrument is supported by adjustable straps through which the hands are
inserted as far as possible, the thumbs being outside the straps. In general practice the three
middle columns of studs are operated by the three middle fingers, and the outside column of
chromatic studs by the little finger. The column of chromatic studs on the thumb side of the
keyboard are controlled by the first finger.

While this may be regarded as the general principle governing fingering, no hard and fast
rule can be laid down. The player will find it necessary in actual usage to occasionally depart
from these directions in order to facilitate the manipulation of the keyboard. Fingering becomes
almost an instinct as the player gains experience, and the rule given above is therefore only
advanced for general guidance.

2.—The player should remember that the mechanism of a Concertina is necessarily
of delicate construction and much care needs to be taken in handling the instrument.

(a).—The management of the bellows is of particular importance in this connection ;
the extending and closing movements must never be jerky, but steady and constant.

(b).—In no case must the user, or any other person inspecting the instrument, extend
or close the bellows without pressing a stud ; to do so does untold harm to the wind-retaining
powers of the instrument. It is safest for this reason to keep the Concertina in its case when
not in use.

(c).—Learn to adjust the wind pressure to the number of key-studs used. It will be
patent to the student that to apply the same strength of air-pressure to a single note as is
necessary for a whole chord containing four or more notes will expose any reed to undue
strain and thus do considerable damage, besides rendering the reed liable to be put out of dune.
Incidently, it shouid be mentioned here that in sending a reed for replacement or re-tuning it
is necessary to send also its octave note so that correct tuning can be effected.

The Musical Publications and Instruments Department undertakes the tuning, repairing
and reconditioning of all types of Concertinas at moderate cost.  Estimates are given belore
proceceding with the work. Send all your repairs to Judd Street.

8. Quite a variety of material consisting of special arrangements both for solo and duet
work are included towards the cnd of the Tutor, but the student is advised to proceed by steady
steps, remembering that slow yet sure progress is preferable to hasty and superficial attention
to the instruction and exercises.



PART I.—-THE RUDIMENTS OF MUSIC.

SECTION 1.—NOTES.

1. What Notes are.—Notes are signs representing the sounds used in Music.

2. Meaning of the Shapes of Notes.—Notes differ in shape one from another, and it is by their shapes that
the relative lengths of the sounds are known which the notes represent.

3. Shapes and Names.—The following are the different shapes of the notes with their names attached ;—

Shape, Name, Description. Relative Value,
o Semibreve ..........eooisi A plain white note ......evvvienennnnnnn. semrmensemnanans| A Semibreve is equal to
P Minim .....cceeeemurvenienes A note with a white head and stem............. oo | 2 Minims, or
r Crotchet .......oovviuvnne. Black head and stem .........c.cceviiiieiiiiiiiininnns 4 Crotchets, or
; Quaver ........ veseasis..]  Black head, stem, and hook .................. cenrnanes 8 Quavers, or
E Semiquaver........ +=seess| Black head, stem, and 2 hooks........... tceseesenenss.| 18 Semiquavers, or
g Demisemiquavet.........;] Black head, stem, and 3 hooks.....c....cueee... ceerss| 32 Demisemiquavers

. 4. Stems.—It is indifferent whether the stem of a note is placed up or down, as this does not alter its sig-
nification.
. 5. Hooks.—Where several notes having hooks occur together, it is usual to join them by one or more continuous
lines at the end of the stems, according to the number of hooks they would have if given separately :—
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SECTION 2. THE STAVE.

1. Stave.—The notes are placed on and between parallel lines. The group of five lines used in music is called
the STAVE,

2. Relative Pitch of Notes.—By the position of the notes on the stave is known the relative pitch of the
sounds which they represent.

3. Degree.—Every line and space is called a DEGREE,
4. Interval.—The distance from one note to another is called an INTERVAL,

SECTION 3.—CLEFS.

1. Actual Pitch. The actual piich of the sounds is determined by signs called CLEFS, which are placed at
the beginning of staves.

2. Alphabetical Names.—The first seven letters of the Alphabet are used as names of notes on account
of their position on the stave, or, in other words, because of their actual pitch,

3. Clef Signs.,—There are two clefs used in S. A, music, viz., the G, or TREBLE CLEF, and the F, or BASS
CLEF. Examples:—G, or TREBLE CLEF, % F, or BASS CLEF, @

a

SECTION 4.—-THE GRAND STAVE or GAMUT.

1. The Gamut.—Eleven parallel lines constitute what is termed the GRAND STAVE OR GAMUT.

2, The Bass and Treble Staves.—The BASS STAVE, marked by the F Clef, is the first 5 of these lines ;
while the TREBLE STAVE marked by the G Clef, is the upper 5 of these lines.

3. The Grand Stave.—The following is the Gamut or Grand Stave with the Alphabetical name attached to
each successive note.
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4. Natural Notes.—The notes of this Gamut, as well as the sounds which they represent, are termed Na‘urai.

5. How to remember Notes,—An easy way of remembering the notes is to learn, separately, those on the
LINES and those in the SPACES of each stave, as follows (—

The 5 Lines of the The 4 Spaces of the The 5 Lines of the The 4 Spaces of the
Treble Stave, Treble Stave, Bass Stave. Bass Stave,
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6. Ledger Lines.—Notes are also placed above and below the Stave, on and between short lines which are
called LEDGER LINES.
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SECTION 5. RESTS.

1. What Rests are.—RESTS are signs of relative periods of silence, corresponding in value and name with
the notes.
2. The Shapes of Rests.—The following are the rests :—

oniad - . L] L= :
1 1 \-{ =
Semibreve Minim Crotchet Quaver  Semiquaver Demisemiquaver
rest. rest, rest. rest. rest, rest,

SECTION 6.—MODIFICATION OF NOTES AND RESTS.

1, Dots,—A dot after a note or rest increases its value by one half. ‘Two dots after a note or rest increase its
value by three-quarters. Examples,

IO'quualto Fr H -~ 'equa.lto_-_,- ” r iequaltol' ; H Il ’equaltort - ”

2. Pause.— ™ This sign is called a PAUSE, When placed over a note or rest it prolongs its value at least
twice its ordinary time.

3. Triplet.—In special cases three notes are to be given in the same time as two of the same kind, and form what
is termed a TRIPLET, indicated by the figure 3 placed over or under them. Examples :—

e b r

4. Double Triplet.—In some cases six notes have to be given in the time of four of the same kind ; in this
case the figure six i placed over them. Examples:—

(] [
To be rendetred in the @ @ @ . | Toberenderedinthe ®# ®# @ @ ’
T LLLF || CLZppr [ rosempieetimee pope|

r ‘i r l To be rendered in the time of r I-

To be rendered in the time of t r ”

ceeeer

5. Tie or Bind.— - This sign when placed over or under two or more notes of the same pitch,is called a
TIE or BIND, and indicates that only one sound is to be produced of the value of all the notes so connected together.

