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THE FLUTE

This instrument, which up to the time of Theobald Boehm had remained imperfect in many respects,
has now, thanks to the skill of certain manufacturers and to the systems invented by Boehm and others,
been rendered as perfect, true and even in its entire tonal compass as could be desired.

Theobald Boehm, born in Munich in 1794, was one of the great flute players of his time and a pro-
lific composer for his instrument. His first attempts to construct a flute with ringed keys and conical
boring were made in Mumch Germany, (1832) with the object of doing away with the imperfections of
the old-style flute and securing purity and equality of tone. In a general way, the result wa« success-
ful, though not entirely so. It was not until 1847, after innumerable unsuccessful trials that Boehm
ﬁnaﬂy succeeded in producing a flute of cylindrical bore which did away once and for all with the former
shortcomings of the instrument.

This Boehm system flute (so named after its inventor) has since come into extensive use in France,
England, Germany and America and has practically taken the place of all other systems devised for
the flute.

The material used for the manufacture of the flute has the greatest influence upon its tonal quality.
In former days, varied experiments were made in this respect and flutes were built of rubber, ivory,
crystal-glass and even from a composition of wax and amber; but these results were all unsatisfactory
and finally the makers returned to their former methods of employing some variety of hard wood such
as grenadilla or cocoa. Flutes are also made of silver and German silver; these instruments are very
popular in France.

Rittershausen, of Berlin, one of the best-known modern flute makers, has built flutes of 18-karat gold
which possess a very soft and agreeable tone. (One of the best toned flutes I ever heard was made of
vulcanite, but this material is said to be rather unreliable and a good instrument made of this material is
rather an exception.—The Translator.)

While there has always been a very decided difference of opinion regarding silver flutes, the increased
use of such instruments during recent years by foremost soloists and orchestra players seems to indicate
that a decided change in their favor has taken place. The claim that their extreme metallic quality of
tone forms too shrill a contrast to the rest of the wood-wind instruments is offset by the opinion of many
prominent players who deny this and the greatest possible argument in their favor consists in their undis-
puted and very remarkable easy speaking qualities. The latter qualities make the silver flute particularly
desirable for pupils and amateurs.

A large class of players on the other hand insists that it is most advisable that every musician should
provide himself with a grenadilla or cocoa wood flute at the very start. All players, however, whether
partial to the wood or silver flute agree that it is quite impractical for a flutist to use a wooden flute for
the orchestra and a silver one for solo performances as the method of tone-production on two such instru-
ments is very different.

Boehm system flutes are made with an open and a closed G sharp key, (See charts for both instru-
ments) and players who are considering a change from the old to the Boehm system flute will do well to
acquire an instrument with a closed G sharp key because the transition is materially easier. This method
though principally designed for the Boehm system flute can also be used with equally good results for the
ordinary system flute. (See charts for flutes with 8, 10, 11 and 13 keys.)

CONSTRUCTION OF THE FLUTE.

The ordinary flute with eight or more keys, as a rule, is made in four and sometimes in five parts; the
head, barrel or tuning-slide, long middle-joint or two joints and foot-joint.

Present-day military bands employ flutes pitched in F, D flat and E flat, the latter at times known as
the F flute. In orchestras the C or concert flute is used.
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HOW TO PUT THE FLUTE TOGETHER.

Put the joints together carefully in such a way that the finger holes and embouchure (the mouth-hole)
are in a straight line. The latter (mouth-hole) should be turned in a slightly outward direction. The
foot-joint must'be arranged in such a way that the lictle finger may reach the lowest keys easily.

CONSTRUCTION OF THE BOEHM FLUTE,

The Boehm flute is made in three parts, the head or mouthpiece, the middle and the foot- or end-joint.
The embouchure (mouth-hole) is placed in the head piece and the top end of the latter also contains the
cork or stopper. In order to preserve this from early decay, a metal plate should be placed at the end to
prevent any possible penetration of water.

The middle joint contains the major part of the mechanism, which includes the covers for the holes for
three fingers of the right and those for three fingers of the left hand, the G sharp, the C and B flat keys—
the first-named of these 1s worked with the little finger and the last two with the thumb of the left hand.
In addition, this joint contains the B flat key or lever (index finger of the right-hand) and the two keys for
the C to D and C sharp to D sharp trills (second and third fingers respectively of the right hand.)

Many flutes are fitted with a C instead of a B flat key but it is of such slight utility that it may well
be dispensed with, whereas the B flat key (as we shall see later on) is of incalculable service to the players.

The foot-joint, the keys of which are worked with the little finger of the right hand, is provided with the
E flat or D sharp, C sharp, C and B keys.

As many flutes are built only to include the low C and the B key is used exclusively for the low B, this
latter key is generally missing.

As already mentioned, two varieties of Boehm flutes are built, differing externally from each other,
the one with an open and the other with a closed G sharp key.

HOW TO HOLD THE ORDINARY FLUTE.

The flute is taken hold of by both hands in such a way that the upper part of the middle joint (of the
instrument) will come to rest upon the lower part of the third joint of the first finger of the left hand about
an inch above the hole for that finger.

Place the embouchure (mouth-hole) against the hollow of the chin, near the under lip, and the thumb
of the right hand against the instrument, nearly under the hole for the first finger.

Hold the flute almost in a horizontal position, the foot-joint slightly declining.
The pupil should apply himself to the study of an easy and graceful position.  In sitting or standing
the body must be erect, head up and steady, and the chest thrown out, to ease the action of the lungs.

POSITION OF THE FINGERS ON THE ORDINARY FLUTE.

Left Hand.

1. 1st finger, arched.
2. 2nd finger, arched.
3. 3rd finger nearly straight; not arched as much as the other fingers.

The little finger should be held above the G sharp key, ready to open same when required.
The thumb to rest gently against the side of the instrument, just above the B flat key.

Right Hand.
1. 1st finger, slightly arched.
2. 2nd finger, to be arched considerably more.
3. 31d finger, slightly arched.
The little finger held above the D sharp key, ready to open that or the other foot keys. The thumb as

mentioned above.
HOW TO HOLD THE BOEHM FLUTE. .
Correct holding of the Boehm flute is of utmost importance for good tone-production and the gaining
of equalized, technical skill.
Above all, the pupil must hold the head and body upright and keep the arms away from the body, in
fiv]
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order that the action of the respiratory organs may not be interfered with in any way. The weight of the
body must rest mainly on the left foot and the right foot (turned in a slightly outward direction) must be
advanced a little.

The flute must be held in such a2 way by both hands that the middle joint will come to rest on the
lower part of the forefinger of the left hand, while the thumb holds the instrument. The upper joint of
the flute must be held in a slightly raised and the lower in a somewhat slanting downward direction.
Following this the pupil must try to place his left hand fingers in their correct positions. The index-
finger belongs to the second cover of the upper part of the middle-joint, the middle finger to the fourth and
the third finger, to the fifth cover.

It should be noted that the second cover, which is connected with the first one, shuts the same simul-
taneously, the fourth cover shuts the third, and the fifth, the sixth one. The little finger of the left hand
must always be held over the G sharp key. The thumb of the right hand supports the lower part of the
middle joint and the first, second and third fingers cover the last three covers. The little finger of the right
hand must always be held over the E flat or D sharp.

The fingers must rest easily on the covers and keys and when raised, must not be removed too far
from same. The same amount of care must be exercised to raise the fingers to an equal height and put
them down again in their original arched position on the covers or keys, touching the latter only with the
tips of the fingers.

CORRECT HAND POSITIONS FOR THE BOEHM FLUTE.

Right Hand.

TR
e

ST\‘%‘JII*‘-

iy

EMBOUCHURE (MOUTHPIECE) AND PRODUCTION OF SOUND.

The embouchure (mouthpiece) must be placed against the edge of the lower lip where the red part
of the latter begins. At most, the lip should cover only one-fourth of the hole.

