E. Wagner
Foundation to Flute Playing, an Elementary Method, Part 1

THEOBALD BOEHM

THEOBALD BOEHM was born in Munich, Germany,
on April 9th, 1794, In his youth he was quite delicate,
but through the lung exercise which he derived from
plaving the flute, he eventually became possessed of
unusual strength. Being of a mechanical as well as
an artistic frame of mind, he realized in his ecarly
yvouth that the flute was a very imperfect instrument,
and he devoted most of his time to its improvement.
At sixteen years of age, he made a flute for his own
use, and at eighteen he held the position of first fAutist
at a theatre in Munich. In about 1828, Bochm es-
tablisted a factory for the manufacture of flutes.
These instruments werc still of the old style, but their
mechanism was considerably improved. After almost
twenty years of toil and study, the new system instru-
nment, universally known as the Boehm Flute, was
given to the world in 1847,

Theobald Bochm's name will always be a houschold
word among flutists. He died in 1881 at the age of
eighty-seven years.

INTRODUCTION

In writing this book, my idea was simply to provide
a method for beginners, which would progress sys-
tematically by slow degrees, thus giving the student
an oppertunity of acquiring a selid foundation. There
arc many wonderful flute methods published, some
of which go too far beyond the capabilitics of the
student, after the first few pages. I have tried to
make this book precisely what its name implics
a Foundation, pure and simple.

The excrrises are explained in detail, and the student
who is not within reach of a competeni teacher, should
find this work easy to comprehend. 1 have wied to
write the lessons as though I were giving them per-
sonally to each student. Every effort has been made
to make the cxercises pleasing and melodious, so as
{0 increase the student's interest with cach lesson.

Those who have mastered these cxercises, and have
profited by the advice and suggestions given, will
have a goed foundation upon which to build, and
there is 1o reason why they should not become excel-
lent players. This book should scrve as a fine prep-
ation for the other standard and more advanced
methods.

H this work will start flutists on the proper path,
I will be happy in the thought that its mission has
been accomplished,

Ernest F. WAGNER
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POSITION

When practicing, always stand, if at ail possible,
Stand erect and expand the chest.

Keep the right elbow higher than the left. The
left elbow should not be too close to the body.
The position should be free and comfortable.

Stand before a mirror when practicing, in order
to correct any faulty position.

Avoid any centortions of the face, A normal
eondition is fo be desired.

The cheeks should not be puffed out. This ig
a very common fault, and one which adds nothing
to the ease of playing.

The player who puffs out his cheeks loses the
muscular control of his lips, and his articulation
will become impaired,
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POSITION «-- Continued

Do not lift the fingers too high or keep them be kept in the same place, viz., under the first
too stiff. Let thema bend naturally over the and second fingers.
keys. Endeavor to secure a position of perfect
The thumb of the right hand should always repose.
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THE FLUTE

Adjustment and Care

The flute consists of three parts; the head-joint, the middle-
joint, and the 1ail- or foot-joint. On the head-joint there are
no keys, but at the upper ead is the blow-hole, or embouchure,
through which the sound is prodoced. On the middle- and
tail-joints are the keys by which the insirument is played.

To put the flute together properly, place the upper end of
the middle-joint between the thumb and forefinger of (he
left hand, take the tail-piece by its lower end, and, with a
gentle turn, slide the tail-joint on to the lower cork end of
the middle-joint 1o the position in which the little finger of
the right hand will fall directly on the D24 key. To adjust
ihe head-joiat, retain the same position of the middie-joint
in the hollow of the thumhb of the left hand, and with the
right hand gently turn the head-joint into the position where
the blow-hole ar embouchure is in a direct line with the keys
of the middle-joint. The exact position of the blow-hole
cannot be uniform, but must he determined by the individ ual,
Some can produce a better tone by having it stightlv turned
out, others by having it slightly turned in. This is caused by
the different formations of the lips, and the position of the
head while playing,

Take the fiute apart the same way it was put together.
After playing, dry out each joint with a soft piece of silk
wrapped around a thin cleaning stick, which comes with the
purchase of most futes. To keep the keys bright, wipe the
perspiration from them: with the piece of silk before putting
the instrument away.

For hygicnic reasons, never allow anyone to wse vyour
finte.

The bearings and delicate parts of vour instrument cannot
waork well forever without attention now and then. A little
oil should be used frequenitly.

It is not essential to pull out the stopper which islocated in
the head-joint each time the instrument is wiped, but if you
are accustomed to doing it, be carefut that it is properly
replaced.

The stopper in the head-joint should not be tampered
with., Tt will be found in its proper place if the frst, second
and third D can be preduced in perfecr tune,

It is best ta have a mark on the projecting end of the cork-
screw, that one may always place the cork exactly at the cor-
rect distance, 17 millimeters {about 11-16 of an inch} from
the center of the blow-hole.

How to Practice

Set aside a regular time {or practice each day if possible.

Do not attempr too much at first, and do not get dis-
couraged if the first lessons prove tiresome and monotonous.

In striking tones, especiaily in rapid execution, the fingers
and the tongue must work simuitaneously.

Play all music exactly as written.

Practice in such a manner that you can play without ap-
parent effort, and can derive pleasure from it.

Do not practice too long at one time. Too much or too
strenuous practice is as harmfut as too little. Use discretion.
Always cease practicing when the lips begin to grow tired.
Do not try to practice for an hour or more at a stretch. It
is often an impossibitity, and always does more harm than
good, When the lips are in gonod condition, do not tire or
strain them. Rest every little while, Playing when the lips
are tired weakens them, and is to be avoided whenever

possible, Fifteen minutes of correct practice is more beneficial
than {our hours of carelessniss.

Do not spend too much time on high tones; too much of
this sort of practice weakens the lips materially.

What to Practice

Practice whatever may be pecessary and what you are
not familiar with, Do not neglect the remote keys.