— N
le. 1 (=
Example F’ r equal to | I r ; l
SECTION 7. ABBREVIATIGNS.
1. Implied Notes,—In some cases all the notes to be given are not placed in the copy, but are indicated by
one or more of them in conjunction with certain marks.

equal to r ‘
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2. Abbreviations of Notes.—These shorter ways of giving the notes are calied ABBREVIATIONS.
Example :—

As written 2 ‘ _e e _—' 2 é po —
; ! 5 2= ddd

As played ( OPPPPPPF CLorigegeeeer| or geer P-PE'PEEr ceeereeer

3. Rest Abbreviations.—The following are the abbreviations used in cases where two or more rest bars

occur. The numbers over the following abbreviations indicate the number of rest bars which are signified by the
different signs,

2 4 6 10 and above.

‘ - — | —

SECTION 8. -ACCENT and MEASURE.

1. Accent means emphasis or stress laid on a particular sound.

' 2. Regularity of Accent.—In music, accented sounds occur at regular periods. By this regularity music falls
into equai divisions.

. 3. Bar.—Perpendicular lines, called BARS, are drawn through the stave for the purpose of indicating this
periodical recurrence of the accent, and marking off the music into equal portions with respect to time.

. 4. Measure.—The space between any two bars is called a MEASURE. The word BAR is also often used to
signify the same as measure.

5. Strong and Weak Accents.—In some pieces the measure has only one agcent, in other pieces the measure
has two or more accents ; in all cases where there are more than-one accent in the measure, the first, which immedi-
rtely follows the bar, is termed the STRONG ACCEN T, and the others WEAK ; the degree of emphasis to be given
to each note standing at these places in the measure being indicated by these terms.

6. Parts of Measures.—Measures differ not only with respect to the number of their accents, but also with
respect to the number of small equal portions or parts of time of which they are formed.

7. Incomplete Measur.es ~—WHhen a piece begins with one or more notes, none of which have a strong accent,
they precede the first bar as an incomplete measure, and the lzst measure of such a piece will also be incomplete in time
to the extent of the value of those notes which precede the first bar.

SECTION 9.—TIME.
1. Time or kind of measure.—By the TIME of a piece of music is meant the kind of measure of which it
consists,
2, Species of Time.—There are two species of Time, called COMMON TIME, and TRIPLE TIME.
3. Common Time.—Is that where the measure consists of an equal number of accented and unaccented parts.
4. Triple Time is that where the parts are unequal in this respect.

5. Counting and Beating Time.—It is the accented and unaccented parts of the measure which are observed
when BEATING or COUNTING time in music. The single beat or figure used in measuring time is not always
represented by a note of the same shape, as in some pieces the parts of the measure have the value of a quaver, in
others the value of a crotchet, and in other cases the value of a minim.

6. Metronome.—The Metronome is an instrument for exact measurement of time in music by the swinging of
a pendulum or suspended weight on a tape or cord, the pendulum being shortened or lengthened, and the tape or
cord held at exact distances in order to swing at different degrees of speed.

7. Metronome Marks.—These are placed at the beginning of pieces, indicating the exact time which the
individual note given is to take in performance. Examples :—

Met. J = 92. Met. g = 104. Met. o = 60. Met. 4 = 108, Met. .} 100.

The meaning of the first of these marks, for instance, is that the rate of movement is to be fixed at 92 to the minute,
each swing of the pendulum will then correspond to a quaver.

8. Simple and Compound.—Both Common Time and Triple Time are subdivided into SIMPLE and COM-
POUND, and of Simple Common Time and Compound Common Time there are three kinds, as there are of Simple
Triple and Compound Triple Time.

9. Time Signature.—The time of a piece of music is indicated at the beginning by a sign called a TIME
SIGNATURE, and unless this is subsequently contradicted, all the measures of the piece will be of the same kind as
to accent and value of the music between any two bars,

10. Time Signature given.—The following are the Time Signatures '—

SiMPLE CoMMON TIME. CoMPOUND CoMMON TIME. | SIMPLE TRIPLE TIME. CoMPOUND TRIPLE TIME
4 or @ 2 -] 6 12 ‘ 3 3 3 - ]
4 4 4 8 8 2 q 8 4 8 18
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11. Times compared.—It 15 {0 be observed that Compound Common ‘Lime has fwice o, jour lrmes the
numerical value ot Simple Triple Time. Compound Triple Time has ¢three times the value of Simple Triple Time.

12. Meaning of the { or C signature.—The signatures 4 or @ indicate that there are FOUR PARTS in
the measure each of the value of a crotchet, and that there are two accents, falling on the first and third parts.

13. Time Signatures as fractions.—All the other Time Signatures represent a fraction of the semibreve,
the fraction indicating the value of tke note to which the parts of the measure in each time correspond. 2 8 8 and
‘g have one accent, falling on the Ist part of the measure ; 2 and g have two accents on the Ist and 4th parts of the

measure ; 2, 3 and °; have three accents, on the lst, 4th, and 7th parts of the measure ; 12 has four accents,
falling on the 1st, 4th, 7th and 10th parts of the measure,

SECTION 10.—DOUBLE BAR, WITH CONNECTED SIGNS.

1. Double Bars.—Single Bars are used, as we have seen, to form measures. Double Bars are used for quite
a different purpose, viz., to indicate the end of a piece, or a distinct portion of it.

2. Double bars in measures.—When a strain terminates at an incomplete portion of the measure, the Double
Bar indicates this by being placed in the measure at this point.

3. Dotted Double Bars.—DOTS before a double bar indicate that the music has to be repeated from the
beginning.

4. Pair of Double Bars.—When only a portion of the music has to be repeated, this portion is enclosed be-
tween a pair of dotted double bars, the first double bar having the dots after it, and the second before it.

5. Dots on both sides of Double Bar.—-When a double bar has dots on either side of it, there is to be a repeat
of the music before it and also of the music which follows it.

6. 1st and 2nd time.—Sometimes when a strain is repeated, the second ending differs from the first, and
BRACKETS are used in this case to mark off the separate endings; 1, Ist, or 1st time being placed under the first
bracket ; and 2, 2nd, or 2nd time, under the second bracket.

7. Da Capo.-—The words DA CAPO, or their abbreviations, D.C., placed at a double bar, indicate a return
to the beginning of the piece.

SECTION 11.—-ACCIDENTALS.

1. What Accidentals are.—ACCIDENTALS are signs used before notes to indicate the raising or lowering
of the sounds which they represent.

2. How far an Accidental applies.—Each accidental applies to all succeeding notes in the same measure
or bar on the same line or in the same space of the Stave as that note before which it is placed.

3. Sharp.—-—#. This sign is called a SHARP, and the note before which it stands then represents a sound
a half-tone above the natural one.

