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PREFACE.

TO BEHM FLUTE AMATEURS.

Since the introduction of the Boehm Flute into this country, it has found favor not only with the amateurs
but also with professional players on the old Flute, and the fact that a number of the latter class, having re-
nounced their old associate and with all the difficulties of relearning before them, have adopted this new and
differently constructed instrument, stamps the Beehm Flute as possessing indisputable merits which cannot be
found in the old eight key’d Flute.

Since the above instrument was invented, modifications and improvements have from time to time been ad-
ded te it, as 10r instance ; from the old taper or conical-bore, to the straight or cylindrical tube ; from the cumber-
some ring-machinery and multiplicity of rods &e, to the neat easy working cup-stops and mechanical combina-
tion in two single rods ; the bore in the head joint has also been altered so as to make a more correct intona-
tion ; the addition of the B flat attachment, &c. In fact, if we were toplace a Boehm Flute made fifteen or twenty
years ago, by the side of one of to-day, they would hardly be recognized as both belonging to the Boehm Flute
family.

Now such being the case, it can easily be understood that the above changes and improvements in the in-
strument, have necessitated some changes in the fingerings, and the fact is particularly noticeable in exception-
als used in the trills, turns, and difficult passages in the third octave.

In examining the Beehm Flute instruction books now used by amateurs, and which were compiled twenty
years ago while the instrument was yet in its almost primitive state, there will be found discrepancies in ap-
plying the fingerings therein marked to the present Boehm Flute ; in fact, many of the designated fingerings
are completely unavailable on account of the changes mentioned above ; considering these facts, the subscri-
ber has ventured to compile the present work which is intended to be a complete school for the Boehm Flute,
as it is now manufactured with all the modifications and improvements that have been added to it during the
last ten years. It will contain the necessary materials for learning the instrument from the elements to the
most advanced stage, containing a system of teaching which the compiler has made use of with satisfactory
results for these past fifteen years. It will also contain a judicious selection of exercises, studies, and recrea-
tive pieces, composed by the best Flute writers, and in fact, the endeavor has been to make it a complete guide
through the difficult road to advancement on the Baehm Flute, and to a certain extent to be almost a substi-
tute for a teacher to those parties whose place of residence precludesthe possibility of availing themselves of

the services of one.

It may be said that at the commencement of the scales, too difficult pieces are rather prematurely introduced,
but by the assiduous practice of the scale, common and seventh chord and the little technical studies
which will be found preceding the selections, the difficulties will soon be overcome ; the compiler has en-
deavored to gradually ascend from the easy to the apparently difficult, and he trusts that the willing and atten-
tive amateur, will find no difficulty in learning the different parts consecutively so that he may be able to ad-
vance from the first rudiments to the more difficult studies and selections with a degree of pleasure and satis-
faction to himself.




ELEMENTS OF MUSIC.

—— -

The study of Music is divided into two parts, Theoretical, and Practical. The first teaches the knowledge of the varions relations and
combinations of musical sounds; the second brings into use the resources of the Theoretical study; musical sounds can be heard separately or
combined. When several voices. or instruments execute the same sounds together it is called an unison, when the sounds differ, it is a chord; a
number of single sounds, one following the other, is called a melody. Harmony consists in a suceession of chords. here are signs which
represent the sounds, their intonation, their duration, and rests, all of which are combined and form music. Those signs which represent sounds,
are called notes, those which indicate repose and are joined to the notes, are called rests.

The scope of the Behm Flute is as follows, which, eomprise all the notes on the Flute. It is necessary to commit them to memory so that
when any one of them is seen, the pupil may know at once the name of it.
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All music is written on five lines which together are called staves, as above} the notes are placed on the lines and in the spaces; when notes
pass beyond the scope of the stave, additional or ledger lines are used, as the first two notes B and C below the lines, and all the notes after
{G,) above the lines, in the above example.

Any of the above notes can be saltered by placing before it the sign (h) flat or (# ) sharp, The former lowers the note a semitone, the latter
raises it a semitone;to re-establish the altered note to its primitive tone, the sign () natural is placed before it.

There are used seven musical signs or notes, each are different which qualify the length of the sound of each note as follows:

s 1 Semibrewe is equal to 2 Minims, or 4 Crotchets, or 8 Quavers, or 16 Semiquavers, or 32 Demisemiquavers, or 64 Quadruples.
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Faull note, Half note, Quarter note. Eighth note. Sixteenth note. Thirty-second note. Sixty-fourth note.
With their corresponding rests for silence.
%emibrove rest. Minim rest. Crotchet rest, Quaver rest. Semiquaver rest. Demisemiquaver rest, Quadruple quaver rest,
x. 3.
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A dot after a note or rest increases by half their length:—

. .

When there are two dots affixed to a note or rest, the second is equal to half the first, thus:

tx.sb'. P

Mausic is divided into Bars or Measures, thus:

tg___- 2 = = £ B

Single bars and the double bars with dots on one side, denote that the strain of music preceding, must be repeated before passing it
The dots cn the other side inform him that the part which follows will also have to be repeated,

The sign i indicates a place in the piece of music where it is necessary to return to, and afterwards continue to the end or to the word fin

The Italian werd, Da Capo, (abreviated D, C.) is often used with the returning signs, indicating that vou must recommence at the place
where the returning sign is placed.

The " placed over any note, indicates that its length must be prolonged.




A ELEMENTS OF MUSIC.

The following are the principal abbreviations.
Ex. 6.
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DIATONIC SCALE.

There are in music two seales, the first is Diatonic composed of full tones and half tones, thus:—
Ex. 7.

| |
Fﬁ; #-Half tone- =}
l_\%_y r_~ PRSI £2-0One tone.——C=<-One tone. |

—
¢ One tone. & One tone = Half wne

CHROMATIC SCALE.

The second is made up exclusively of half tones, thus:-—
Ex. 8,
4 oy hall —— -
3 — o 7= half-— ~half half-
t@ ot s R 4 half—> half-—H#-half ¥
i ﬁ-g- half Zhalf # ST - Rall half—f n

Notes are said to be in unison when they are of the same degree, and that one, is neither higher or lower than the other, as:—C—C0j if one of
these notes change its position, there is an interval,

INTERVALS IN THE DIATONIC SCALE.

The name of each interval expresses the numerieal position which it occupies in relation to the first or key-note in the scale,
Ex. 9.
| — =—]
5th— =-— 6th— £2 7th—&5-—0Octave— ;I
o

There are two kinds of modes; the Major and the Minor. In the first, the interval between the key-note and third, contains two full tones,
sv four half tones, in the latter (the minor) the same interval contains only one full tone and a half, or three half tones.

- ST R [ -

3d.——5——A4th

Unison Iqurvul. Key-note.+~ 2nd. (=4

MAJOR MODE. MINOR MODE.
= Ex. 10. g ﬁg =9
X = = — [~ = i : |
l%“-"__*#a = = = o = 3 half tones A

4 half tones.

Tt will be observed that the Intervals of the semitones occur between the third and fourth, and seventh and eighth in the major mode; and
between the second and third and seventh and eighth, in the minor mode,

MAJOR MODE ASCENDING. MINOR MODE ASCENDING.

Ex. 11. e
=) e = »5 i —half———————p
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In ascending and descending in the major mode the same notes are used, but in the minor it is different; in ascending which, several altera-
tions have to be made in order to make it musical to the ear, as you will see above; but in descending, in the minor scale, all the notes are re-
established to their primitive state, thus:

MAJOR MODE DESCENDING. MINOR MODE DESCENDING.
Ex. 12. =~ heo o
Eg =l 1= =z =
= = = = :]
| axe) e e =) e
& s T

Hvery majer seale has its corresponding or relative minor, the key-note of which is placed a minor third or three half tones below the key
note of the major scale, thus:

MAJOR SCALE. Its relative minor placed three half tones below.
e
P L R T N B S 1 — = ﬁ‘s—#ﬂhnrf——-
t@ . =
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From the above the pupil can form the relative minor of any major scale by following the above instructions; being sure to place ‘the half

at the intervals as abovi indicated.
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MUSIC.

TABLE OF THE MAJOR AND MINOR MODES.

Koy of C, or A Minor, G, or E Minor. D, or B Minor. A, or F§ Minor. E, or C§ Minor, B. or G§ Minor, ¥§, or D§ Minor.
. Ex. 14. _*
| AT | &
a | i 1
E? E £ E I E : * 1
Eey of F, or D Migor. B}, or G Minor, E}, or C Miaor. A}, or F Minor. Dj, or By Minor. Gb, or E) Minor.
27 )4 b —xh -
p—r—5 2 == ]

In order to make a note already sharpened a half tone higher,

& double sharp (x) is placed before it; if a note already flattened, has to be

lowered a half tone, a double flat (55) is placed before it.

It has been shown in Ex. 2., that music has seven signs or notes to express the different value or duration of each note. The time and
rendering of these notes is modified by certain signs placed at the commencement of any piece which, qualify and fix the speed and regularity
in playing the piece. A piece of music is divided into bars, and it is necessary to know what is the proper and relative degree of speed for
each note in these bars There are certain signs used in music to determine this,

No.l. No. 2. No. 8. No. 4.
P e e e T A i -
ﬁgﬁe—s——d—a——o—o—.—d—t@f—_“l el Sl s e =

No, 5. No. 6, No. 7. No. 8. No. 9.

No. 1, marked € or &, or 2, indicates that there are two half notes in a bar,

No. 2, marked i indicates that there are three quarter notes in a bar.

&

No. 3, do ‘i do “ “ two ¢ «

No. 4' “ g “ “ “ three eighth ] “ “
No. 5' “ g “ “ “ gix “ “ “ “
No. 6, “ g “ « « nine “ u «“ “
No. % » ?u “ u twelve “ “ “
No. 8, “ %— w“ “ a“ three half « I w“
. .
d
No. 9. 2 1 “ “ six qll.ﬂl't&l' “ a“ “

If a note has half its vlue in one time, and the other half in the following, it is called Syncopation.

If the Syncopated note is placed between two bars, the half of its value is placed in the first bar, and the other half in the second, and ar
joined together by a slur, ~ ~ or tongued and accented; the other half being only sustained to its full value, thus:

SYNCOPATION OF THE MINIM.

le=r——ri=
R S S e e

SYNCOPATION OF THE CROTCHET.
E=—a ;
i reeerrbyerer ]

JOINING THE SYNCOPATED NOTES.
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. Acgcidentals

#, b, B, placed before a note in & bar, affect ull the same notes in that bar only; in the next bar the same note regains its
primitive tone.




6 ELEMENTS OF MTUSIC.

MANNER OF PUTTING THE BGEHM FLUTE TOGETHER.

The top part of the middle joint where there is no machinery, must be taken in the hollow between the forefinger and thumb of the right
hand, and with the head joint in your left hand—aunite them. Take then the Flute with your left hand at the place of the junction of the two
parts, and add the lower joint, which will complete the Flute; be careful not to touch any portion of the machinery. -In taking it apart, the
same process of taking hold of the different parts of the Flute must be carried out.

It is important not to turn the Embouchure too much inwardly, as it will deteriorate the tone of the instrument. It ought to be so a(.]justed’
that a straight line may be drawn from the outward edge of the cup or key, which the forefinger of the left hand manipulates, to the centre of
the blow hole. The third joint is adjusted to suit the length of the little finger of the right hand.

POSITION OF THE BODY.