Practice sustained tones for ten or fifieen minutes each
day. This strengthens the lips, and greatly improves the
quality of tene. Nothing in the way of praciice is more
imporiant,

Do not sacrifice tone for technique. A good tone is a
perfurmer’s most valuable asset.

Do not fail to practice all sorts of exercises and scales,
and do not give up untit they are completely mastered.

Give particular attention fo quality of tone, also to siyvie
of performance and to phrasing.

Avoid the “tremolo’™ or “vibrate” style of playving, See
that your tone i3 absolutely rlear and pure.

Transposition

Learn to transpase. This is a positive necessity for pro-
fessionals, and is very convenient and desirable for amateurs.
It ghould not be studied, however, until the pupil has a fair
knowledge of the rudiments of music, and is beyond the first
slages of playing.

Fingering

The fingerings given in this method are exactly as they
were given to the writer by the late Carl Wehner, who was
a pupil of Boehm himself. There are many methods which
give different fingerings for the quick passages, such as taking
the F# in the frst space and on the fifth line with the middle
finger of the right band, and the high F# with the third
finger of the right hand, also the use of the double B Key
in playing in flat keys.

I have always found it expedient to teach the correct
fingering at first, in order to develop all the fingers. After
one is able to play fairly well, he will soon discover which is
the easiest and simplest way {o play certain passages,

The Crutch (or Bridge)

The use of the crutch is a marter of personal taste, Most
players of the closed G# flute do not use it, while almost all
who play the open G§ flute find that it has its advantages,
especially when playing in the upper register. It is usually
weil for heginners to use the crutch, as it affords a certain
suppert for the Jeft hand.

Open and Closed G# Key

There has always been more or less controversy regarding
the merits of the open and closed G§ key. The flute with the
closed G# key was first made to enable the players of the
old or Meyer system flute to change over to the Boehm
system without altering the fingering for the G#, as all the
otd flutes were made with the closed G¥ kev.

Boehm, in his book, “The Flute and Flute Playing,"” gives
many reasons for his preference for the open G¥ flute, the
principal one being that all the.fingers of the left hand are
used for closing the keys, while on the closed G# flute, the
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little finger is used to open the G# key, cansing a contrary
motion for that finger. Another reason is that, scientificajly,
the open G# flute is more perfect.

The high Ek on the closed G# flute is usually thin in quality
and inclined to be somewhat too sharp in pitch, The writer
prefers the open G¥ flute. However, there are more closed
G4 flutes in use than the other, and some ol the most promin-
ent players use them for one reascn or another.

Whether the studeat plays the open or the closed G flute,
it matters not as far as the music for the instrument is can-
cerncd. All the music in this book can be used to advantage
on instruments of elther system, The charts give the finger-
ing for both flutes, and the student should study the fingering
very conscientiously,

Breathing

Breathe through the mouth. Take hreath according to
the length of ‘phrase (o be played.
Bo 5ot 1ry to play as much as possible on one breath,

Tuning

A small hreath will sustain quite a long phrase, so do not
inhale more breath than is needed.

Never start 1e play together with seme other instrument
or instruments before tuning carefully.

Ne wind instruments, whether reed or brass, are perfectly
in tune; hut they can be regulated, and the bad places
humaored, i the performer bas a geod ear and a fairly sirong
lips.

Train your car and you will have little difficulty in playing
well in tune.

The embouchure is not always the same, and the head-
joint must be drawn accordingly.

Heat and cold have opposite effects on the instrument.
When the flute is cold, it is Hat; when warm, it is sharp,

Time

Always bear in mind thar rhythm 15 the most important
{zctor in music.

To play in perfect chythm it is essential to give all notes
their proper time-value,

Without rhythm, there is no music.

Practice your exercises slowly at first, in order to play the
correct notes. Alter you have mastered the notes, begin to
play in the proper tempo, which is generally indicated by
some suitable Italian word.

Do not count or keep time by moving the body or the {eet.
That is a very bad habirt.

Counting must be done mentally.

You must think as you play.

Before Playing

Be sure that the instrument is in perfect condition before
commencing to play.

Always be sure of the key in which you are to play. Re-
member that there is a vast difference between F and G,
for example, especially in the fingering.

Always see that the instrument is properly tuned to the
pitch of the plane, violin or other instrument which is to be
used at the same time.

Refore starting to play, always look the music over well
and figure out how vou are going to count and divide the beats.

Do not play directly after cating a heavy meal. Give the
food time to digest,

b
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General Preliminary Advice

No lesson in this work will be quite as important as the
first, and it is on just such fundamental exercises as these
that the student often spends too little time. Tt is a serious
mistake to try to build the foundation toe quickly. Each
individual exercise should be well within ane's grasp before
the next one is attempted. It is not to be expected that the
student will be able fo control his tones immediately at the
start, Some players acquire the “knack’ of striking the tones
very quickly, others take longer, but in the end may get
it just as well. [t is not necessary for the student to learn an
cntire lesson each day. Take plenty of tdme and get one
exercise perfect before the neat is attempted.

If one learns to attack his notes and to sustain them
properly at the start, he will have little or no trouble in the
future, provided he continues his studies systematically and
conscientiously. Ieep the lips closed as much as possible
at all times. Raise the flute to the lips, not directly to the
blow-hole but a few inches below, draw it to the right until
the lips are in pesition, and be careful not to cover more than
balf of the blow-hole. Do vot {feel around with the tongue
for the blow-hole as it 1s an unnecessary and unsightly habit,
With a little practice in drawing the {lute in position as ex-
plained above, you will soon acquire o perfect position.

Keep the lips closed and pronounce the syllable “Tu'" as
yvou would in the word tune, and the lips will voluntarily open
sufficiently to produce the sound. Be sure there is enough
tension at the corners of the mouth to keep control of the
tone, Opening the lips too far will mean loss of control and
cause the tone to drop in pitch and become flat.