4. Flat.—p. This sign is called a FLAT, and the note before which it stands then represents a sound a half-
rone below the natural one.

5. Natural.—#. This sign is called a NATURAL, and shows that the note before which it stands represents
a natural sound, when, if it were given without this sign it would represent either a sharp or a flat one.

6. Double Sharp.—x. This sign is called a DOUBLE SHARP, and the note before which it stands then
represents a sound a whole tone above the natural one.

7. Double Flat.—pp. This sign is called a DOUBLE FLAT, and the note before which it stands then repre-
seats a sound a whole tone below the natural one.

8. Natural with Flat.—A Natural used in conjunction with a Flat ('Qb), implies that the note which has been
previously used in the same measure with a Double Flat (hp) before it, is to be raised a semitone.

9. Natural with Sharp.—A Natural used in conjunction with a Sharp (ﬁ:“,)' implies that the note which has
been previously used in the same measure with a Double Sharp (x) before it, is to be lowered a semitone,

SECTION 12.—SCALES.

i. Species of Scales.—There are two species of Scales, DIATONIC and CHROMATIC.

2, Chromatic.—The CHROMATIC is a succession of notes at the interval of a semitone from each other.
This semitonic progression is marked by sharps in ascending and by flats in descending,
Example.

BN

PN v Ry 1 o )

u/ -&#&U#@ ~ hu

———— st I 5 P
uﬁe— A" —_—

_Q_m_e_'ac _— 9-99 —6’“

8.A.102



7

3. Synonymous Notes.—It is to be observed that there are SYNONYMOUS NOTES, that is, two notes
sepresenting the same sound, as C§ or Dp, F$ or Gp.

4. Diatonic.—The DIATONIC species is divided into two kinds, MAJOR and MiNOR, each consisting of
eight notes, having two progressions by a semitone, and five by a whole tone.

5. Major.—In the MAJOR SCALE, the semitones occur between the 3rd and 4th, and the 7th and 8th notes,

Example. C MAJOR.
g ASCENDING. DESCENDING.
: - —_—— § P < S
¥ () ——— ! —_— T e
v G- o = > [ 7 8 8 7 6 5 4 — [ -
1 2 3 3 2 1
Semitone.
6. Minor.—In the MINOR SCALE, the semitones in ascending occur between the 2nd and 3rd, and the 7th
and 8th : in descending, between the 6th and 5th, and the 3rd and 2nd.
Example. C MINOR.
ASCENDING. DESCENDING.
P oo — % = e

“Q

8 7 8 5 4

-
-3
-

7 o) -

YT 2= 7 T
Semitone.

7. Name of Scale.—Each scale is called after the note on which it begins, and nof after any note which may be

sharpened or flattened in forming the scale.
8. Key Note.—The starting note of a scale is called the TONIC or KEY NOTE.

9. Natural Scale.—The Major Scale of C is called the NATURAL SCALE. Every other Major Scale and all
the Minor Scales, require the use of one or more Sharp or Flat notes for their formation, as otherwise it is impossible
to get the required progression of tones and semitones.

10. Key Signature.—By KEY SIGNATURE is meant one or more Sharps or Flats at the beginning of a
piece as a sign of the Scale from which the piece is formed, the Sharps and Flats so used corresponding with the number
occurring in the particular scale employed, and placed on the lines or in the spaces of the stave on or between which
the notes occur which are sharp or flat in that Scale.

11, Relative Scales.—Every Major Scale has what is termed its RELATIVE MINOR, the key-note of which
is the 6th of the Major Scale. Both Scales have the same Signature.

. Dp | CE Bh |A%
12. Number of Scales.—There are 12 Major and | ( k
12 Minor Scales, as the following_groups are synonymous i— MAJORS. {gg | 1};# MINORS. 1};:" gg
Flats.
MAJOR. F. _Bp. Eb. Ab. Db. Gp. cp
=4 a7 Ay Juninl | [ S A —Z—0% i_*_b%a bﬁ b5 DJ‘,ILZ_L},:L
AR EH@J}§ gin v L@Pbr’; fa2-bs ‘—EB?DE
. </ o/ [% Y
cM Jon.ii MINOR. D. G. C. F, Bb. Eb. AD,
A Mmon.fjﬁ Sharps. b A F# #
Major. G. . . + E, B ' C
i #— ) %###L ﬁ #ﬁ% é_##_% liitt#ﬂ Y. #-E#*wnf
@_ 9 31& i@ T ___*; ‘@;i S— :/m “——FE
MINOR. E, B F§. * ct G# D% Al

SECTION 13.— GRACE NOTES and EMBELLISHMENTS.

1. What Grace Notes are.—Grace Notes are those given in a small character or type, placed before or after
notes of the ordinary type used in the piece, and from which their value has to be deducted in performance.

2. Appoggiatura (pronounced appodj-jahioora) is the name given to a small note one degree above or below
the larger note before which it is placed.

3.—Appoggiaturas above and below.-—~When above, the Appoggiatura may be either a half tone or a whole
tone from the principal note ; when it stands below it is always a semitone from the principal note.

4. The Time of the Appoggiatura.—It takes half the value and also the accent from the note to which it is
attached. When it is attached to a dotted note it takes two thirds of the value of the dotted note,

As given, As played. As|given. As played.

— —
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5. The Double Appoggiatura is the name given to two notes in small type e
affixed to one of the ordinary type. the first of the two being one degree below and the Example. — —
other one degree above the principal note. =

6. The Acciaccatura (pronounced akchak-kahtoora) is a small note aitached to a larger one, either in the
form of a quaver or semiquaver, with a dash through the stem, as;— . 1t is to be played so quickly that
the time deducted from the note to which it is attached is almost imperceptible, and does not in any case take the
accent from the note with which it is connected.

7. Groups of Grace Notes.—The follo.wing examples show groups of two or more Grace Notes and how
they are to be rendered.

As written.
— ~
== =- 5 -
[ — 1 B o W [ J [ v
H—=— e
As played.
o, ) e .

3 .
EE=E Sisse=_ s S

8. The Turn is a sign implying a group of notes to be added to that note to which the sign is attached.
Turns are either DIRECT or INVERTED.

9. Direct.—~ This sign is called the DIRECT TURN, and when attached to a note it implies a group made
up of the note above the note given, the note itself, the note below, and then the note itself again.

10. Inverted.-—) This sign is called the INVERTED TURN, and implies a group of notes taken in the
opposite direction to the Direct Turn.

11. Speed of the Turn.—The first three of the group of notes implied either by a Direct or Inverted Turn
are given quickly, when the note over which the Turn is placed is a comparatively long note, but where the note is
comparatively skort, the four notes constituting the Turn should be equal in length.

12. Turn with Accidental.—When the lowest or highest note of the group implied by a Turn is to be given
a Semitone higher or lower than it is in the key, an Accidental is placed either above or below the Turn to indicate this.