In order to play the Flute easily and gracefully, it is necessary to stand upright with the chest slightly thrown oat, the weight of the body
resting on the right leg, the left side will present itself in advance and almost a full front. 1In this posture, the left arm crosses the breast
transversely at a distance of about four inches from it, and the right arm gradually elevates itself until the fingers reach their place in the middle
joint of the Flute, The principal support of the Flute is on the third joint of the forefinger of left hand, and the thumb of the right which must
be placed nearly under the key which the forefinger of the right hand manipulates. The difference of the position of the two hands is consider-
able; the fingers of the left assume an oblique position.on the holes, while the fingers of the right are placed naturally on the Flute, and almost
straight. When the fingers are not employed in shutting any keys, they should not be raised more than half an inch above them, the same
principal holds good with regard to the little fingers above their respective keys.

It is necessary to avoid all contortion as well as exaggeration or negligence, in your posture, any movements of the shoulder er arms, not
only detracts from.the dignity of your bearing or deportment, but also affects the position of the Embouchure and consequently tkre guality of the
tone. :

Fig. 1. CORRECT STANDING POSTURE AND PROPER POSITION OF THE
FINGERS,

Fig. 2. INCORRECT POSITION OF THE FINGERM,

The Flute, is supported in equilibrium thus:—1st, on the third joint of the forefinger of the left hand: 2d. the blow hole is pl i -
ty formed between the under-lip and chin; 3d, the thumb of the right hand is place%l nearly under the ’fore{inger of the samep ‘;ce{iit;ﬂtticigle
side of tl'le Flute, the little finger is almost constantly on the key, except in D natural of the first and second octaves: it also attends to
the working of C# CH and BY; in this position the hands can make all the movements of the fingers with the greatest of !ib’erty for the support
placed in the centre of gravity of the instrument, diminishes its weight considerably, and the third joint of the forefinger of the left hand Presse
ing against the Flute, maintains the equilibrium,and renders the two other points of support easier to acquire. ’
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OF THE EMBOUCHURE.

It is difficult to lay down unexceptional rules which might instruct the pupil how to blow into the Flute; it is, however, generally advisable
to cover the blow-hole nearly a third by the under lip, having previously slightly moistened it with the tongue, and blow much the same as you
would into a cylinderkey. In fact, I would recommend those parties, who have never blown the Flute, to practice upon the above mentioned key,
as it will give the pupil some idea of blowing into the instrument. Before putting the Flute to the lips, and after slightly moistening the under
one, stretch it as in laughing, and bring the Flute up and press it firmly against the lip, then blow into the Embouchure by drawing the lips one
against the other in the manner above stated with the cylinder key. As the tongue is a most important agent in Flute playing, it will be neces-
sary to give the pupil the exact manner of using it in blowing. The Embouchure being placed as above, the air is introduced into the lungs,
the lips are compressed, the tongue is held back a little and placed on the roof of the mouth approximate to the teeth, as when the syllable
“tee” is pronounced; the air from the lungs is then allowed to escape, and the tongue makes what is termed * coup de langue,” or stroke of
the tongue, which resembles that which we make in ejecting a piece of thread or straw from the mouth; but eare must be exercised that the
tongue shall not touch the lips, as that disturbs their position and consequently affects the tone. I have met with pupils who bring their tonzue
right between the lips at each stroke, thereby altering the Embouchure at each note; this is a most pernicious habit, and any one who has
contracted it ought to correct himself of it before anything else is done; as you ascend to the third octave the lips must be pressed closer together,
diminish the opening of the mouth and increase the celerity of the column of air. In making octaves the action of the lips must be very quick
in diminishing the opening, and increasing the force of the air,

ON TONE.

No two persons bring the same kind of a tone out of the same instrument; the cause is, the different formation of lips, the different manner of
blowing, and the more or less study they have devoted to tone as a specialty, &e. It is required for a good tone that the teeth should be well
arranged, the lips rather small, the upper one to predominate over the under; the pupil is apt at first to lose sight of tone for the sake of exe-
cution, whereas, the reverse ought to be his plan. Tone requires attentive study and experimenting on the part of the player; for inasmuch as
there are not two pair of lips exactly alike, so can there not be the same way of blowing for every one. The lips must accommodate themselves
to the blow-hole; in order to produce a good tone the lips must be strong, and at the same time supple, to acquire which steady every day
practice is necessary.




TECHENICAL DESCRIPTION,

The Holes marked @ are elosed.

Manner of Marking theFingering={~ 0= = = o, open

Embenchiare. The thumb of left hand, N6 has an important part to perform, working two keys; when
placed on the Jower one, it makes BH with all the fingers of f the keys except fore-finger
of Teft hand, when placed on the upper one it makes By, but at first in learning the nofes,
the thumb must be placed on the lower key only, marked X, BL at first must be made with

the fore-finger of right hand, "
“}; Tt : : RS
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worked by the
Little finger.

Liower joint,

....................................... |6 el DI Ton 6 RRC G g @ (R0 S0 (U & IR o il o Sl L T R0 S
4 Becareful and place the thumb on the lower thumb-key o722y —marked X,

Z+ (A s connected with N2 8 key and is worked by the third finger of right hand,
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=
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9
TABLE AND NATURAL FINGERING OF ALL THE NOTES ON THE BOEHM FLUTE.

To preserve conciseness of form and to render the following table at once intellizible to the eye of the pupil, the
lower keys helow low Dy , the G and thumbkeys ( making ¢ when open) will ouly be marked when needed, it
must e understoul that when the latter two keys are not marked, they are fo he kept closed. The keys represented

by the Tetters A.B.& C.in the preceding diagram, will also_eily he marked when hrought inte requisition they will
“then-be recognised by the above letters.

o
T Denotes that the thumb wust be placed on the Bp attachment.
1 9 1] "

» " " Lower thumb key oy,

% < SHERR M eV / SRR L "
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BN
lec e

0 0 0 0 0
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% Place the thumb on the X Key.

P Be sure and place the thumb on the X Key.

TIusome few - Boehm Flutes, made in this country, the makers have placed the shake keys,marked A.% B.in a
different position, that is,theA shakekey, is where the B shake key is,and the B shakekey, is placed where the C shake
hey ise As the author thivks that the arranging of these keys,as laid down in this diagram,is decidedly the hest,and

seeing that nine tenths of the Flutes, manufactured in this country and Furope are made on that principle,he has dis-
cribed and carried it out in this work. Any amateur who however happens to have a Flute with the above al{erations -
“can easily understand it hy placing (he A where the Bis.and the B,where the C is.

-
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A diligent practice of the following Exercises will amply repay the new beginner. Tongue every note, that iy,
every nite must.he made with a stroke of the tongue as when the letter T,(as in the word, Tent]is pronounced,
and sustain each note. Bring as full and mellow tone out as possible. Play this Byercise slowly unil a tol-
erable command is acquired.
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Right hand.

\oc e \eoe
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In playing the notes in the second Octave, the lips must be more braced over the teeth, and as you aseend the

Seale, the opening of the mouth must be made smaller, and the column of air blown in the Flute, must be increased
in celerity. The Ntaccato marks, -~ =wr differ from the above tongueing, by cuiting the note short, asin pronouncing

the syllable, Tet.

S

\e oo \ec
\¢ ¢ ¢

=
.\.. ®

In the following Exercise, slur all the o ) I notes,by pronouncing the sylalle,Te,as
ahove, af the first note €, making the rrmﬁum notes, without any action of the tongue.

Be careful that the thumb is placed on the mark X,and kept chere on every note, except in making the Cgs
be aitentive ahout the quality of tone on producing each note,and repeat the Exercises,untila positive improvement
can be perceived. —  Tongue every note.

n9%eq, =
- 1 _0909

¢ THe thumb mmﬂm hfied frum off the Key at every ( l’l‘a(tlce ﬂns hemxr n]h as 1! rives .mmlv”m lhe
thumb which is very necessary in the Boehm Flute.
o?o ”" sa%a Loy,
6'1.:& O aLeGnnt BP0, 60 650 0,6,0 ”
ba 4 a =ty :

s N P

R0 8 - P 9
L R i - aaa — 09 09




11
Let the tone be uniform and steady, tongueing every note.
| e M S ey o= > ~
e e e e e e e
s v = — 1

& <3

In counting time a new heginuer on a wind Instrument.has a diffieuliy to experience which a Learner on the
Piano, or Violin, has nots being unalle to count the time audibly he can il he chooses divide and keep proper time
by waking a slight uniform motion with the toe, at each eount, hut it must he done without any noise. It can e
easily acquired and will prove of great service in keeping siviet time where it is very intrieate and complicated.
hut care must be aken that at every motion of the toe an accent on the note he not made; There are two recular
accents, in common tine such as ing-, €, &ec. The principal aceent is placed on the I3'heat or count and alighter
oue takes place oniheadheator count. In & time the principal accent is on the IS count, the otheris on the [0
note of the latter hall of the har and must be of a lichter nature.

Play slowly witha steady uniform tone,repeating each Fyercise many times.Beat the time as ahove susgested

i the pupil cannot keep time hy heating only once in a bar.

34
34 12
2 12 34 12 &
3% 12 34 12 89477 o o 4 f‘ 'i— 1234

| (&e P P S0 F 0

Andante,
{2 3% 34 . 1234 34 :
€ \}‘ % /) “ 12— qe 33 ’é‘” 12 ‘“‘ g ek /) 1224
S ¢ o 124 ! /) /] £ AL O =
(\\ 1-_.‘_L_a — £ i | ﬂ
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Moderato,
1ok s 3 3 M i N 2 1 2 g3/4 4 2 g o
b—a 34— 21 4, . | B T S s 22
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(\ 4 T 1 T' ' RN =T, T 1 S | 1 t I 1 1 + I
i D S s o % Y T e
@

5




12

Exercise ifvtwo-four time,

Allegretto.

s : 2

] 1§
| A W W
1

e
Fxerciseinethreé-four time.
6 & ié:% ; -i".ﬂ_
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3 4123 12 3
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Exercise insix - eight time.

2
. 4 a 1 | N K F.
= ;B ll . ‘.' P.
t!

’

Accent the first note of each group as in pronouncing the word— "Tick- e-r)2
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in the following Exercises an equalfull tone must he cultivated. play slowly at first,increasing the speed ay the
pupil feels himself able.  keep the thumb on the X key in all the following Exercises.

Secale in C Major. Tongue every note in this Exercise,
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The above chords must be pliyed over vepeatedly at every praetice so that they may be firmly im-
pressed on the mind of the pupil.to enable bin to play them without hesitation,

In these Finger Exercises, which must be repeated often, the numbers above any particular one divects the
pupil’s attention to the remarks found in the ‘Treatise on “Techniealitiés"pages 7s 10 51 on a corresponding
study showing the manner it must be fingered. The attention of the pupil is called to the remarks therein made.

In the Key of C.
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Be mj cmlul {o articulate or tongue and slur the note\ exacdly as um(m Endeavor from the ﬁm toread
*all the marks as well as the notes.
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Notes which are not marked with any sign of articulation must invariably be tongued.
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Count 3 tinesqdn a baryeach eount represents 4 quaver.