Afrer you have learned to produce the first note, C, Jock
in a mirror and see that all Bngers of both hands are in their
proper position. Play it over and over again until vou get
it well under contrel and can play it with a clear fone.

Additional Advice

Above all, secure a good instrument and a compelent in-
structor. Although perhaps a trifle more expensive at the
outset, it will prove much more economical in the end.

If you have not a musical dictonary, you should secure
one. It is a real necessity.

Ensemble plaving—duos, trios, orchestra and band practice
—-is exceedingly beneficial, and should be indulged in when-
ever possible.

Orchestra playing is generally hetter for the student than
band, as the latter is apt to be too strenuous, and tene quality
is sacrificed for power.

Hear good music, especially when rendered by cminent
performers on different instruments. Embrace every op-
portunity of hearing great singers, and imitate their style
af performance as much as possible.

Aim for the highesi in music—do not be satisfied with
anything mediocre,

By conscientious practice, the student will ultimately
master all difficalijes.

Advancement can only be made by carefu! study and
practice.

It is not good to attempt too much at one time.

Nothing is too easy to practice

1t benefits even advanced players to play the simplest
kinds of exercises.

All kinds of exercises are heneficial,
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Rudiments of Music

Music is the art of combining sounds in a manner agreeable to the ear.

It is divided into two parts: Melody and Harmony.

Melody is a combination of sounds which, by their elevation,duration and sue-
cession, serve to form atune.

Harmony is another combination of sounds which, by their simultaneous union,
serve to form chords.

The Signs used to represent sound are called Notes.

The five lines upon which notes are written are called the Staff,

The Staff consists of five lines and four spaces.

Extra lines are used above and below the staff. They are called Ledger Lines.

Seven letters of the alphabet are used to designate the notes; they are C-D-E-
F-G-A-B.

At the beginning of each lire of music you will find the Clef Sign ($)

The Clef is used to determine the position and pitch of the scale. This clef is
called the G or Treble Clef. It shows where G is,thereby giving place to the other
notes. The sign crosses the second line“G” four times.

There are other. clefs, but they are not used in Flute musiec.

There are seven natural tones in music, to which is added aneighthtone,which
however, is only a repetition of the first tone an octave higher,

When the notes are written in the Treble Clef, the names of the lines and spac-
es are as follows:——

LINES

shl Line

r 1
4% Line
3 Line
2nd Line
15t Line ry

o

._
E G B D F

SPACES

ath s ’ [ i
L Bpace
3rd :‘-Eace d
2l s yn00
150 Bpaee 7 r 2

® F A C E

The notes that can be written on the staff are not enough to enable us to indi-
cate all the tones that are within the range and compass of the Flute. For this rea-
son, it becomesnecessary to go heyond the staff, and. use what are termed‘Ledger
Lines and Spaces.”

LEDGER NOTES

3
o p Tt
3ol il el mallie Sl el sl
o £ T == F
P ——
Y —
O

C D GABOCDEUZFGAUDBZC
The distance between two notes is called“interval®

0
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NOTES RESTS
There are seven characters which de- There are seven characters that de-
termine the value of notes. note the value of rests.
whole note — 4 beats or counts. w» whole rest — 4 beats or counts.

half rest — 2 beats or counts.
quarter rest—1 beat or count.
eighth rest— -%beat or count

half note — 2 beats or counts,
quarter note— 1 beat or count.

eighth note — % beat.

sixteenth note— sixteenth rest~-

thirty-second note— thirty-second rest--

sixty-fourth note—

~teyy ~tee e e 2 )

sixty-fourth rest—

A Rest is a character used to indicate
silence, or a temporary suspension of sounds.

SHARPS, FLATS, NATURALS ETC.

The Sharp () raises the note half a tone.

The Flat (b) lowers the note half a tone.

The Natural (§) restores the note which has been changed by the # or b to its form-
er position.

The Double Sharp (¥) raises a note a half tone higher than the simple ($would raise
it. In other words, it raises the note a whole tone.

The Double Flat (b} sinks a note a half tone lower than the simple () would lower
it,~in other words, a whole fone,

Always after the Clef, we must look for the Signature, or key, in which we are to play.

The word Signature signifies a certain number of sharps or flats placed imme-
diately after the clef.

Either sharps or flats found after the Clef as Signature, influence the notes placec
on the same degree, or at the upper or lower octave, during the whole of a piece of music
unless a natural comes accidentally to suspend their effect.

If a sharp or flat is written in any bar without being designated at the beginning
(in the Signature), such sharp or flat is called an “Accidental”, and holds good only for
the bar in which it is written. If this sign is to be contradicted, in said bar, a “natural”
must be placed before the aote in question.

MEASURES AND BARS

Musical Composition is divided into equal poriions,— called Measures or Bars, by
short lines drawn across the siaff which are also called Bars.

A double Bar is placed at the end of each strain of music.

Measures are divided into equal parts called “beats”

All music does not begin with a perfect or full bar. The {first bar may be imper-
fect and contain what is known as “start notes” There may be one or more of such start
notes.bﬂowever, the first and last bars of a strain, or of a complete piece,mustiogether form
a full bar,

TIME MARKS

Immediately after the signature comes the Time Mark.

There are various kinds of time marks, but those most frequently used are,44- %-% and 4.

There are many other time marks, such as; %- 32-94- 64-38-9%-124,¢tc, etc, but in this
book, only the simpler forms will be used.

The upper figure (numerator) indicates the number of notes of a given kind in the
measure.

The lower figure (denominator) shows the kind of notes, taken as the unit of measure

Time refers to the number of beats to the measure,

Tempo indicates the rapidity of the beats.

The two are often confounded.

7
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SIGNS MOST FREQUENTLY USED

* A Dot placed after a note or rest prolongs its value by half. d-would be the same
as MJ A second or third dot prolongs the time value of the dot immediately preceding

it by half. a‘--.would be the same as J\_ﬂd'___Jlﬁ

~— Lenuto. This line when placed over or under a note signifies that the tone should
be well sustained, for its full value.