The head in turn, should be firmly placed against the lower lip in order to gain the greatest amount of
power and certainty in playing the instrument.

After establishing this position, the student must press the lips somewhat broadly towards the corners
of the mouth and as soon as he is ready to produce a tone, the tongue which has been placed against the
lips must be drawn back and as the breath is blown into the embouchure, the syllable Too or the letter 7
must be pronounced.

After this, the E flat or D sharp key is to be opened with the little finger of the right hand while the
rest of the fingers remain inactive. In this way the tone C sharp

=

will Le produced. It should be started pp (pianissimo) increased to f (forte) and after this, decreased again
to pp (pianissimo.) In order to produce a tone of fine and even quality, the breath should not be blown

[v]
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into the instrument by fits and starts. It is quite important that it should pass evenly and withcut the
slightest strain from the chest into the embouchure. The tone must neither be sharpened dunng
crescendo nor flattened during a decrescendo.

It should be mentioned again that the embouchure of the flute is to be rurned in a slightly outward
direction as in this manner a clearer, more musical and voluminous tone can be produced. However, this
alone will not sufiice. Assuming that the pupil be possessed of the qualities necessary for the making of
an artist, it will depend upon him in the main, to develop the essential needs through perseverance and
persistent study.

In order to avoid the sound of escaping breath while playing and to prevent the disturbing effect
which this produces upon the listener, the player should pay strict attention to correct placing of his lips.

After producing the tone C sharp several times in the above-described manner, proceed to the next
nearest tone on the ordinary flute by closing the first hole with the index finger of the left hand and opening
the C key with the index finger of the right hand. By closing the second cover of the middle joint on the
Boehm flute with the index finger of the left hand (which cover simultaneously closes the first one) the

sound of C natural

will be produced. Continuing in the same manner and according to this principle the student should try

all the tones down to lower C
=

practice each one of these carefully and refrain from attempting the higher tones until his lip is surer, and he
zan produce the lower tones with clear and pure quality.

INTERPRETATION.

Almost anyone can acquire a fine clear tone and brilliant technical skill after long years of practice and
perseverance, but if artistic taste and temperament be wanting, the listener, while likely to admire the
technical skill of the player, will fail to be impressed as he should be, because the playing is devoid of
warmth.

Artistic interpretation is possible only for him who will use his tone and finished technic as means to an
end, and who understands how to interpret all the sentiments and passionate feelings of a composition to
best and most artistic advantage. The interpretation of a piece of music should show what the composer
has endeavored to express in sounds. It is therefore necessary that the player should be thoroughly
acquainted with the contents of a composition, that he should understand its style and purpose thoroughly
and in this wav be able to communicate to his hearers the impression which the composition has made

upon himself.

Whenever the student 1s not capable of giving a correct interpretation of whatever studies or solos
he may have in hand, the teacher by playing the compositions for him, should explain the pupil’s shortcom-
ings, suggest improvements, give examples of phrasing and frequently illustrate how apparently unim-
portant parts may be made interesting through the introduction of skillful effects.

While in the majority of cases, every composer will provide his works with the necessary signs of in-
terpretation, suggesting how his composition is to be played, it stands to reason that every artist will
introduce effects, according to his own individual liking and it is on this account that no specified or fixed
rules can be laid down in regard to interpretation since so very much depends upon the character of

the composition itself.

In order to acquire good taste, it is not only necessary for a pupil to assimilate the teachings of his
instructor, but he must also listen to good music whenever possible and seek to attend the concerts and
vecitals of leading performers.



SINGLE DOUBLE AND TRIPLE TONGUING.

When two or more notes are not specially tied with a slur, they must be separated through motions
of the tongue. These motions can be executed in various ways according to the demands of the music.

The principal varieties of tonguing are known as single, double and triple tonguing.

In single tonguing each tone must be tongued separately with the tip of the tongue striking against
the palase behind the top row of teeth and withdrawing same again quickly, at the same time pronouncing
the syllable Too or the letter T softly.

Soft staccato shown in notation by dots and slurs above or below the notes
can be acquired by using the letter D instead of the syllable Too or the letter T.

Single tonguing can be used only in slow passages and the mode of using it in groups such as triplets,
sextuplets, etc. is invariably the same.

Wherever single tonguing does not suffice for the production of quick passages, double tonguing is
used. This is an admirable aid and the student cannot be urged too strongly to be sure to acquire com-
plete command of double tonguing through the most exacting practice. When once acquired, with
necessary proficiency, the most difficult passages can be executed with ease and with far more endurance
than would be possible with single tonguing. Whereas each tone necessitates a double motion of the
tongue, forward and backward in single tonguing besides the pronunciation of the syllable 7oo or letter T,
double tonguing with its forward and backward motions, combined with the dissyllable dee-gay produces
a tone for each syllable.

Triplets are produced staccato with the help of the syllable des-gay-day, so that the first note of the
triplet falls on dee, the second on gay and the third one on day.

The author chooses the soft tonguing dee—gay and dee-gay-day for two reasons. They cause the
tongue very little exertion and through them a note may be sustained much longer.

For those who may have used other syllables in the production of double and triple tonguing, I offer
the following varieties.

DOUBLE TONGUING.

Tuc-key, duc-key, du-keh, du-ke, tuc-ka, too-tle, tu-ku, tay-gay, tee-kay, tee-kee, cat-tay and ket-tay.
TRIPLE TONGUING.

Tuc-key-tee, tu-keh-tu, keh-tu-keh, tuk-ka-ter, tu-ka-tu, tee-kee-tee, tay-kay-tay and tu-ku-tu.

The pupil must practice double-tonguing daily and in the beginning confine himself to one tone
Later on, when a fair degree of certainty in double-tonguing has been acquired, let him practise it in scales
and take care that each individual tone is heard evenly and equally clear, so that the difference between
sirigle- and double-tonguing is barely perceptible.

A variety of studies for single- and double-tonguing has been included in this method.
BREATHING

Correct breathing is of utmost importance for the final mastery of artistic execution and although
specific rules can hardly be laid down, since much depends upon the demands of the individual composi-
tion, and breath-taking must be governed thereby, a few hints and directions may serve to aid the student
towards acquisition of the proper mode of breathing.

It is by no means necessary to play as many notes as possible with one breath. The aim should be to
take breath at the right moment without interrupting the musical phrasing and without interfering with
the execution of a piece. Breath must always be taken quite naturally and should never be noticed by
the listener. It should be taken either at the end of a phrase or in the middle thereof, or after some little
subdivision, such as may be found almost every phrase. For instance,




breath must.never be taken after, but always before an up-beat. It must also be avoided at the end of a
measure unless same closes a phrase or a pause affords the necessary opportunity for doing so. In rapid
passages extending throughout several measures without interruption, it is best to take breath after the
first note of a measure. However, in order to avoid any dragging of tempo, the note, after which breath
has been taken, must lose a little of its real time-value and the momentary break between this first and
second note must serve for taking the necessary breath. It is also allowable in particularly difficult cases
to alter the original phrasing as provided by the composer, in favor of a more convenient division of breath,
providing, of course, that the performance will not suffer thereby.

number of exercises in this method have been provided with little signs, ? intended as a practical
aid for students in pointing out the proper places where breath should be taken.

THE Bb—LEVER—KEY, THE C AND Bb-KEYS AND ARTISTIC OR AUXILIARY FINGERING
ON THE BOEHM FLUTE

In his article “The Construction of the Boehm Flute” the author has already pointed out the great
advantages offered by the Bb lever-key and can only add that not only through this, but the C and Bb
keys as well, the execution of complicated and intricate passages is simplified to a very great extent.
When simultaneously closed, the C and Bb keys, as a rule, are referred to as the Double-key.

As may be observed on the Boehm Flute Chart of Fingering, A sharp and B flat in the two lower
octaves, are taken with different fingering.

