TO ADMIRERS OF THE FLUTE.

In presenting 8 new work (0 the public, most persons deem it PrQuisite to state their object in componing it especially such
authors as may already bave writtenon the same subject. As [ stand in fhe latter predicament,! may be allowed to in-
dulge in a few words by way of preface to my present volume. and 10 say that the eXperience in ey profession which |
have scquired during twenty yeart since the appesrance of my former Insiruction Rook, has consinced me that a new one
is requisite. | trust, therefore, that in the following pages it will be seen, that what ever | have gsined in knowledge, )
am desirous 10 iwpart in the fullest manner to all amsteurs of the instrument. To TONE, AKTICULATION, and FINGEK-
ING, my mos! anxious attention bas been given, and, in treating of each, | kave endeavoured (o develop my own theory.
u mauy places, profemors of the flute are mot to be obtained, and, under such circumstances, experience bes proved to
we the advsuiages derived by amateurs fromw the study of my “Prﬂ-e-p‘itr Lessons! '

As that work, however, is not intended for beginmers, | dave been turther induced 10 undertake the present voluwe,
wherein the principles of flute-playing are {uily developed, from their first rudiments 1o their utmost extem.

Those who select any particular art or sciencefor their smusewent or profession, bave geserally 3ome genioy for that
which is the object of their pursvity but although such peru;m may do much by their own spplication to the theories
of others, they may be assured, Lhat by the assistance of a master they will escepe infinlte perplexity and trouble —
that their time wiH be grestiy economized, and that the path by which they spprosch perfection will be searer and more
agrresble than that they would select probably for themselves. ’

A proper position in holding the flute, correctness of fingering, purity of tone, propriety of time, and distinctness of
articulation, ought 10 be the earliest objecls for the consideration of the student: and,in order that these primary ele-
aents should be adequately understoad, the best masters should e selected. In commencing with a pupil, & master frels
much greater responsibility than in giving bim lessons st a stage when he way {errogeonsly, perhaps) consider himself to
be somew hat sdvanced. Many amsleurs have applied to me for what they have plested 10 term “FINISHING levsoms.”

In the wajority of such cases, however, they have found, to §heir snnoyance, that UNLEARNING,is a much more difficoit et
fort than learning. To slight the rudiments, snd Le ambitious as €O the result, apprary 10 me something like the want of judge-
ment in n persan who, desiring 10 rrect a spiendid edifice, should for the sake of economy; employ an ignorant srchitect for
the foundstion, and then apply 1o & skilful srtist for thc supersiructure: the fate of o building s0 erected may beemsily im-
agined. ‘

! have deviated from all other instruction-books for the (lute with which'] am acqusinted, by selecting the key of C formy
tirst seake; the reason for my doing 60 is, that the progremsion through all the keys mey be the more systematic, snd becouse]
am of opiuion that,10 one just begginning the instrument, it is immaterial what key be first stadies,— the difficulty of four
of five sharps, o ox many flats, consisting entirely in the infrequency of their use. The airs and escrcises in the present
work. | have for Two reasons, arcanged sa solos: fimt, becanse 1 think that sny insccuracy of intonation may the more ea-
wily iw detecied when the master and pupil pliy in unisons, 1han when they produce the mesgre harmony resuhting trow iwo

. “ .
tlutes; 1or as their is, unfortunately, such facility” in playing out of tune, the maater, in (aking » part in ductis, ranscany+



refrain, {orthe protection of his own organs, from accommodating his blowing to the impertections of his schatar,
Secondly, had§ arranged my lessons as duetsymy volumes would have been tearly double theie present vize and conseqaent-
by nearly double their expense. in my selepted aivs | have endeavared to sdopt the hest extant; white in rhe campnsition
oty artsinny exercises, §have soucht by ,’lilllil’\! at o pleasing manmmer, to tempt the pupil to practice, withoot which no
hope of ulrnesie suecess can be citrinined,

I now leave my work 10 1he consideration of Ganatenes, with this asstieonece — that all T know of the thate, | have
endeavored to place hetore thems and in trusting that my efforts will not L ndeserving their notice; ez to suhserile v

self their devorted servant,

Aprl 12, 1836. CoNICHOLSON.,
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~ ON THE MANNER OF HOLDING THE FLUTE. |

THi1s Is one of the most essential requisites, and of the greatest consequence to the pupil; for
unless the flute is held properly, elegance of position, facility of execution,:teadiness and free.
dom of tone, will become materially affected.

The position 1 recommend my pupils to adopt in their practice, is to keep the head and body
as upright as possible; by which means the chest is rendered more capable of expansion, and the
performer is enabled to produce a more full and free tone than would result from a ltooping as
well as an ungraceful posture.

The position of the flute should be nearly horizontal, being supported by placing the se.
cond joint (about an inch above the first hole) against the side of the first finger of the left
hand, resting it nearly as high as the knuckles, by which that finger will have free action,and
the second and third fingers be more easily brought over the holes, than if the flute were pla.
ced Tower down on the joint of the finger.

. The first and second holes should be covered with the points of the first and second fingers;
and the third hole by the third finger, using the broad part immediately under the nail by which
the first and second fingers become properly curved, and the little finger will find its place
exactly over the G or Ab key and the thumb will be over the Af§ or Bb key. The thumb of
right hand must press against the third joint of the flute, being placed nearly under the fourth
and fifth holes, but nearer the fourth__the fingers must be curved, particularly the second,— and
great care must be taken to avoid the third being straight, for to this fault may be attributed the .
difficulty experienced by many amatenrs in 1he use of the Ff and lower C keys: the little fmger
should he over the Df or F‘b key.

: . This being understood, place the mouth- hole of the flute
to the centre of the under lip, resting the instrument between that and the ehin; thus the pressure
of the thumb of the right hand acting against the pressure of the first finger of the left, and the
flute being placed to the lip, as here described, the instrument will obtain the proper and only
support it should depend upon, as will be fully experienced when the pupil is sufficiently advanced
to play in the keys of Bwith five sharps, or A with four flats.— See plate N2.1, fizures 1 and 2.

As this position of the instrument will be found somewhat difficult, it may, in a great measure,
be relieved by pressing the thumb ef the left hand on the seeond joint of the flute, just above the
Bp key; and so eonvinced am I, from long experience, of the necessity of the instrument being hel
with great firmness, that in order to accomplish it, I have a grove cut out of the second joint (a-
bout half the thickness of the wood) to receive that part of the finger on which the pressure lics,
which brings the hand closer, and at the same time gives additional support to the instrument.

The third joint I have also grooved out on the part where the thumb presses, and inserted a
piece of seal-skin; which prevents the thumb from slipping, and gives great firmness to the right
hand. In the subjoined plate are exibited two positions, which only require to be seen to de.
termine which ought to be adopted. The one showing the flute depressed, and a distorted eount
enance in the performer, is far from being a caricature or exaggeration of the manner in which
the instrument'is frequently held. I shall therefore here make an observation, the truth of
which may be relied on, that the most elegant position is invariably the best in the use of "all
instruments, and ments the earliest and most serious consideration of the pupil.

ON TONE._

THE analogy between the flute and voice (the proudest boast of the instrument) demonstrates
the importance of a fine tone._ To the generality of flute players it (is very difficult to ac
quire, and eonsequently deserves the greatest possible attention._ 1 have frequently heard flute
players, possessed of good execution, who have utterly failed of producing a pleasing effect, for
want of a good tone; and, on the other hand, I have witnessed the utmost pleasure evinced on.
the performance of the most simple melody accompanied with a pure good tone. To acquire
which I commence by stating, that the lips must be first closed, and a little drawn back, pre -

scrving as much-as possible their natural position free from distortion; place the mouth-holc
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of the [lufe to the centre of the upper part of the under lip, but not so high as to prevent the
lip from covering at least one-third or half the mouth-hole. This must be done by pressing
with the flute the under lip against the lower teeth, the lips remaining nearly parallel; there
being a slight projection of the upper lip only. Having proceeded thus far, force an aperture
through the centre of the lips with the hreath, directing it into the uncovered part of the

mouth-hole. Very little exertion is required to do this; and, indeed, in this early stage of learning

to blow, the less exertion used the better, ' )

When a sound is produced with all the fingers off, it will he C8 %Continue blowing

this until it can be produced with perfect ease; then put down the first finger of the left hand,

covering with it the first holewhich will produce Bj _’—q_;o___—: Place the second finger on the secon
E————
hole, which will produce Ah—?—_—E Practise these notes in succession, forming this exercise
c BAB o B A B
e e m—_ !-—-‘hich must be played frequently; aml when effected with ease, put down

ﬂthe third finger, which produces G} %The fingers of the right hand must then be put

down in succession on the remaining uncovered holes, producing the notes FBE Ej E
and Dj %Practxse these notes until you can play the following exercises, being careful

that the flute is not moved by the action of the fingers. I[n practising the following exercises,
the D key must be kept up for each note, except the lowest D, by which the tone will be im.
proved, and the flute held more securely in the hand.

C B A G F E DE F G A B

! : ! | ‘
‘;E: fzt- — r ' : —t jl:—___—
e 7

‘1 he octave to the last note, Dh%h fingered the same, with the exception of the first fin.

ger of the left hand heing up.

Y Stren 3'h of tone,in the lower part of the instrument,depends on strength of pressure on thelip;
for houe\er hard you may blow, unless there is a resisting power, your exertions will prove abortive.
‘This resistance is in confining the embouchure of the lip to the exact size of the uncovered.
part of the mouth hole, and taking especial care that the upper lip is as close to the flute as seen
in plate 2, fig.1, in order that the breath may have as short a distance to pass from the lips ta
the flute as possible; otherwise it will spread, and consequently diminish in power. The under

lip is made firm by the pressure of the flute, and the upper one by its powerful bearing upon the
under one; in this state an embouchure is forced, and the breath ought to enter the mouth . hole
in a vertical line to produce the lower notes with fullness and precision.

Fur the Dand C —‘%— a trifling enlargement of the mouth-hoie will be requisite, which may be.

done either by drawing the upper part of the under-lip a little back, or turning the flute more .
‘dut, or from the lip. I have hefore stated that the lips should be placed together ‘1|h firmness:
2682 :
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1 not only mean the edge or surface, but that the soft or interior parts should press on.each
other, thus forming a substance to blow through. The utmost eare must be taken to avoid the
breath escaping at either side of the mouth; and to effect this, keep the lips free from moisture,
for, wherever it exists, the breath will spread, and pass over the flute, instead of into it, caus.
ing an exhaustion of breath, and destruction to firmnes of tone. The old system of bracing
the lips, producing an elongation of the mouth, is, for many reasons, decidedly bad, as it ren.
ders \Sxe lips thin, increases the difficulty of confining the embouchure, and prevents an equal
pressure .- Quality and purity of tone should be the primary consideration of the pupil, and not
loudness of sound, which is too frequently heard, and which may be termed roaring on the flute.
Discordant harshness will not be produced by forcing the wind into the flute; for harshness a.
rises only from the breath passing over the sharp edge of the mouth-hole, by which the stream
of breath is lacerated, and a hissing or whistling noise is the result ..Various qualities of tone
are to be produced on the flute: but that of which [ am now treating is firmness of the lower
notes, and for which the position of the lips, as represented in plate 2, fig. 1,will be found cor.
rect. The tone ought to be as reedy as possible, as much like that of the hautboy as you ean get
it, but embodying the round mellowness of the clarionet. This can only be done by pressure, as
already explained: and if by this means the lips be hardened, their surface kept smooth where
the aperture is forced, and the breath be passed into the flute without being divided by the out.
ward edge of the mouth .-hole, this quality of tone will be acquired.