Adagio religioso,
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Count 3 Gwes ina bar, one for each cretchet, count one for the erotchet resi.
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Moderato,
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In this key place the thumb on BL attachment marked Z. Play slowly as before, Tougue every note.
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The thumb has an important action to make with the Bp attachment: ie. the pupil wust acquire the faci-
Lity of lippingitoffand on at-pleasure, gq 55 (g he able g9 perform the lateral motion with ease and without
any motion: of the hand which would disturb the embouchure, In sharp keys,the best way is to place the thunh
on X in as close proximity as possible to the Z key, but without touching it,se that on using it the pupil has
merely o turn his thumb slighily to the left. It is very essential to acquire this faculiy as with ready com -
mand of the thumb in every way. the pupil will save himself a great amount of eross fingering in sharp keys,
as wellas flat; it is recommended that the following exercises bepraeticed slowly and with care.

The numbers refer to the remarks in“Technicalities” which must be well undersiood and followed.

In flat keys, place the thumb on the &, but in the following and corresponding exereises in all the flag
heys the By must be made with the forefinger of right hand. _ the thumb being on X, as well as with
the thumb on &z in fact it is necessary (o acquire both fingerings, so as to be able to use one as readily

as the other,
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Attend to the articulation. count s times in a bar. one for-every quaver.
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Count twoe in a bar: one for every dolted erotchet, ’!'//”l
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T Thawbon Xo Adtendto tone, play slowlyat first and increase the speed by degrecs.
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In practicing this key make the F#with the natural ﬁngr'rina‘,lhat is, third finger of vight hand;but in t'ho”
Technieal Exercises it must be made with the middle finger, it is necessary to have both at command.  Be sure
and bring a clear tone out of the upper notes and as musical as possible, alitdle constant attention to this will help materi-
allytodevelop tone. Liet the notes he of an even & equal length.
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20 ,
Pui thumbh on Bb attachment marked Z.

(B?) Tongue every nole.
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Vary the ardculation as marked, first tongueing,and then slurring. In the scale practice,make the upper (# the

Thimb on X. Pay attention to Tone, natural way.
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® Count two times in a bar, one for every Crotchet.

Allegro.
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Cound 2 times in a bar, one for each Crotehet. 2
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¥ i
E2, Thumb on 1. vary the arteuladon.
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Thumb on X.

Key of A,
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Vary the ardculation.

E]. Thumb on X.
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i # Minor,
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bring the low BE key into
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LIKE A DREAM. From' Martha.
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CHROMATIC TABLE of ail the Natural and Exeeptional fingerings with remarks in velation to their applicaliility to
passases. ‘

The thumb must be placed on the X Key except when otherwise marked, a number of the exceptional upper fingerings are
For Legato passages exclusively,

Letter X denotes the thamb on the Tover key.

ook B We o« o« o« upper o wor By attachment.

1 Posit 1t Poss st P

1<t P, 2ud P, 1.-|_I_'. ml__[_’_.__:;-ll',___ AP,

! ,, *%j"{i,ﬂ:j s
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2 ess e
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0 =0

i l\"‘ NYg, Nosg.
on DL‘ ok B and hatkaga}n in quick succession,
“w @ 2« « pepeating DY aml]u.

PR e « « trilling from Ep to Fi.

R T D Good in wpr:mngt# and FE in mpid stecession,
ist.2d. 8d. s

3 4
0_ h&-- i

4

Ih'm.nh Not.tobe u\ed in going v

.
L]
202
0
o

1\05. 0 L S

06, E NY9 r\,"m,"u
Remark No s Good in going rom l)h ml“#m rapid suecession.

“ « 6 « f(rilling K toF% orin repeating the gmupl‘ﬁ t#ﬂh and hack again.
« w7 Kasier in vepeating the D7 and l;h rapidly.

s (ood in trilling from F'# tnt.#ol‘a turn on those notes.

“ « 9 Tobeused in flat keys for By.

“

10To he used in sharp keys for A# and in trilling from AJ# toB% akso o he used iii the ascending and de.
scending Chromarie Seale.

“ « # Kasier in repeating A% and D or By and Ep.
“ « 12 Goodin passages where the ( homn’ hetween two D s inP. passages.

« 13 « o Pepeating a piano passage from lih to(%.
2 3 4
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NO14, N©143, NC15, " NO1g. NOi7,
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Remarks No. 1. Gool in Trills Turns and Runs which dmml gohigher than DY,
o « koo . giing from BY orB) (o DY in rapid succession.

B t50 «  « Trills Tarns and Runs which do not go hicher than D=,
R 16, .. * . making the passages from lb to D= in quick succession,




Remark No.gzused in repeating DZ o EZ 1 vapid suceession.
iz Cood for making the Ef in such passages as are fumnd i page 104 and 106,

. . : II . . .
wts. wed in repeating DY toF 5 in rapid suecession.

(=4

ke
-l : - : “. 3
“ w19, « o f(rilling fromEp toF q
w20, « . repeating C¥ and KU,

/] 2 /]

- 4
1"F,
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X
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Neze Nezz Nez3 ¢ Nozs Neoze N¢27 Nezs N¢z9 NO3
Remark NoztEasy to go from l}!_ mF#.
: in making the group I’,h and F4 and ¢ and hack again, or ailling from F.h ioi‘:‘;‘f.

PRESTRRE . . W
Kasier in vepeating DY and 6§ rapidly.
(tood for trilling from F# (0 G#.
Makes a different quality of tone, heing stronger.
(tood for going from FY to A% in quick succession.
Used in flat keys for BL;.
« « sharp keys«Aand inChromatic Neales ascending and descending.
Good for trills; and murns on Ay o Bb.
going from GH to B\y rapidly.

0. i
=0 - 3 :
D Ne32

Remark No.stDifferen quality of tone good for change of fingering on the same note.
“ « sz.Kasier in trilling from l': to (#n PP passages.
< 33.More correct for D) in FE notes,and in the Chromatic Seale.
« 8w « o« C¥andinPP passages.
35. « e C¥.
36. Kasier for the trill from BH to C#.
37, Dilferent quality of tone  good in the PP for a note protonsed.
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N¢ 3s. N¢39, NOio0, NC41, N0 42, N©43,N"46, N© 47, Ness, NV 49,

Remark N

as  Fasier for rilling €% toDZin turns on the same notes not above D J.
39 2 o oelaves,
o Good for wills and cunes of C*t0 DY
x1 A litde fLatter, easier for turns. :
Good for (rilling from DY to D#0r where the D# comes between two DiN.
A3 » o oclaves. '
46 » » the trll and turn of C2t0 D=.
a7 Warmonic D#good in FI passages.
as  Good for the trills and turns of D2 to EJ.

49 » »  making the triplet F%, F% and ¥y,

49 Harmonie note.
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N?51. N©s2, N®53, N?54,N%55,N956, N%s7. N%s5s. N%s59, N¢s9i,

Fasy for the trill of FY 0 FY.
w » o (urm ok I*]L:uul K.
Good for (rills from FZ to %,
53 More correct for (b,
54 Good for the turn from F.ﬁ io F#and back.
55 » between two G Jurred. :
s6  Different quality of tone. Good fir FF passaces and to use with the znd Pos.of F¥and i curns,
57 Good ina passage ending in F#* and GZand for the turn of F#and G
1y " nH " b} ] ” Nn " ” " " " 1" ” " ” 1]
s for going from EZ 0 GF rapi?ly and back again.
noomoow o ow o Fete G and back again rapidly.
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o _ 0 ¥ 0
=1 —~0 *% 0
N?6¢0. N?61. N?62.

0 _
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NC63. "N064.

Nees. NT6s.

Renark N? 6o Good for a fine PP note,and going from DY (0Ay in quick suecession; also when 6 # occurs herweonz A
61 » » (hetrillof F¥ to (0% and when it occurs between two F2 7.
»» terminating a passage from (5 to Ab,
wheir 6% ocours between (wo GYs.

for trills and turns onG ¥ © A% or he trill and urn on G5 (0 lh
(o turn or trill on A% to B>,

flll' ” s N A# 10 Bb

NO 67,
Remark N 63 (Lood for ivills from BS 1o CZ.
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i SECOND TABLY of all the Minor and Major Trills with their different posidons.
: The sign o denotes the Tinger to be used in produeing the trill.
‘ X denotes the thumb to be placed on the lower Key.

; <4y ,, n 9 - upper ,,  or I%L attachment. i
| When the thumb key is not marked at all it must be understood that it is elosed by placing thunb on X.

!
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to DY. (# to DS. D to FB. Db to EY. D# to K. D% to k3. w ‘
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0 : 0
D¥ to B, kb te B,
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— 0

ﬂf‘ll?l.'
Remark No 1. Better in produeing a full tone.

Fi to ah. Ffto Gl  F¥ to GJ. s
\ s : v #f{,—; =R
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Noz2., No3.

Remark No 2. Better when ¥% is in the resolution.
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o 0 (1] ? 0 0 * ‘0 : 0
No4. Nos. Nos.

- Remark Nos. Good for a P trill (although a little too sharp.

B T 5. “ short trill.
“ W 8. «  prolonged trill.

chtoDB. cht..n. C#f(l)h C#t. D | PB;EE DF;;E\;. & Inh;:mh. Dk;:ﬁ:i.
E I - : - |l'-l_ _ 1 s+

0 0 - 0

) 0
No7
‘Remark No7. Better for producing a full tone.

¥

@ When the Key C is used the thumb of left hand wust be raised off its key, so as to allow the Key U to make
the trill. -
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Remark Nos. Better when E¥ is used in the resolution. No'3. ' SeeNos. SeeNos.
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Remark Noio.00d for producing a full tone.

Ab to Bb. Af toBb. Ab to BY. A% toBY. - Bbtoch. Bb toch.
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No 14. No 12, No 13.

Remark No 14, Good for a short trill. |
“« « 12.« «  prolonged trill although on some [lutes it is a little sharp.
“ i« UL. “ 11 P. ﬂ'l]]_ oy ; :

:Bh to C}. By it;}rC#- BZ hérc#.

ﬁ\ ::g. -t = :Fﬁ.
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Remark No 14, Harmonic trill.  No 14,
“ <. 15 i =

o « 16.Good Tor a F. trill, Harmenie.