A\ or \J Hold or Pause, placed over or under a note or rest indicates an indefinite
prolongation of its time value, at the performer’s discretion.

E———

I=-=——l Repeat. This sign signifies that the division between the dotted double bars
is to be repeated.

2 Breatking mark. A sign which indicates where breath may be taken.

~—~ S8lur or Tie. This sign indicates that when two or more notes are joined by it,
they are to be played in a smooth and connected manner{Legato). If the notes so joined

are on the same degree of the staff they are held over as one note.
~==—"_""_ ('rescendon, increasing in loudness, by degrees.

==~ Jecrescendo, growing softer by degrees.

A Sforzato, marked or sudden emphasis.

s B TrizZ, the rapid alternation of a principal note with a higher auxiliary,
{major or minor second abovel

& Turn or Grupetto, a melodic grace consisting in what may be termed the typi-
cal form (the direct turn), of four notes, a principal note {twice struck} with its high-
er and lower auxiliary {the major and minor second above and below, each struck
once.}

M.M. # 260 Hetronome mark, a mark often set at the beginning of a composition for
exactly indicating its tempo. The o: 60 means, that the time ¥alue of one quarter note
is equal to one pendulum-beat with the slider set at 60. With the slider set at 60,
the pendulum makes one beat per second. M. M. actually stands for “Maelzel’s Metro-
nome] named after its inventor, Maelzel, of Vienna. The Metronome is much used by
beginners and sftudents, for learning to play strictly in time and in timing their prac-
tice.

J - Forte, means loud, strong.

ﬁ‘ﬁorti&sz‘ma, means very loud.

mf- Mezzo-forte, half loud.

P — Piano, soft,

PP— pienissimo, very soft.

D C— Da Capo, from the beginning.

DS — Dat Segno, repeat from the sign,
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1St T.esson
ATTACK

i Wagner

Keep D§ key open with little finger of right hand for all exercises on this page.

1. C
. Q__Cg}lnt 1234 1234 1454 -1&&_ _1z34 1234 __1_J’L_%V£___ 1234 1384
{ L] L&} - [ % ] L. L% ] L [ W ]
LI .
® Al keys open except first key marked 1 for first finger, left hand.
2. B
; 1234 1234

-

Close single B key with thumb of left hand. It is usually found to icft on open G flute, to the righi on
closed G flute.

. A
ACount 1234 1234 1234 ) o
S SE—— :
_[\\j {j'_ L& ] B [ % ] -__ - 18 = L% ] [ W T H
)

Leaving first finger and thumb down, close key marked 2 with second finger of left hand.

4.
G :
¥ - - - _— ‘
s e - [ © <
Leaving down the fingers that are already down, close keys marked 8 and 4 with third and feurth fingers
of left hand on open G§ flute, and only key marked 3 with third finger on closed Gf flute.
b.
C B A G A B C
\“"B A% = £ = ¥ = = [ % ] - o —
b T~
‘While counting measure rest, take fingering for next note. Always be sure position is correct. Faulty pos -
ition and bad habits are easily acquired at first and difficult to remedy later.
G.
G B A C B G G
- = L...) Ay L. | & - k.| [ @ ] ﬂ
) ri = - 1} -~ 0
o This exercise includes all notes previously practiced.
G A B C B A s B C
—wr —at — . L% 1 - — L L1 L = -’_'_“{H
-, Wl e L % ] ngad Bt 4 ¥ pr—— =
=t o =7
From G to C, ascending arid descending.
8, ¢ A B G A C B G c
%ﬁ:ﬂ .. ... _— - | - 1T L¥ L — - —
i L% ] — = [ & ] =

el I
®  This exercise is a trifle more difficult because the notes are in a different rotation. Always think ahead
for the fingering of the next note.

9
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ond 1 esson

ATTACK

, C B A

Counti284 % 1285 9 1232 Y G s DF % G s A Y B 1 C

| o — b [ % ] = =y . | % ) £ 5.3 1
2QJ 1 Clase key No.1 for right hand, in addition to those already down for the left. .
i C Y A Y B 929G 9 A+ F 2966 % A 1y B s+ G C
gﬁt::l- S S ¥ T — b 2 o = H
3# G 9B %A sC 9B G A yF G B YA G ¢
et e e
ry,
%, 0 3B 3A 9B 7A 96 3 F 3G 1A 3G 9A 9B 3 C
Oy (% ] o roy TE roy %) O ‘r—-ﬂ
)
5. C yC1A3C$sBYB1G1BrArA*TFr2A3B 1B G sBC

o’ 5y 532 s LT = ——1——1 %Y X % ) s £ = > “—H
U —_— 18

31d T,esson
ATTACK
1 C B A
*aCount1234 % 1235 % 1234 9 G 9 F sa2E s F 9 G » A s B 9 C
g{jﬁ - —© Ly - e — e ©» p— e — J
®  2) Close key No. 2 with second finger of right hand.
B C 9A 3B 3G %A 9F 5G 9E »F A 3G 3B 3C
#\_‘fiﬁ—‘,—‘“——() -— = [ - - o - i 3 o ) i3 _l
;‘} [ ¥ Q L 1 I
3. G 9F *E +F 996G A G 9E s F A G 9B s
§=3 > L % ) = W ] — i¥ < P L% 2 E L% 2 — ﬂ
B

. Countcizaé‘}égiﬂizBB& 31(%349 A A G aEq Y A 'JF_ALa B an_ C
%{5 ST g e ot a be t et o O e ==
)
B. A B BG A AF G GE F AF A BG B C :
%’; o A 5] S X T, S ] - - % IF—I © 2
%u | Jiﬁ’_ 5‘—? x I 4
6, ¢ A BG A F GE FE F A GB C "ﬂ
e e = F
% ¢ G BF AE G FD GE AF BG C
te=—t e

!
3) Put down $rd finger of right hand and raise #th finger from D§ key.