These observations relate to the first octave, being the most difficult to ' —t—+
acquire. T

I should therefore recommend the exclusive practice of these notes, until something like the
tone proposed is obtained. Commence with G, and descend to the low C, the F, being natural,
must be fingered thus ooolooo[ —and the C thus eee{eee|ee _ dwell as Iong as the breath.
will permit on each note , and ‘when this ean be done ascending and descending, practise the fol.
lowing exercises, which are exceedingly difficult, if the flute be not as firm as possible on the
lip; for if great care be not taken, the action of the little finger pressing down the C keys, will
depress that end of the flute, and consequently move the other from its proper position on'the
lip. Other difficulties exist in producing the lIower C; in stretehing the little finger over to put
down the keys, the third or mext finger may be drawn a little off the third hole; and I must .
here observe, that unless_all the holes are pe tly sir.tight, the notes eannot by any possibi.
lity be produced: _again, if the third finger does eover the hole, I have met with many instan.
ces where the action of the little finger has caused a pressure of the third on the Fj key, so _
slight, perhaps, as to be scarcely perceptible to the touch, but still sufficient to raise the
key, and, by an escape of air, prevent the production of the note in question. The side of the
first finger is also liable to be pressed on the end of the B shake key. To these eircumstances
do I attribute the difficulty of the attainment of this note; for I am quite ecertain that the em.
bouchure which will produce a good tone on the D, will have the same effect on C.

I have often tried the experiment of making my pupils sound D, by putting down the keys for
them myself, when not only has C been produced, but I have actually made a good shake, because
I have done it without moving the flute, or disturbing the embouchure.

= . .
< '- TR = : .
Ex S W D "

If a good tune is established on G, you have only to move the fingers (and not the flute)to pro.
duce the remaining four notes equally well, by paying strict attention to the observation already
made respecting a slight enlargement of the mouth-hole for the D and C. Having for the pre.
sent, taken leave of the first octave, we will proceed to one of much less difficulty, the second
' all the notes of which are fingered exactly in the same manner as the pre.
; ceding octave, with the exeeption of the C, already explained, and the D,
i — for which note only must the Dg key be down, and the first finger of th.

h_a
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left hand lifted up. Here the pressure of the flute on the lips must be less, which will produce
a slight thinkening of the under lip, and consequently give the current of air,or breath, a more ele.

. vated line, seting more horizontally on the uncovered part of the mouth-hole. And here [ must.
\observe, strange as it may appear, that because it is the easiest part of the flute, it is generally
the most defective, the difficulties of the lower and upper octaves elaiming the undivided attention
of the generality of flute players. The consequence is a perceptible weakness of tone in the mid
dle octave; therefore let the pupil endeavour to unite the first with the second octave,with an,
equally clear and powerful tone. For this purpose practise the following F.xercises:

|

,-———-':;Er_‘-"
o L% - vy
By the pressure of the flute being less, the mouth-hole and embouchure will beeome pro-
portionably enlarged, and consequently the volume of breath increased, which should be the
case to produce a full resonant tone. :

. v -
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We now proceed to the third or upper octave A Here again: the same

Kx. 2>— -
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pressure must be used on the under lip, with®n ‘equal tension of the upper one as in the lower
notes, the difference being a varied action ef the breath on the mouth- hole; to produce which
there must be a slight projection of the under jaw, which will give the eurrent of air a still more
elevated line on the edge of the mouth-hole, by which means the upper notes will be produced.
For the last four, G, A, B, and C, the size of the mouth-hole must be reduced, by turning it
more to the lip; always observing that the aperture in the lips, or embouchure, must corres.
pond in sise, to avoid the breath escaping over the flute; and to effect this, the upper lip must
be as near the flute as possihle, to give an acute action of the breath on the upper part of the
morith-hole. Hare will be found the necessity of keeping the lips free from moisture, the
slightest presence of which renders it impossible to produce these notes with clearness, and
without elearness they become unpleasant to the ear, and more than deficient in effect; but
when the proper embouchure is obtained, the ean be produced with the utmost delicacy and.
sweetnes, without more than the ordinary exertion of blowing. Moisture on the lipsis gene.
rally produeed by the habit of protruding the tongue frequently between them. There is no
necessity (or the tongue coming in contact with the lips at all; on the contrary it ought to
be particuiarly avoided; for T have met with many pupils who having given a false support
to 1! v under lip with the tongue, the instant it has been withdrawn for the purpose of artic.
utation, tone has either entirely ceased, or beeome very feeble.” The tongue, in legato or
slurred passages, should always be drawn a little back, not only to prevent its interference
with the lips andl embouchure, but to inerease its action when required for articulation,which
subject will be enlarged upon hereafter. : : :
ON PLAYING PIANO, OR SUBDUING THF. TONF. .
‘The moust finished and delicate effects produced on the flute,depend on the acquirement of
playing piano, or subduing the tone in tune, which has always heen, considered a great difficulty.
[am not, however, of that opinion, provided the ears of the perfufwer bappen to be puton in the
right place. Shoeuld this not be the case, he is liable to play tuo shary in his forte, as he is to
play too flat in his piano passages. The only method to acquire playing piano, is to sound any
given note, say D on the fourth line, as brilliantly and with as pure a tone as possible;and to
"“subdue this gradually, making what is called a diminuendo, marked over or under the note
or notes where such effect is to be produced, thus==. It is gradually diminishing the pow.
er of blowing, relaxing the pressure of the flute and lips, and extending the distance from the
embouchure to the mouth-hole, as seen in plate 2, fig 2, which portrays the relaxedt state .

of'the muscles, - . 262
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Shoulil playing piano be attempted by merely blowing with less force, without increasing the
distance from the upper lip to the mouth-hole, or an enlargement of the latter, the note will be.
come depressed or flattened a quarter or halfa tone; but if the above rules are attended to, the
tone may be reduced to a mere whisper, and perfectly in tune. A erescendo, marked thus e
is just the reverse in its effect to adiminuendo, and is produced by beginning as piano as pos-
sible, and gradually increasing in strength of tone, until it becomes equally elear and brilliant.
* 'This must be done by commencing with an enlargement of the mouth -hole of the flute, and
the relaxed embouchure, with the mere breathing on the edge of the mouth.holej and as you
gradually increase the power of tone, so should the pressure of the flute and the approach of
the upper lip correspond, until the embouchure and mouth-hole shall be again reducedin size,
as seen in plate 2, fig 1.-Here again I must observe, should the crescendo be attempted by
mcrely blowing louder, without a strict attention to gradual diminution in the sizse of the .
mouth-holec, by an increased pressure on the underlip, and by bringing the upper lipinclo-
ser contact, the tone will become more acute, and sharpened at least one-fourth or one.half
atone. The accomplishment of the erescendo and diminuendo, forming what is called a swell,

Fid . :
am] mark thus ——————_  which ineffect meanspp.‘f<>f PP will reguire con.

siderable practice; but when it is recollected that the most beautiful effects of which the
instrument is susceptible are produced by it and that its perfect acquirement establishes a
proper method of playing in tune, it is indispensable that all those who wish to become fi.
nished performers on the flute should make this a daily study. 1I.recommend the practice
of the following Fxercise, dwelling on each note as long as the breath will permit.

. [w hd .
= ——— : e :
e = > -_— > ! e > <t > W > e O wOe

To produce a soft, elear tone in the upper notes, the lip must cover about three parts ot
the mouth-hole, and be hardened by the pressure of the flute;—but here the upper lip mus:i
project, and the soft or interior part only come in contact with the lower lip. The embouchuir
must be proportionately small with the reduced size of the mouth- hole, and the breath form.
ing a line nearly horizontal. There is a soft, mellow, and delicious quality of tone to be pro.
duced in the lower oetave of the flute, by forming the embouchure of the soft internal porti_
ons of the lip« :-it'is tetallyfree from reediness, and in some degree resembles‘the most subdued
tones of the clarionet. ‘The muscles of the face and lips must he relaxed, and the mouth-holc
ahout one-third ecovered, and brought exactly opposite the the embouchure, to receive the co.
lumn of air, which must be impelled into the flute with moderate force. There may be a eon.
siderable body of tone produced in this way, and so totally different in its quality from that
treated in the early part of this article, that when it is introduced in a slow movement, its ef.
fect is charming, and at once relives the ear from monotony. The embouchure may here be.
farger than the mouth- hole, for as the lips are relaxed the breath will not be impelled ‘with
sufficient force to produce any unpleasant noise from passing over it. The sincere and anx.
fous desire I feel for promoting the advancement of those who aspire to perfection on this
mich- admired instrument, is only equalled by the hope, that what I have endeavoured to elu.
cidate in the preceding observations has been conveyed in a manner sufficiently clear to be
perfectiy understood; and that it may prove advantageous in stimulating the exertions of .
those pupils who are ambitious of acquiring that proficiency which ean only be sttained by
a sirict and uniform attention to tone.

OBSFRVATIONS ON THF. INSTRUMENT.