This tone may be fingered with the index finger of both the left and right hand, also with the index
finger of the left hand and the double-key or, in place of these, with the Bb lever-key, stopped by the index
finger of the right hand.

The first-mentioned fingering requires more strength than the two others. This is particularly
noticeable in technical passages as the right index-finger must frequently close three combined covers at the
same time.

Owing to this, the student should finger the A sharp or B flat with the double-key only, or with the Bb
lever-key. When overblowing the tone while using this same fingering, E sharp or F in the third octave
can be produced.

The student should also bear in mind that all the tones on the flute, excepting those for which the
thumb-key is not used, as well as the tone B in all three octaves and the high F sharp, can be produced
with the aid of the C- and the double-key.

In flat-kevs, with their frequent recurrence of the tone B flat, it is advisable to use the double-key and
the change from that to the C-key must be effected very skillfully ; for instance, the connection of B flat and
C flat with the aid of the double-key, must be done without the slightest extra sounds of any kind. It will
be the teacher’s duty to instruct the pupil just how and when the gliding from one key to the other is to be
prepared.

In the following example, the first seven notes are fingered with the double-key and the change to C
must occur not at B but at D.

For the sharp-keys, the double-key can also render valuable assistance, but a certain amount qf
experience will be necessary before it can be used to fullest and best advantage. As this double-key is
frequently fitted to the Boehm-Flute in a very unpractical manner, the author advises a model such as
shown in the following illustration.
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In addition to the ordinary fingering, 2 number of so-called artistic or auxiliary fingerings 1s used for
the higher tones of the Boehm flute, with the aid of which the most rapid runs and passages imaginable can
be played with astomishing perfection and ease. These auxiliary fingerings, which the student will find on
the fingering-charts, are used in the third octave, including the eight tones from D to 4. They are pro-
duced through fingering a fifth below the tone overblowing; for instance, to blow D, the fingering for G
in the second octave, must be used. To use these auxiliary fingerings to best effect requires very reliable
lipping, as a player deficient in this respect will easily overblow a tone where such is entirely out of place.

However, the auxiliary fingerings must be used only when the execution of difficult passages is im-
possible with the ordinary fingerings or when the use of ‘the auxiliary fingering will improve the passages
materially, both as to their tonal perfection and effect.

It is a remarkable fact that these auxiliary fingerings are ignored entirely by a large number of
fluists. The modern orchestra literature is particularly rich in examples for which the auxiliary fingerings
are practically indispensable and to mention just a few, such works as the Franz Liszt “Polonaise,” scored
for orchestra by Muller-Berghaus, Ambroise Thomas’ “Mignon” overture and “The Bartered Bride”
Overture by Smetana, are exceedingly difhcult to play without them.

GENERAL REMARKS.

USE OF THE CORK IN THE HEADPIECE OF A FLUTE AND PICCOLO

In some way, a mistaken idea is prevalent among many flute players, that the function of the cork is
to raise or lower the pitch of the instrument. It is not placed in the headpiece with this purpose, but to
equalize the scale of the instrument and enable perfect intonation. While the position of the cork does
not affect the lower and the first half of the second octave, the slightest change in 1ts position will affect the
third octave to a very considerable extent. If moved too near the embouchure, it will cause the notes of
the third octave to be too sharp, as compared with those of the first and second and if moved too far in the
opposite direction, it will cause them to be too flat. Consequently, to adjust the cork properly, a careful,
comparative test should be made between the notes of the third and those of the first and second octave and
in case of necessity, altering the position of the cork until a perfect adjustment of all the notes has been
obtained.

KEEPING THE INSTRUMENT IN ORDER.

The instrument should be handled with great care at all times, as the very best and most perfect in-
strument may be damaged or completely ruined through carelessness.

To begin with; The flute must never be laid away until 1t has been taken apart and every section
cleaned and thoroughly dried with either a swab or a piece of soft silk.

Second: The joints, whether of cork or thread, must always be kept well greased. This also applies
to the tuning-slide which should be greased occasionally. (The best kind of grease for this purpose put
up in a neat wooden box, can be obtained from the publisher of this work.)

Third: Be careful to keep a little oil under the point of each spring, as well as on the screw upon which
the key works. This can easily be done by taking the smallest quantity possible on the point of a small
pen-knife and distributing it wherever necessary.

Fourth: Always keep a piece of chamois skin in your case for cleaning all particles of dust, possible
finger-marks, etc. from the instrument after using it.

Fifth: If any of the keys do not work properly, take out the screw carefully with a screw-driver and
clean it, as well as the pipe of the key, with a piece of wash-leather; but avoid taking off any more keys
than are absolutely necessary.

Sixth: If a pad does not cover, or if a spring should break, have the damage repaired at once by an
experienced instrument maker.

Seventh: Never take hold of the instrument at the foot-joint, but always towards the middle, where
it can be equally balanced. For want of attention in observing this simple precaution many a fine instru-
ment has been ruined, through having the peg, which fits into the foot-joint, broken off.

Eighth: By giving strict attention to the above simple rules, any well-constructed instrument will
need very little in the way of repairs.

[x)
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HOW TO PRACTISE.

A certain amount of time should be devoted to regular daily practice. It is better to practise regu-
larly every day, for even a shorter space of time, than to neglect doing so for several days at a stretch.

The Scales: At least one quarter of the time, which the student has set aside for daily practice, should
be devoted to scales.

Difficult Passages: When meeting with difficult passages, the student must not become discouraged.
but rather remember that difficulties have been invented to be overcome and that if approached with
the right spirit and determination, they will vanish much sooner than expected.

Position and Appearance while Playing. When performing, the player should hold his instrument
gracefully and carry himself with quiet dignity, and always adopt a natural pose; any technical difficulties
to be overcome or any exertion necessary in the course of tonal production must not be noticeable, and a
favorable impression must be created upon the listener at all times through the player’s apparent ease of
execution and natural manner.

The student should beware of indulging in unnecessary movements of the head from side to side, or
wiggling of the body and he should particularly refrain from raising the shoulders and inflating his cheeks,
a laughable mannerism indulged in by many as a means of increasing the expressive eloquence of their
performance.

Tuning. To play the flute in an orchestra capably or to accompany the voice requires considerable
skill and experience. The best of players, however, are sometimes negligent, and frequently take their
places in the orchestra at the very last moment. If required to start playing without delay, the instru-
ment, not being warmed sufficiently, will be out of tune (flat in pitch). Even if the entire orchestra were
to tune the instruments lower, it would hardly remedy the evil, asin a very short time, the flute, after
becoming thoroughly warmed, would sound considerably higher and the instruments would before long be
completely “out of tune” again. A conscientious artist should not only be punctual, but always arrive in
good time to allow of warming, regulating, and tuning his instrument before the performance.

Musical Terms. It is very important that the student memorize the list of Principal Words used in
Modern Music and their meaning, contained on another page. The majority of these words are of con-
stant occurrence in all musical compositions and should be thoroughly understood from the very start.

SPECIAL REMARKS.

While methods and instructive works are highly essential for pupils engaged in the study of any
musical instrument, the task of learning from such a book without the assistance of a teacher is not only
tedious and difficult but also unproductive of good results in the majority of cases. Not all pupils are able
to understand the contents of an instructive work, regardless of how simple or practical it may be, and in
many cases, the methods are rather too complicated for a beginner.

But no matter how excellent a method may be, it will never be entirely comprehensible to a pupil
and to succeed as he should, he will always require the practical demonstrations, suggestions and ex--
planations of an experienced teacher. In such a case, the teacher will simply use the method as a text-
book for his explanations.

The main object in presenting this work has therefore been to provide the necessary instructive
material in concise, clear and progressive form not only for use with a teacher but at the same time to offer
as much thorough and valuable advice for the purposes of self-instruction as possible.

Take Care to Avoid the Following Faults:

Wasting of breath.

Spluttering with the tongue.

Direct breathing with the chest.