13. The Turn after a note.—When the Turn is placed a litile to the right of the note, the additional notes
implied are to be given after the note to which the Turn is attached.

Examples of the Turn.

As written. ; b 2 ;:
2 —=— & ] =
=F SEESEEE==1 : . =
As_&layed. —_— )
- =~ P
— 33— h — -3 E— . P 3
ST e s s
| = M= —tges
[

S—
14. Shake.—¢r. This sign is called a SHAKE, and indicates a rapid alternation of the note over which it
is placed and the next note above.

As written. I As plaved.
Example. ¢ :ff gli

kl5. Shake with Turn.—In most cases, the last four notes take the form of a Turn, which adds a finish to the
shake.

As written, #r As played.

Fa Y

# o] — P - . = -2

16. Passing Shake or Mordente.—w This sign is called the PASSING SHAKE or MORDENTE.

As written. ., As played. 3™
—a R —5 ﬁt:_.ﬁ!_
Example. . — ; !; l=_2
¢/ h b’
The notes given in place of the sign.

As written. As played. —
Pty W D e
G~ i - —.—f"i__.‘_‘i_" { I=::__._ 1 _‘—i"’_‘__l_‘ :
B it —————- U P —3 —_J
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SECTION 14.—-MARKS OF EXPRESSION.

1. Slur. -~ This sign is called a SLUR when it is placed over or under two or more notes of different names,

and indicates that they are to be given in a smooth connected style. In producing notes so connected on Wind
instruments, they have to be given in one breath.

2. Staccato Marks.—DOTS over notes indicate that the sounds are to be rendered in a detached manner,
and no? held out the full value of the notes, the value being completed by rests in performance.

4. Marks of Accent. _, y,,. When one of these signs is placed over a note, special a¢cent or emphasis is
to be given to it.

5. Octava and loco.—The word OCTAVA, or its abbreviation 8 va., when placed over notes, indicates that

the notes have to be played an octave higher than written, either to the end of the dotted line, or to where the word
L.OCO occurs.

6. Italian Words.—The principal Italian words used as marks of expression are the following :—

WORDS, HOW PRONOUNCED. MEANING.
Adagio Adabk’jo .............. Very slow and expressive.
Andante Andah’ntay Calm and rather slow.
A tempo Ah tem'po In time,
Con espressione Con express’yo'nay.......... With expression.
Dolce ..oovivviiiinennnnnns Dol’chay .... cenvresse.  With sweetness.
Lento ...... visesse  Len'to ... veensee  Inslow time.
Loco .....iaune veves LO'CO iiiiiiiiiieienes «+.. Place, Notes to be played as written.
Maestoso Mahesto’s0  .iieeeveeenverenns Stately and grand expression.
Moderato . ..ovvvaenenenn. Modzirah'to .icecreeecrnne... Moderate time.
Mollo .iucviiiiveniiiinins MO0 oiiiiiirecrenrerinnene. Much.
Ritardo ...ccocevinnninnns . Reetahr'do .....c.cocvenn.enn Slackening of time.
Vivace .....cocreennnnen, . Veevah'chay ...... Cereenenes With vigour and eneigy.
7. Abbreviations.—The following are abbreviated marks of expression ;:—
f Forte, Loud. PP Pianissimo, Very soft, Rit. Ritardando, | Gradually slower
Jf Fortissimo, Very loud. mp Mezzo piano, Rather soft. &Rall. Ralleniando, | and sotter,
sf Sforsato, Special emphasis, Cres. } Crescendo, Gradually louder. Allo. Allegro, Quick and lively.
if Mexzo forle, Rather loud,
”, 55 » . Dim, - { Rather quick and
5  Piano, Soft. ?} Diminuendo, Gradually softer, Alleto, Auegteﬂo, lively.
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0 PART IL.- THE TRIUMPH CONCERTINA.

————— & e ——

THE CHARACTER OF THE INSTRUMENT.

This form of Concertina has equal, if not superior merits for Salvation Army purposes,to all others.
1t has a simply constructed keyboard easy to manipulate both for melody and harmony, so is of value for
solo work as well as accompaniment. Different sizes are made soas to meet the needs either of Concertina
duet or of Band work. Differences as to number of keys or studs,(as from 35 to 60,)z21so are made to give
variety of costs as well as compass. Diagrams are here given shewing 35,48 and 590 keys.

The Triumph Concertina is tuned to concert pitch, and sois able toplay with harmonium, organ,piano,
flute, violin or any other instrument at concert pitch, and from the same music. The compass of the 48

e N

keyed Triumph Concertina is from B¥Eg—] to % , including all chromatic notes between those

extremes. A wide range is thus provided and the possibility of playing well almost any kind of music what
ever its demands may be.

To gain a knowledge of notation the student should of course avail himself of the instruction contained
in Part 1 of this Tutor. He should also give attention to the practical details contained in the following
Section. He will thus be prepared for the special treatment of the Triumph Concertina.

Like the English Concertina, each key on the Triumph produces when pressed the same soundeither by
the bellows being drawn out or pressed in, an advantage,especially in playing harmony ormusic in sepuarale
parts.

The first,second and third fingers are those which are mainly employed in playing, but in chromatic
passages as well as in keys having several sharp or flat notes in their construction the fourthfinger is also

called into action.

THE KEYBOARD.
LEFT HAND. RIGHT HAND.

35 Studs.

O®O0O

©eO00
SESATRE

O0O®

@e




LEFT HAND. RIGHT HAND. 11

-48 sm%%

O0@®O
@®0O0
©@OOw
DO

& e
OOOOO
OEO0O®
B

O0O®
&

©6e e

=Y=To]

Q[ STRAR D

QISICICIO;
QOOO®
€9 69 €9 63 &3

&3

QISICICICIV)
@OOO®®

€3

In these diagrams notes are givensuch as the keys orstuds produce when in action,and in the order
in which the keys stand upon each side of the Concertina. We have thus placed before us a complete
chart of the full compass of the instrument. Careful atiention to each diagram is ecsential that
the memory may be duly impressed with the note made by each keyand the order in which each
stands on the keyboard. The diagrams will of course answer the purpose of reference in cases of doubt
in future exercises and tunes until the memory is trustworthy as to the whole compass. S, A.102
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The student will be aided by having a few observations on the diagrams put before him at the beginning
of his efforts that he may give his attention to essential points. The Keyboard of the48 keyed intrument
will be the one referred to in all cases.

1. The centre groups of notes in three columns are mafural notes,ie. as white notes of Piano, They are
arranged in the order to facilitate fingering. Taking the lowest group of three notes C,E,D, the fingering
for them when ascending the scale is (C) 1st finger, (D) 8rd finger, and (E) 2nd finger; and so with each
group above these, so that playingin this order the full compass of natural notes can be made.