@ See note with Remark No 6.
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| | =
cl to Dp Cl te DE. cz to D4 €z to D%
L S e J w8 Joutr A
e . b " s Y FE et
éi W | BB g S T oA __—:;,:E»,,‘_,Fiizi e g T N T t;H
U Um' "o 0 P o0 @ 00 o 0 0
0 . [] 0 L] ® 0 L] (1] L]
0 . E 0 . | 0 a 0 ] t
e T AR S T s e S Seed
o or or l&r(/) or or [ 0 0 0
0 . . e or 0 ber,, tr ﬁl‘u .
o 0 o 0 0 0 O 0 e A
s /O‘ "/0 _,ﬁ > & = — e e
- 2 . No 1%. No 18. = No 19. o ‘I' : o : _” o LY
Remark No 1z, Good fora bold FF trill. No20,- - - Ne2t, . Nofz - Wo2d: " (Sbwdh) (See 23)

« -+« o« 18. A little sharp, good for a PP trill.
« -« « 19. Good for a I trill.
“ « w 20, « “ “ PP “
« o« « 21, Harmenic trill for FF passages.
« o« o« 22 Good for a beld trill.
“ & w B3. w “ 'd ¢ @ = z l
D) to Eb D} to Kb, D to EY. D% to Ef D% to E%, R
r 2 . r = (L L tr = | 7 i
A e -’ e e 2 U pee TED jae =S e
-1 1 — '
(9-_ = 2 T 2 g 2 1 2 1 T | .
i i Q_?! & 0 0 0 0 = @ ° o | ® .9
fi ' 0 ® ° . ® . . ° ° or tr
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' o "o otr R o a3 e 0 0 ° =i a0 0 °
0 e ] A 0 o ° 0 L a 0
: 57‘0 3 i o '.‘m.‘o/_ : o o o 0 - or 'S b
=0 o s 0 "o o™ o g g i 0
Remark  Nozs: Best trill. No 23z. No 24. No25. No25i. Noz26. = Noz27.
W ¥ mls « 24, Harmonic trill for FF pasages.
E & « 25. (ood for a FF trill,
! ‘ “ « 2L o« o« rre i«
é'_ @ w 26. « “ PP i
| “ W27, “ “ Fl" “ A
s Ef toFY. Ef to F%, E% toF#.
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- . N 28 NS 29, N 20 N 21, 2 \:: 32, No 23. °




Remark Nozs. Good for a P trill.
% |
(29 [13 I’ 13
Harmonie treill FF e
Good fora P « and when E5 is in the resolution,

]
13 B Tt o “
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e o

Joe

o B CRAE T TR D8 . e
Remith - Nosa. Uood for D irill, Noss: Noas. NosoNois. Noge.
35. « & I « when F,H oceurs in the resolution,
36. «  When F,L ocenrs in the ~resolwtion.
37 « e P .,
38, . Harmonie trill for FF passages.
39. « for trill when B4 is in the resolution,
« when E# is in the resolution.
“ when the F# occurs between iwo G s in quick succession.
K asier when it is trilled with forefinger of right hand.
(o0d when EY is in the resolution,
Harmonic trill good for FF passage,

(13 o 19

64 to i 6l toal. 6% to AY.
= |
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b"'b& fe* ; et e

No 46. No47. No4s,

Remark  No s6. (:ood when ¥ is in the resolution.
47, Harmonie trill.
Much easier althoughén some flutes a little sharp.
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vings for croups of notes which have to he repeated and slurred only in quick succession.
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ON THE CRESCENDO AND DIMINUENDO,

The mark = placed above or below a note,indicates that the note must be produced with force at the commencement,
and the sound to immediately decreasefy. = _ whenplaced on one note only as in the Iast exam-
ple the same gradation of intensity as on two @ ﬁ?ﬂrl:% Tp,,;ﬂ notes must be preserved. The mark—=cres -
cendo and dimin0=—=— placed separately,or Pl combined on one or mere notes, indicate that the
note or notes must be commenced at the softest tones and gradually inereased to the very loudest,and then return
fo the original soft tone: hy the same inverse gradation: but care must he taken that the pitch shall be the same
throughout. - The practice of the annexed exercise 11]1 he found very-heneficial: Thefe is ouly” one note given

but the pupil cam play every scale in the maner indicated, (hus; —

Softest. Soft. Half forte. Forte. Loudest, Forte. Hadlf forte. Soft, Softest,

pp P of J I S ey p
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e
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e !“_/"" :
DIE SCHONSTEN AUGEN,
Allegretto ma con espressione.
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FROM“LAFRICAINE)

: i Meyerbegr
) Andante cantabile, e o o T N e S

GO it r il R

4 J Sn\fr nuta

- Nhortened notes are those which are in pairs and separated from those which follow by a rest as thus; —

,/_{-o-_,_

0 - i, "' e / t g
&? e f-fj' ';,Q__ S;ﬂ"-ﬁl':- J vu .;Jf ||

) The aeeent is placedon the £ :
first note of the pan‘ the other F ROM G ATTERMANNS DUET.

note is cut short o, 2 o -'_ ;. _'_ . "‘w :f# #1#*(# {_/’ ;
(i»? | J[_.l-« quht;#ﬁ e %ﬁdﬁ_ﬂ
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ON ‘THE S LUR,

all the notes which follow within the slur

Iin connecting a group of notes by slurring,the first must be aceented and
of the instrument there

must he produced so that the ear shall not detect the slightest separation, bui in Some parts
are difficulties in the way to prevent this; it will depend upon the
sages where a hreak is likely to occur, an assiduous practice of the scales as laid down in this

the above diffienlty.

skill of the performer to Tender smoothly the pas-
book will obviate

FROM“LUCREZIA BORGIAY Varied by Briceialdi,
- -':-\ - % .l
T o o = el .
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ON STACCATO.

The notes under the first are not eut off so short as the last,

and + 1,

There are two kinds of Staccato. ..

thus;

h there were a rest heiween each noie,

r
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which must be played as thou
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Mozart,
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Notes over which this mark < is

the same “time preserve their whole duration.

Verdi.

2"

ought always 1o be tongued with softness and at

placed.
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FROM “"L’AFRICAINE?

Andantino con moto
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Some notes have a slur over them,terminating with a staceato-mark on the last ones such passages must be slurred
thiroug hout, but the staccoed one must be immediately quitted or eut off as short as possible the moment it is reached
or sounded. It is done by a quick motion of the tongue to the roof of the mouth approximating to the teeth.
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2 OF THE APPOGGIATURA, TURN AND NOTES OF EMBELLISHMENT.
The Appogiatura is a small note lartld llimrr another to o mnhtnt the \i'iloll . The ti ll! rla]mg it must bo taken

rom the note it 0rnanmus¥ cct t 1s_some times place ab on, an ttllles ll' cipal note.
here is no particular rule for the Iength of this small nnte.lt is left entirely to the .\stc ) erformer, but .
as a general thing it is made shorter than the nate to which itiattached and always slnrred en to it. '
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Two or more notes are some.
times used to embellish the
ﬂnotrs they precede as Ex. 11
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Written A b o 5. b _If T o TR s W BRI, 58

Hi snull note affixed toalong note in slow ;ﬁc often changes places with the Prlllﬂpa]# ionutlmcsth(rp
ol are a nnmlrer of small notes follow the note they ornament, Which must he played with rapidity.x
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TheTurn is a grotp of three or four notes and is executed in different ways according to the Melod

Moderato.
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THE SHAKE OR TRI LL.

The Shake (1r) placal over a note is a graceful ornament to a melody,and when properly done,embellishes the piece con-
siderably, itis produced by playing in rapid succession theprincipal note, (i.e.the note under the shake)and the note
-| above. To acquire the faculty of (rilling, the pupil must commence practicing it slowly, being sure that the strokes are uni-

form in time. The volubility of the fingers which must fall lighdy on the keys, may be increased as he acquires a better
1 command over them,ithey must not be lifted any hicher from off the key than merely to open the hole. Care must he
| (aken to shake with the finger. ouly, the hands preserving their usual position, any motion of which will disturh  theem-
houchure,and cause an imperfection in tone, which must he preserved pure throughouts the value of the note in point of
fime must he the same as thoush there were no frill.. The general rule governing shakes,is that when the moteabove
‘ | the principal one is a full tone, the fivst note in the resolution must be a semitone helow it,and viee versazhut this rulehas
‘\ its exceptions which are usually indicated in the ill.  To make a trill properly, the fingers must possess great flexibility,
to acquire which T would strongly recommend the assiduous practice of the study headed Technicalifies in another part
of this Book. The shake must be commenced slowly, increasing in rapidity to the utmost extent,with various gradations of
‘ Grescendo.and Diminuendo,and carrying the resolution gracefully over and on to the following notes. Strict attention must he
| paid in securing the proper no‘e above the il note, It is regulated principally hy the siomature of Flats and Sharps or
' the key the piece is in: for instance in the key of C,if a will occurs on K, the nate above would |IP'F= a semitone, which
1 would be the note to rill with E unless a sharp is allixed (o the trill,it would then ke different,helow is an exemplifica-
fion of it,which with study will prove a correet guide as o determine the propriety of faking a hall or whole tone above

the |n'i-ncip:|l one.

Ahore are five shakes on K all f which ave different.
NO1 s in the key of C the next note above K is F 2 (a halfl tone.,

i PR SRR R A “ “ E « F= ta whole tone.
B RS | H\; o i = F « F#% (a semitone.
N'.‘-l‘ “ “ “ l‘:b“ “ & E « l“: (a 'hﬂ]f tone.)

By affixing a flat or sharp to a will it allects the nete you trill to by lowering or raising itahalf tone, as in,
N®5 Although the piece is in the keyof C,yet hy reason of the accidental, the F musthe made (#) sharp.
: N6 Although in the key of € where the next note abore the (rill note is EZ a whole tone, the flat affixed to
the trill lowers e £ 4 0E 5. In some jieces of musicythese accidentals are inserted but some composers leaveit en
fitely (o the ear of the player to find out the proper note to shake with. ha piece of Music, say in the key of € the harmory
is continually changing, for instance, it commences in C,modulates to F, and if a shake should happen to occur on A in that

bar, the altemating note would have to be B> instead of B & which would be the note according to the key the piece is in.
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Shakes must always fisish with a resolution of (wo or more notes,which are generally indicated. 1f it benot written _
with the shake, the performer must introduce one according to his taste; below are the principal ones. l
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The passing trill
admit of it either in point

;1@ is made without any resolution as the passages would not
ﬁ of time or character, i

Passaves as follows are alsomade without any resdution, the short notes which follow the trill forn a substitute
for it. '
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MORDENT E.

THE

s will be better understood by the following Example.,

A Morvdente is a fragment of a trill a
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Written,

Allegretto.
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: Passages of sit notes grouped together will be met with, some are accented as (w0 Triplets, while others :
have a different accent altogether. As for example — '
s 2 :,é; " ; k 4 S5 .
. £ # A correct conception of the accent in this group to be played as Triplets, can be formed

R _ L |y pronouncing the word “Unpopularity” EHI'

[ & l‘lllulmll-n ' I:ug'.'i-f.\',

P . 36 . o o
# " In this group,to be played as a Sextiole, or in Nixes, the accent is like the pronounc.
QE— ing of the word, “Categorically,’

(. (fal-v-,u‘nr-i-t'.'_nl-l_V.

%% Nlide the thumb on to the L key.
| LT 13 7 0[[ thf 1 lu*.\’,ha('l\ (o the \ I\f].
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S YNCOPATTE ON,
Nrmeopation is where the aceent is changed from the first note in a bar (which etherwise is usually the strong-
estaceented) to the seeond note which is sene vally the weahest accented. Care must be taken that twe aeeents
he not pui upon the longer note. ¥y,

/ & 5 :
Nt é\ U e o h ” The accent is taken off the IS note and a strong oneis placed up-
! | | on the commencement of the IR hyt man) amateurs fall into the

. Sh ot pemicions habit of putting two accents on the Iong nete. Kx.
Played — e
. a [ B A [ | -
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it &c o z olo—z —w|| Afer the strong accentsis put oii the long note it must be held
e S I (e . S A dits full value ina more subdued tone, without the slightest show
; -~ - or sign of another accent on the same note.

wrong.
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Count 4 times in a bar.-
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The llllﬁcﬁhy]s that the accent does not come where the count does,and it requires eareful study and Ppractice to count
in one place,and accent in another. Be careful that there be no aceent on the [Ind of the coupled notes where the
time is marked in the last exercise. 7
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63
ON THE HARMONIC TONES.,

[ The modilications which can be produced on the Boehm Flute by the compression of the lips

in sounding a primative or fundamental note,present a vast field of curious combinations
to those who wish to acquire an acoustic knowledge of the instrument,and apply it to producing
effects; although it must be understood that the natural {ingering must be used as much as
possible, yet in Flute music,dilliculties are now written which can be produced elfectively by
the application of either Harmonic or exceptional fingering, which would be extremely diflicult
in using the natural fingering.  Harmonic s are new notes or sounds produced by compressing
the lips and bracing them well over the teeth hut preserving the same fingering of the funda -
mental notes Ex,

Harmonics. |
iz, /2
-0- o — ——
0 H i H 1

The Fundamental note > : T . ‘ﬂ :
¢, produces 2 S o

Fundamental sound.