10
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4h T.esson

ATTACK
1.
C s+ D » C s D  C » D » C » D s ¢
roh S . = A" R, ¥ | i —X¥ o L ] —» Iy ‘ﬂ
oy
¥ This exercise introduces D in the second register. Close all keys that are open for C and raise fingers
2 that are down for D. D§ key always opexn for C, but closed for D,

C D E D C E D C D E C
#?‘::‘:6__‘_ LS ) PN o [ %) o —_ o X¥F n
X —‘Jﬁ—ﬂ

®) This exercise introduces E in the second register. Same fingering as low E. Slightly more lip pressure
3 from now on.
y C D E F E D F E D C
# P — LY ._,._h.___o_,—n__.-._“__,_(‘_ T O — - Ty — -
& qF il o e [ W i ﬂ
i r.. T —d
LA ~H
© This exercise introduces F in the second register. Same fingering as low F.
&. C D E ¥ & ¥ E D F E GG F E D C
P [ 4] O —% i e
oy L% J F pli L% ] O el L% ) — [ %] P
ﬁ {a} - ] 7 = el L %] ﬂ
©) This exercise introduces G in the second register. Same fingering as low G.
5.
= i e e e e R e e =
_l‘ 10 L | 9 — _Lal [ ] g_ £ 1 b1 L 11
\iJJ I o) g_ . = g ]l i | | I | — 1
These exercises in half notes include all notes previously practiced.
6'
R e S e S S £ E 1
'} T i 7 I . T I T
7. Whole and half notes.
o . .
e e e e e e e B e Ly o ot
trr—< p — & = .1-——6 - f_ i i
o o b e
8.
# i - H= Ty ST rom 1 = ?"""ﬁ _F-~r;:ﬂ
h, "W - | . - 9_ | g L |
Lt g1 ] i - [ [ 5 I 1 1
.J ! l l J 1 1 [ T
9.
ﬂ } 4 :
e o = e e e B t I ] ==

1 1
This exercise is somewhat longer. Do not tire the lips — rest when necessary.
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1. Wagner  loundation 1o I'lute Plaving, an lllementary Method, Parl 1

5th I.esson

ATTACK

1. n Scale of G

——% L% 3

i‘" Py 1 ¥
i Fa L 4 ] —
h W huilad

£
L ] o
-

3 — ¥
&3

e

Refer to p. %, “Sharps, Flate, Naturals, etc.)’ and consult chart for fingering of F§.

" w Arpeggio of G

) »

¢
¢
v
¢

¢

LY
2
=
A o 3 %
oy b, W)

Fa — e
s 4

¢

3. Whole notes, half nofes and half rests
‘! # | | 1 1
T y 1 1 1
{e C——= F i —- S— ?"__‘i_‘:lﬁ' 5{ 2ot
L | } [
%11 w7 f"‘? 3 Jl_ | T i n'
—= s e e Z e
*£ — +— = —e ,, & F-i 4
e
& Quarter notes
y Count1 2 3 4 12 34 123 4 1z 34
#:g Iz B ‘j_ - et _ aJ!_ - W_QJ_-_W =
S z i - RS
b i I 1
oy 4 A T p— 11 M— S R 1 - 11
T § I E ! 1 11 T T 1
|2
) L — bl [ ’ ’ ’ ’
= —— e Hit L Bl R
o F. ] el T 1] [ 1
| I L4 | | | I I | 1| I 11 E '! L1 1 | ‘_E
o L vttt T bl '
Attention to intonation of E | which is inclined to be a trifle flut on Boehm flutes,
,'”*“_“ ? ? ? i ‘1‘ |
e R T IR T R e S ——1
AN . I A L T =l '| i i = - IT_i =
6. Scale exercise
e : : Fﬁb:ﬁﬁ; I t
| 11 — T m:ﬂ:&jﬂ
L 1 | 1 1 L | N 1 Ll | i 1 | 11 1
@) LI P T 1 ! T T
i
i | | [l
| T | > —
y B £ i o e = ! —
} L | 1 1 —t } .
¢ Full value to rests.
= — 1 I
) | +——- — — 1 — 1 — i |P_'t
LN P | 1T | 11 ] X 1
») 1 i T 1
8.
, 1. ] 1
1 | i | 1 A 1 1 1 1 1 11 1 1 !! L
™ 3

j T T ' N '
o Intervals of the third between first and second notes of meas, 1 -6.
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1. Wagner  loundalion 1o Flute Plaving, an Iilementary Method, Part 1

6th T.esson

ATTACK
1. | Scale of C, range two actaves o o -
t— 1o tots “"3133‘)“’ q
-~ h B S [ & T
: . P
Low C with all fingers down, fourth finger of right hand on C and C§ keys instead of D key.
Arpeggio of C, range two octaves o -
O
{1 = % L8 ] [ %] s — g
o © =~ ©

Scale exercise

1 1 4 L 3
T —t1 ] { - I - I PR B 1—‘1_;
"

@d:lﬂb?‘-" @g‘%-“ ol

%, Scale exercise, upper octave

et poel petfor

:
:

[ I

;
|
%
:
;

) ] 1

-

UJ’ i 1 - 1
Introducing method of eounting eighth notes

€. (:f(\ur'lt‘ll 2and3 4and

L. -
b ot Bt “.,,mwm i
1T 4
e Miﬂ‘_‘ﬂ"‘“‘d‘ ! - ) T O O S O 0 s A

-
C
I
|
I

I F I | 1T 1 1
ry | T ¥ e | Tl il
e pe 2 Pws v |
f ! I e e I ]EI ] ——— ] I S B P I
S - e
Play staccato and very evenly
7. il 3