Uncertainty of lipping, i. e., unsteadiness of tone.

Nodding with the head, which disturbs the lipping.

Loud and audible breathing while playing.

Swaying motions of the body, especially of the arms, which interferes with the fingering.

Raising the fingers too high from the instrument, half an inch being more than sufficient.

Beating time with the feet; in short, anything which will interfere with precise and fluent execution.
(x]
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The Rudiments of Music
By
PAUL DE VILLE and GUSTAV SAENGER

R

No art, science or branch of industry can be successfully mastered or acquired, un -
less the strictest and most thorough attention is paid to the rudiments or elementary prin-
ciples.

Music is the art of combining sounds in a manner agreeable to the ear and, broadly
speaking, is divided into two parts:_1) Melody and II) Harmony.

Melody is a pleasing succession of musical sounds, arranged in such a fashion that the
ear can readily understand and remember them in their proper order.

Harmony is the combination of musical sounds, which, by their spontaneous union,
serve to form chords for the support and effectiveness of the melody.

NOTATION

Music is written upon five the five lines and in the intervening four spaces of a system
known as ‘‘the staff.”

th 1;
50 line
4th line 4thgpace

3rd {ine grd space
21;.(1 line 21d space
15t line 1%f space

The characters employed for this notation are called notes and are named like the
first seven letters of the alphabet.

As shown in the above illustration the lines and spaces are counfed upwards, the
lowest being called the first line or space.

When the instrument requires a greater compass than the staff contains,small lines
called Leger lines are added below the staff for the lower and above the staff for the
upper notes, e.g..

11

CLEFS

For general and practical uses the following four clefs are the most important:

F *aC
Treble or G Clef E Bass or F Clef E Alto or C Clefﬁ Tenor or C Clef E

* The C-clef is variously called the Tenor-, Alto-, and Soprano-clef according to its position on either the ath,
ard or 18t line of the staff.

10



These clefs are placed at the beginning of the staff, upon different lines,according
to the instruments for which they are used. They give their names to the lines upon which
they are placed, and serve as starting points to determine the name of the notes. In this
country the Alto-clef is mostly used for the Viola; the Tenor-clef occurs in the music for
‘Cello, Bassoon, Trombone, and is of special use to Horn players,in cases where transposition
of a part becomes necessary.

EG B DF F A CE DEJFGA BCDETFG
—+ 1 ]
TrebleCIef% e e e e e e i e o
Notes on the lines: | Notes in the | All the notes that can be put on the staff
spaces: without the use of leger lines:
5‘.. }- T | P N i :
Bass Clef y.an ‘= ‘I Il' 1! 1 1 — f : 'L i ——
G B DF A AC EG FGABC DEVFGAB
Ab
ove A © E- 3% Al;.ovo:-:Gr B 32 {
- - o
Tblle%FAC' = - ===
repie -] ! i i ] I 1 ;ﬂ
- — —L
¢ ¥ X5 ¥ v
Below Below
Notes on the leger lines: l Notes in the spaces between the lines:
Above?. F EE Above ’- ry .:E.:
o 0= . —1 I !
Bass Clef 2 —F i T ..L
FT: ¢CEG FTF B DF A
Below A ¢ Below B D
THE NOTES IN CONTINUOUS SUCCESSION
FG
G A B C ‘2 E a
A EFGABCDEFGA BCpDEFC oo
3 1 1
L L

Treble Clef g M =
Py i [ o & L

_‘-;1-3" s
3
L .,f.:p._d._::
Bass Clef 4" — — {! ﬂ”; J.L . ! e +—1—1
— I
;Eg?gEFGABCDEFGABCDEFGA
A

It will be observed that in continuous scales a note of the same name may occur sev-
eral times, but always in a different position.

11



THE DOT

A dot, placed after a note or rest, increases the value or durdtion of that note or rest
one half of its original value, as shown in the following examples:

A Dotted Whole

Dotted Half

Rotted Quarter
)

Detted Eighth

Dotted Sixteenth

L L)

etc.

—— ) ;- % . jﬂ
e. E. fl [ []
l |
is equal to is equal to is equal to is equal to is equal to
j U SN ) - [ o [ o) \‘ 1 Fi y i lll ‘iil .lf .ll 78 A
& Za 22 S A A g 1. > »
1 1 2 20 A

When two dots are placed after a note or rest, the second dot has half the value of
the first, as shown below:

etc.

) .. o
X .3 L
L—ﬁOO ’7! X
I | )
is equal to is equal to is equal to
3 3 o of
— & e - ——7 - b am—
I gl T —— , '7\./ [ ——— } e ‘v
! = v ¢V
THE BAR

Music is divided into systematic sections by means of vertical lines drawn through

the staff, thus:

The space (contents) between two such lines is called a measure. Each measure
contains an equal value of notes or rests, governed by “the time” indicated at the com -
mencement of the piece. (See next sections).

Double bars are used to divide a piece of music into two, three or more sections and
are always put at the end of a part or the piece itself.

==

|

When dots are placed on one side of the double bar, the part on the same side as
the dots is to be repeated. When dots are placed on both sides of the double bar,both parts
are to be repeated.

12



NOTES AND RESTS
Their form and time-value

The time-value (duration) of a note or rest is determined by the form of same, as
illustrated in the following table:

TABLE
_One Whole Note:
is the equivalent of, o
or equal to: T
Two Half Notes: <
or Four Quarter Notes: 7 = F. =
! T ] T
"l' "“ /, ““ ."o \.‘\ "'o \\\‘
or Eight Eighth Notes: ——— — 7 e l? s
’~| 'I‘—-—-l 'u n—

or Sixteen Sixteenth Notes:

RESTS

Characters indicating a temporary suspension of time while playing are called rests.
These rests correspond exactly with all the above-mentioned note varieties,both in name and

time-values.

Whole Rest Half Rest Quarter Rest Eighth Rest 16th Rest  32nd Rest 64th Rest

- [ 2 7] of :l'
— — == ; 5 s 7 ?
Count sameas g as a i i
Whole Note ias a Half Notei Quarter Noteietc. : H
Ly ]
== 7 e
t ¥ - J

Rests beyond the extent of a single measure are indicated by numbered abbrevia -

tions as follows:
2 3 5 B 6 8 10 20

X L T 11 " | e— a1 11
L 137 | 100 i = - i

3|
]

-
-
-




TIME

The following combinations of figures are used to indicate the different kinds of time
in general use.

Common-time:) Half-time, Two-four, Three-four, Three-two, Three-eighth, Six-eighth,Nine-eighth,Twelve-eighth.

- % s (3] [ [ § 7, 1))

y£) L— {E ) O [} ) X < XAy

v/ vz ~z A4 Z oy &) £
% 1 7% p ™

*) The figure ¢ is anore generally used than%:. Either one indicates Common Time.

The Upper-Figure designates how many counts or beats in a measure.

The Zower- Figure designates what kind of a note or rest (or equivalent,) is necess-
ary to fill such a count or beat. In this way Common or Four-Quarter time has four beats
or counts to a measure and each count must be taken up by either a quarter note or rest
(or equivalent.)

The following examples will show the manner of counting some of the various kinds
of time: '

EXAMPLES
} K N .l\
e P ——f mrey =& ete
T T T ' T y T
v 1234 1234 1 2 38 4 12‘34 128 4 1 2 3 4 12 34 1 2 34

The word and is used to indicate the half of a beat

U |
N Cw—
A W R 2
1 Fi | A “o
€

i’ ’L ] 1 | S | : 1 'Y }
4 1 2 3 4 1 and 2and 3and4and 1and? 8and 4 and 1284 12and 3and4and

A
= S=sissistars ' - :
K1
1 i
% i 7] ete. : |[ + I ‘t ete.