The Fundamental note (,produces with the same fingering seven harmonic sounds or notes
as above. In order to make them it is necessary to compress the lips little hy little at the same
time blowing with more celerity holding the flute firmly against the lip; to ascertain whether
JYou make the vight notes, il’ your ear does not tell you,sound the notes marked harmonics
with the natural fingering then immediately change the fingering to that of the primative note
Cy attending to the above hints about blowing, the sound if' right will be the same although
more subdued. The harmonics above G natural in the third octave are difficult to be pro.-
duced and are seldom used; it may be necessary to say that the harmonies in the third oc -
tave are better for Forte passages than Piano,and when diseriminately used produce a good
dl'ect.

e .




Harmonics.

=T s — % e e

The thumb of iefi hand must be placed on X making B4

DPIATONIC ASCENDING OF HARMONIEC TONES.

Harmonics.

Octaves.
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—= % s . SERSTR e B
Brace the lips more and blow 4=gn;ilh more celerity.

S 2

17 ths, ,,5,_"_

- o ﬁg T
 Difficult to be p!"oduee& and above G never used.
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CHROMATICASCENDING OF HARNMONIC TONES,
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O DOLCE CONCENTO.

~ The following are the mos l;l actical Harmonics
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It must be unders tu)d that it is the Harmonic notes only which are in the key that is marked at the lu

ginning of the Exercises, the iuml'\lmnhl notes belong to another key.
lar’s in C,y thumb nn Z,
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In A, Brace the lips well,
lhumbonXl J i _J J J l l l l J
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68 The Harmonies in sofhisare. on account of their difficuliy, rendered inpracticalileIn the following passages when
played rapidly, the Harmonies will be found much easier. Keep the lipswell braced and firm and blow a Tidde sharp

£t
§ i
Written. é\ C; ——
| &

Place thumb onZ; if the F lw#, place thumb on X,

Played
in
12Lhs.

Played Bt
in o
15ths. 5 e i
L &)
on X, |

Thumb

bl )

12ths é'.‘ T e T
00,0 0.0 — s
3 — .;‘ g W 272 T
'_". E
Harmonics,as a general thing, musi ile the exception, not the rule in playing, and must be used diseriminately
and with judgment. When used they are almost exclusively to be in quick legato movements. In certain passages
where the natural fingering is altogether impracticable,the Harmonics can be called inte requisition. In one of Kublaus

Dueits, The following passage eccurs where the Harmonics can be used with impuniiy, and with good effect. Care must
oA littde compression of the lip will bé necessary.

he taken that the change from the Octave to the twellths be eorreet
| ‘% : | | | B el it e

fingered

Allegro.
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'J' In the ihmr_r,l ie idea of the Composer,doubiessis to }ln’ndurp a rapid rush from the lower G to the upper
one which the Pupil can easily acquire with a Liule pracdeel'o produce it with the natural fingering a greatamount
of labor would be demanded and then the effect would not be as good. To show what Harmonic combinations thereart
on the Boehm Flute,the following familize air ean be played throughout wich one finger alone, viz,the litle finger of the

irove worthy the attention and study of the Pupil.

richt hand. A good strong lip is requisite and it will J
“MARLBROOK.,
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The Harmoe [ingeringare mark ed in the Iarge notes beneath the recular notes of the Air with the Intervals annesed.
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& ON DOUBLE TONGUEING, .
Ningle tongueing has been compared (o the manner in which the tongue is used when a person ejects a piece

of straw or thread out of his mowth;care being taken to keep the end of the tongue near the junction of the hack of the
front teethand roof of the mouth; if ardeulation was given to the above action it would be something like pronoune
ing the syllalle, tee, or oo, Double tongueing is a double actiow of the tongue and is made use of in rapid staccato
movements, where the sincle tongue would be inadequate to the task on aceount of the rapidity of the movement.It is
effected by adding the sy1la le, e, to the above, tee, making “tee- (e }.\ o

Some teachers make use of ofh-
er syllalles, the Germans, for instance, have, tee-kee, The English Nehool use the irst, the following Fxercises
are however good for both.  Double tongueing can only he aequired hy daily assiduous practice, playing slowly a
first wntil a clear tone is produced.  ‘on the second note in pronouncing the,“tle’ The pupil must not be discoir.
aged if he cannot immediately get the proper articulation, let him persevere and submit to a little lfl'llll“'t'l‘] and
he will he amply repaid. It is very necessary foraplayer to have this acquirement at his command, in order
(0 he able to render quick siaccato movements, with brilliancy,and effeet, but it is a thing which amateurs generally
neglect from some cause or other,and I would highly reccmumeml every player to (ry ihe experiment and with
persevereance, he will arl.un the desired ohject.

Be sure and preserve an equal time throughout, i.e. do not make one note longer than the other.
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Let the s(rokes of the ongue move simultaneously with the fingers. : 71

T A ok
CTEE = o—
[ B , teetle tee
= ft:_,
booaiy

Q = —3 .,
&
el
In the passages like the following the double tongueing does not commence umll the 24 note.
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ON TRIPLE TONGUFING,

To staceato triplets rapidly presents some difficuliy but with careful practice, and study, it can be easily acquired
after a°gooll doulle tongue has been gained. There are (wo ways of triple tongueing, 1% hy commencing the

triplet always with the same monosyfable.— Ex.




/ 3
: ———e e ey SR - — e
2od By aliernating ihe monesylable on om'hlripl{-t.hé\_:;"—"'—f____:l';:______r P F oy JI
lee Al lee tle  tee tle tee  tle lee,

The latter way when acquived is a great deal more satisfactory than the first, but care must he taken that the
first note in each triplet shall receive the necessary triplet accent-By observation it will at once e seen that it is mere-
1y a repeiition of the doulle tongueing,“iee le” but hy preserving the (riplet accent itanswers an excellent purposey
study it can be easily acquired, when much mere rapid triplet movements can he staccatoed thanby the other artieulation.
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“t 0uly a Tew faverdile exaamples indoubde&etriple tongueine, will be atached to this article as they will find anum.
ber of admiralle pieces for the above avticulations, iv the™Badly  Ntudies,in another part of this hook.
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N PECENECALTY T 1R
3 [

L onder o Decome a good executionist on almost any instrument, it i necexsary that the fingers should be nim-
[le and under the exiire control of the player, that is, each finger to be moved at his willaud as he muric dictates.

In examinig the construction and manipulations of the hand, there will be found certain fingers naturally weak-
er, siiffer, and Tess exible than others, some will obey the directing mind, with gase and quichness, others will be
rdy, silf, ard uscontrollable. A composer in writing a piece of musie does not take into consideration, the a-
hove facts regarding the inequalites in the action of the fingers, nor does he circumscribe kis genius with the
thought of any difficulties in the execution of his music, but conveys his ideas on paper,according to the work-
ings of his hrain, so as to portray a diversity of feelings, passions, and. produce cerain musical effects. Now while
nature has not at once accommodated man with all the varied appliances which our peculiar organizations.and habits
demand, she has given us contrivance and power to overcome ceriain fixed laws and render them finally subservient to our
ends.  To play the Pano wdl,it is absolutely necessary to have an equal command over all the fingers in order to carry
(hem everly through all the gradations of Crescendo,and Diminuendo movements, rapid and slow passages,and through all
the ramifications of accentuation Trills Cadenees &e. The flute requires almost as much, and the Compiler has though
proper to inert a number of Technicalities which are intended as a speciality to bring into action those fingers which are
naturally weak,awkward, and uncontrollable, to develope their latent activity, and render them nimble,so that a more
equal flexibility may besecured.  They will also contain all the hardest ervss fingering in the third ectavess I hare
known Amateurs who had played,and practiced for years,and jyet in executing a mn or a passage in the upper octave,
some hreak or discrepancy would be apparents the reason is simple, those fingers which are stubborn have not been
attended toas a particular speciality, and consequendly fail to come up to the standard ofthemore active and ebedient oues.

By studying and practicing these Techuicalities, one hour a day, for ene week,the pupil will do more towards loosen-
ing,and rendering nimble the weak fingers,than general practice will de for them in three months; some ‘of the passagesmy
be thought useless as apparently not beluging (o the requirements of Flute playing, but they have been eompiled with care,
and judewent ard each has its  particular object to work out. The compiler has applied them in his system of teaching
and has Leen gradfiel with the most heneficial resultss a most diligent, daily practice, of them, is therefore strongly recom -
mended,and the pupil will see the force of the above remarks. In conclusion it must be distineily understood (1.
a number of the posidons found in these Technicalities, helong neither to the natural,nor exceptional fingering, but they
are positions to be ued in e exercises which will equalize the strength, activity, and command of all the fingers.




TECHENICALIT IFES ek
In playing these exercises, each group  muse be plaved very slowly, and the fingers raised as hich as possible in
order to loosen thems Dy dnereasing the time, the fingers must be raised only enough to make the notes,which
wust be slureed and the Grstol every group aceented,

The nimbers above the groups vefer to the remarks helow.
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No2: Place the linle finger of right hand on D # key in making F,E.
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No 3:In this exercise the litfle finger must be placed on the G # key on making every A4 although it makes no
differeee in the intonations

N9z Keep the linde finger on G2 keyall the dime. '

No4y: Place lidde fingeron D% key . on every E,Then make every K with the licde finger raisedoff its key.
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~Nog: Lift liale finger off G % key in making B7.

N2 6: In the four following exerciyes keep the third finger of richt hand on its key all the time, then keep the
litde finger of Iefi hand on G % Key except in making the F % in repeating the passage.
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NOo7:Take the litde finger of right hand off the D#k

‘ ey simultaneously with lifting
the F7.

he middle fincer to make
N¢8: Be sure and put litde finger on D=key in making F%,
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A29: Place thumb on Z and keepsd finger of left hand on its key in By,
N210: Keep licde finger on G #key all the time. (humh on X.

No1t: In making the B put the Titde finger on GEkey although it makes no difference in the sound.
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No13::Be sure and make every E,with the D#Key open.
NOL4: Repeat the last (hree Exercises without uxing the D# key at all.
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: Retain third finger of right hand unll'ﬂv_v.
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A0o144: Make A # with fore finger of right hand.
N o15:Lift the lidde finger #ff the G% in making (.

~N216:Thumb on T and retain 3d finger of left hand all the time on its key.
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No19: The A% or B> wast he made throughout the practicing of this Exercise with the thumb key, so as to give it
an actbye lateralmovement,a thing very necessary onthe Bochm Flute.