2. Taking each column separately, the notes stand in uscending fourths. Each line and each space of the
stave is called a degree(see Part 1,Section 2). An interval is the distance between one degree and an-
other or between the notes occupying those degrees, taking intoreckoning both extremes, so that C to F
is a fourth(C,D,Eand F.) So alsois Fto B,BtoE,E to A,and A to D as given in the first column of
natural notes for the right hand.

8. On eachside of the group of natural notes is a set of keys representing the half-tones. These are
called chromatic notes. Each chromatic note can be presented in twoways : either as a sharp or a flat.
For instance, G sharp and A flat are but two names for the same sound, and so boththese chromatic notes
are made by using the same stud on the instrument.

4. It will be observed that of the two alternative names given to each chromatic note on the diagram,
the first is always of the same alphabetical name as the natural note nearest to it. In some cases this
chromatic note sharpens the nearest natural note, and in others,flattensit, and a careful study of the
diagrams is essential in order that the chromatic note studs on the keyboard are thoroughly understood.

5. Asthe memory is aided in learning the names of notes by taking them in groups,bringing together
those on lines and those in spaces (see Part 1,Section 4), so the student of the Triumph Concertina can
gain help by taking the names of the notes in the seven columns on each side of the instrument as given
in the diagrams on page 11, going over each again and again until impressed on the memory. Take the
natural notes of the right hand side first of all,dealing with each column by itself till well fixed in mind,
thus. —

1st COLUMN. 2nd. 8rd.
D F E
A C B
E G F
B D C
F A G
C E D
rorars 6 6 6

Then take the natural notes on the left side., —

1st COLUMN. 2nd. 3rd.
E G F
B D C
F A G
C E D
rorarts 4 4 4

The student will thus have a sufficient knowledge of the keyboard to be able to advance to the
scale of C.

6. The learning of the columns of chromatic notes can be left till after some progress has been
made in playing the C scale and the exercises and tunes inC. The following are the groups for
committing to memory when the student has advanced so far. —

S. A 102
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The column of keys on the left and on the right on fke right hand side of the instrument are

LEFT COLUMN. RIGHT COLUMN.
R I, N g
G# Ab Bb A}
D Eb F§ Gb
Af Bb c# Db
Gb Fﬂ G# Ab
Db C D¢ Eb
TOTALS 5 S 5 5
Now take the left hand side of the instrument —
LEFT COLUMN, RIGHT COLUMN.
N gl R el
D§ Eb F§ G
Al Bb cg Db
Gb F# G# Ab
Db C# D§ Eb
T0oTALS 4 4 4 4

It must be borne in mind that these columns give two sets of names for the same notes, as C
sharp is but another name for the same sound that is called D flat, and so on.

7. Another point of importance for the student to notice is that five nutural notes und three
chromatic notes on the right hand side of the instrument are repeated on the left hand side.
These notes are.= RIGHT.

£ ’ >

T r@—}| Note:The scale of C is

&

s s b gox:‘ltinued and completed
] & P in duplicate including
LEFT  ge 2= , o BR bo be PZ icniant sccidontals

rd

r

) ﬂ a 55-Keyed Instrument.

Each side is to be viewed as having an independent compass; means are thus provided for the

playing of paris and of melodies and accompaniments, and for one side taking over one or more
notes for facilitating the playing of certain passages.

8. Placing the notes in successive semitones the Chromatic Scale is obtained, as follows. This

should be played only afier some skill has been gained on the early exercises and tunes in the
following sections,

THE CHROMATIC SCALE.
RIGHT HAND.
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THE SCALE OF C MAJOR
AND EXERCISES ON THE SAME,

THE SCALE OF C IN TWO OCTAVES FOR RIGHT HAND

D
D ‘P; D ';99.2 Fo e, P b, P
l 1 } e | | :
A oot e + e e T =
fl‘I"lU" l} 1 J 1 e d
, ég 21 32 183213213 2 231231 23T3 31 3 o
Fingers 1 3 1

NOTE.- D means draw out bellows as one action for the four notes following the letter, beginning to
play with the bellows closed up; P means pusk in bellows for the four notes following that letter.

Play slowly; keep the action of the bellows quite even for the full movement when drawn out and
when pushed in; let there be no jerking of the bellows when a new note is taken inthe rise or fallof
the scale; so manage the drawing out or pushing in of the bellows as for sufficient wind to be avail-
uble for each note of the group of four.

The directions given for the use of the' right hand are applicable also for the left in dealing with
what follows,

THE SCALE OF C IN ONE OCTAVE FOR LEFT HAND

Dl 1 P o o DQ- i P | Il
e 2 1 )3 —_— ) G 3 1 1 1l
= == H i ————
Fingers 3 1 2 3 1 2 3 1 1 3 2 1 3 2 1 3
THE SCALE OF C FOR BOTH HANDS.
RIGHT.

:)9 , D P D P D. P D P D PJl D P D P
S-@é{i — = — & = —
o & 7 2 1 3 2 1 8 2 1 A

Fingers 1 3 2 . 3 2 3 1

LEFT. > . L
et E e
= L 1 1 i
Fingers 3 1 P 2 3 1 2 1 3 2 1 3

NOTE.- Play slowly at first, then as ease is gained, at a quicker and quicker speed. The fingers of
each hand must act instantaneously so that the octaves blend completely both in sturting and finishing.

EXERCISES ON INTERVALS.

NOTE - Each hand is to be used at first separately in playing cach exercise several times over,then in
conjunction.

Play also at such degrees of force as pp, p,mp,nf, f and ff indicate, aswell as inrising crescendo
and falling diminuendo as such a sign as —===— —==—(the swell) would indicate.

RIGHT.
n~ P nn.]'. P IDJ 1 P D
s . I 1 l% 3 l[ll 1._‘1}1 {I [
o 1 11 _?1 j ‘H—'FM %¥ <
1231 2 31 2 1312 3 (2138 211321 (8514 ?
Skips of 3ds > -

v ' 1 I’

EESE==Si =SS T —— o s e

2

1
3 21 3 21 3 1 32 1 28 1 2 3 1 2 8 1 2 3 1 3
LEFT. S.A.102
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NOTE.— In the following Exercises the same finger is used for two successive notes. A smart,
quick action is required in leaving one key and striking the next.
@ RIGHT.

D p_ 0 P , D P D

H— s S S S S S s W e o S S 1

] + - 1 i *
% & ;‘ ) o J - =y
4t£5 i 1 3 3 2 21 1 3 3 1 1 3 8 1 1 2 2 8 8 11 2 3 1

»

LEFT. . il | " .
s ot S=issser=re=mm
1 { 1 ! 1 I T 1 T = 1 : !