———— R I

» f—
5 r-Lels? ' = -
= = et
o
o BLUE BELLS OF SCOTLAKD . .
. o " ? =
4 - fp o e i el »
o ESESS s ie ot e e
S £ 1 - 7 = F A P | }
L2
b= - b -
FeRr R, ol el il e
! SESs=Ss == = s
— - — - L N St
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1. Wagner lioundation o lute Plaving, an Lilementary Method, Pari |

7th T.esson
ATTACK

1. Scale of D

o
Ao = . — ===

¢

@

¢

L X o ot

2. Arpeggio of D

$

= S '
7 % ] X ¥ L )

1
1
o o = o ¥ . X —

3. Quadruple rhythm

ﬁﬂ&mﬂzs& e e -
& e L e s e L L

1 ] i

. —

1
hal L. | 1 | T, | I I |
T T u

iR

et
-
-

1]

1 1 —t 1

1 |
[} v LI T

Triple rhythm

Counti 2 3 1 2 3 12 3 o _’.’
ettt ey
‘J L :_ ! 1 II : _i_ I 1 1

- . ) o
ﬁ#—o—Ff——Fﬁz—'—i—e"!";:% = ===
D3 t—t+—+ -+ — ' : —1

Eighths and quarters in triple rhythm
‘4 4Count1 2 3 1t 2 3 > . »
%—#ﬁf e s e Tt TP e
o = 1 — — ! =N e I T J

g I I—IH__ ——foy— 1
111 — + 1T B et = 1 = } }
{i’ b L ] IIIl 1 : F 'm li liH i U
6 Quarters, eighths and dotted halves
4 Counti 2 3 4l 1 | e : 1 | ... i

1
A

M = Lo -

| i
] I ) I | o I E— Aa
) A e pne e B e A 1 y - —

" Quarters and eighths in duple rhythm

Count, P 1 a -
-

7
J

¥ 5 o  — =

Y - — = = —

= ??'m{g—ﬁgﬁéﬁﬁzﬂ«j




i Wagner

and 8th degrees of the scale.

sth 1,esson

INTRODUCTORY

A scale consists of eight consecutive notes {technically called degrees, counting from any note
toits octave) separated by intervals of whole-tones (major seconds) and half-tones (minor seconds).
Counting upward in the major scales the half-tones are between the 8rd and 4th and the 7th

Ioundation to Iute Playing. an lementary Method. Part |

CONSTRUCTION OF SCALES

There are twenty-four scales in common use, one major and one minor for each of the twelve
divisions of the octave, Of the seven intervals in each scale two are half-tones and the rest are

whole-tones.

Scale of C Major

Degrees: 1%t ond grd 4tk 5th gth th gth
A I— Tane | Tone l Semitone I Tone I Tone | Tane I Semitone I
L % ] T — |
—ae > Ty s -
3] = o -
Scale of C Major, descending
Degrees: sth wth gth 5th 4th grd and 15t
[Semitone | Tone | Tone I Tone [Scmitone I Tone I Tone l
[ % ] 3
L%V ik 3 18 o
Py, o e -
Scale of F Major
Degrees: 15t 2nd ard 4th 5th eth wth sth
l Tone I Tone l Semitone | Tone l Tone l Tune l b‘t:mitonel
7= —
'J; [ % ] L ;
Scale of G Major
Degrees: 18t and gid 4th 5th sth yth gth
| Tone | Tone ] Semitone ' Tone | Tone I Tone ..J.. Bemitone _‘L
= [ % 3 _—
é S ) = — ﬂ
e
Scale of Bb Major
Degrees:  1st and grd 4th sth 6th yth gth
I Tone | Tone | Remitone | Tone I Tone 1 Tone | Semitone |
-© 2
a— —
[ W ]

L
e

E &
M —
© [ % ]




15 Wagner  Foundation 1o Flute Playving, an lilementary Method, Part 1

oth 1 esson

Seale of D, range two octaves ATTACK

4 For higher notes, less opening of lips, and slightly more pressure at corpers of mouth, o
’ -

#{—% S =
= - L& ] —
L ~ Is% s LY ~*
™ [ %) . Fa™ h ] ——
T —r

1% = ™
oy ¥

=
ot
I
y
L]

2. . Arpeggio of D, range two octaves - o

e & =
%LL _{_. [ & ] 2 — L5 L 1
) £ - % * T
3. Attentjon to change of fingering from C§ to D. -0 g s L°
| e o n PE,p LRk FroF T
- 1 } i 1 1 ) I LY ) |
—1 L 1 i 1 1 Ji- JIL -E JI_ — ! — 1 ! - &+
T ——1— e '  —
4. £ £ o -
gt FEELEEE fret rort oops T
ke, 1 1 i | 1 1 L1 [ T 1 1
-~ m— — s . — 1
Q, 1
4 FEps S e e o o e B e 2 t :
RN 1 I | | 1 1 1 ?ﬂ:i‘_‘_-i_ - !
o) 1 1 [ - S
3.
m‘f——p\'—\'—‘f" 1t i Y
R e e e e e e S S S S S
L 2 ’ 1
.
ﬁ% },._ }.:_— 1.:“? }t - _}t f : = : s P e — ,T_‘%
. M 1 W H 1 1 1] i 1 I
\i‘)l_l | — {_ e |r _%_ i b
10th Tesson
ATTACK
1 Scale of ¥, range two octaves o
‘ C 1t chart for higher notes. - 3
n Qrsn ar T g T NoOLes. . o - O ﬁ —_c—.: == —
F ) [ & ) <> AL -
L W = L& > %
e
2. Arpeggio of F, range two octayes & = o
L FiEd i} — — [ % ] _-H
¥ L W 1R L 1 —h
- 10 L & T
w (Ascending, lower lip forward)
3.ﬁ H } | ] ]
|- i e e e ! i e
i —H_ I i_ | — ; } I " { E i E ]IL —
L),

%
»
.LHL$
i

3
»
e
....1,.’
19
T
T
_'__h
|

]|

li:. p il - - 'y B -
efT el FrE , a0 £ E o ot TRle o
13 1 !_I 1 Hf 1 :F_:IP:‘_IF I 1 H i _}_i_ L | S | 1 : i kt
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I Wagner  Loundation o Flule Playing. an Ilementary Method. Part |

11th T esson

DOTTED QUARTER NOTES FOLLOWED BY EIGHTHS

This is a rhythmic figure that is often incorrectly played. Since the dot increases the value ofa
note by half, the dotted quarter has the value of a quarter plus an eighth. Therefore it takes a count
and a haif; the following eighth occupies the other half count.