N2 20:Reain litde finger on G#key in making B.
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N022: Retain littlelingerm(2 or AL in making D>.
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No225Thumb on Z,
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No23:Thumb on Z.
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Place thumb on Lat the heginning and make A% with the thumb, in.ascending and descending.
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ON RESPIRATI ON,

The manuer of respiring ortaking breath in playing a wind instrument has a geeat influence over the quality and modifi-
cation of tone,and requires partieular cave and study on the part of the pupil. In inhaling or filling the chest with air, and exhal-
ing or exhausting the chestof airgthe Tungs perform the office of a pair of bellowss Inhaling ought tobe done witheut disarranging -
he under lip which is placed against the Embouchure of the Fluteand the mouth opened as litdle as possible, care musthe tak
en ot to rejeet it too precipicately, which will lead to imperfeet executionswhen the lungs are filled, the art of retaining it as
much ax possible and at the same time producing the necessary tones,can be acquived by constant attention and study, a great
deal depends upon having your Emhouchure properly developed,that isto say a sirongand flexible lip,for acquiring which the
aily Neale practice, found in another part of this hook will be found very heneficial. :

Every piece of music is divided into Phrases, Sections,and Periods,at the end of each,a suitahle place willbe found for
breathing, as in reading a piece of blank verse,or poewy, the Phrases or Sentences aret divided by the Comma, Semicolon, Co-
Tondee, so inMelody will be found divisions in the different sentiments where inhaling ean with impunity be done.In read-

-ing,every sentence contains ~ ceréain ideas,or sentiments, in musie every Phrase,or Nection has the same, it is in discovering

the termination of these Phrases &c, and then taking hreath,which constitutes the proper method of breathing. - In some
musie this division can easily he pereeived. as Fxample. —
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The above is dividedin Phrases of two Bars each, with the marks-Tor hreathing; in no other place canthe aet be done without
breaking up the sense of the musie,and destroying all elfect. ¥
Here is another Example where the point for taking breathis palpable,
WE WONT 60 HOME TILL MORNING,
- ) |

TR ;,?; e 4—-—%55:;

”

Let any one repeat the words which generally go with the latterExample, with and without the music,and he will find that the

plice o take breath, i.e. a momentary pause oceurs correspondingly in the words and musie.
Andante Grazioso,

In the above Example it is allowable o take breath at the mark (») but it must be done quickly, which is called bl respiration,
at(» )the sense of the music grants a longer pause for that purpose, where a full respiration can be taken, and corresponds with a
Semicolon in reading. '

or

- £

TR
Sdald

T

In the ahove Example the wrong and the right places are indicated,let the pupil play them altervately over,and he will get some
idea of applying his experience to othier pieces where the place for taking breathis more obseure. — Thereare no fixed eules
fordividing a piece of musicinto Phrases, Sections &e.butif the pupil possessanatural ear for musie by studiously ohserving
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the construction of melodies he will soon be able to diseriminate as to hisbreathing.

The pupil will find the following general rulesctaken from Clinton’s Schoobfor resyiration,sulficient for every purpose,

The chest should be filled at the commencement of a piece; but not too full,or the exhaling, in the manner requisite for |
Flute playingwould be very distressing, and prob:bly compel him to cease altogether, in order to relieve the chest.

Should the movement of the piece be very slow he may inspire again at the Phrase, but not hefore; the next place for
respiration is the Neetion,then the following Phrasesand next to that of the Period, Rhould the movement be moderatelyyuick, ;
he must not inspire until the end of the Nection, then the Period; Ifthe movement he very quick,the whole Period should he
played with one respiration; but should he feel that the hreath will not last so long,it would be always better toinspire at
(he Neetions hecause,if the chest be 0o much exhausted,it occapies more time than usual to inflate if, by which the Gme
would be broken for what immediately followssor prohably he would be compelledto inspire just before the end of-the Period,
and so destroy the rhythme. We must never entirely exhaust the chest, unless some vest isnear, which gives him ample time to
breahie again; in which case, the chest may be exhausted with impunity provided always that the tae be not injured.  He
should accustom himself rather to retain the breath, than to wantonly part withit,as is frequendy done through carelessuess,

He should if’ possible, inspire heforeapause,or long-winded passages,in whatever situation they may be.  He may ;
possibly be sometimes obliged to deprive some notes of a part of their value, for the purpose of inspiration; and there are |
also a few instances where he may be compelled to omit otherss which, by the way, oucht to be avoided,if possibleas there
are o many opportunities of shortening notes,thathe should never omit any,but ina case of great emergencysthenhe should
omit some unaecented note, and that too in a situation least likely to break the rythm. -
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REMARKS ON PRACTICING.

In commencing the practice of the following exercises it is urgendy recommended that the pupil should begin them slow-
Iy and with a full eventone. The natural fingering should at first be used throughout. The exceptionals will be pointed
out to show their applicability to certain passages,and how they simplify difficulties, hut they must be used with diseretion,
that is toxay,a cood command of (he natural fingering in all the exercises shoul d first be acquired, the exceptional fingeringtobe
used where the natural fingering would be very difficulc and ineffective; hence it is advisable that the pupil while gaining a
solid, natural fingeringshould make himself perfeedy conversant with the exceptionals. The Seale practice may be found
lengihy and tedious as it is written down in this book, but if the pupil be ambitious let him persevere in it and he will be
amply compensated for his trouble It may here be stated that there is no'Royal Road to eminence in Flute playing,or any other
method of mastering the difficulties he will unquestionably meet with, than that of persevereance and well directed prac-
tice, The pupil should not be discouraged hecause he cannot readily play a difficult study, Let him persevere and I as
sure him that although he may not himselfl perceive any improvement,he will most certainly be imperceptibly advancing
hy every day practice towards the conquest of all the difficuldes of the study in question, at the same time thathe will in
like manner Leacquiring such facilicies of execution as will surprise him when he comesto put his progress to the test
Let him inorder to prove the (ruth of these remarks refrain.for a week or a fortnighifrom playing some favorite piece.
which ke felc ke did not play accurately or effectively. Let him employ the week or fortnight in the diligent and contin-
ued practice of the studies and exercises he will find in the following pages, especially in the key in which his favorite
and temporarily discarded pieee is written, let him afterwards return tothis favorite pieee and he will probahly find
that he can play it elfectively, and with perfect accuracy, and facility; at any rate he will play it incomparably” better
than he played it a week, or a Tormight before, and I venture to assert that he will have experienced the ~most
ample and decided proof of the truth of the remarks and recommendations Fhave ventured to make.
In conclusion, 1 will add,(hat the pupil should not he in too great a hurry to advance; litde by litle, acquired sure.
ly every day, will sum up a considerable net amount, in a short time; neither, should he try to excel in exe-
cution alone, regardless of tone,a faulc which a great many Amateurs fall in; remember it is not rapidicy of ex-
ecution which touches the heart, it is tone,and tone only; so that the first thing te be attended to is (o eultivate
a round,full, and sweet,mellow tone throughout the whole scope of the instrument .
Care must he taken that the upper notes he of a musical qnaiil], not harsh ner shrill. Execution must natur-
ally come in time, hut a pure twne,or a tone which will reach the feelings of the listeners, must he cultivated,
and have the daily attention and vigilance of the pupil.
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The exceptionals are only to be used in waking the notes ver which they are placed.

Place thumb on X,
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Thumb on Z.
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Thumb on X. Make every Br with forelinger of riche hand,
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It will be necessary to acquire the feculiy of slipping the thumb from off the B (lateattachment in making B
will work the thumb inte the necessary

as it oeeurs often in all Flute music. The (wo pewcerdiptechnical Ntudies

. lateral mation, See page 101,
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he hand on the €4 when it oecurs in the greups, and make the EJ in the 3rd position
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Thumb en Z: when the BZ oceurs slip thumb on to X,
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Thumh en Z,




Thumb on Z.
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Phumb on Z. 13 Doulle tongue,and W Jur by bars,

Allegro Con Brio,
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| Thumb on Z,
‘ . Allegro,
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fu this exercise the thumb must be slipped off and on the A% as the occasion demands. In mak-
ing DY in the first bar, the thumb can be easily placed on the Z to be ready to make theA% grace
note in the mnext bar. In the last bar of the first part the thumb can be slipped onZ on mak-

ing the first A% and placed on the X in the last note.
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Study in Arpeggios.
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150 Fach group of six notes must be played as two triplets with the triplet accent,
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Tu the 34 N9, of the following piece where the trill geenrs on the upper E and € # the trill may be substituted for a roll
of the tongue on the same notes marked 4+ 1t is like the continuation of the articulating of R ..... The effect when proy
erly executed isgood but it requires a strong embouchure,and practice.  The pupil may if he thinks proper (ry it as,in
such a piece as this where the composer endeavors o imitate the warbling of the nightingale, it certainly is very effective '
when neadly done, | :

NIGHTINGALE WALTZES

JULLIEN.

Introduction
\
= VW ) 0.0
=

tessastes.

- | '[l IL
waALTZ J¥ 1, Ae j';
b X P) le y == T = W ,eR 4
S e B D
v = : : | I _J RS P

L 3
- : gt et N | R ' U R |
‘ ‘ £ 2 L £ 2 L £ 8
’ :f#""%f%‘: =R S Qt\ PF*-#*—;—##;##{’:*-#—;
L — RS it B 7 111{1‘{:‘( I i | o e 1 5 e
¢
L DR S
;,;7 e R S #&wth"t ##f:jf f'h 5""3’”' 'a:l \’ '|\ L
= : : e e e e e




E

L

- (P |
1 I

=X

*H
*HH

e

) JRERER
$1L

YT
“ll|

5.

NI

3= This passage may be played in Harmonics.see Harmonics inD.the same notes occur only reversed.

e




T Ty
e
IR R TR

L IS AR

25

EEEEE

PSR —CC—— - == =
= e e i
STy =

+

%

£
=

B e e T —

e s e

= s e S s ey




iol

~$l

“w

g 18

-

e, & 41
-4l

~)
p;v

_',—--.

Lol 2, .t

e

2,

» 1
F 1
F
I

, 0 £ Pt

Seai
~l|

AOZ_ -

11T
“l

!‘.l_

v..\ =
@l - .
-~ |
r.. -l
\\11 L Y
L
*1H By
hitd | (T
Nl i
4—.7 -9 | M
r._. 8 _
$ N
\: i |
H: S
\ $11
Al :
P mL__
%] | :
N | T
s M8\l
* o
N R
R | J.. :
Iz A
ﬂ“- \\\%.v
IRE 3
Vs -" (YITE
L JEE 4::;
Neil | (RS
/o_c_ LTRERS
e iy
! e
N & /or
et RS
] /z
[ 5 A' v
= W _

——




B ———

v

7

-

: 5 . i 150
WHIRLWIND POLKA. b |
Thix picee is intended for triple tongudng, if it be too difficult iteanbe played in single or p douhle tongueing, suh-
stititing two notes only for each mp!r It is much more effectire in triple tongueing,
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NIGHTINGALE . POLEKA - s
This piece is effedive ouly on the Picolo, it is intended asin the Nightingale Walwzes toimitate the chirping and singing of tha
hinl., When the martk s+ occurs over a note, it must be made witha quick sharp roll of the tongue as in the word “tret;’ the roll
oceurming on the leter R. In the Chromatic run,in the third part, a continuous roll must be made from the commencement of upyer
F= tothe lower (2 the elfect is very good when done elearly and neatly.

“ As played by E. HASLAM with greut success through-
i G out the United States.
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TREMOLO. BY ROSELLEN. il
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The Iniroduction to this picee is to be played with the Tremolo artienlaion whichis like Double tongueing,althongh of b
a4 more soft and subdued nature,  There must he no break hetween each note,hut an evenflowing articulation thronshout. [
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+ Triple tongueing.
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A DICTIONARY

OF TERMS USED IN MUSIC,

A (Italian.) By. for.