3 3 11 2 2 8 3 1 1 38 8 1 1 38 38 2 211 3 8 2 1 4
@ RIGHT.
P D P D P D, P
[ ! 1 1 } —» has ri ; t —
: SE s =oc e T e —
R H 1 1 [ [ 1 1
) o . T —
1 33 212 11 8|3 22 1 1 33 2 |31 1 2 2 831 12 2 8 1
Sths
LEFT » > ,.E e .
: ,F—le - T 1 {‘ — Fi ~ 5
1 T 1 T |~ e
—— + + : F t
8 11 2 2 8383 1 1 22 8 3 112 1 83 2 2118 8 2 2 1 8
@ RIGHT
P D P p P D P D
+ B — T "
RS R ARSI Ee e e e e e e e :
o e ! b ' o
1 23 1]2 81 2|8 12 38 |1 2382182 18 2 {138 21 /321 3 1
6ths
T ) o '} -
LEFT s £ £ FofthlF o, | e
 HES e S e e e e e e
3 21 3 2 18 2 1 821 3 21231 2 3 1 2 31238 1 231 3
‘ @ RIGHT
P D P D P D P
~ T - ot T > 1
{A—— l' i T ‘l } t“"‘l } ﬂ_‘{ T—T ? 1 eam—
3’ ‘_l *+—+ T H
1 1383 8|2 21 1]8 3821 38 21 3 |2238 3 11 2213 3 21 3
7ths .
3 e B E
| ‘: R — T__' ? H } 1 'E P '% { .
- TT’ 3 1 t - . =a i I T i |
’ 3 311 2 2383 3 112 3 1 2 3 1 2 21 1 3 3 22 1 12 8 1
@ RIGHT.
P P D P D P D | P
— o SO » I > 1
T I 1 1 { H 11 1 T T P & [ B
. 171 {1 1 ) 1! 1 a1 .T 11 1 | o .
1 88 21211 8|3 21 8 (2 138 2|2 831 1 22 3 31 381 3
Kths
LEFT. s £ ') > 2 o
et P ELEE e B E e e e ale
Sy e e = =SS St ’
8 11 2 2881 1281 2812 211383 3221 13 138 1
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Easy Tunes in the Key of C Major

In the early stages of a student’s development,he should hum or sing every tune,(and indeed,every
exercise where possible), otherwise he will find it difficult to accompany his own singing later on.

Practise the following tune “Conference” The words‘ There is a fountain” will fit this melody.
Observe that all the notes are of equal length; i.e.,there are four crotchets to each measure,with the
exception of the dotted minim, which should be held as long as three crotchets. When the melody has
been completely mastered, the student should experiment in placing thirds and sixths belowthe mel.
ody, using his own judgment as to where the thirds and sixths should be placed. As a guidewe give
the first strain; the student should complete the tune in like manner. (Examples of thirds and sixths

are given on opposite page.

GGGGCAAADBGABC
EEEEEFFFFDBFDE
The letters underlined are sixths; the remainder are thirds.

1. CONFERENCE

Allegro moderato M.d =96 n.c.
sg a 8 8 8 2 22 2 13°¢2 1 s Fi"eC;'ORiUSs
1 11

3 2 % 2 4 8 248 13 2 1 3
] -i:ﬂ"_:&i_"_i"f-:fmll{#?:!ll!|ll%+l'
v ﬂf f ‘
After mastering the above tune, the student should proceed to the next tune “Lord, fill my crav-
ing heart” (Do not play loudly on any single note, as this is liable to put the reed out of tune, espe-
cially if the instrument be new.)

2. LORD, FILL MY CRAVING HEART
Moderato M.d = 76

(od

'\l
[l
ol

m

S 8 4 2 8 3 4 2 12 88 81 8 83 3 1 28 342 12 3 838 1 8
e T St ety L E P e
v ! % X L 1 ) — )4 A ] 1 } i ! : ¥ l L ) — 5 ! lL {
mp ——— —— ————
CHORT'S A
_esin?;sizlzizzzsi 3 3 8 2 3 a 8lhyg2 8 83 1 8
a5 1 1
e -" - ‘IL Fﬁ_—d‘o—iv 1 15 ‘1 f o—1 o 1 1 —1 ﬂ
u - - L : | i 4 ! 1 | — i ! j — 4 - $ L ! 18
v ' resc. S f
_After mastering the above tune, place thirds and sixths below it, as with previous tune. We again
give the first strain. . 1

*
GCBDCFEAI|ED|CCCBC
EEDFEFGFleF|IEEEDE
It will be noticed that the majority of the above intervals are sixthsjonly
those marked with a # are thirds. The interval marked ¥ is an octave,

The smaller letters in square are to be played in half the time of the
preceding notes. Be sure that ecvery note hag vts proper time value.

3. CONGRESS
Allegro moderato M.d- 104

1 4 8 4 2 84 2 8 1 8 2 2 2 2 ] 3 3 L 2 3
- —1 1 I—1 T 1 . 1 I -
= o S o S : —  — . o —
1 | 1 I > ) 1 | »
i 1 ) § . | 1 1 - g ‘ ) | 1
f & e - f
8 2 2 12 8 2 g 2 4 2 8 2
1 S S R 8{ —I— ‘5 lﬁ — [: e sl gﬁ 18 _;' 1 3"_'. F_?i‘g £ A L e
® y 1 1 T F 5 L)
< ﬂ‘f‘ fr o T—1 1 h 4 T——t 1 1 1 X
DFY S

4. SINNER, SEE YON LIGHT
Allegro moderato M. 4 =92
2°1 3 8 8 82 4 8 3

249 8 2 8 3 2 2 8 4 2 1 8
Eﬂ:' %#ﬁf 7

1

+ N A )1

mf
ACHORUS, 3 o 4 34 8 41 3 2
Pt o o e =
-l—-d_ | P N o 1 d— - - 5 D Y
- m
0. JF}S&JS NOW IS PASSING BY s CHORUS
Mo 3erxaltio s1\:2. 33:27231 ill‘* . 3 2 I3 Piu mosso 72 13
k] < t——1 il 'E : - . T 1 3 - | S 1 ? .
3 r 6"'4‘1’1_41!1 o1 7 I 'diéédlill i - "' @
e e W P resc. — mf —

} 8 11,2 3 L 23 %
= . e }‘.{ } T & - 2L 3% 1 —1t = } i > “ @t
- | 1 b P 1 71° 1 1 ) 1 L
+ —— ‘_ o ) § 1 1 1 A4 11 d 1 1 1 )
3 op mp Tt ' - mf
———— P cresc. e
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INTERVAL EXERCISES ON PAIRS OF NOTES.

These exercises are for the training of the fingers of each hand in pressing two keys at the same
time. This should be done evenly and together. Begin at a slow speed, and also go backwards
with each exercise after the ascent has been well done. As ease is gained, quicken the speed.
From 1 to 6 call into action each hand by itself; 7 to 9 require the use of the hands in con-
-junction. An even and regular action of the bellows must be soughi. In slow as well as quicker
spveds in playing the exercises each pair of notes will fequire a drawing out or a pressing in
of the bellows, but of course while a full action either way is possible in slow time,
action will be found a necessity in a moderate or rapid pace.

shorter

NOTE.— In orderio save space, only the ascending series of notes are given in the following exer-
cises, but as advised, they should be played backwards as well as forwards.