I FEEL if unnecessary to enlarge much on the subject of the very great improvements that
have heen made in the manufacture of flutes within the last twenty years— it is a subject
which bas uniformly engaged my attention, and which I have used every effort 1o promote; and
althoigh my endeavours have met with strong opposition from various makers, I ought per.
haps to feel proud that my suggestions and improvements are now freely eopied. Onmy first
arrival'in London, the flutes manufactured by Monsani (patronised and recommended by MT Saust,
and in general use by amateurs at that period) , Milhouse (patronised and recommended by M",
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Ashe) and those of Potter, were then the most in repute, and certainly great credit will ever
attach to the first named, for the neatness and excellent workmanship of his flutes, These how.
ever, as well as those of Milhouse, had to me many objections. The bore being very large, and
without a metal tube, the upper notes were produced with great difficulty, and the lower onesdiil
not possess that brilliancy of tone for which I have been an advocate. For thig reason, I at that
time preferred those of Potter. Icannot be charged with not giving Monzanis flutes afair tri-
" al; for at the early period of my professional career I had one of his most expensive instruments
" presented to me, and was so much pleased with its appeance, &ec., that I played upon it for up-
wards of twelve months; after which I again resumed my Potter, and subsequentlyoneof Astor’s,
the favorite maker for my father, who devoted much time and pains in the successful improve.
ment of the instrument by enlarging the holes, &c. With this flute, I came to London; and al.
though my public performances met with a gratifying reception, and my tone was particular.
ly noticed and admired, yet my flute was not approved of, inasmuch as it required a total al_
teration in the system of fingering; and it was generally asserted, that I was the only person
who could play in tune on a flute with large holes. Messrs. Clementi and Co. were the first
who undertook to manufacture flutes under my superintendence, and I had great difficulty in
overcoming the prejudices of their workmen: the increasing demand, however, for their flutes
satisfied them that amateurs began to think for themselves: and increased my eonfidence in
the system L had adopted. The result is, that flutes with large holes are now recommended and
played upon by the first professors and amateurs in this country; and I have little doubt, that
at novery distant period, they will be universally adopted. Thetr advantages are many-1st
The tone is infinitely more powerful,still possessing the capability of being subdued to the ut-
most delicacy of those with small holes®. — 2N"d The upper octave can be fingered(with atrifling
difference) as the first and second.— 374, Where a glide is intended, its effect is improved be.
cause the scope is greater from the size of the hole.—4!h The vibrations are more obvious from
the decided improvement in the tone. It is absurd to call this merely an orchestra fiute, when it
is well known that for this department of the instrument, the utmost delicacy is required. .
It has also been stated that a different system of fingering is requisite; this is not the fact.
One note only requires it, and that note is the upper F#, and then only when the note isto be
strongly articulated or sustained._ See reference to N© 28._Again, it has been said that flutes
of this description are more difficult to play in tune; this I positively deny, as playing intune
_depends solely on the mouth-hole, and not on the holes of the second and third Joints: this
has been explained in the article on tone. But flutes with large holes are sad tell tales to .
bad fingering, from the purity of their tone; hence the hesitation in their adoption by those
Wwho have been badly taught, and have not perseverance enough to eradicate bad hubits.
Huudreds of these flutes have been placed in the hands of amateurs and professors; and 1 know
of no instance (where they have had a fair trial ) that a flute with small holes has again been
adopted in preference. In conclusion I would say the best flutes are those made of cocoawowi
or ebony, but those of cocoa I prefer, as the grain is closer, and the tone consequently more re-
sonant. The music of the present period requires a flute with seven keys, and many (partie.
-ularly those who have been in the habit of using it ) will find in some passages an advantage
in the eighth or long Fj key. More than this number will only render the instrument compli. *
cated, particularly those attached to the bottom joint, to Produce the lower B% and Bp: these
add additional weight to that end of the instrument; therefore, the difficulty of keeping the top
joint steady and firmly fixed to the lips, is very much inereased. The elastic plugs to all(except the
lower C keys), and double springs, are great improvements; and I consider an ivory mouth-hole infi-
nitely better than woud, it being a much harder substance, and the grain is not so easilyinfluenced by
moisture; its surfuce is consequently clear, and less liable to beeome round at the edge,which is highly
objectionable. The metal tube is in my opinion indispensible, as it gives great fredom and clearness of
tone generally, with the advantage of altering the pitch, where necess ity requires it,nearly halfa note.
KA great desiderstum, when it is recollected that powerful expression depends on power of tone; for it is caly its contrast that produces it
T NB. The publishers of this work would beg to say they are extensively engaged in manufactaring flutes after Nicholsons pat.
leren: 1ad would recommend purchacers to call and examine them,
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ELEMENTARY INSTRIUCTIONS.

MusicaL sounds are expressed by characters called Notes, to which the first seven letters

of the alphabet A,B,C,D,E K, G, are applied. - When a passage extends to eight,or more notes,
the same letters are repeated. ‘The notes are placed on, and between five lines,called a Staff,

The lines and spaces are counted upwards, thus:—

Notes on the Lines. Notes on the Spaces.

N

—oth N
PrIY 4y i
and Ird B o,
1 od ——nd = ~ . j
| RYYY iVipace P~ Ml

"hen a passage extends higher or lower than the staff, short lines are made use of called
Ledger Lines, and the heads of the notes on or hetween them,thus:—

12
e
Il
1

- - S = E~3 i‘ Notes below the Staff,

Py
&)

—_— Notes above the Staff. _ > -

It is immaterial which way the tails of the notes are turned, upwards or downwards, further
than for the convenience of writing, it being desirable they should be within, or as near as
possible to the staff, to prevent their interfering with any notes written in the staff aboveor

below them. All flute music is written in the Treble, or G clef, shaped thus §, which is
placed at the commencement of every piece of music.

THE SCALE,OR GAMUT, AND ITS INTERVALS.
THE Scale, or Gamut, consists of seven successive notes, ascending or descending, and when
it extends to eight, is then called an Octave; the fol]owihg scale of C major includes the three
octaves, being the available extent of the instrument:—

m econd Och" ﬁ # E £3— 3

{HA

L

|
- 1S
W T .'
- i
DLF"‘BCDEFGABCDIFGABC

- } 3
: } ! ! :
1

__1)

Two of the gradations in each octave of the above scale are only 2 semitone, or half - note, dis.
tance from each other; all the rest are a tone. There are two scales, one called Major,the other
Minor, and the situation of the semitones in these scales constitutes their difference.Counting
the major scale ascending, the semitones will occur between the avd and 4th, and between the
7th and &8th, from the key-note or tonic. If it be counted descending, the semitones will be
found between the 15! and 204, and §1h and 6th, Observe, in the major scale that it descends
by the same gradation as it ascends, which is not the case with the minor, where the semi - .
tones ascending occur between the 2nd and a7d and 7th and 8th, and descending between the
2"V and 4th and 61h and 7th; but the following figures which represents the scales,and the
cirenmflex which points out the semitones, will best explain it:—
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Ascending .. 12 34667 8

/Ascending.. 123465678

Major < . -
Descending.. 12345678 Descending.. 1 2 34 6617 8
The Chromatic Scale ascends and descends by semitones, and is generally written by
sharps ascending and flats descending, thus:—

e ~P— = £ b#fbf- '
Fx S — —
i Tk" T 12 '
It will be perceived that there are twelve notes in the chromatic scale, each of which may

become the key-note of a scale, major or minor, consequently there are twenty-four keys,

twelve major and twelve minor, and the foregoing figures are applicable to them all; but -
to express these various keys, the aid of Sharps, Flats, and Naturals will be reqmred

The Sharp (£), placed before a note, elevates it a semitone, or half-note; example:—

Minor

1 1
! H | i L )
)i p— 1 T

The Flat (b ), placed before a note, depresses it a semitone, or half-note; example:—

m f— —

L !

 —

The Natural (§) does away with the influence of elther sharp or flat, and restores the note
to its original state; example:—

v -

eoet]

s

e

-
<

I
i

1

I

It

L

)
;

— T

| il
o

»

=

P

L1

i

1

7

) =——u I

. The Double Sharp (x) elevates, and the Double Fla\ d)b) depresses, the note before which
it is placed a whole tone, or two semitones:—

Written. . | Written. L L. J_
1 1 ) L
T 1 T i ) " .
Doubl - ‘ % Double
ouble e
Sharyp. Played. ~ [ | Flat.
) I )

The Double Sharp is removed by these marks (hz) hlch re-tores the note to its previous
state; and the Double Flat is removed by these markn(ﬁ ); example: —

b — '—f—xA#g %

A sharp or flat, placed after the clef on a line or space, affects all the nbtu on such a
line or space, and their octaves throughout the piece, and becomes the signature of the-
key; but when introduced, .ndsnn(..hdnngjps\to the signature, it is-called an accidental,

.
g
1 1
w L
Y

18

]
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and only affects the notes on such line or space within the bar where it occurs, unless it is
the last note of a bar thus altered, and the next bar begins with the same note,in which
case the sharp or flat is unnecessary; and again, if the last note of a bar is altered, and
succeeded by several bars of the same note in either octave, they are all affected by it,
but in such case I should prefer the accidental being placed before the first note of each bar.

When as a signature there is only one sharp, it is placed on F, and every succeeding sharp
a fifth higher, or what amounts to the same thing, alternately a fifth higher or a fourth low.
er. When there is only one flat as a signature, it is placed on B, and every succeeding flat
a fourth higher, or a fifth lower.

PROGRESSION OF SHARPS AND FLATS.

- - { {
. s gl
By fifths — = T e By fourths, —2 T 10 ij} 1{ 5 = 1{}7 Li
. 15; - ﬁ .
ding. tP—% g ¢ descendin u— awm 104
ascen & 1 3 3 4 s s L] g 1 2 3 + s [ L

‘Sharps, in all modern music, appear in the following progression_m

o/
THE KEY NOTE.

When sharps are used as a signature, the major key-note will always be the semitone or half.
note above the last sharp, and the key-note of the relative minor a note or whole tone below the
last sharp; for instance, if C is the last sharp, then D will be the major key-note, and B the rela-
tive minor. When flats are used as a signature, the major key-note will always be 2 fifth, and
the key-note of the relative minor a third, above the last flat; thus in two flats, the last is -
on E, consequently B is the major key- note, and G the key-note of the relative minor. .

C minor requires three flats more for its signature than C major, therefore every other minor. -
key must have for its signature three flats more than are necessary to express the same keys
major. F major having one flat, F migor will require four. To subtract or obliterate sharps
amounts to the same thing as adding flats, and vice versd; therefore if three flats be added
to three sharps they will destroy each other; and on this principle, if three flats are added to
two sharps, one flat alone remains- if three sharps be added to two flats, there will be one’
sharp for the signature. - . .

Add three flats to any major signature, and it will give the signature of the same key minor:

- N I I

Maj | T + t 1 - 1 1 ! T
Major ‘ D 1 f T ! ! } : I ! T
! ~— 1 T L | SN——

C
)ierenr: - |
Minor BT
H— ] ‘
- | 1 d L
MaJOI' 1 1 b 1 |
peg T 1 T 1 1 I 1 1
\J - .y 1 1 1 1 } L
! ! l
G - .
) ol 1 { . : —— | I
. 10F 1 1 ) 1 ! 1
Minor ] 1 —1

Major

Minor




Major

E

Minor

Major

B

Minor

Major

l“

Minor

Major

F, with one flat

Minor

Major
B3, with two flats

Minor

.\{njor

E, three flats

Minor .

AbMajor

G4 Minor
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The minors of four, five, and six flats, would require for their signatures seven, eight and nine
flats; it is therefore better to make an enharmonic change, adopting the lesser mode, five, four,and.
three sharps. There are two modes of expressing all keys, and the substituting one for.
the other is called an enharmonic change. "

¢

RO 20./00 1 Yo TR
|’1’\—' A

Rule deduced from the above:— Take any two numbers which, when added, produce twelve;
call one number flats, and the other sharps, and they will express, in different terms, one
and the same key. That mode must be adopted which requires the lesser number of flats and

sharps.
If 1o the signature of any keys—

Sharp raise

One ( ) be added, it will ( the key a fifth.
Flat depress
Sharps raise

Two ( ) be added, they will ( the key a tone. -
Flats depress
Sharps raise ,

Three |- ) be added, they will ( e) the key a minor third.
Flats depres
Sharps raise

Four < ) be added, they will ( the key a major third.
Flats depress

. Sharps, depress :

Five < ) be added, they will ( ) the key 2 semitone.
Flats rajse
Sharps raise—"

Six ( ) be added, they \nll ( . ) the key a tritone.
Flats depress (three tones or half an octinel
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ON TIME.