1 [
1
! { {l
1 2 1 2 4and2and 12 1and2 and 1 23 128 1238and12 8

i g - = o
Lo/ 4% 7 27 =
S —— —1 i ete. ﬁ' 1% *—1 ete.
—
1 2

I8

‘ ete.

4
-1
L1

w1

1
1T | - 1
' T

T 1
3 123 1and2and3and 1 2 3 123 1and2 3 23 123

1 2 3 &4 b 6 12 3 45 6 123 456 123L456L 789
O o s
113‘1 ottt 1] } ote ]
1 2 1 2 1 2 o 1 2 3
or the same as two-four time orthe same as three four-time
1 23 4 5 6 789 123456 7 8 9 1. 2 3 456 7 8 9
1 1 ra R 3
ﬁ ——T1—T1T—1— 7 — = = F 3 y ete.
\J s 7K lrl hJ
1 2 3 i 2 3 1 2 3
128456789 101112 12 83 4 b 6 789 10 11 12 128456 789 1011 12
o, L) I 1 T i Il\ { N
= - 1 { 1 1 1 9. < & [ 7]
%:j i 1 7 N 1 < L ete.
) I ! 4 |
1 P 3 4 i 2 3 4 1 2 3 5

or the same as common time



Altés—Method for the Boehm Flute, Part 1
SHARPS, FLATS AND NATURALS

In order to alter the tone or pitch of a note, characters called Sharps and Flats are
used. A Sharp(§) placed before a note, raises it a half tone. A Flat(h) placed before a
note, lowers it a half tone.

The Natural ( h) restores the note, which has been changed by the # or l?, to its for-
mer position.

The Double Sharp (x) raises a note a half tone higher than a simple # would raise
it.

The Double Flat (bb) lowers a note a half tone lower than a simple b.

The h# and ’.‘{b brings the note, which has been raised by the x or lowered by the H’,
back again by a half tone.

When Sharps or Flats are ,placed at the commencement of a piece, immediately af-

ter the clef, thus: or % they are called the Signature, and designate the

key the piece is in. o
When so placed, they affect all notes throughout the piece bearing the same name
as the lines or spaces on which they are placed. For example, a sharp placed on the fifth

line: % which is F, (in the Treble clef), signifies that s/ the F’s, whether high

or low, are to be played sharp, except when contradicted by a natural.

Besides being used for the signature of a piece, sharps and flats are introduced in
musical compositions, and are then called Accidentals. An Accidental #,b orh placed be-
fore a note, affects all the following notes of the same name in that measure onfly.

THE TIE, SLUR,TRIPLETS, ETC.

The Tie is a curved line placed over or under two notes, occupying the same line or
space; it indicates that the first note only is played, and the sound prolonged for the val-
ue of the second note as follows:

L — ¥l

— 33 r- A /]
Notation: o W%ﬁ e : Effect: {ayz—01~ £ Fm
ry] — T T B | o | ' ! | I

The Slur is a curved line placed over or under two or more notes, occupying dif-
ferent pasitions on the staff, and signifying that they are to be played in a smooth and
connected manner.

RN L T e
Exampte: TP Tt rrd L ety
Q) H 1

Notes with Dots, or Dashes placed over or under them,-are to be played short and
distinct; this is termed: staceato.

Example: (. A N ,
Written: . | Played: W
), 1 : ) r r
When marked with the Dash, they are played wery short and distinct.

Example: T B B f_.. A
Written: . | Played : foy —C a7 o5y a¥7 &7
o -~ T 1 (Y v v

15



THE TRIPLET

When the figure # and a slur are placed over or under a group of three notes,
the group is termed a Zriple?, and the three notes are played in the time of two notes of
the same value.

Examples:
A £ =
Y] \3/ ry) T T LI i | T T —t

THE SEXTOLE

When the figure ¢ and a slur are placed over or under a group of six notes,the
group is termed a Sexfole, and the six notes are played in the time of four of the

same value.
Examples: P _
: -
sE=SCLs %ﬁ_f_, =cdst=o g
e £ '

THE PAUSE ~~ OR HOLD

\[!

A Pause (m) placed over a note or rest, signifies that its duration may be pro-
longed at the pleasure of the conductor or performer, the counting being interrupted in

the meantime.

Example:
f) . N\ ; N m g =\
PR + 1 Py 1N | = 7 B2 Ig
& I Y = 1 | ) [ 9 ]
P 1! ‘ 1 ] 1 1 |
15 b i 1 1 1
) - ' ' ) '

When this sign——= is met with, it signifies that the sound of the notes under
which it is placed must gradually be increased from soft to loud; the word ecrescendo or
crese. is also used to indicate the same.

When the sign is reversed,=— it signifies that the sound must diminish from
loud to soft. The word diminuendo or dim. is also used to indicate the same thing. The
joining of both signs —==— indicates a gradual increase and decrease of tone.

The letters 2.C.(abbreviation of Da Capo) placed at the end of a piece or at
a double bar, signify to repeat from the beginning and play as far as the double bar
marked with a pause /N or to wherever the word Fine (the end) is found.For in-

[

stance:

Fine.

‘When the Sign %, or the words Dal Segno (abbreviated 2.S8.) are met with at
the end of a part, or the composition, it signifies to repeat from where a former sim-
ilar sign % is placed, and play to the end indicated by the pause, or the word Fine,
placed at the double bar.

16



When the figures 1 and 2 or 45t and 2nd areplaced at a double bar, thus:

li |l|"2 s !
T  ——

——

they signify that in repeating the strain, (indicated by the dots at the double bar)
the part marked 1 is omitted, and the part marked 2 is played in its place.
The Sign gvs, followed by a wavy line or dots, signifies that the notes overwhich

it is placed must be played an octave higher.

Example: o
----------------------- “
sva 3 F?}" = F.lp.

5
)
When placed under the notes, they are to be played an octave lower.The word

Joco means to play as written.
When a note, occupying an unaccented part of a measure is to be emphasized in

particular, it is designated by either of the followingsigns: /5 or sf, A or >.

written:

played: —fes€
e

Example:

= = .
[
S —aimpel ==
Y1 /A0 I S N B 8 5~

Jo f
‘When a note of long duration is placed between two notes of shorter time dur -
ation thereby making the weaker part of the measure the stronger, such deviation from

the regular accent is called Syncopation.

Examples:
t L 1 1 —
dErrmrrttrd S e
T 7 .4 T

|
o

ABBREVIATIONS

For the sake of economizing space, the following abbreviations are sometimes used.

. Il? = =~ [ 73 * Y 4 1 1 ¥
Written: | = g y A3 77 | =
)
e e
Played T+t —‘{T < —— e —— t H
: —o—] LA - L - oo oo ded9 -
@
[3)
. — # ¥ f
Written: -~ = =

Played:

U Y7

17



This character %, placed after a group of notes, or in the following measure,
indicates that the same group or measure is to be repeated.

Writton: e
U ke 3 3 2 T 3 3
Played: %ﬁpr’—_]’ —t e e e e e e e e
D 32 32 3 3 2 3 3 3
‘ 1T W W
Written:i it ) 'ij . j o=
Played: : : o e o o Bt e o o e e o
: a o

Bis._ This term signifies that the measure or measures included within the same
curved line drawn over or under the measure are to be played twice, before proceed-

ing to the next measure, or measures.

INTERVALS

The distance of any note from its fundamental note, or Tonic, is called an In-
terval. As seven different notes are used in musical notation, it follows that there

is an equal number of intervals as follows:

0 The 15t The 20d  The 3td  The 4th The 5th The 6th The 7th The 8thorOctav
i | + 1] N |
y »%9 + ] 1 H .|

1
1
UTonic-e#o‘e -© - o e ' o

THE MODES AND THEIR SIGNATURES

There are two Modes: the Major and Minor. In the Major mode, there are
two tones from the first note (the tonic) to the third.