RIGHT HAND.
M 3rds. @ 6ths.
>
P ey 8= o e 0 ®
— 14 %U b K S ) ~ oA O L% ]
Lo PIN S B S S\ M - ——— oo P & B ————
DI S 4 ‘_2’ ‘1’ 3 2 1 3 2 1 3 2 1 o Y (;' B n 3 2 1 35 2
2 183738 21331332133 s 3318 3014 3%
(® 8ths. o o @ 2 @10ths. - o ©
_a o0 © L = — = = L o © O T = —
i? oo oo = : p; 7 oo ——
R =g 1 3 1 K i 3 > 5 2 2 2 2 B)
3 2 3 1 3 2 1 3 g 1 3 = 5 5 1 % 3 § 3§
LEFT HAND.
® 3rds. ® 6ths. -
o ©
o . g 8 p: ¢ 8 g o o © L = - _Ir
FaY PrY (8] < (%) © o — <y ©
Y A [ ] & &) -~ ~ [ %] ©
= %] = Ty <>
2 3 1 2 3 1 2 3 1 2 2 3 1 2 3 1
3 1 2 3 1 2 3 1 2 3 3 1 2 3 1 2 3
FOR BOTH HANDS.
@ASths. 6ths. -
% == o
O [ %] -~ . Ty >
re [ % ] - PN [ ] <
D, e F =2 v 3 T T 3 ey oz 1 3 2 1 3
ey py [ ) © -~ — [\ ©- - —
S—
3 1 2 3 1 P) 3 1 % 3 1 2 3 1 2 3
@ 10ths.
O [ & ]
o—r—9°
\J c “ c
Y 2 1 3 & 1 3 2 1
o O ©
o——3A
Ty -
3 1 2 3 1 2 3 1

5. A.102
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Easy tunes in the Keys of F, G and C Major,

Demonstrating the use of Thirds and Sixths.

Be careful to play all the notes evenly, maintaining a perfect equality of tone.
Study the keyboard carefully.
Notes marked * are to be played by the left hand.

Attack and Release

Students should be very careful as to the attack and reilease of notes. The beginning of a note,
or chord, is called the ‘attack’. With a good attack,the note sounds as though it has already been
formed, and is only waiting to be released.

Next to a good attack, the prompt release of a note is imporfant; this is brought about by sharp-
ly lifting the fingers from the keys.

Keep the fingers as close to the keys as possible, moving them gently from one to the other,

as required. The keys should be pressed firmly but delicately, and with elastic touch.

1. ALWAYS CHEERFUL

Allo. modera}o CHORUS
2223

T N2 e

2. JESUS SAVES ME ALL THE TIM

& ‘ ~
1
3
o Moderato | T T e B L
[) ) . |
E RS =G s sls g i T
—_— -

lljf' —_— e
fH 1 e B —— O ! pop— rall. | ' B
T 1 } S e | 1t e B | H 1 b 1
0 1 1 - n £y ) Pty
M P S e el
mP cresc., pocs a poco ——i/r '!‘ =
8. FOR ME —*
p o4 Andante sostenuto . i e | Cone Mo A
ﬁ - 1 1 1 . ) Il | ’ I a 3 I l I | 1 1 I 1 11 I ];‘ ‘I' ]l‘
"p cresc dim. A * *i/
Py T e LS R o ] L S VO .r‘f;_ﬁ%i;@jl
= Sl e saas FESSsEa =T arE s
1R 2R AL A [ ~— .
cresc. S oo e ﬁ t e LA
4. HOLDING ON mp
Allegro mod, LN e
D A § L ~ = ) i 11
[ .
S uf % *?
% ﬂ } Hi L1 1
o e o e e e o P :
' = o f‘ = == >
5. JUST AS THOU ART oY Sk 3 3 *
A Moderate |} | L L. 11 j | o~ 1

(
(

i T
6. WONDERFUL STORY OF LOVE =

o\

[ . - ¢ M. | 1

S R e e e 5 SEa Sy ey e
p -l | !' | —
I i

A Andante con espress. LN \ = = L
% ﬁﬁ: =t { : . 1 i o
£ g oo 1o ae § o ———
”lf’ — S s e
T o B TN s s B — e B | . g |
CHORUS S L ain} d —
g Pin mosso L] | | I s iy — I
I . | 1 1 3 1) 1 1
wf ~— cresc, T fl o —
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The most used Major Scales

in two Octaves

The speed should be regulated according to ability, but never too fast. Perfect time and equality
of tone are the esseniials here.

4 \ prfPr.
C Major e e e =
T L3 "l

J
=

Memorise the key signatures. As an aid to remember the first six, the following sentence will be
useful: —*“Go down and enter by force” Thus G is the first sharp key; D the second,and so on. The

same sentence may be used in connection with the flat keys, reading backwards from the Key of Gb.
(see page ?)

G Major
with the F#

D Major
with the F§
and C#

A WFajor
with the F§,
C4 and G§

e
ik}

E Major
with the F§,
C#, G§ and D}

I
e
TTe

T

™

e
™
115
e

F Major
with the Bb

BY Major L 418321,
with the Bb e e e =
andEb "i’ L —t
*
%

Eb Major 44 ; epf L]

" &N 1 ] | i 1 1 1 4
with the Bb, b ir—ga e Pt E e J ST ==
Eband Ab ¥ i ’

Ab Majorb Ot 214424

with the B r T ! — P

Eb,AbandD‘: : e F—— ' —
* *

A
oy
A

EZ;

L
r-n

|4

H-

e
e
™
L J

L,
1%
j

;h
Nt i
The Chromatic Scale. The student is urged to practise this scale very slowly, taking great care to

press each note equally, in order to obtain an evenness of touch.

il

The Chromatic Scale
ascending by sharps

The Chromatic Scale
descending by flats =¥

¢
24232313122 2 33}2123121322123_'9-.
A simple exercise EEF P - o r—
based on the scale of O X% HFEH R e L e e L T T
!} et

* All notes so marked are on the left-hand side of the instrument.
S.A. 102
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The Great Stave

Study once more the Great Stave. (See page 3) Observe that the notes of the Bass Clef
are merely a continuation of the Treble Stave. In ancient times, a Stave of eleven lines
was employed, but as music became more generally practised, it was found inconvenient for
the eye to grasp such a wide Stave. For this reason,the Stave was divided into two with the middle
line of C running between. To assist tie eye further, the space between the Treble and Bass
is much increased.

For convenience the two sections are often called the Treble Stave and the Bass Stave,
instead of the Treble and Bass portions of the Great Stave.