Tivg is a most important part of music. Without it neither rhythm nor melody coulid ex-
iat: it is the cement which holds the band together and its acruirement is absolutely neces.
sarv in the most elevated und fascinating Jdepartment of the art, that in playing in concert.
The rules for its attainment are merely arithmetical, and may be easily learnt by the aid of
he following Time Table of Notes and Rests, with their relative names, and value or duration;
hut the application and division of them will be found exceedingly dlﬂ'lcult without the aid
of a master. The difficulty is greater to performers on wind instruments than to any others,
from the impossibility of counting aloud; hence the necessity of a master, who shoul not on-
ly count every bar during the practice of the pupil, but make the latter count for him when

he is playing . There are seven species of notes, the longest in duration now in use is the
which is equal in length to

Semibreve - _ o o e e eemeee . Qe

- - - - which are equal to

T'wo Minims _ _ __ _____._. q - j

Four Crotchets _ _ . __ r r . r __________ equal to

I'Zisthu:\'ers_r r r r 0 t E ______ equal to

Sixteen Semi. - - --equal to
fquavers __ ' { ‘ ' g E

- - - ----equal to

h!rfv N«;Dﬂrl_

Sl‘(n !'nu PUPPPIST
Sernidem ise ptaddd
-'.lnaul.\ ——— —— —

The preceding Time Table ought to be so strongly impressed on the memory of the pupil, that
he should he able at once to determine how many semiquavers are te be played in the time of
a crotchets how many demisemiquavers in the time of a minim: how many semiquavers to a qua.
ver, &e. &e. Kach species of nate has its respective rest, which indicates that silence is to
he ohserved the same length of time as it would take to play a note of its duration.

= =
s =

Semibreve, Minim, Crotahet. Quaver, Semiquaver. Demisemiquaver. Semidemizemiquaver,
. | i 3 S I
AL . qr 3 3 :
Rest, Rest, Rest, Rest, Rest, Resd. Rest,
e 1 2 3 4 S [} 7 8
L
Bar Rests. A= = L= — T— — 1 &c.
7
'y

[t often occurs that three equal notes are to he played in the time of two of the same kind; and

when this is intended, the figure 3 ought to be placed over or under them,enclosed in a tie

ar hind made thus™; but the tie in this situation has no reference to the articulation.
tas2



ON TIME,

B ///——;—\\\ /,’—EN\\ /";\\\ ,’f;\- /;—;\\ ’/i§\5- LJ
. i — — - —_—@
T ) 1 )
1 1 1 ¥ 1 ]
equal in value 'equal to equalte :
to :
S— = —r—a A Et ELE
— % ey ——
two minims  two crotchets, two quavers, -
i or ar or
1 -
—_ — = £
i 1 '| 7' i .
one semibreve. one minim. one crotchet. v ~

When groups of six notes are to be played in the time of four, or of one equal in value to the
latter, they are very different in their effects from triplets, although the very same notes.

may be used. This is the effect of accent: for instance, a bar written thus—

///"::8—5\\\\\ ////"""E‘N\\\\~ //,————-\\\\
L 2L L2, 022, .6 T
) )| 1 )
<
‘/has its accent on the first note of each six: but written thus,

/3\?/\/\

5 |
;;#‘E:;ﬁf::ii fr#?#fg /_\; EE:"\:S /s\, ?
4 I ;

o/

{he accent is on the first of each three, and, consequently, the effect of the passage is totally
altered. Accent is an effect of articulation, and is either produced by the tongue or breath;
and so essential is it in the estimation of all modern eomposers, that little is now left to the
diseretion of the performer,various marks being placed over notes and passages by which the
intenled expression is indicated; and unless strict attention be paid to them by the performer,
the most simple but beautiful compositions may be destroyed.This becomes very conspicuous in
trio, quartet, or orchestral playing, where the same passage is frequently given succes -
sively to the various performers; and if the accent and notes of marked articulation are not
the same, the beauty of imitation, and the intention of the composer, are lost.

THE DOT, DOUBLE DOT, THE TIE OR BIND. :
The dot, as well as the tie or bind, lengthens the value of a note. A dot placed after a note makhes

it half as long again: thus a dotted minim is equal to 2 minim and a crotchet, or three erotchets;
a dotted crotchet is equal to a erotchet and a half, or three quavers; and so on.

Written % =Y S— 4; C—— 1. .—F Y ma) Cane
T & 1 i —
Example ; 4 ! v E—
- ——
Played . - < 1; > - = ’
T ¥ e I 1 1 -
e/ 1

If a second dot be added, it is equal in value to half of the first; a double-dotted minim is
therefore equal in leggth to a minim, a crotchet and a quaver; a double.dotted crotchet is
equal to a crotchet, a quaver, and a semiquaver; &c.
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Weitten
Example:

Played

ON TIME

P e
T = — B T
Pt T » ) 5 P ¥ .
Ny 1 1 » 1
A\ w T - ) S
14 "a
| Py —_— —~
1 T I 1 P ™y 13
3 ™ - v st Y
&—F— T ——® T — e —
1y e e w 3 j

The dot and double dot have precisely the same influence on rests as on nofes. .
When two of the same notes occur, and the second is of shorter duration than would be
expressed by the dot, the tie or bind attaches the second to the first, and the first only:
must be articulated, sustaining the tone on both as one note.

[ —

» —— M
s SR L
- 1o 1 - Y > o
I — I po— T » O Hl F{
—‘H__LL - 11 )
. . ! ﬁT
;- - .
]—’-. .-'_'_’--'\o s ° P
- ' ‘;Fﬁ - P
- e A f
L @7

ON THE DIVISION OF TIME, AND SHOWING HOW IT IS MARKED.
In all musical compositions time is divided into equal measures by what are called bars, formed by

lines perpendicularly placed across the five horizontal lines of the STaFF, thus:
each har must contain an equal value in notes or rests, or both; which value

is ascertained by the signs or figures placed at the commencement of the piece. These signs

or figures are as follow:— Common Time is marked thus£all other times are expressed by
- two numbers placed one over the other; the lower number always represents a bar of common
time, which, as after explained, contains the value of one semibreve; and the upper number in-
dicates how many of these notes (or a subdivision of them) must be taken to fill a bar: for
instance, suppose 1 to be the lower number, then that 1 will represent a semibreve, because

-it is the only one that can fill a bar; therefore

L — will be one semibreve in a bar:

: ‘il be two, and Eiu be three semibreves in 2 bar, &c. When 2 is the low

er numbher, if represents minims,

mon time thus:

E

three;

ets, because four crotcheEs will fill a bar of common time; therefore %
et in a bar;, ﬁ two;

it indicates quavers, and

1

will represent one minim in a bar;

because it will require two of them to fill a bar of com-

wiu be two minims in

four, &c. When 4 {s the lower number, it represents crotch.

three;

—

—
U

will be one crotch.

E four, &c. When 8 is the lower number,

is influenced, in the same manner as the previous examples,by

the upper figure. When 16 is the lower number, it indicates semiquavers,which are
influenced, as to the number of them in a bar, or their equivalent by the upper figure.
There are three species of Time— Common, Triple, and Compound. Common Time has
two or four equal parts in a bar: Triple Time has three equal parts in a bar: and
Compound, those which are multiplied from the lesser number; for ina'ance,g is a

compound, heing a double #. 6 is a compound,
ing a 1riplo§; g a ecompound, ﬁeing a triple f;"

43

&e.

8612
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ON TIM¥K.

ComMmMoN TIME EXEMPLIFIED. . 15
SiMpPLE CoMMON TiME. Kour crotchets or equivalent notes or rests ina bar,
Andante. . L S g -
| 7 > ! S 0 T Y T ™
> & & BB~ i L] 1 1 I | T . — L . B Y
A T T ) A ] 1 } ! N == SR R .0 11 ]
U - 1 1 ] ——. 1 .0 ) =y L

1 i
t T " . 7 . . e T T
7('ountl]2.§4 1234 1 23 4 123412584 123 4 123 3 1254

When a movement is very slow, sueh as A0AGIO, it is often requisite to eount eight qua-
vers instead of four crotchets in the bar.

Adagio.
o J— .

- 1
i 2 § 4 1 2 24 i 2 3 i 2 3 4
CoMPOUND CoMmMON TINME . T'wo dotted erotchets in a bar.

Allegru. 8

- j- —’ >
A I”!{j{ P o P e Py P Foralt HF
LD = = o L [-4];, 1% ..l’ .4.,171 ;,. ’ - 1 - ‘-' 11 %r - H LI LA
JCount 1 2 1. 2 1 2 1 TZN T 2 1T g 1 27 1 2

Adagio.

Py
0
i 1 Ll i1
J— ;- 1 V30 S N I ¥ ! ! M

T .

b T R TR Tt = s —F e
123 4 6 6 123466 123466 123456 123456 123466 12 3456123466

Four dotted crofchets in a bar.

Allegro. . ~
walll § 0

akﬂrl |
y
\
il
A
ﬁf

Adagio.

p T ==

AU L® |
——

Countl 23 466 7 8 9 101 12 12%466 17 8 9 10 1 12

p— | jj,_\ o0, —

J‘ T 23 466 189 10012 ; 535 45 % 5 8 610012
- ) 6822



ON TiMEK.
1o \ TRIPLE TIME KXEMPLIFIED.

SiMPLE TRIPLE TiME. Three crotchets in a bar.

Allegro.
L S A I jT. :
i 2 3

Adagio.

- e
e 9t 3 4§ 6 I 2 3 43 ¢ 6

Three quavers in a bar. ‘
Allegro Moderato.
. f f ) i . f
Ease=sro=—s ‘ ‘
(o] i - A 1
A\ PN o ) %
J 123 123 1%3 123 123 1723 %835 133
When an adagio is written in g, it will perhaps be requisite to count it by six semiquavers in a bar.

Cowpounp TRIPLE TiME. Nine quavers in a bar.

Allegro. e — F‘
w‘ ———————t t ? R _—ARg £ g
M 1 Y 1 s 1 Y i o) 1 1 ) 1 ! » |~
)4 T T —— = ————¢— ——¢ _%ﬁﬁ:
J P e T ML AR L 4 - o
1 2 3 1 ) 3 1 2 ‘3
. ‘ — , .
1 ! ' S m—— 2. P——F—‘—P—‘—
T Y i 1 "7 ] T ] 1 r ) -
L7 = & d { } ! I L

-
When an adagio i« written in g,,colu-nt it by quavers,
In the Airs an) Kxereises(commencing page 22), the master will find such avariety of mate.
rials for the further elucidation of Time, that it is not deemed: requisite to dwell longer on it here.
- ON BEATING TIME. . A
It is absolutely necessary that all learners should be able to mark the time by the foot,which
is ealled beating; and this ought to be attended to as soon as the pupil is abie to Play the most
si.mple melody. When he is sufficiently advanced to play a solo with an accompaniment, it is
his beating which regulates the time of the accompanist; but when playing a subordinate part,
such as a second in a duet, second or third in a trio, second,third, or fourth, in a quartet, he
must always be regulated by the beat of the prineipal or leader, otherwise it is impossible.
that the time of three or more performers ean ever be simultaneously influenced ,unless they
h{ad the advantage of a conductor. There may be a silent action of the foot which may faci-
l‘lta!e the division of a complicated bar in adagios, where 8, 12, 0or '18,' may have to be count-
el. The effect would not be very agreeable in an orchestra, eonsisting perhaps of upwards
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sixty performers, if every one thought proper to beat hisown time; and 1do not know a Srealt.
er annoyance than the having a person ncar me who is in the habit of doing so, for it is to
his own beating that he plays, and not to that of the leader or conductor, and he is eonse.
qnenlly seldom correet . A very great improvement has taken place within the last few
years in the orchestras of this country, which may be mainly attributed to the introduction
of Conductors, whose prevince it is to mark the time with a biton or stick, by which theeyc
(so,mueh quicker than the ear) is attracted, and the time more strict]z regulated , He has
always (or ought to have) the score of the piece in performance before him before Nim,an
whenever a change of time occurs, the movement of the biton conveys it (o the performers.
The most 'iP le method of beating time is the best. In common time, the foot should be
put down at’the commencement of the bar, and raised at the second half of it, this is presu.
ming the movement to be moderate or very quick, but in adagios or very slow movement, four,
eight, or more beats may be requisite, but, as before stated, they should be effected silently,
or counted mentally. In Triple Time, the foot must go down af the commencement, and L¢
raised at the third part of the bar; this will be more fully understood by the practice of the
Airs and Exercises (commencing page 22 ), to many of which, the proper places of beating and
raising the foot are marked. I have heard man¥l persons mark the time with the breatl, which
is exceedingly unpleasant to the ear, and ought particularly to be avoided.