Major Third :‘ﬁ =
onic-e-

In the Minor mode, there are but one and one half tones from the fomnic to the

third.
Minor Third m

YTonices *
18




DIATONIC SCALES

In the following Scale of C Major(or natural Scale, because there are no
sharps or flats in it), it will be observed that the half or semitones occur between
the 31d and 4th, and 7th and 8th degrees-of the Scale.

SCALE OF C MAJOR

g Tonic 2nd 3zd 4th 5th 6th 7th 8th

< (e ) © [ ® ] Q= /“ 3
¥ o L8 s =
Half - tone Half-tone

Every Major Scale, no matter upon which note it is started, is formed in this
manner; hence the necessity of sharps and flats.

Every Major Scale has its Relative Minor Scale, found one third below the Major.

SCALE OF C MAJOR

Degrees.
15t2 3 456 7 8 8 7 6 5 4 3 2 1
3 M 1 L i 1 L 3 H
Ascending: e o — _i:gv_HDescending: .
AVARE e ' \/1 N~ -
Half-tone Half-tone Half-tone Half-tone

In the ascending melodic Minor Scales the half tones occur between the second and
third, and seventh and eighth degrees of the scale; in descending, between the fifth
and sixth, and second and third.

The Minor Scale always bears the same signature as its Relative Major Scale,
and the difference in its intervals is made by adding extra sharps or naturals wherev-
er necessary instead of writing them at the signature.

SCALE OF A MINOR(Relative of C Major)
Degrees

12 34567 8 876 5438 21
#: ———— t T —1 T — 1}
Ascending: Descending: T+ —1
J g Halftone D 1Efone .
HaMue ” Halttone Half-tone

THE HARMONIC MINOR SCALE

The Harmonic Minor Scale differs from the Melodic, in so far, that only its
7th degree is raised by an accidental, and this raised interval remains for both the
ascending and descending scale.

THE HARMONIC SCALE OF A MINOR

Degrees
12 345 6 7 8§ 8 76 543 21
Iy 1 1 i ] H *-
Ascending: WD%C@M@. e ——— ——
v gv _* T _tone Halftons Halite: <+ wg
H al\f:g e Half-tone one Halftone Halltone

= Interval of a fone and a semizone
19



TABLE OF KEYS WITH SHARPS AND THEIR SIGNATURES

CMAJOR GMAJOR DMAJOR AMAJOR  EMAJOR B MAJOR F§ MAJOR
:ﬁi #ﬁ HI u.# gm# ) # & 3
5 —o— " o e
Y o O i
AMINOR EMINOR BMINOR F¥MINOR  CIMINOR  G#MINOR D§ MINOR
B —
oy —r L —
O = =
TABLE OF KEYS WITH FLATS AND THEIR SIGNATURES
GhMAJOR DbMAJOR AMAJOR  EbMAJOR  BHMAJOR  FMAJOR
| | | I | O ,
e e e —
¢ P—
Eb MINOR Bb MINOR FMNOR  CMINOR  GMINOR DMINOR
| S T I | Y .
b I —na S T2 ::;——o—%
vV 1) b — ¥ 7]?_ = 12 > i_v e‘ g
D)) e -

CHROMATIC SCALE

The Chromatic Scale proceeds entirely in half tones.

Ascending, with Sharps.

etc.

—
] | I
oJ -t =3 ﬁ" i";ﬁ

ete.

TRANSPOSITION OF THE KEYS

When C is taken as 1, the scale or key is said to be in its natural position;
but either of the other letters may be taken as 1, in which case the scale is said
to be Transposed. As 1 is the basis of the scale, the foundation on which it rests,
so the letter which is taken for the sound is called the Key-ANofe. Thus, if the
scale be in its natural position, it is said to be in the key of C; if G be taken
as 1, the scale is in the key of G; if D be taken as 1, the scale is in the key of
D, and so on with the rest of the seven letters; whichever letter is taken as 1,
that letter becomes the key-note of the scale.

20



MAJOR KEYS

In transposing the Major Scale the order of the intervals, or tones and sem-
itones, must be preserved. Thus, the interval must always be a fone from 1 to 2,
a tone from 2 to 3, a semitone from 3 to 4, a fone from 4 to 5, a fone from 5 to 6,a Zonme
from 6 to 7, and a semifone from 7 to 8. The interval from one letter to another let-
ter is also the same and cannot be changed,_thus it is always a tone from C to D,
and from D to E, a semitone from E to F, a fone from F to G, from G to A, from A
to B; and a semistone from B to C. In the transposition of the scale, therefore, it
becomes necessary to introduce sharps and flats, or to substitute sharped or flatted

letters, so as to preserve the proper order of the intervals.
First transposition by sharps from C to G, a fifth higher, or a fourth lower.

% &> [ & ]
e
(% ] e el

e [ % ]
T 2 33— 4 5 6 7 8
d B E F G A B C
% © [ ) Q\ //“ © — — jﬂ
¢ 1 2 3 o 4 [+] 6 7 8
G A B Cc D E Fi G

The same method is followed in all the transpositions by sharps,viz.the fifth
above or the fourth below is taken as 1 of a new key, in every succeeding transpo-
sition, and an additional sharp will be required also in every succeeding trans -
position.

To transpose the scale by flats, we take the fourth (instead of the fifth) of
every new scale, F is the fourth of C, hence it is 1 of the new scale (key of E'The
order of intervals must be the same in the flat keys as in the sharp; hence the B
must be made flat,

Transposition by flats from C to F a fourth higher, or a fifth lower.

: = 2 z :
T 3§ T+ & 1 1
= ==
1 & 1 5 & & i ¢

MINOR KEYS

In transposing the Minor Scale, the order of the intervals, or tones and semitones
while ascending, must be preserved. Thus, the interval must always be a fone from 1
to 2, a semitone from 2 to 3, a fowe from 3 to 4, a ¢ome from 4 to 5, a ‘fone from
5to 6, a tone from 6 to 7, a semitone from 7 to 8. While descending, the  interval
from 8 to 7 must be a fone, from the 7 to 6 a Zone, from 6 to & a semitone, from 5 to 4
a fone, from 4 to 8 a fone, from 3 to 2 a semitone, from 2 to 1 a fone.

21



First transposition by sharps from A to E, a fifth higher, or afourth lower.

0] 7 fo f_i? 74“5
) = K s 3 b= 2 ? 5 "6 8
Ascending: 1 2\\/8 D E F§ G# A
9 w A B
ot
3 74 & B C D4 E
\bu = [ﬁ] (,\’*’Si L d - I
Descending: A Gy Fy E (3; % A
%g 8 ) © _IIIT oo - = — zﬂ
J 8 7 6 5 3 ~—7 <
E Dy Ch B A G F§ E

The same method is followed in all the transpositions of minor keys,with the aid of sharps.

To transpose the scale with the aid of flats, we take the fourth (instead of the fifth) of
every new scale. D is the fourth of A hence it is 1 of the new scale (Key of D Minor. The
order of intervals must be the same in the flat, as in the sharp Keys.

Transposition by flats from A to D, a fourth higher or a fifth lower.

—_— < o - o 6 7
Ascending: 5 2—— 3 ]4) 15': 3 G# A
A B C
] > % [ & ] © jﬂ
Y ©- [ @ ] b 1 I — ——
o b 3 4 5 6 7 8
D E F G A BY C# D
< "= I tﬂ
o 8 7 i (6)\/‘3\' by © o =
-
Descending; A Gy Fy E 6 8\"”2 1
B A
A ————Tts—T}o
. e V¥ [ S ) £~
%U 3 = G\V = ‘4" ‘3’\/}’ T
D Ch Bb A G F é S

MUSICAL TERMS FOR INDICATING VARIETIES OF TONAL SHADING

P means piano, softly.

PP means pianissimo, very softly.
J means jforte, loud.

j"f means Jfortissimo, very loud.

mf means mezzoforte, moderately

loud.

cresc. Or——— means ecrescendo, increasing the

sound.