Abbandone, Abbandono con (Italian) Despond -
ingly; with self abandonment.

A Battuta (Itallzm) In strict or measured time.

A Capella (ltul.ian.) In the church style.

A Capriccio(ltalian,) At will, agreeable to our
faney.

Aeccelerando (Ilnlian.)With gradually incereasing
velocity of movement. .

Aeccent. A slight stress placed upon a note to mark
its place and relative importanee in the bar,

Acciacatura (Italian,) speeies of Arpeggio.

Acecidents. Occasional sharps flats and naturals
placed before notes in the course of a picee.

Accompaniment. A part added for one or more
1't|stri|l||crlts, to heighten the elfect,

Acoustics, The general theory of sound.

Acute. High,as to piteh,

Adagio (Italia n.) A very slow degree of movement.

Adagio Cantabile, £ Sostenuto (Italian,) Very

slow, singing, and sustained.

Adagissimo (Italian,) The superlatve of Adagio.

A dew.r Temps French., Two equal times or
measure-notes in a bar,

A Due (Itakian,) For two voices or

,A-Deu.r{frcnch.) instruments,

Ad Libitem (Latin) At will or discretion,

Affettuoso Affettuosamente or Con Afjetto
(ltal.iam.)Wllh tenderness and pathos

A[ff'rettando, A [frettate (1talian.) Aceelerating or
hurrying the time,

Agevole (1talian)Without labor, light, casy,

agreeably. g

Agitateo Con Agitazione (It aliun)thh agitation
anxiously. 2

A Grande Orchestre (French.) For the full
Orchestra.

Adir (Freneh-) An My,or song; as Air Ecossois,
a Scotch Air,

AL, All, Alla (Ktalian,) To the, sometimess in the
style of,

Allae Rreve | Italian.) A quick species of common
time, formerly used in church musie.

Alla Caccia. In the hunting style.

w & Capella. In the ¢hurch style.

« « Militaire. In the military style.

« « Polacca. In thestyleof a Polish dance.

« « Husze, In the style of Russian musie,

Alla Siciliana. Inthe style of the Sicilian
shepherds’dance. '

Alla Scozzese. In the Seoteh style.

«  Turca. In the Turkish style.

“ Veneziana. In the ¥enetian style.

[ Zoppa. In a eonstrained and limping style.

AW’ Antica. In the old style.

“ E’.srpc:r,g"wah:l'.r In the Spamnish style.

A’ Inglese. In the English style.

“ Ttaliana. In the Italian style.

Allegremente (Italian.) With quickness.

Allegretto (Italian)Somewhat cheerful, but not
so quick as Allegro, The diminutive of
Allegro.

Allegretto Scherzando (Italian,) Moderately
playful and vivacious.

Allegrezza (Italian.) Joy;con allegrezza, joy-
fully, animatedly,

Allegrissimo (Itallan,) Extremely quick and
lively. :

Allegro (ltulian.) Quick,lively. A term implying
a rapid and vivacious mevement, but which
is ("l-eqm-nlly modified by the addition of other
‘words: as, 3

Allegro Agitato  Quick,with anxiety and agi -

“ “ tation.

« « Assai.Very quick.

«  « Comodo 1talian. With a convenicnt

“ “ degree of quickness.

“ « Con brio. Quick, with brilliancy.

“ « Con fuoco. Quick, with fire.

« « Con moto. Quick,with more than the
« “% usual degree of movement.

@ « Con Spirito. Quiek, with spirit.

“ « Furiosae Quick, with fury.

“ « Molto,or Di Molto. Very quick.

“ « Veloce. Quick, with rapidity.

« « Vivace. With vivacity.

“ « FVivo. Quick, with unusual brillianey.

Al Loco (Italian,) To some previous place; a
term of relerence, ;

Al Segno, Al Seg, or the dlaraeter”;p signifies
that the performer must returnto a sinilar

-~

charaecter in the course of the movement, and
play from that place to the word fine. or the
mark 7 over a double bar,

A Mezza Voce (Italian,In a subdued tone.




A mrareso, Amorevole, or Con dmore (Italian.)
Alfectionately, tenderly.

A ndante (Italian) 1 mplics a movement somewhat
slow and sedate.but in a gentie and soothing
style. This term is often modified both as to
time and style,by the addition of other words; as,

Andante Affetfuoso, S1ow but patheticly,

3 « Con moto, Slow but with emotion.

“ « Graziose. Slow but gracelully,

“ « Maestro. Slow, with majgesty.

- « Non troppoe.Slow but not too much so.

% «w Pastorale. Rlow and with pastoral
simplicity.

Andantino (Italian.) Somewhat faster than
Andante.
Animato, Con Anima,Animoso (1talian,) With
animation, in a spirited mauner,
A Piacere, A Piacémento. At the pleasure
of the performer, See Ad Libitum.
A Plomb (Fr.) With exactitude as to time.
Appassionata, Appassionamento (It.) With
intensity of feeling.
Appoggiatura (1t.)A note of embellishment,
generally written in a small character,
Appoggiato (It.) Dwelt, leaned upon.
Ardito Boldly, energetically.
Aria(lt) An air or song. ¥
Arietta (It.) A short air or melody.
Arioso (It.) Inthe style of an air.
Arpeggio(lt,) Passages formed of the notes of
chords taken in rappid suceession.
Assai (It) Verys as Allegro Assal, very quick,
ATempo (It) in time. a term used to denote
A Tem } that, alfter some short relax ation in
the time, the performer must return to the
original degree of movement,
A Tempo Giusto(It.) In strict and equal time.
Attacca, Attacca Subito (It.) Tmplies that
the performer must directly commmence the
following movement.
Barcarolie (It.) Airs sung by the Venectian
ondoliers,or boatman,
Baguta (It.) Time, the accented part of a
the bar, e
Realing Time. Marking the divisions of the
bar by means of the foot or hand,
fen (It) Well; as Ben Marcato (It) well
marked,
Rene Placito. () At will
Ris (Latin,) Twice.
Bravura (It.)An air requiring great spivit and
voluhility of exceution,

Breye, note twiee the length of a sentibreve,
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seldom used in modern muste. ;

Brillante (It.and Fr.) An expression mdicatinﬁ
a showy and sparkling style of music.

Brio (1t With brillianey and spirit.

Burlesco. (It.) With comie and even far .
cieal humor, i

Calcando. (It.) Pressing upon, hurrying
the time.

Cadence. A close in melody or harmony.An
ornamental or extemporaneous passage in
troduced at the close of a song or plece of musice.

Calando: (It.) Gradually diminishing in tone
and quickness;becoming softergslowerbydegrees.

Calore (It.) With much warmth and
animation,

Cantabile  (1t.) Tmplies a graceful and
singing style. :

Cantando  (It.) In a singing manner,

Cappella alle (It.) In the church style.

Capo (It.) The beginning.

Capriccio () A faneciful and frregular
speeies of composition.

Cavatina (It.) An air of two movements or parts.
occasionally preceded by a recitative.

Chasse  (Fe) In the hunting style.

Chord. A combination of several sounds.
forming harmony.

Chromatic. Proceeding by semitones.

Cleffs. Characters used to detenuine the
name and pitch of the notes; they are of
three Kinds; treble.tenor, and bass.

Coda () A few bars added to the close
of a ecomposition.

Colla Parte (1t)) Iwmplies that the accompan-
ist must follow the principal part in re-
gard to time.

Con (It.) With: as con espressione, with
expression; con brie, with brillianey and
spirit.

Con Afflizione (It.) With alfliction.distress.

Concertante (It.) As duo concertante, a
duet in which each part is alternately prin-
cipal and subordinate.

Concerto (It) A composition intended to

display the pbwors of some particularin -

strumnient, with aceoimpaniments.
Concert-Stuck (German)) A concerted pieee.
Concord.An agreealle combination of sounds.
Caen Diligenza (It.) With discretion.
Doleerza (1) With sweetness.
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Con Dolore (1G) Mournfully, with grief
and pathos,
Grazia (It.) With grace.
= Gusto Gustoso  It.) With taste.
.2t Moaoto . (ll-) In an aditated style; with
spirit.
= Spirito (It.) With quickness and spirit.

Contretemps  (Fr.) Syncopation, :

Crescendo Cres (It.) With a gradually
incereasing quantity of tone.

Da (It.) By.

Da Caypo D.C. (1t.) ¥From the beginning.
An expression which is often written at the

end of a4 movement. to indicate that the per
former must return to and finish with the
first strain.

Dal (1t.) By:asDal Segno.from the sign; a
mwark of repetition.

Deciso (1t.) With decision, boldness.

Decreseendo  (It.) Gradually decreasing in
quartity of tone.

Delicato | (It) Delicately.

Delicatamente

Deutsche Flgte (German) A German flute.

Diatonic (G reek) Naturally; that is,accord-
ing to the degrees of the major or minor

scale, or by tones and semitones only,

Diminuendo Dim (It.) This term im -
plies that the quantity of the tone must
be diminishea gradually.

Di Molto (It.) An expression which serves
to augment the signification of the word
to which it is added;as allegro di molto,

very quick,

Dissonance; - An 1ntcr\'.-xlmc.-hor.¢l displeasing
to theear,

Divertimento(lt,) A short, light composi.
tion, written in a familiar and pleasing
style.

Divertissement (Fr.) A composition of a
light, pleasing style,

Dolee or Dol. (It.) TImplies a soft, sweet
style of performance.

Doleezza or Con Dolcezza (It) With
sweetness and sofltness.

Doleissimo (It.) With extreme sweetness.

Doiente, Con Dolore.or Con Duaolo (1t.)
Sorrowfully,

Dalorese (It.) Indicates a solt and
pathetie style.

Double Tong ucing. A mode of articulating

]
quick notes,

T

Duo  (1t.) A composition for two instruments.

F, (Ed. Tne Italian eonjunction; as flute ¢
violin,

Elegante (It.) With elegance.

Embouchure (Fr.) The mouth-hole of the
flute.

Energico, Con Encrgin orEnergicamente (i
With energy.

Enharmonic. One of the ancient genera: a
scale which proceeds by quarter notes

Espressivo,or Con Espressione (It.)  With
expression,

Estinte, Estinto (It.) Becoming extinet. dying
away in regard to time and tone,

Extravaganza (It.) Extravagant and wild.

as to composition and performance.

Emphasis. A particular stress or marhked
accent on any note, generally indicated by —-.

N.or sf

Expression. A performer is said to play with,
expression when he carefully observes the
various modifications of forte and piano,

legato and staccato,®c. &c.

Fanfare (Fr.) A trumpet tune.

Fantasia (It.) A composition in which the
author gives free seo-l;‘e tohis ideas without
regard to those systematic and symmetrical
ideas whichregulate other compositions.

Fiero (It,) In a bold and energetic manner.

Finale The last movement,

Fine (It.) The end.

Flautato Flautando(lt.) With a flute-like
tone, ~

Flauting (It.) An octave-flute,

Flauto (It.) A flute.

Flauto Piccalo (Ir.) A oetave-Tlhate or

flageolet,

Flauto Traverso (It.) The German f{lute,

Flute- A - Bee (Fr.) An English {lute.

Flautista (It.) A performeron the {lute,

Flebile (It.) In a mournful style,

Forte or For or simply Jf' (1) Loua

Fortissimo or [ (It Very loud.