In modern music various groups of notes are introduced, the time of which would be more diffi
cult to be divided by the performer if they were strictly written, than by afigure placed over
them indieating their number; in addition to which, the intention of the composer, in many in.
stances, eould not well be conveyed without these figures. For instance, if five notes are to be
played in the time of four, it is by the figure only that this intention can at once be understooud .

Pl TS

T Ex: Pt e P Eﬁﬁ%——
: e - —— g —

Loa
v,

Now if these notes were to be written strictly in time, the evenness and connexion of the passage
must be destroyed, as will be perceived by the three following examples:—
N

. R B
| Wy Wy W W1 T T1"8FP 11 7 ]
=-J-' A" : L 1L 1T T 117 ————---=-=-.‘-' Fl_* ]
A —

‘These groups may vary in the number of notes, and in many instances (particularly in theworhs
of Beethoven an Spo{xr) whole bars are thus connected.
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Andante.
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ABBREVIATIONS are frequently met with
writing, and by them passages are in ma

ABBREVIATIONS.

» particularly in manuscript music; they facilitate
ny.instances’rendered inuch easier to be reai.

Written, -~ .;_t = 1~ ——
y 4 - — —_— < t s
: i =
Example: o -
‘ o o o TP o L2220
) S S . 1 1 1 . B _ B & - o o i L
- Played, +—t 990009099 ! 1
- I 1 | ) i i 1 i L )N g
3’4 | S— 1 T — T T L T
_*_

E
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Writlen.

Example.

Played.
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Writing and reading music is further facilitated by the mark 8Y7_ _.""li......-ottava alta)s the
notes over which it is placed are to be played an octave higher than written, and must conti.
nue to he so performed to the end of the line attached to it, or to the word loco, which sig -

nifies that the noles are to bhe played as written. '
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Whole pages are sometimes written in this way, marked at the commencement** 8 to theend”

VARIOUS CHARACTERS USED IN MUSIC.
The Double Barili\‘ides a picce of music into two or more parts called strains. Wheu Jots
are placed each sid? of the double bar, thusieach part is to be repeated; but if the dots
appear on one side of the double bar only,EEit is that part alone which must be repeated.

To facilitate writing, when a repetition of the same Passage occurs, it is indicated by the
word Bis being placed over it, and having dots at the extremities of the passage, thus,
"",ﬂ:-_ °

R T
* 1 N L N A .
thus, J s they denote, on the repetition of the first part, the bar or bars mark-

~4

When a double bar has the figures 1 and 2 placed on each side,

ed are to be omitted, and proceed to numher 2.

A Pause (D) indicates that the note or rest, over or under which it inay be placed, should
be lengthened; and where it occurs in a solo, the time of duration is ad libitum., When
placed over a double bar it denotes the termination of a movement, with the word Fine
generally added . Always notice the bar which may have this mark /S’ over it, as from
that bar there will be a repetition, which will he indicated by a similiar mark at
some future part of the movement. '
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MAJOR SCALES &c. 21

£
Scale of C. - o= £
1*! SECTION, -ol 2 = =
| > 2 P FTFE
: —t L e H ’ t
1 1 )] 1 4 i
v‘ I i : 4 1 iil
 ——— ! i
Y - © \ ' \ ! N , 279 SECTION, l ' \ '
S S S U A A S S S S S S R
e 6 ¢ 6 ©6 ¢ © O O o © ©¢ @ ©@ O O © e ® O o o
e o 6 ¢ © ¢ O o e o o © o O e ¢ o o O o . o]
e e © ®¢ ©®¢ O O O e @ ¢ ¢ O O O ®© O O e o O @
@ ® ©¢ ¢ O 0 0O @ @ @ @ 0 0 C @ 0 0 @€ © @ @ O
e e o o. o © o [ L ] ® o. O © O e O e o. (¢} ® O o
e e O O O © O @ @€ O O O O O ¢ O ¢ O O ©O 0 O
see” 6 5 © © © o e © % B © % © © © o e & © &
l.et the Pupil make himself perfectly acquainted with the fingering attached to each
Note in the 180 Section of the above Scale; and when he can play it a_scending and de .
scending without having occasion to refer to the fingering, he may proceed with the 2!
Section: in his practice of this descending, he ought to try and produce the lower D
and C, 4t present there is no necessity of ascending higher than the upper G. _ this

however must depend on the talent of the Pupil and discretion of the Master.

Ah! vous dirai.

3 4 ! 235, 1 2 3 4 1 2 3 4
2 o . * ¥y 12 354 c & o &
1 2 @ o F PO 5 o =t
MopxmaToO = e
: 71)0'-..} Up- D T D 121 b v b T
1 2 3 4 ! 23
! 234 5% Y 1234 4 2,5 gt L 2241230
o\ i ° * ) 1 1 ) ot ) e . -
— 1 1 1 L 1 ) | ! i 1 b e | o L
% T — e i
d D % D U D % D D b u D U
French Air. ¢
til2sd . . 128 4 1234 . . 123

1
b

=
«
=}
[}

CAE
L B
119
iy
179 -
L1117
3‘..
T

T
D

‘“Adeste Fideles? 1 2 .
12 3 4 1234 34 1234 1234 1/2.34

Low. — = T  A— — ) T ot
- w 1 1 ~ 1 1 . M 1 1 1 L 1 : L M
LB N
o/ np Y N B
12 3 —— :
- | _L 1 2 X L —— — iy \ \ e
F 7 S 33 — 1 oy =TT O
& - T S— » x ——
- e
5.4 <———— — —t—r o— " i Su—
‘] T T M — U T |

——— P — " P

T

T1e
| 4.1 ]
i)
H~1..
g/
nr
/

A
L
Q]




[pIn}
'«

. . ) .
Exercise f. 4 12 34 i ™ - —
17 T . T I o~ > T —~ — - |
% {L 1 1 T 2z H L] | L St ] N o
SLow A W I ) 4 4 p! t ? " 11 —
¥ ‘V’Iﬁ 1 4 N 1 { + J
_l
1234 o &~ = o S — a— ! 12 3
00— q - = ) A R = | T 1 T 7 T
—— - 1 b 1 s § o\ 1 H | 1 Sy 1 1 1 e | } = ) 1 [l P | |
= i T 1 A NS S G S T 1 o= 1
Ao T 1 i 1 1 — 1 T 1 A4 ) —

Ex: III. ; _ AR n
T il | w
/6\\ ofy h"\
et
S I I | DI
S gy 1T 1
5 I T T

The Pupil had better now préceed to the next Scale, Key of G__ page 28 and reserve
the remaining Kxercises in this Key for subsequent practice.
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It will be perceived that the only difference between the above Scale of G and the previous vric,
(. is one Note, the ¥, being sharp, instead of Natural, and in this easy and progressive manner
will the Papil be led through all the Major Keys, having avariety of Airs and F.xercises in each.
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I should here recommend the Pupil’s return to the Key of C__ and when he has practised the ath
&th and 6th Exercises, proceed to the Key of F with one Flat(page33) and continue in the flat Kexe
until he has made himself acquainted with the Scales, Airs & Exercises to the last in the Keyof'FE

with 3 flats, and then return to the following. g2 .
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36 K¥FERENCES TO THE GENERAL SCALE OF FINGERING.

M £ MORANDUM .— Whenever a note occurs without cbservation attached, it may be considered.

as perfect, and the one in general use.
Bg§ orC} C:zorDb. : ‘

— The difficulty in producing these notes may be attributed in
I_ﬂ general more to the unsteadiness of the flute, than to any other
_cause(always presuming the keys to stop). Sce article on Tone.

"There are various passages which require the C keys to be

NO 1, =B

h
ol
1
E_F

:. : pressd down before the note is to be produced; for example:-
L) ° :
"o "o .
® [ ]
" -
L] /—\. i
T Ty :
om0 s
em B £ W =
H—= = == ——
o L % < x -
'—nbf 'I ) I . ng—'llIr IE.—L‘llll b :'—— |
L } X4 JJIE {‘ﬂ— Al l'llii ]l\‘ ‘l\ ‘Jlli l' : P%
T 4 &5 X & T B+

the key or keys down where this mark appears (%), which will
but it is only requisite to be done in rapid passages, and ‘which
To the following passages the same observations apply, con

In such passages Ishould put
greatly facilitate the execution;

are required to be played piano.
tinuing the keys down to the extent of the line.

J =P ° 4P _ = = —

Vc

L1

"
4]
Q]
| 18
hi-
| .
A
‘ D

1

NO - D or Lb' { is difficult to pass from C§ or Db. to D8 or Eb, and canl only be
-2 ‘ done by drawing the little finger off one key on to the other:should .
; it be attempted to lift the finger, it will be found impossible when _ :

~slurred to avoid D} intervening; and as this requires a powerful ac--
_tion of the finger, the flute must be kept firm to the lip. L

8682
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REFERENCES 10O THE SCALE OF FINGERING. 47

Practise this exepeise.

It is still more di}ficult to pass from D& or Eb, toC#8
or Dp; and whenever such a succession of notes occurs
the Cg& or Db must always be articulated.

_kERor¥ b. On all flutes, the tone of this note(K%) is improved by the D key
NO g, ?—‘—f———]l-being up, and, whenever the passage will admit of it, this rule ought

'T’-?—'j:bi:-‘“:w be imperative; many of the upper notes fail from the want of it

suchas D E F b, &c. There are howerer enharmonic changes that re.

S : quire the lower and middle ¥ p heing depressed more than Kt in
. . which case the omission of the key will have that elfeet . ‘Fhe fol.
* - towing are passazes in which it is almost impossible to make use
° ° of the D key.
2 Q
(ol L

—anf Mf—-"
e ESsss SE=D |
S e A AT TR SEies

In the keys of C, F with one flat, A minor, and in every in.
N© V. ¥ — ‘ot,,i_,.; ' “stance where the l"h is either preceded or followed by KE, the note
; o — 9 ¥R ghould be fingered as NQ 1. There is difficulty in passing Crom )

] 2 3
¢ e o o § or D4 to FE, in consequence of the k.2 intervening; it may, however,
e o o and ought to be accomplished. Toeffect this, a powerful muscular
—:— —24 % action is requisite to force the third finger <-l'. the rizht hand on the
e e O ¥ key, and consequently the flute s liable to be moved
%0 0% e from the lip; hence the necessity of the flute being hept steady
o) c e and firm, as before recommended. The same observations willap.

ply in descending from F to Dj or D5 . On flutes with the long Fi key (which T never use)
this difficully is in sume passages ubviated; but there are others, such as the following, where
it is useless, ad in which the above method should be adopted, or the fingering N? .