22

dim. decrese. or —=— means diminuendo, de-
crescendo, diminishing the sound.

sf, 7f or > means sforzando, rinforsando,sharp-
ly accentuated.

JP means fortepiano, loud and immedia-

tely soft again.



Grace Notes
THE APPOGGIATURA
The appoggiatura isa grace note placed above or below a principal note. When it is

placed above, it is always at the interval of either a tone or a semitone. When it is placed be-
low the principal note it should always be at the interval of a semitone. When the appoggiatura

be
is written in this fashion: %—%’-’:@i: its value is one-half of the following note.

'J 1
he -
When crossed by a small line, as shown herewith:- H its value is but one

fourth of that of the following note. J !
Examples
+ —— h 4 3 |
Written: P—T& L e
e e
Played: : Frar q’\}'—’t

There is also a double appoggiatura composed of two grace notes, the first of one degree
below, and the second one degree above the principal note.

Examples
% 1 1=
Written: ( %@:{L < I T
PY) T T +
Played: i : J i
d | Ll \T‘_/

THE GRUPPETTO OR TURN

The gruppetto or turn is composed of three grace notes placed between two
notes or after a principal note. The turn is marked thus .
A small sharp placed under some of the signs thus: § indicates the lowest of the three grace

notes is sharpened. Should the sharp be placed above the sign thus: & the upper grace note must be
sharpened; or in case of a sharp above and below the sign &, the upper and lower grace note must
be sharpened. The same rule applies to flats, only that the grace notes must be depressed half atone

in that case.
Examples

Written:

—‘—I

L ]

Played:

a
-
[
H

With sharps and flats
oo

1
Bp‘. 1 1
{—\
g
23— —
1 T/
V)
e —— e —
et
—o—1
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THE PASSING SHAKE

The passing shake,often written s, must be played quickly and daintily in the fol-
lowing manner.

. I I F

ritten: Hoss o - $ t - —
4—\ /-\
-]

Played: {0 —or] E

THE SHAKE OR TRILL

The shake or trill, marked #-, consists in the alternate repetition of the note marked
with the note in the next degree above it.

Example — \a

Written: —€5

T s

Played: ({2

Chain of Trills

] or bbb bbbttt

A1V A

TABLE OF INTERVALS ON VARIOUS INSTRUMENTS
TO CORRESPOND WITH Af

On the Piano or Organ @
0

WIND INSTRUMENTS

D5 Piccolo or Flute  EbClarinet; Eb Cornet and Eb Alto Bb Clarinet; Bb Cornet
%“Ir\ [ £ a0 Y 1L E_i&__————l
Q} "= :)u ‘TU.rl‘ A3 V.4 B. |
G# Ft op, Baritone, Bb Tenor and Bb Bass
(in Treble clef)
jlarinet and Cornet in A B) Baritone and Trombone Bbor Eb Bass
%—h—n———— = 5 B? = ‘} =
Jost § .4 } —_ | = | Aﬂ
Ll oK & )
o Ch Ay A}

The C Clarinet, C Cornet,and all Instruments in C,will sound the same A as the
Piano or Organ.
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DRAWING AND DESCRIPTION OF THE BOEHM FLUTE

FIG. 1.
..y Embouchure
- 8 g:
=& |
8| % :
ol £ |
< S i
Tl = :
_____ 1| . Trills on C} and D
A Trills on Ch and D}
E a 18t finger Ira) Key of C
E s} Thumb .. Key of Bb
| = N /ond finger. . ki@
Zl R\ & iy
o|m X 37d finger 0)
SlE oy )
w % N\ Little finger.. | L Key of G§
_Co: B -Lever of double key of Bb (1)
a
= o § 18t finger ®
M < i Lever of the Ck and D} trill
Ry )2nd finger o
& . Lever of the C§ and D¥ trill
§ grd finger. 11 )
~
e R | Little finger——.
; =z Key of Eb
0| o
- : 1. Key of C}
-
8 8 deeKey of C
wi m

1st FOOT JOINT. Keys,C C# and Eb worked by the little finger of the right hand.

2nd Middle Joint or BODY OF THE FLUTE: 3 ventages or keys for the three fingers of the right hand:
G# key (for the little finger of the left hand) 3 ventages or keys for the three fingers of the left hand:
C and Bb keys worked by the thumb of the left hand.

3td Double key of Bb (by the first finger of the right hand), trill key of Ck and D} (by the second fin-
ger of the right hand), and trill key of C§ and D¥ (by the third finger of the right hand).

4th HEAD JOINT (upper joint) MOUTH-PIECE.

5th How to put the three parts together: Draw a straight line from the outer edge of the mouth-
piece through the middle of the keys (see Fig.1), and bring the pillar which supports the mecha-
nism of the middle joint in a line with the C# key of the footjoint. (see Fig.1).

(1) On some Flutes this lever presses the C key instead of Bb. It is then called the Lever of the Double key of C.
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MANNER OF HOLDING THE FLUTE

15t Rest the Flute against the 34 joint of the first finger of the left hand, place the thumb,slight-
ly curved, upon the C key and the fingers, slightly curved, upon their respective keys or ventages,
always keeping the little finger above the G§ key. Ex:

FIG.2. (ZEFT HAND)

2nd Support the Flute with the thumb of the right hand, so that it lies between the first and sec-
ond fingers, place the three fingers upon their respective keys or ventages, slightly curved,
and keep the little finger in position above the Eb key. Ex:

FIG. 3. (rremr HAND) W)

3rd Rest the Flute against the lower lip, in such a way that ihe latter covers one quarter of
the embouchure. Ex:

The scrupulous observation of this embouchure position must be insisted upon. It may
seem to beginners that the tone is more easily produced by covering half or three quarters
of the mouthpiece, but this defective method does not secure the real fullness of tone the in-
strument is capable of giving. The tone thus produced is thin, and destroys the character of the
flute timbre, which should be in turn sweet, mellow, full and sonorous. The other extreme of leaving
the mouthpiece entirely uncovered withholds the amount of air necessary to the full development of
tonal power.

The Flute should always be held rigorously immobile and parallel to the lips. If this rule is not fol-
lowed the pupil is never certain of his embouchure, nor can he rely upon a perfect intonation. This is
proved by the fact, which may be practically demonstrated, that the tone flattens when the embou-
chure is diminished, and is raised in pitch when it is extended.

(1) These positions, it should be observed, ought to be taken without the least stiffness or contraction;that is, by adopt-
ing motions most natural to the conformation of the hand, for example,by closing the hands lightly so that the thumband
tirst two fingers of each hand meet;the exact movement of the positions illustrated sbove is obtained.
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POSITION OF THE FLUTE PLAYER

Stand erect, but not stifflyg allowing the weight of the body to rest upon the left leg, with the
right foot slightly advanced, and the arms away from the body, so as to admit of perfect freedom in
respiration; incline the head a little to the right and place the fingers lightly upon the instru -
ment, since otherwise the flexibility and independence,necessary to play the Flute well, cannot

be acquired. When inclining the head, depress the instrument so that it is kept in a position par-
allel with the lips. Ex:

Once the above position is well understood, the pupil should raise his fingers, excepting the
little finger of the right hand, always remembering thattheFlute is generally held at two points of
support, which are the lip and the third joint of the first finger of the left hand, and supported
by the thumb and little finger of the right hand placed upon the Eb key.
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THE PRODUCTION OF TONE: ITS POINT OF EMISSION

In order to direct the stream of air into the embouchure after placing the Flute against
the lower lip (see fig. 4, page 19 ), expand the lips, thus bringing them close together; then,
after thrusting forward the tongue to the inner edge of the lips, never going beyond this,
impart to it in the act of withdrawing, @ short and rapid movement approximating the pronun-
ciation of the syllable 7%. This is called an articulation. Whether the sound be short or
prolonged, it must always be initiated with the syllable 7.