Forzando, Forz or U= Linplies that the
note is to Pe marked with particular empha-
-sis or foree, ,

Fuoco. con  (It.) With intense animation,

Furioso. con furie (It.) With lirve,

Furore, con (It.) With fary,

Giocosamente or Giocos (1t.) Humorous Iy

with sportiveness,




trlissando lina gliding manner,

firaces, (ecasional embellishments.sometimes
indicated by the composer, sometimes sponta -
neously introduced by the performer. The
tmost important of these are the appogéiatura,
the turmand the shake,

Grandiose (It) In a grand and elevated style.

Grave, A very slow and solemn movement. also

a lowy piteh in the scale of sounds.

Graziosamente irazioso or Con Grazia (1t)
In a {lowing and graceful style.,

(G rowp. An asscumiblage of several short notes
tied todether,

Gusto Gustoso or Con Gusto (1i)With
taste,

Huarmony, The union or combination of
several sounds.

11 (It.)  The

Liinpeto (It) With impetuosity,

Lmnpetuosoor Con fmmpetuosita (It) Tm -
petnonuslty.

In (It) as:in temgio, in time.

I nnocente, Innoceniamete (ll.) In an art.
less and simple style.

dnterval, Tie distance or dif lerence of pitch,
between two  notes.

ITontonation. The arvt of producing musieal
sounds,

I ntrada (ll.)‘ A short introductory

Introduzione’ movement,

I8lesso  (I.) The same: as istesso tempo,

the same time.

Hey - Nole.Anote to which a series of other sub -

ordinate notes bears a distinet relation.

Klappe (Gcrman.) A key belonging to any wind

instrument. {

La Chasse (Fr.) piece of music in the hunting

siyle.

Lagrimoeso (It) In a mournful style.

Larghetio  (It) Indicates a time slow and
measured in its movement, but less so than
Largo.

Largo (It) A very slow and solemn degree
of movement.

Leading - Nole. The seventh note of a scale
of any key, when at the distance of a
semitone below the key-note. :

Ledger-Lines, Thoese temporary lines

which are occasionally drawn above or
- helow the stave.

Legate (1t) In a smooth and counected
mannes.
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Legatissimo (It.) Exceedingly smooth and
connected,

Leggierissimeo  (It.)With the utmost lightness
and facikty. :

Leggiero,or Con Leggierezza With
lichtness and facility of execution.

Lenteur avee (Fr) With slowness,

Lentando It. With inereasing slowness.

Lentement (Fr)

Lento  (It)

L’ Istesso Tempo (lt.) In the same time
as the previous movement,

Lugubre (It.) Mournfully, sadly.

Lusingando (It.) Soothingly, persuasively,

Ma But:as Allegro ma non troppo, quick,
but not too much so.

Maestos (It)With majestic and dignified
expression.

Malincolia (It.) In a melancholy style.

Mancando (It.) Indicates a gradual de -
crease in the quantity of tone.

Marcato (It.) In a marked and emphatie style.

Marcia (It) A march,

Marziale (1t.) In a wmartial style.

;’ll(*l(tl{.',‘?!(ﬁ‘r.) A composition founded on
several favorite alis: a medldy.

} In slow time,

Meno or Men. () Less: as meno mossos
less quick; meno forte, less loud; meno piano.
somewhat softer,meno vivo.with less spirit.

Mesto (It. Mournfully, sadly.

Mestoso  (It.) Sadly, pensively.

Methode (Fr.) A treatise or book of in -
structions,

Metroncme  (Fr) An instrument for indi -
cating the exact time of a musical picee,
by means of a pendulum, which may he

 shortened or lengthened at pleasure.

Mezzo (It.) In a middling degree or man -
ner: as mezzo forte. vather loud.mezzo
piano.rather soft.

Mezza Voce (It) With moderation as to tone;
rather soft than loud,

Mode rato (It) With a moderate degdree of
quickness.

Modulation., A change of key-

Muaolto (lt.) Very, extremely:as molto
allegro, very quick; molto adagio. ex -
tremely slow,

Morcean (Fr.) A picece or musieal com .
position of any Kind.

Moaordente (Te.) A beat or transient shake.
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Morendo (It) Gradually subsiding in redard
to tone and time, ;

Mosso (1t) Movemwent: as pin mosso, with
more movement, guicker: micno MWOSso:
slower.

Motive (it) The prineipal subject of a
wusical composition,

Molo or con motodt) With agitation.
anxiously,

Nobilimente (1t) With nobleness, grandeur,

Nocturne (§r) See Notturno,

Non (It) An adverb of negation., generally
associated with troppo: as mon troppo

presto, not too fast,

Nonetlo (It) A composition in nine parts,

Non Tanto. (It) Neot too much:; moderately:
as allegro non tanto,moderately quick,

Notalion. The art of representing musical
sounds and their various modifications by
mnotes. signs  d-ec. p

Note Sensible (Fy) he leading note of the
scale, or that note of the scale which is‘sit
uiated a semitone below the key-note,

Notturno (It) A composition suitable for
evening recereation, from its eleganceand
; lichtness of character,

Obligato or Obligatli (1t) A part or parts
of a composition indispensable to its
Just performance,

Oclave An imorv.-nl"oi'_fht notes,

Oletlo (1t) A composition in eight parts,

Passing Notes Notes foreignto the harmony.

Passionatla or Con Passione  (I1t) 1m-

- passioned,

Patetico (It) Pathetically,

Pathetique  (Fr) Pathetic.

Pastorale (It) Asoflt and rural movement,

Pause A character which increases the
duration of a note./ S\ ‘

Perdendo or Perdendosi dim’n of tone 8 mov't,

Period A complete musical sentenee,

Pesante  (It) Impressively.

Phrase A portion of a nmmsical sentence,

Piacere (1t) With pleasure in regard to time,

Piacevole (It) In a pleasing style,

Pianissimo orPP 1) Extremely soft

Piano or P (ot Soft.

LFietoso (1t) Compassionately

Picfero (t) A fife,

Piu (1) An adverbd of augmentation:as
piu presto,quicker; piu lento, slower,

Plantive (It) Expressively.

Flus (Fr) More, as plus anime, with
greater animation,
Poco (It) A Little,or rather:as poco presto,
rather guick: pueo piano.rather sofft,
Pogdgiato (It) Impressive,
Polacea (1) A national Polish dance,,
Po!umu‘.w} in ;‘ time.
Portamento (It) A gliding from one note
to another,
Potpowuri (Fr) A eapriceio or fantasia from
favorite Airs.
Preludio (Iit) A prelude or introductory
movement.
Premiere (Fi-) First, as premiere fois,
first time,
Prestissimo (It) The most rapid degree
of movement.
Presto (t) Very quiek,
Prima Vista (It) The first sight.
Prima Volta (It) Firsttime,
Primo (It) First.
Rallentando (It) A gradual diminuation in
the movement, ;
Rans des Vaches Alirs played by the Swiss
mountaineers.
Rapido (It) Rapidly.
Recitativo (It) A musical deelamation.
Rhythm The metre of melody.
Rh!/‘m'zando, Ri:y?)rzufo, rinf or ryf (It
With additional tone and emphasis.
Ritardando (It) A gradual slackening of
the time.
Ritenente (It) A deerease in the movement
Romanza (It) A simple and elegant melody
Rondecanuw (Fr) A Rondo or ecomposition of
severil strains or members, at the end of
cach of which the first gart or subject
is repeated, :
Rondino or Rondolefta (1t) A short Rondo,
Roulade (¥r) A division or rapid {light of
notes. :
Rubato ) as Teny. . Rubato a style of play-.
ing, in which some notes are held Ionger
“than their value, and others shortened,
so that the time shall be complete in the
aggredate.
e sse (Fr) Russian. as'a 1a Russe, in the
Russian style,
Scherzando (1t) In a Light and sportive
manner,
Nedolteo (It) With freedom and distinetness.,

Seconda (It) Secondo The second.
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Segno or 5} (It.) A signg as al segno,
réturn to the sign; dal segno, repeat
from the sidn. .

Segue, Seguita (1t,) Now foliows, or
as follows.

SNewni Latin, Half: as semitone; halfl a tone, gc.

Semplice  (It,) With simplivity.

Sewipre  (It.) Sempre forie, always loud.

Senlimento It. With feeling.

Nenza  (It) Without: senza replica, without
{eeling,

Sepleito  (It.) A Septet or picce for seven
instruments.

.\;l‘pfual'. A composition for seven instruments.

Serioso (It.) 1a a serious style,

Sestetto (It A voeal or instrumental composition.

for six parts.
,\'f'.rlunr(ll.} A composition lor six instruments.
Nforzato .':]'(It.) Implies that a particular
note is to be played with emphasis and force.

Siciliana (It.) A movement of a slow character

in f; time,

Sientando (1t A gradual diminuation in the time

of the movement.

Sinanioso (It.) With fury-

Smorzando (It,)A gradual decrease as to tone.

Soave (It.) Ina soft and delicate manner,

Solo  (It.) Alone.

Sonata (It.) A composition consisting of several
L Iovenents.

Sons Pleins  (Fr.) /Terms which indicate that
the notes must wust be blown with a very
full, round tone. .

SNostenuto (It.) Sustained., continuous in regard
to tone.

Solfto Voce  (It,) In an undertone.

Spirito  Con Spirito 1t With spirit.

Spirituoso (1t,) With great spirit.

Staceato (It,) This term implies that the
notes are to be played distinet, short, and
detached from each other,

SNtave. 'The five parallel lines on which the
notes are placed.

Strepitoso (1t,)In a neoisy, boisterous manner.

Stringendo  (It.) Aceelerating the degree of
movement,

Subito  (1t.) Quickly; as volti subite, turn
over quickly.

Syncopation., Commecting the last note of

one bar to the first note of the next. so as

to form but one note of a duration equal to

hoth; a false or inverted accent.

Tacel (Lalill .) A word which il:nplies that
during a movement some particularin -
strument is to be silent: as flauto tacet,
the [lute is not to play.

Panto (It.) Net too much.

T'emea (It)) A subject or theme,

T'empo comodo. ( It.) In a convenient

degdree of movement.

Tempo or a tempa (It.) In time.

Tempo Giusto (It) Instriet time,

Tempo Primo (It.) In the first or
original time.

Tempo Rubato (It.) See Rubato.

Teneramente or ConT'enerezza  'Ten -
derly.

Tenuto, Ten (It.) Implies that a note must
be sustained the full time.

Terzetto (It.) A short piece for three instru.
ments,

Theme (Fr.) See Tema,

Trio (It) A piece for three instruments.
This term also Implicé a second move -
ment to a minuet, ge. which always
leads back to a repetition of the first mov-'t.

Triplet, A group of three notes arising
from the division of a note into three
parts of the next inferior duration,

Tutla Forza It. With the utmost vehe-
mence, as loud as possible,

Teutti (It.) All. A term used to point out
passages where all the instruments arve
to be introduced.

Un (It.) as Un Poco a little,

Veloce or ConVelocita Tt. In a vapidtime.

"

This term is somctimes used to signily
that a particeular passage is to be play
ed as quick as possible.
Velorissimo (It.) With extreme rapidity,
Vigoroso (l!.) Boldly, viZorously,
Vivace (It.) With briskness and animation,
Viveoissimo (IL) With extreme vivaciiy,
Villanelle  (It.) An old rustic dance accom-
" panied with singing,
‘olta (It.) Time of playing a movement: as
prima veltas the first time of playing. se-
conda volta; the second time. xe.

Volii Subito orb. ¥, Turn over quickiy,
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