Whenever G 8 or Ab is preceded or followed by E4 or ¥} in quick passages, the long ¥4
key cannot be used; bat in such as the following, the execution by it is greatly facilitated,

.

1. ’
I , < _ N N - B L
e e e e i e | v lz;:f_—.:y_';q—"___
A i:t:;- '“i:t?ﬁji-‘—m =;‘ ﬁ - = ﬁ,_ —- -

2. 4.

|
Bl s ettt o
: = :

It has often been matter of surprise to e, that many good writers for the flute should in.
troditee in their music a succession of notes, such as the four preceding examples; when by an in.
version, or the introduction of other notes, -the same harmony might be preserved, and all difTi.
culty avoided. My surprise has however greatly diminished by hearing the performance of some
of these compasers, who have left me nothing but their music to admire, from a total disregard
to tane, and consequently the same jndifference as to fingering . In all such passages, on a
flute with seven keys the fingering N #. must be used; but it should be recollected the ¥}

2642



5 REPLRESUES 10 Pk dUCALE UF FINGERING.
Leing imperfect, a brilliant. tone should not be attempted, and such notes ought to be played piano,
{0 reconcile themn to the ear. The practice of the following passages will strengthen the third

finger of the right hand.
— —— T  ——— ]
e

=
J
— ! B L M i1 1
— ) S | ™ S -
: a5y —
= A ——

-
ceo TEZLy

o
= : 25 |
% ’ &
Fg__ or-_Gb If you have to dwell upon_ ¥} (N® 1) or the octave ahove it, with
o - _afirm and clear tone, it will be greatly improved by keeping the
Nt 5. ¥l key up, particularlyon flutes with small holes, where this
—a note is generally a little too flat; but in rapid passages, ascending,
o o'0 descending, or in arpeggios, it should be fingered as N0 2. 'The G
e o o must always be fingered in this way, as well as the octare above (N©Q
—:— _:_ %_ 3). Inthe keyof G, where the F§ becomes the seventh, and in
©C 0 e its relative minor K, this note has a beautiful effect, particularly
2_0 02_3_ in slow and plaintive airs; but where it is the key_nute or tonic,
KEXAMPLES. K and when preceded or followed by G% or E&, it ought not to be used.

Minore. T
g_ a /’——\‘

" #.3 ‘. — - 3 -~
: L ) e |
- 1
) I —_ | T ” % I T \;1 ’- f } N
t i : 1 e

1

T
-
L 4

— U g o
J  Siw P | —— T PP
When this fingering is used on flutes with large holes, the D3 key must be down.
Moderato. e
— /—\ - P 1
VS TPy e PEPEY R S S e
JJJ e o S — - %’_— 7 . —
/—\
3 3\ m
- g
i — d
GY.
N©? 6. M 1?‘.’ 2. Should there be a pause marked over this note, it is bet.
P ter with the K} key up, particularly in flutes with small holes. .
e o o ‘
e o o . N¢ 2. is only intended to be introduced when passing(in thekeys
e o o of AY or K mmor).from Gl to F, and only then when the tone is to
o o @#2 Dbesubdued, when its effect is beautiful . Aguin, when a shake is
o o e mtepded (\\'n!\ this sort of tone) on G in the keys mentioned, it may
o % °o be fingered in this way, producing the shake with the two first fin.
o T &ers of the right hand, which will be found much easier than shaking

the Ap key. 652



‘ REFFERENCES TO THE SCALE OF FINGERING. 44
EXAMPLES. ‘ /3’_8\ s

T ‘1[1}14: ' ‘11 : et
%Z—___h—& Pa J >>dim.lPP

e . ! p—
,U3_or AD NO® 2. ean only be used on flutes with small holes; it is betler in

y U
Ne 1. M the octare above, and may there be introduced on flutes with 1arge holes

by putting down the second (in addition to the first) finger of the
right hand, by which fingers a shake may'be produced . I however,
in all eases prefer the fingering N?1. *

O‘OOCLO °.0-
°lcoeoe e

-

A

N9 2. When a shake is marked from A 10 B b, and to be sustain.

o |

o

R, ; T
N ed very piano, this fingering will be found highly useful. The shake
' Y o e is mate with the third finger of the left hand. This will also ap -
e o ply to the octave above.
o ‘e
© ©
c ©
L °
o v
BY..or.. chb
NO 9 ‘ —— N© 2. useful in # passage such as the subjoined.
rvi 1 D]
o o o e
’ © o o -
L O e
< e O . : -
' C e @ > —
il e
o L) [ A —
* _ P -
)| ]
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-
3 . ——- —-—— Py W e e . M e ———
) oy o ° - = IR SR I I . . —
T 4 &) ol ., | A -———-—————‘v._‘—_._‘_._L,__'—'»‘:'_ o ¥
i et I 5, > S-go ey o7 : T
JO=== = = oy : — e ——————
e aliy [ —

v oty oo ona Plute without the B shake key, and a shahe should be macked onthat no-e
i W omuast be Fingered as N g, and the shake produced by the First finger of the pight
' ¢ butoa hreilliant tone west not Lhe expected.,

B3 orCy. \O 2. one of the hest notes on the flute, and I should
always recommend its adoption, when it is to he dwelt up.
on. N2 g, extremely good, and will be found useful in
passing from K3 10°C, by which, the difficulty of getting
the finger from the K& key to the D hole is avoided. Anid

agatnt, in a turn such as the following .

By 4 L

"‘ N
@% e
- N

NO b, [alusve use this fingering in arpeggio passages,

° . o o )

a- o wreatly facilitates the execution. as the subjoirelexercise will prove, and I canunot tou
2. on_ly recommend its adoption; it is not, however, intended to be dwelt upon ov threed.
1
\llegro. :
= -
. '("‘L—L‘*LI;T‘ L‘?“‘L . > >
g Je e e s 4o o] e a _ .
(‘ - . ®  ___l_.. e B O et e ! 1 T + —t-
. - a x sy = ==
o -
; ,v.n,"i,’t«'.'"Tj_pf—T“if-n
/ [ —t— g — [ — —
£ o 0 sl riR -

(, b ‘- by l_‘" '1""_‘_+ o G + + +

‘Lhis fingering is decidedly bad, and cught on no occasion to be used.

|
Co_oro.. D . . .
T _ ! N 1. This fingering I shoull reconmend to be adopted when.
N 5: P A 1’ ever the note is preceded by DY, or in moderately quicl_( passages
g = ST M, gcending toit; but when played rapidly it must be fingered as
[ ¥ ! I B ;2
KRS NT 3.
e @ O —
e o O e -
e o o o L o At T T T
- - ASEERES - _, -~ TGN ER . " .
e o o Ny T R s ——— 2@
e o o ¥ g% —&
ée %0 o e

N? 1. must never be used when follow.
ed or preceded by D or Ep. N? 2 is
often useful in enharmonic changes, being
a little flatter than N9 1, and admitting
of @ bemutiful vibration by shaking the second finger of the left hand. N2 3 should be al.
wiys adopted in keys where more than three sharps are employed; the same in the octave a.
bove. The D9 should be fingered invariably in the same way. Exeeution is greatly fa.
cilitated in many instances, by preparing on one note for the fingering of the next for in-
stance, the note to which this mark(*) is affixed should have the C# key down.

. - 1‘- X P e e =
# ._—E_— T
: T S | E——

3642 I x |~
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XY
.

N¢ 2. In all such as the following passages, the first finger of
the left hand should remain down.

loe @ ole o 0-1H¥| o

‘le o ole o o
) 4

D& or .Eb
N© 13, ”i t ] N©® 2. Where a turn or shake is marked over D§ or Eb,the first
P %] Ila — finger of the left hand should remain down. See reference Ne 2.
c e’
o o
e e
e o -
e o
e e
° °
Ef or Fb :
NY 14. For these notes see reference N2 §.
o =il
o o
e o
L J L ] ’
o ®
e o
L 9
° )
B orky. See reference N? 4. Practise the following turns, fingering
N 1§ the F§ (if playing on a flute without the long Kb key) as mark-
e +——— ‘ed N© 3. but be careful not to force it.
S S
‘e o © - -
e o o /_\.-/:l. /5:/1'._'/::
e e o ’ ; ? ] 177 Tr.r ggiEg
> & o g
e o O ¢
o -]
o O e
o o o .
Ff__or..Gb.

See reference N© &,

N?1e.

36452
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NO 1. g g g : E Sce reference N? 6. N? 3. harmonic of C.

';T t t ]
[ [ J ®
° ® [ ]
e o o ~
T &
O e ©
o ‘o e
T 5 v
L ]

—n-ﬁ-ﬁ——f——-ﬁz‘}f n Sce refererce N2 7. N? 3, harmonic of C4.

!h.. = -’ N© 2. This fingex:ing has a beautiful effect when the note in-
tervenes between BD and GY, but should not be adopted when a

3 passaze or melody terminates on the note. See reference following
e o o N? 2, harmonic of DY,
e o o
o 9 =
O e ®
O e @
o e o
L ] L]

‘ - N@ 2. This fingering ought to be as much practised as N1, it
Agor Bb. is in constant requisition in the keys of F§ and B b: the tone pro-

No20. 2 :‘f‘ b‘f‘ f‘ f‘ duced by it is beautiful, and at the same time many difficulties are
U — ————— surmounted. In descending from CY, put the first finger of the
o/ .. % 3 %  left hand down, and the note is at once produced; and then by re.
‘® ® o  moving the little finger from the D# key, you have Aj N2 2,
e o o
(-] . . .
o O e -2 2
o e e LEEEe
o o e 1
o e e
s 5 & J
s ;2 T A |
2 1 . .
. = s #'f"‘é_ﬁ ;'l"" _‘f
Andante —  —— t ji

P The turn on Bb ought generally to be fingered in this way.

l h £ igg’ FL£. tt T 2o
Andante. === ===
. M : r ‘

J 2 -]
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REFERKNCES 10 THE SCALE OF FINGERING. 3535

T2 T 52 T TN
—ar E £ grive Ff‘ £ ot In such passages as the following, the flute
1 v > it r is much much more steady in the hamiby this fin.
. —_— — gering. '

2 2
FLesilezietepety

T — . ——-

2 2. 2 .
 Peel 3323, eresete TE2e leteb,,

S
N? 3. A shake may be produced by the second finger of the right hand; also a turn by fin

ese notes, and the Ff as N 3, reference 4 T2
L ——

gering it exactly as you would th
T Vege— =
———
B or C b. N© 2. to be used when followed or preceeded by C4(sce refer.-

L 2 b_t ences 22 and 24); the second finger of the left hand should only
. cover half the hole. If playing on a flute without the B shake key,

{0
N© 21 % and a shake is intended on this note to Ch, it must be produced
! ) e with the F}§ key . If the shake is to C#%, then with the first fin.
e o o ger of the right hand. Turns written thus.
o e ©
©c ® © .
o] ® ¢ = L2102 'Ze
o o o E:m be flllg‘lcd% finge red T —
= 5 T v A At
being careful the second finger of the left hand only covers half the hole.
Bf or Ch
He e zr N©® 2. I strongly recommend the acquirement of this fin-
NoO gg_i — — I gering (the harmonic of F}), as it facilitates many difficul
D — S— ties that would otherwise occur. On flutes, with small holes,
oJ ie) e o it is more easily produced, when the second finger of the
e O o o left hand only covers half the hole. In passing from Fj to
O O e o Ch, I should generally finger it in this way, as it is theonly
: 8 : : fingering t? make a perfect shake to DY, which is produc.
e 0°0 o ed by the first and second fingers of the right hand .
5 5 & «_  Practise the following: :
L
0o 39 32 3 3 2 < E
 Piarsrer PePePe P, Pit et PoP e
o ai ) ol 1 1 4 1 1 1 1 i H —1{ ! Lr T