There are several methods of tonguing or articulation; that which is represented by

the syllable 7w is termed single-tonguing (1)
IMPORTANT OBSERVATION. Znsist upon the absolute immobility of the pupil. Any movement,
whether of the kead, body or arms (foward or backward), vmparrs the production of sound, since ¢

necessarily causes displacement of the embouchure.

INVARIABLE RULE. T%e tongue and fingers only skould be moved. (2)

LESSON I

All the open ventages give C sharp. As this note is produced with hardly any effort,we
shall make it the subject of our first exercise in order to obtain a good emébouckure and a good
position with the least exertion. The tonguing (3) on the syllable 7%, should be well accent-
ed, and the exercise repeated until both position and tone are satisfactory.

2 BEATS TO A MEASURE
Tue Tu Tu Tu Tu Tu *) Tu
ny 1§ iy 1] 11 1k 18 ik
N°1 % %(‘ %n }].r() %(‘ %(‘ %(‘ :" "DI.(‘ ﬂ
21 S it

*) The pupil should not confine himself to the repeats found in the exercises, but should repeat each one
some 10 or 20 times if rapid progress is desired. (This observation does not apply to the melodic sxercisss).

Exercise in the position and use of the first
finger of the left hand

T T T T s iy iy " L iy T
OO Mo IO 1o [ & MA LS ] oo Imo oy ito— oy
NO 2 o o " oo IR e 18 " " ® e | o o I

B

sr=

Lew

(1) Teachers differ as to the syllables which should be used to express the various tonguings. While one
representsthe single-fomgue by the syllable Tu, others advecate Te or 7i. Our opinion is that, properly speaking,
articulation only represents a syllable by approximation. Hence, conforming to eustom, we have selected the syl-
lables most commonly used, viz: those which seem best to indicate the various motions which the tongue under-
goes in the different articulations possible on the #ruze. We have adopted the vowel % as a basis of pronun-
ciation because we believe that in endeavoring to pronounce the syllables 7w, Tudu,Tuku, a neater and more
distinet articulation is attained than with the syllables 7, Zsde, Teke, and T, Tids, Tiki. This observation, it
should be understood,refers to the French pronunciazion of those syllables.

(2)15tPuffing out the cheeks is both injurious and ridiculous: 2ud: the air should come from the chest,
never from the throat, and 8rd: the stomach should not move during respiration, and respiration capable of
Producing any noise whatever should be avoided. These faults are so unnafural that I should not have men -
tioned them had I not observed them in some pupils.

(3) 1 strongly recommend that teachers insist upon this peint if they do not wish their pupils, after
laborious study, to find themselves altogether wanting in articulation; above all they should scrupulously watch
that the accentuation given to the syllable 7w be proportionate to the length of the sound, so that the affack
of the note, that is ,the impulse given by the tongue, is never weaker or stronger than the sound, however pro-
longed that may be.(This last fault is often met with among flute players.) All the exercises are o be played
with the natural tone, that is to say, without any nuances,(neither Forte nor Pianc), and with constant regard
for purity and perfect intonation.
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Fingering of the Scale of C

MIDDLE AND LOWER REGISTERS

% Ventage open Ventage closed FKentage half-closed Key open Key closed

(v
EE/ e T T e S e S St -
; § MIDDLE SOUNDS LOWER SOUNDS
1 H :
i i C B A :
| ‘e o0 o & F D & B A G F E D C
| % ==
h [ @ ] © )
= A s
i - S N R S A
| : H H H H : i : H H H H H
! : H H ' H H H i 3 H H H H
a
' e N : N A
Qi‘-‘finser ----- ® PN D P S S-S Sy Vi Ny V- S W W W—" —
S\ Thumb € key. 53333 5 5 5 5% 5 5 5 5 5 5 |
:2'1“finser---- O O O—O—0—0—0—0—O——0—0——0—0—0—0——|
xy[ 8% finger.... i@y O—6—6—0—80—0—80—5O—6—C—0—0—0—0—0—
~N
Little finger.."
{G#key‘fg.e....
1% finger .. ... QO —O—C—O—O— 00— —C—6——O—0 00—
2 finger..... ) o—6— O—O—0—80—6—6—6—60—F6—0—0—0——]
Q
Es’-"ﬁ'ngef ----- ) O—6—6—6—6—0—0—6—6—6—60—6—60—0—0—]
5
3 g ey 2 S S S G S . 4
3 ¥
; C$ key L
'S\ 0 key 8%

The Flute has a compass of 3 octaves, divided into the 15t octave, lower sounds; 204 octave, middle sounds; 3
octave, upper sounds.

EXERCISE for giving each finger its proper position. (see Figs. 2 and 3).__ A measutes rest is placed after each
nofe in order to give the pupil time to make sure of the position of his fingers, therefore exact that as soon as one note
has been played, the next fingering shall be taken; determine, during this pause; whether the position is good.

The pupil cannot be too often encouraged, during the course of these first lessons, to revert to this exercise,
which will rapidly conduce to a perfect position, without which it is impossible for him to play well.

1 2 1 © 1 e 1 4 -
Nos Gl == = e
5 !

We have used the middle register (224 octave) tor this exercise, because it is easier to produce than the lower regis-
ter. The same fingering applies to both octaves, which circumstance favers increased facility in producing the lower
notes when the pupil comes to them, hecause he can then devote his undivided attention to the quality of his tone.
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Key of C Major

2 Beats to a measure (—22—, or 2, or ¢) Whole Notes

Allegro (d =100)®

- -~
A " E o o ’ g 'V E O e o) .
2!' JB o — p— — ‘2
()
[ & ] > 43 <> [ % ] — [ @ ] <>
( ~7 [ § ] —— — K & ) — :

(*) The comma is used as a sign of respiration.
The pupil should breathe at the places marked, to accustom himself to recognize the structure of a musical

phrase.

It is,of course,understood that these marks do not occur where there are rests, since rests indicate nat-

ural pauses; the comma is used only when a phrase is too long to admit of its execution in one breath. = The
teacher may add commas for pupils who are obliged to take breath more frequently.

Allegro (d = 100)

THEME
(Whole Notes)

L ~ — L5 19 [ & ]
No B Y
MELODIC
EXERCISE —45% [ & )] i® %) &% &~ . < [ &) A
L . - - el ey
_ — o
"
/) ’ < o Pe ) ? Py © Py ?
- i S ) &% e [ % ) -¥ - e [ ® )
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[ % ] ©
{8 —© P © o A O— — © s © 3]
T ) S
[Y)
- ?
[ Q] D [ & ]
i S ) — [ & ] <)
LL
)
s @)
1 Ve
( [ $ ) — O XS] - 3
— [ & ] 43
| 4 £ P
- = -~ . ] ~ &> < >—
d ™ e ™
sl -~ [ & ] Pa O—
e -
| R an
l D]
- & — &> - [ & ]
<> Py «r ey - Py -~ [ % ) P i\ ) e
£ an ] © > <) —» — €
-y
e
’ ’ ’ =)
) > (o] o> O Pe o
(T A [ & ] — -~ &> [ & ] <y &N
— [ @ ] 2 [ & ]
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> A Py [ @ ]
| 7 W 43 - O P [ ® ]
(s S = =
P — = © ~X¥ <y o S

(1) As the pupil progresses, the fempr of these exereises may be proportionately increased. Should he be unableto attempt
them at the tempos indicated in the beginning, they may be taken more slowly.
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VARIATION I (Half Notes)
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VARIATION I (Half-measure Rests)
£ ) ) )
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The length of each lesson makes it clear that a single hour of instruction will not suffice to do it justice;
therefore each lesson should be satisfactorily mastered before the next is taken up.
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VARIATION I (Quarter notes)
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VARIATION I (Quarter rests)
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VARTATION III
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VARIATION IV
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VARIATION II (Dotted half-notes)
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Lesson IV

3 Beats to a measure (Three quarters)
Allegretto (d=116)
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