The C on the line between Treble Stave and Bass Stave is called middle C, because it
stands midway between the two Staves. The point to observe is that fhere is only one line
between the Treble and Bass Staves. The notes in the Treble and Bass Staves (page 13, paragraph 7)
are one and the same. With this brief explanation, we will now commence the study and
practice of the tune, ‘Bread of Heaven) using both hands.

The names of the bass notes are:
C DECFFFCGFEDCDD G, and so on.

The chorus begins at the double bar, the right and left hand should be used alZernately.

Thus:— [ One Two Three and Four und 1
Feed me(R.H.) Bread of Hea-ven (L.H))

[One Two Three and Four and ]
Feed me (R.H.) Bread of Hea-ven (L.H)

Repeat

BREAD OF HEAVEN
Allegro maestoso
|

—— 4+ + M + — b1
1 ) O S S 1 ) - 1 1 1 ) N T 11 1 3 N N ot I BT I
31 | S 7 1 I .3 IR L L1 H
. A N ! | S -
A A~ ™ S ’- ‘t'
v [) . [

,,f cresc.
, 1 23 assgl_iaz

E oo

Yoo

UJ

-
-+
r
p
—4

f cresc.
4 il ot { 1
D - P y
W#’;—‘—H’—ﬁ'_ i e F&& s,
i | 1 | ) I 1 =1 1 4 0 r.Y
% 1 | )| I C X a1 13 1 "[ 1 ¥ - ! H 1 1

Below we give the Scale of C harmonized. The figures refer to the fingering, and shouid
be strictly followed. All notes upon the Treble Stave are found on the right-hand side of the instrument,

with one special exception— low B, marked with an x. Whenever this appears in the
Treble Stave (which is quite frequently), it must be played with the third finger, left-hand side.
While thirds are easier to play on the ‘English’ Concertina than on the ‘Triumph’, in play-
ing fourths the ‘Triumph’ has the advantage, for the majority of these intervals may be effectively
played with one finger on two studs.

4 )
2 3 2 .
A 1 8 1 1 \ 2 1 1, 3)
F = ——  — P —
) T 1 “1- A=
SR 2 ==
1 3 2
s m oy

| %L 2 1) 1]

[ Y 2 ]71 ; ]!1 L

fi o 1 T4 1 y# 1 T Tl

o hd 1 1 ) 4‘_ 1o 1 1

13 3 35 3

We have already observed that each row of natural notes ascends by fourths. Here is a dai-ly
exercise to give freedom in playing fourths. The notes marked with an x should be played with
one finger on two studs. In fact, the whole of the fourths illustrated below may be played in the

same manner, #¢ with one finger for two studs,

J } i n | L i J_ | ] 1 m
40— e & 71 = a4 1 - ——1-» ——F
< ) el Id ey =4 I ao L &
- t T . m ‘r"’ T ¥ T ; d F 1 g—ﬂ—‘"
X X N T}_ X X X X N
:ﬁ P [ p T % 4 . | T T H
| e a3 e et o e e
; 8 2 i 3 2 I 8 2 8 2 4 8 2 14 8 2 8 2 1 8 2 1 8 2




The Staccato
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There are three kinds of staccato,usually described as the 1)
ordinary staccato, mezzo staccato and staccatissimo.Examples ] § .‘3 . ’ 2
are here given, together with the correct method of interpretation. Writen ;i T " — ——
. - : :
Of the three kinds, N?1 is the most frequently met within N
Salvation Army musig, _and should be plgyed in a _detached Played é!‘ m::
manner; not by striking the key with any increased o L =
force, but by lifting the finger quickly off the key; thus (2)
bringing about a cessation of sound. A slight rest is ob- A
tained as a consequence of a dot being used. Writien Zé}? — 1
e
N¢ 2 shows the siur combined with the staccato dots,placed v "
over or under a series of notes. This gives a semi.staccato f-& Em— e —
effect,and isusually called mezzo (or slurred) staccato. This Played ﬁ o o Ao S
effect is brought about on the Triumph Concertina by keeping e ~ =
the finger down, and giving a separate impulse with the bel. (3)
lows, in the same direction. 08 p v ,
T . . . .. Written % & g &
he third method is illustrated in example 8. Here, it o] < = L
will be noticed,that a wedge-shaped dash, or spike,is below A ' R
every note, the note value of which is balf the value of the ., = . ﬁ L — - — .-
ordinary staccato sign. The dash may be placed either over 4 e o
or under the note.
The following exercise illustrates various forms of this effect.
Allegro
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Syncopation

Syncopation is the term used to express transferred accent.

The weak beat of a measure may
be accented at the composer’s pleasure, This is done by f1ving the note on a weah beat to the next
with the slur sign, either by a strong or a medium beat. Rests may also be employed instead of
tied notes. Thus syncopation is the replacing of a slightly accented note by a strongly accented
note — as, for instance, when the second note of a measure is of longer duration than the first.

Example
%%m{ ! s il f !L' |- e e e s i i e £ s e el r
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In ‘Consolation’ {page 47 of Tutor) syncopation is found in the first full measure of the first

stave, and in several other bars later. Carefully practise this tune.

tina solo.
ter evry day! See bars1,3,5,6 and 7.

Moderato M. d = 80
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It makes an excellent concer-
A good example of the use of syncopation will be found in the chorus ‘I love Him bet-
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Exercises in Thirds

The following exercises should be practised slowly and steadily at first, increasing the speedas
proficiency is gained. By so doing, an equality of tone will result,
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Scale Studies—Major Keys

Three important requisites for the piaving of scales are — clean attack, careful grouping,and cor-
rect accent (speed about Moderato M. d = 72-80).

Do not attempt to play quicker than you can negotiate the most awkward interval. The fingers
should be kept as close to the keys as possible, and each finger raised from the key as soon asthe
following note is struck.

It is essential that the student should gain complete control of the keyboard at the earliestpos-
sible moment. Let there be no ‘groping’ for the notes. By careful study the player will, in time,
be able to locate the notes without locking at the keyboard.

It will be noticed Eb and D§ give the same sound. Ab and G¥ are also identical in pitch in
cach octave,
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Exercises in Triplets

The following exercises should be practised assiduously. Give each of the notes in the various
triplets equal time value. A common fault is to play the third note in each triplet too short.
Count mentally one, two, three, to each group.

Thinking of the syllables of the word beau-ti-ful will help in playing the triplets evenly.
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The following is an extract from the Vocal March ‘The Flowing River’, which illustrates,(a)triplet
groupings, (b) syncopation, (¢) the use of .dotted notes.
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* Note the leading note, which is raised chromatically. The presence of an accidental in the dom-
inant chord in minor keys, while not being an infallible guide, usually indicates the minor key.
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N. 5. The chords in major keys should be carefully studied and practised. There is no immediate
hurry for the minor chords and scales. The nine major scales already given should first be fully
mastered, By that time it will be easier to grasp -the. progression of the minor scales.
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