._t.‘
iy
H
e
Y
b
,ﬁ
‘
Hy

‘ .F:-J!— p
M#“ ‘ :); e

J
sPipeP el el PTePePeP PoPferpPheripPele
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The {lute will be much

s more steady inthe hand
Lo pPo? L oL oePe? /_" #;: g with this fingering than
: T 7 ud 1

. - +t any other by which thea.
= — ==3 H bove Exercise could be
e - played.
/’_\ // ~
3 o 3 — 2 3 3 — 2
LEFT » T 2,25, , EE:F - T £ .,
Z » T 1 T 1T 1 Y F——¥
1—_@:@— Y e — |
T —_— ==

— .
- . he 2 .
= A_’ :P — ? T3 - JI‘ ) t . o a— E
a S —3E
irxmmv h-; ==
cC8 or Eb
_ g.rt z # N? 2, should always be fingered in this way in octave passages
N vy, : : - .
fD— s s In enharmonic changes from l)b to C§, be careful
o/ o o o E that the C is not too sharp; to avoid which, the
e o o D& key had better be down. Whenever the C% is
e e O. fullowed or preceded by DY or E D, finger it is marked N &
3 : : (sce N2 3, Refcrence 11). The D should always be fingered In
o e e this way.
(¢} L] o
D:. ° . . . . . ﬁ 0 3
# N? 2 1o he fingered in this way in octaves N 3 (harmonic
N . ﬁ ! ﬁ ﬁ ‘f‘ of G£) will be found the best in such as the following passages:
NQ 2y, '

53 o, 83 32 28 T .
EXVES SIS TR IES

%L}
-
“
&
L Jd

® 00
X
eoe
eeoe
Y

Sreiti fageredife
e ===

1
1

o _
Practise the four following Examples, all fingered exactly the same way as the first,
hut Jet the Fi key remain for the second note. '

1 1 ) S 1

™

S Eetetopef By 1fErlfleTet Ty
=0 e e o

. |
N? 3. When this note is followed or preceded by ED (which must be fingered as N2 4,
Reference 26), and particularly where the latter is the key-note, its effect is beautiful;
Lut it is too sharp to dwell or terminate on.
8612
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N
EXAMPLE o
2.2 22 : - 3 Ny
Lfﬁtf-hf#-t'l—b-f..,F L= E 2
T T T 1 —1 ; ! § AdagloJ‘ UTrI 1{ Tl‘:n_i
I ;

o T T~ P
3 - /? N¢ §. Harmonic of D% selidom

P
\

+
£ 1318 ~ .
T frof +— — man ‘
;f . ] j £ %" £ : 2% L nam used, except in the shake 1o K

15N ¢ ) . . -
I which is effected with the Dz kev,

19 — PP S key

DY ___or_ . ... Lb
‘.

:# # .z"_‘ f'_ ‘# .f_' )E N® 1. On some flutes this fingering will be found a

NO25.F : : too sharp, in which case N? 2 or 4 must be adopted.
?——, R R S S N¢ g, The proper fingering where a shake is mar k-

Cee et ed to Eb, which must be made with the G& Kev.o N©

(: : 4. Care must be taken in sounding this note, parti-
e o cularly where it is to be forced, as it is very likely

T o U e e to prodnce the upper Gf: this is not the case with
* o any other fingerings. N2 &. to be fingered only in
® 2 octaves. N2 @. Sce N24, Reference 24

- » ‘ :
. ?: pan £ i—E — . N9 1 to be adopted in all ascending and descending
ND26 passages in sharp- keys, and to be considered as the fin.

°

°

o

(e}

®

L

(%]

gering in general.use. N@ 2. If the flute is in tunc, this
note is perfect, and ought always to be used in ortaves;
many passages are also greatly facilitated by its adop.
tion.

ceeee e
(v} .

nee0Ce e

|o.o[.oo e

)
“f
C

Hén

' / )

»--

+ g -
w

=  Itis the Leat Tingering for a shake

/—_\~
2
__ rarecft
= (a Fh, which i vcted with the ke

T
8 4 I
& TS—————" [ To be fingeredexact\The same with the exce,tion |, y -
ly as the previoas bar,/ of the Gt key being up. -

~ 1 73
/" F; E E EE N?32. This fingering should never ie used, unless followed
or preceded by Fli (N© 1, Reference 27), and then inquiek pas.

' s..... Tingering . sages only..This requires to he well understood and attended
G Koy up. to by the pupil; for if it is introduced under any other eircum.

stance, it is decidedly bad, T avail myself of the present oppertunity to express my regret
in having introduced this fingering so canspicuously in my Preceptive Lessons) I believe,

however, it is the only error { have to apologize for in that wark, Practise the following:

29
N
“J’M
—~
t
té
|[]H
Ty
~

Jit
T

I

L

j-.

I

\

1
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TO THE SCANLE OF FINGES

EEftre.

N? 4, Sellom used

o 3
Rads
Ul
1 - -
!/—\8 .
ffeeiaerflien e Biitr et ey,
7S ——
!
. 3 3 3 3 3 3
E&or Fh.
e EEE inger -
— N© 1. The fingering I always use; should it be found too flat,
\927._.\& — : {he defect may be remedied by adopting the fingering N 2.
o — 3% NO 3 is invariably too flat, and if used should be forced; it
"-. e o o will be found to facilitate the execution of a succession of
e e 0 © b notes such as the following: but Tmuch prefer
o % % o :j,'_' E ég the fingering in Reference 26, where the same
o e o —— = notes occur. N? 4. French method , which can
,® ® @ O only be used on flutes with very small holes,
L2 220 and then the effect is bad.
F4__or...Gb. '
EEE- ‘
) - = — 3 2 NO 1. This is the only note (where a good tone is required) in
AN “’”f@ 4ii which a difference exists in the fingering between a flute
A S R S with large and one with small holes. With the former, it
e ® o o ~ must always be thus fingered where the note is to be sus.
e @ O O tained, firmly articulated, or in octaves; if you sound F 8§ .
‘e O ® © on the first space or fifth line, without the D& key,you hanve then
* e e O only to put down the third finger of the right hand, and raise
© O O o the A§ key. This fingering is also good on 2 flute with small
2 ;9. .__O_ 6: holes. In playing on a flute with large holes, if you have to

ascend to G, or descend from it, the fingering N?¢ 3 should be
adopted. Practise the following Examples: __

| 1
Adt.'/’—\ ~/‘-\ /_\8- Py -~
Mame £2 e S %?#-ﬂ-?—'ﬁ- iz e £
>l - — =
£ 2 e S - D s




N22

following .

. In general use on flutes with small holes; but in
ample N2 4, I should recommend the fin
it. N? 4 greatly facilitates the

passages such as the above ex _

gering as there marked, the G being prepared by
execution, when a succession of notes occurs such as the

vy

22 £::<1 Fe -iﬁ- e fr
erfratiferfrerte
—= : =
1 1 3 1 3 1 3 d
Keep the G5 key up for all the notes.
Gk.
e £ 3
R i: prs :‘E N?2. Highlyuseful where the note is preceded or succeded by
N??Q.ﬂi Ft, which key had better be kept up for the G. The D key v also
— - remain up, particularly on a flute with large holes. Practise the
Y following:
® o o
O e e ~—
o o© ° ,—L,_;,_F’_r o @ FI:}::_‘;;E::
o (@] Y > T ——
O o] L] :%’ :
& e e ) To be fingered exactly as the previous bar,

>

e

'2ee,

-

1 H

1.

I |

i

- =

Fingered as the lower motfes.

The following shakes,

hand.

e

T

fingercd exactly alike, with the first and second fingers of the right

i g

£n
:p_.g E_—_E On a flute with small holes, instead of keeping the Df key up
1

for the last shake, the CJ key must e down. N? 3, harmonic of

:
C
g -\

Ch, seldom used except in a shake to AY, produced by shaking

o/

the C keys, which on all flutes will he found difficult.

—

2642
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o3 Go.. ot o\,
4 > » D2 . . : . '
E = = N9 1 Should this note be found a little too flat, sdopt N0, [
- = the key of A, where the G2 becomes the s‘eventh » the fingering
— ought to he used. [ invaribly finger AD as marked NO |

1 3 .\,.-”
o"G o
o) ® o]
) ® [ ]
o e o
o] [ ] [
o e o

L] ® o o
Aj

LLW
,LALLP

4

N? 2. On avust fluics the production of this note will be fioili.
ﬂ tated by raising the G2 key. N© 3. When a shake is murked on i3,
this fingering nust be used, and the shake produced by the Cz key,

By

o e @je ® O -
loooL)ooo-
le 0 0|00 O -

A% or BD
50 VE £ =
_ £ EEE NO1. The best fingering, particularly on a flute with large
. holes. If this note is followel or preceded by Al, finger it as NV2.
=X — NQ 3. Easy to produce, and a good note,
e o o
e o o
o e O -
e o o
0 o o
9 o o
|
Bf.._or.__CD.
hq’ o o b.L
EEEE ~ |
e e e —— N© 2. The most easy to produce. Should this or the first fin.
;’qgr “ _gering be found a little too flat, N©? 2 must be adopted.
o/ 1 L 3
® ® ®
e o o
e o o
o O Q
Ll N
O e O
©° e %
o 6., o -
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REFERENCKS TO THE SCALE OF FINGERING, 39
83 or CY%.
2 fE
£ §

1

Titite

N9}, The best fingering on flutes with large holes . N©® 2

s

N3k

and 2. the most facile on flutes with small holes.

N

lo e ole o o~
le 0 0lo o o -
loe oje 0 ® ©

L]

o

L]
.o

'Fhe following notes are seldom or ever met with, but as they are capable of being produ.

ced and perfectly in tune, I have thought proper to exemplify the fingering.

Cg or Db . Dg. Eb .
% ’ % % % This last note can be attained with perfect cer.
No 35— ! ] [ tainty,.but it requires a flute with large holes to pro-
Wﬁ — i duce it.
7 . Y B v ....
) o o .
o e O ° ‘
. o e o
° .. ©
.® o 6 e
e K o
] o, O_._- ® .
L

In concluding my references to the general scale of fingering, T am well anare of the ser

tiny they will be likely to elicit from those who have hitherto been unacquainted with the.
extent of them; and that many will be objected to by those who will not be taught. Nume -,
rous instances of this occured on the publication of my ' Preceptive Lessons:> when on seve.
ral occasion~Lwas told, that it would be a folly to expect that the sysiem of fingering there.
introduced would ever become generally adopted. But [can assert without the fear of contra.
diction, that the best masters in this country teach from them; that subsequent' publications.
have proved that they have been deemed worthy of extensive plagirism; that the sale of the
work, although an expensive one, has very far exceeded my expectations; that I have had pupils
from India, Ameriea, Italy France &ec, who have learnt from no other system, and that in no
such instances have I had occasion to occupy any portion of the lesson-in a change of finger..
ing, In this work, I have endeavoured to show the vast variety of fingerings the flute isca-
pable of, and introduced passages by which the execution of them is greatly facilitated. I
may here state, that from a very early age [ have heen constantly before the publie, and 1 have
held the prineipal situations for my instrument in the best orchestras in the kingdom, thatthe
system of fingering here laid down, is the one which I invaribly use, and it is a gratifying re-
reflection to me, that [ have never yet been accused either by the press or any professor of play-
ing out of tune, *

S642 -



6(0) . SYNCOPATION.