1 Comnt1 2and8 4 and 1 2and8 3 apd

N =
- a2 -‘.;j#'_ - )% -._1""F‘L‘H_ = . ~+—h— = —
] I I L] TiT S kr%—rl >
19 I ) s af P = |
2. Count t 2 and 1 2 and
E;_ . b, ] . i . N
1 L) N — 1 | E % Y 1 13 1 1%
. _5_5-# | - i i _‘f j‘} F _JF r 4 I. —i . .]. ;- % Jf—wk—
'Y ‘ 1
- * -
#- g I £ e o — B o
T i 1 1 7 ] 13 1 i 7 i y 1
1 7 ] 1 y i I = 1

oA

ﬂ_-

-

Ul

-r] . h

I

i

I

1 ] O
— 2
2B
o m- ‘F '.'._Iq - 'F' i— "T"."
;H_ ‘V 1 i F I % ) » ﬁ 1 - 4 —ﬂ
{ - I T A It — N
9 == ==
% .
. . il
] L ’i"h J!T = . &
- o= - 0 e q; —— I_T ) Pt F o
L i "J }_ _Ivll {V} ]L_ T — _“\
y 1 rr—r—t— — 1
» ’ Py .
P L P e, £ e X o Bpay
) T 7 7 —17 71 CR— ) 0 'F""M‘F- } Y
i ) A ¥ — A ¥ } : T = j
f 1 T —t7+1 : p3
AT I 12 203 S o . i ¢
L2
5. ' .
- . . = e . . - .
ﬁ PRI z T e ] o
NI ¥ — + - —~— 7t
Y] —F —i
-~
;! # .- - * ™ »- £_® )
—p 71 >—1 1 Al y - 5 i g
[ | r r__ L =~ i L %
:‘J +— x Y | —) i i ;
| : : : :
e, —3 == ——1
SEESSEL S e == == * =S|




12th I.esson

loundation (@ Iute Playing. an llementary Method. Part 1

I\, Wagner

THE SLURY

=

Minor seconds in C (All the intervals will be found in the 61 st lesson.)

st

T

1.

et

]

———
)
I
!
r

|
1
Y

F

Tl

—
o)

—
b
1
L

to a higher note, contract lips.

Ry ]
Wl
]
Av

\

T =
(] 5
HE
Qe

p=y w..lm

[,

Fur”l

:

£
"
L

]

(i
N w:
T8

=]

p,_ m
o L)

||
ol

p._ m
o a

(lll] |2
e

*

p-

Seconds in C

Fulf]
!
|
1

TR

i

o

P ¥

)

F i)
L )

Y
[ F..Y
LD

Fa")
e

o]

L
i
|

)
£
1

)

Thirds in C

3.

m T a e
oL f

af Y

o Sy
”

el Pl

L ol
=4
1

-
1

W oamid
i

rd

I anibd
i

L

Lo’

F il

]

o)

] ~ ™

T~

H

dil]

7

Pl

e —

Fourths in F

b.

—J
L W]

o)

e/

1

~ #

Study in D

6.

gue (attacked) and connected with all other notes under or over

¥

the same slur.

iF. ]

DFirst note is struck with the ton
This style of playing is called Zegefo.

W] .

o/
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Count1 28 4 28

lioundation 1o I'lute Plaving, an llementary Method, Part 1

18th T.esson
THE SLUR
(Varied articulations)

=
< . 1 | gail Fl #f.“\ ]
13 ;&#'_ i I #?‘ |} 1 I [ ﬁ
(A I I & p —HT 1 —1
.}' : | - { T : ; : ‘ _} | : i 1 5 ! - .: 13 1 JI
D,Count1 2 8 4 1 2 8 & —_ . )
e X - - . -~ ~ o .
s inp s st® pffi o P£Pep Flese .. .
E——=r 1 1 ; I I —t e o 5=
g ———=H
‘ "
K '. -
. — o . | 1 -l . _/-_F ‘F‘ R ol T ]

: e : e : 7
AL t I ] i iL i ] i — &0 ; i i t £
L] e
3. Count1 2 3 1t 2 8

1 L | L ; 1 H %_I 1 ——m
: — = ! —g ; I o 1‘- e o —AJF-P-'T |_:_:|9+F
- — — - et t a
— e —
2’ L2 & > & N N e
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* —— ——+ T+ I 1 — 1 ] _F—.?"'F
T . - e L o - | 1 3 1 1 r.
) o i P —
Z.Count1 28456 12345 6 e
F £ ) T T 1 T v ﬁﬁi Ir':'_".?""."'""""-".__f]——‘

Qe e e e o

S A~ s

.

IS TLIDCY e Wy W e o T T
7 T | T I S v = r—— X
£ e iy = —o
e‘ 1 | B T | S I N | g1 ! "T
D,
Count 13 84 and 12 34
ﬁ - JI 0 . Y "“\‘ - JI_

e LY
7= 5 oS | = . Y.
37— ﬂ ?' = ? . J - o r_r_ ! \—i"_ ——5 \!_.
L) ———

T
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& T 8 = e e T~y W ——

| | k] 1 | 1 | Sl ) |1 3 o

1 ?‘ 1 T I [ T v Fi | ._ ’L [ X
1 T - —— =i t ¢
] e o k

=0

Count g gnd 1

Y . =" — - — ,
e e s=== B ==
R — | 1 i i1 — 1 i—1 1 ! —T i — o
- I — - 1 1 N g— | I 1 I .
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g ' ?- 'F-.. l‘_-‘\F F‘ , ""‘_“\1 Iy m
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15 Wagner  Loundalion 1o I'lute Plaving, an lilementary Method, Part 1

14th I esson

SIMPLE- TONGUING EXERCISES

These exercises are to be played very staccato in strict time, always attacking each unslurred
note separately. Practice slowly at first, then gradually increase the speed.