I HAVE experienced great difficulty in teaching syncopation; hut when once understood, it
is extremely simple. In common time, if the first note is acrotchet, the second a minim(or two
crotchets tied with a bind)) and the third uate a eratehet, this becomes a syncopated bar, |

- or T‘_:E‘:"_—’E {f in < the Cirst note is a quaver, the second a

Lo .

crotchet,(or two quavers tied with 3 hiad) and the third a quaver, this also becomes a syn.

copated bar. Example: —‘i_'ij;’;éor ;tﬁ%yncopation, however appears in various

other forms, which the folluwing examples will prove; but I first recommend the aciquire.
ment of the following easy exereise. Pluy the simple erotchets first, marking each with the tongue
until the subject becomes familiar to the ear; and then the under line, where the same notes are
syncopated.

PP L, oy, PLAL S0 S
oy T T AT T T L T T g a-2%
P> (F 1 S S A S D D S W 00 | Tttt e
L W S G SRS A | 17 T 1 1 T .
T 1 T M T T — 1~ T
. — . . —— e .
o . P‘ ‘P'A"?_. = #’F#I’f_a ;r+% -1# s'r-q; _'-II =,
D* W (1 DU GHRNS I SSA  AY MM GO — i "!
T T 1 i SR SO, S ._}_.,»
M M 11T ) r 1 1 1 t-_ 17 48

If in common time the first note is a quaver, with three crotchets, and the last note a quuner,

then it becomes a syncopated bar. Example: %EIF:‘L'ZI:H;E The following I should 1.k
> v

to be practised on the same principle as the previous exercise.

~ Pl oo 99 > - a
rep— o £ £ f’# TELe oo ppt P op__
{4 1 ) : 5 s e Y | G 1 1
ulr : LI 1 L l Y
L _ T /1 A — b4 . !
s s pepeE o op o U
= e Pl 1 1 {  — 1 T
afde F | i | S X oy — L 18 L7l le 1 )
A { — "
v "4
. - o )
3 coptt PELPLep, PrL,p 2
i } I = ] - e e e -
{D—+ ! :
d ~ S S -T.A‘ o -9 2 & " ~a ‘

.~ '} i ol 3 3N o N > .
Cr—— %L?rf F:FT ]" ’?f‘."?’ m
A ——— - 1 b e e i |
D> T — I[ — e T

When the above is acquired, vary the effect by giving the accent on the second quaver in
each crotchet, as here marked, which must be done by an impetus of the breath.

. . — —— — . . R -
o~ sadat P LRSS . — i : ‘
W—W = %ﬁhﬁ,{ ===
J o> > = > = == o= = - > = 174
. ;‘?f-‘{\r—'##-ﬁ-# > £ » £ -,
e e 0 —
— = —n :

J 4 - i T T
 As Inow coneclude that the principle of syncopition is perfectly understood, I shall proceed
with a few exercises. ' ’
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62
_ . ARTICULATION. L e
'This is a subject on which [ am most anxious, as its vast importance (on all instruments)ren. ,
ders it next in consideration to tone. Brilliancy and accent depend on its application; in fact,
music would become indefinite without it, The first artienlation to acquire is Single Tongue.
ing; it is produced by placing the point of the tongue against the roof of the mouth near
the gum, and then pronouneing the syllable too; in doing this, the tongue will be instant.
ly released from that position, and, by its action, the breath will be impelled with con.
siderable force in the flute. ‘This requires a vigorous action of the tongue, consequently
‘ the pressure of it to the roof of the mouth should be as firm as possible. This articulati.
on_should be practised on one note, until the pupil can strike the breath into the flute,
and produce a tone instantly. Care must be taken that the tongue does not touch the teeth,
Practise the following exercises: :

)| 1 ! 1 | s— 3 y 1 ) e— 1 1 1
- 1 1 e ) i 1 )i i 1 1 1 )
v = - & ™ | P & o - o . - -

- - w - - - - w - - - -

I should be in no hurry for rapidity, the principal consideration being firmness of artic.
ulation, with clearness of tone; when this is acquired, practise the following exercises: .

by o= Lottty —
| SR ¢ 4

-
o |

Vs

.
1

B
q o &
*

&

Q|
- %

Hlo

1o

[ - =
y

T —
.] too ‘ro‘co 7.

When this articulation is intended, it is indicated by a round dot (.) being placed over or
under the note or notes, and the tone is to be sustained. The Staceato articulation is pro.
duced nearly in the same manner as the former, the onrly difference being that the note
must be cut as short as possible; therefore, if the following notes had the -taceato mark
over them ('), they must be played thus:

-+

ke
s
- y-
I z
1

" Written. Played. >

It will be well here to make the pupil acquainted with the mode of playing I.egato,which
means slurring the notes, whieh is just the reverse of the staccato, as the tongue should not
move after the first note, or the tone cease, unless it is to respire; wherever the slur com.
mences, that note ousht to be articulated. ‘

Example. - P
L ]
. n =--- - >
'-‘---------J o L L N PN S
- - -“HENN.A TuENE.S FuuREN.S Saa.

1T
“HEE.. "'----. '-----I | o N
~ I o . Ny - ..

We can now proceed to the various modes of nrtxenlatlon in whlch the Legato and Staceato.
are eomrhined . .
.un



ARTICULATION. . B 63
1. Single- tonguemg

Al = 1]
Al = 13 o~ T
J---" IANERES " S A .
U'_-‘=--—' s NS I

2. Staccato.. ,

L 15§

“4. Legato.

&. Slurred in twos. _.

—
— — ?-

6. Counter. tongueing.
g
o — e

L 188

T®

Ll

7. Counter tipping.

-
0 1 D 2

8. Slur two and tip two. .
el 0 ﬁ/— ol D =7 - ' 1

®. Tip two and slur two, . , .

.'.'f' ../_

b

%

10. Slur three and tip one.

& . .
.# N umm ,%
i 1

J U . =)

2612 . \
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. Tip one and slur three,

l Al ) ] [ -
l‘-“ I 4EETEY LLANEBPESERENN.S FUNNE.a
[ T 1 1 o @F T T T 1 g @F 1T 1T 140 ----‘.----‘
<l ol N U -A-=- [ il 1 1 P L T 1T 1 T §

L1 L. —

> 1 1
-

13. Double Tonguein

/ gt ! ! ' , ol
iy Tudl Aol l.‘--------
-rr:.ullr.'.====-;'.“---" P s
- 124

] U4 PN
---..-----J 1 3
] .

-

The foregoing articulations ought to be practised daily, and may be severally applied to
sll the exercises ecommencing page 22and terminating page 4k Those marked Numbers 1,2;3,
468,12, and 13, are mostly employed. The articulation (N? 12.) is frequently met with in
the eomposition of all modern classic writers; it indicates that the passage to which it is at.
tached should be played as legato as possible where an action of the tongue is required
therefure the least motion of that organ will be sufficient to mark the note, without a ces.
sation of tone. I must here observe, that I have heard and read of various syllables being
used to soften the effect produced by the syllable too, but I know the articulation pro.
duced by it can be rendered as soft and mellow as by any other; and this is effected by .
merely relaxing the action of the tongue and subduing the tone. Iam a great advocate for
the scquirement of the utmost force in tone and articulation, knowing how easy it is at all’
times to subdue both; and those who practise otherwise will want vigour and brillancyin
their execution, and in the attempt to obtain either will be almost certain of playing too
sharp. The greater number of pupils who come to me have either been taught or have acquir.
ed the bad habit of placing the tongue between the teeth and withdrawing it to produce an
articulation; this is merely allowing the breath to escape, the effeet of which in articulati.
on is feeble and inefficient; indeed, so far from the tongue protruding between the teeth,
its action ought not to have the slightest influence on the lips or embouchure. There is
also an articulation of the fingers; these should be lifted and not drawn off the flute:the
performances of those persuns who have accustomed themselves to the latter mode are lan.
guil and unsatisfactory to the eur. It is easy to tell by the appearance of the flute(if it
has been long in use), if this is the way the fingers are removed from the inatrunént,u
the holes become quite round at the edges. The flute of a friend of mine, an old profes..
sor, was so much rubbed down, that it became quite out of tune; and from its appearance
I could scarcely imagine it was possible that the fingers could have had such an effect on .
so hard a substance as cocoa.-wood: but such was the fact. The fingers should eome as frce
ly from the holes as the keys do. In concluding this article, let it be remembered that arti.

culation depends greatly upon tone, for if the latter is not clear, it is quite impossible the

foracr can be effective,
3642



N DOUBLE TONGUEING, 65

FoRr rapid and continued passages there is no articulation equal in effect to that of double
tongueing; and I deem it quite impossible that the same degree of velocity and continuity.
can be obtained by any cther articulation. The difference in difficulty between the single
‘and double tongueing, is something like a person trying to make a shake on the piano_forte
with one finger instead of two. Double tongueing is an articulation which has had its full.
share of abuse and condemnation, but like other innovatioms on the’good old style of
flute playing, it has carried conviction by-its utility: its advanges are now freely ad .
mitted, and clearly developed by the vast improvement which has taken place in ‘Tlute -
playing within the last few years; for certainly our predecessors were totally unacquaint-
ed with the‘railroad speed’ displayed in the performances of the present generation,
There are various modes of producing double torfxueing; but as I am not writing the system_
of others, I shall confine myself to my own. Double tongueing is produced by pronouncing
the syllables too-tle_too-tle it will be perceived that the first and third syllables em.
plowi are the same as single tongueing, and the difficulty is, to get the second and fourth
as vigorous and clear as the first and third. This is not to be done by the reaction of the
tongue, but by an impetus of the breath acted upon by the root of the tongue, producing
a guttural pronunciation of the second syllable, When the tongue has performed its office
in the articulation of the first syllable, (as in tipping,) it must resume its situationat the
roof of the mouth, and the second must be produced as I have described. This articulation
must be first attempted on one note orzlz. — .

. 1 ) 1 : 1
1 s - T T

. t;wo.\la &;o-ﬂo foo.tle toe _tle R
When this is aceomplished, let the next consideration be to detach the notes as much as possi.

' O ’ ' : .
The upper oetave will be found more

Iey— -t difficult; and if the pupil does not .
blow firmly and continue the tone during the action of the tongue, every second note will become
the octave below.

ble playing them as if written thus Jeieipasspoeieds
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Although the above exercise is written in groups of four notes, the more readily to dis.
tinguish the time, the whole ought to be played perfectly even, as if written thus:
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‘The greatest d:7ficulty is to get the tongue and fingers to move simultaneously; L thereby
fore recommend the practise of t%ie following Scales, \éhcn these are accomplished, all o-
ther passages will be comparatively easy. They must be practised slowly at first; and ss
the Pupil progresses in rapidity, so he will in effect. :
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Double Tongueing applied to Triplets. _ R — — . TS .
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End of the first \blumn..
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