-4 e » -r.rl I i E t fﬁ?‘.’ o
S Y [ R eSS IEE TS|
B r l = ! —+—
— N B % . /T: g g :é"
- 'tL’;" f' F]" 2 gr' 'rp-'_f* i
i 1 —T 1 —1 I I I I I —
hS ——1 1 ——1— - . — '1
o) | 1 I +
2. - " . 'y
2L _»

o e m1- a2 g -~ " .- - =
e . = e e e s
e

Ze 2.9 o 2o » 29 & s o
_gree oPE= FPe, EoF Peo, eBf p.., ltf P.E
=t = ' SR
[y,
3.

Gy
2|
;
s
EE

4, » ela
y 3 % — :-ﬂ_t - L&
1 t _F— = _‘Fl 1 ] { 7" + = _.r = _IF. 1 "“
i = > -
@! E I i 1 1 1 T Ir_i + . ] 1 I'} 1 L ] E lﬂ

e |
5- - ——" .! 2 -
= S ] ar
oy o? - !"'1'—7! feo = 5
i SiE=== R = ; 3 =
L._--LJ
. -
; » I} bt g il i 3 oy
& 2 ‘EL_._—"_’t'_ — £
| ' | X
-1 - 1. 1 L

20
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15th T.esson

loundation o Flute Playing. an lementary Method. Part 1

SLURRING AND TONGUING

(Varied Articulations)

1. Pronounce the syllable¥“tn” very distinctly. .
Y N L yﬁ i . e o § T
- ; ]!_ I ; : i 1 | 1 1 - i
Y e o WU I e = e
i
— f t—t— R I — i — 1 FZ
5 = e
R. — e b 3
. k.- P - o -
feotfulfof of »f L S =
} i : =

\ e .
%# === e CEe e e 2 F
‘ n i — 1 I&
_— S
L2
Large commas show breathing places. —
3. o T . cafb P e pf o2, . ’
e e e e s e e For
yr x| ! ) L i 1 1 : 1
o) T — ' ! =
Je— ﬂ_p_ - . ﬂ' " - . .
“ ‘_E { l- ‘I —I i onnll IO 1 |‘_'; - l
G i e e
O COME ALL YE FAITHFUL a
4 EPE A A E e o e
| § L WV | 3 I — JI —H I I ; i } : 1:_
- | | i T
L T L3 al
Faln
_2 y _"_-"""'\ ,,--—-..
) ’ FE Fe o 'sp 0 o 9 i e
P e = £ s =
_{:J? i _}_ Fi i H 1
—— o T - ,1
p##-?--l'-# 7 e » e P
P i e v s } — a —1r
ﬁ)’
5. e ¥ * o ;\\ -..:—\ .-..t
- o A o a W s o ool o L o
L
£ 5 . o~ e, SN L
AELE EEes freofess foi, o
= — I — o s e
e !

21




2. Wagner  l'oundation 1o I'lute Plaving, an Illementary Method, Part 1

16th T.esson
MISCELLANEQUS SLURRING EXERCISES

1. Count g i

i
N N S = .
dptreer e
. ] " —_— — ————
First count € in a measure, then increase the speed and count 2 in a measure, playng 3 notes to each count.

o
l ) ——
Loef Eef or f.s o>
e e — 37— = : =
AN ¥ .4 oo H
L2  M——
r— .
——— - /——-._.' — /ﬂ'—-\ 1‘-—-\
B - i —3 ] i I T B £
5 i e — —
R. Count 4 P i\ A e FafFafts rpfifaf,
2% £ e fArsfs (efafafe
e e S e =t =
In measure 7 open the D} key with 4th finger of right hand for every note except D,
f 3
Tl DE W E T T I T N P 1
==t S=iEsEs=so—iso===-o= T
o —— Sy —— S ——— — 1 S R S By e y o
o
3. Count 1 2

%&#—ﬁ#fr#”? e e ”“ﬁ

»

)
%
i)
R

Coun
4, t 4 2 =
-' i e T
e “‘-._.__: e — ~ - A

N--_-'/L ‘\--..._/
Finger Db same as C§. (Meas. 9)
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3

-i:-?\\‘ —_— [ 1 | '

% ._"'-E'
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17th T.esson

lioundation 1o I'lute Plaving, an llementary Method, Part 1

Wagner

b

SYNCOPATION

when the usual accent is displaced. It results from tying unaccented notes to

, or from placing long notes between short ones in a single measure.
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)
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2. Wagner  l'oundation 1o I'lute Plaving, an Illementary Method, Part 1

18th T esson

STACCATO TONGUING

4. Practice slowly at first.

ﬂcountj 2 3 & L e + e m e s aw . - ".'.‘ '.""'__M ........
"””"m O R O L I O
] 1_::_:_|_1_l; I}'_LJ L_{.__JI_ 111 ! — . g S — | : !_I|

GRESSssdasast

. '....I\II-..'
|%-.Ovoruc’“'“ ."." - .'.-.aa---.--Jil(
| I T | Lt 1
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3. Count 1 3 3 i
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19th T,esson

ol it o

e

£t

I'oundation o IMlute Playing. an Nlemeniary Method. Part 1

s
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pep 2 2fom,

b

1

P

STACCATO EXERCISES IN & TIME

i Wagner
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2

- 1
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e e e

£
ST

1

2

128458

1

T

oPllLe Lotfs, oo

[

o L

Count }

1.

8

2

1

gpuapppe Lo,

A
A AO_ _._n. P L““J ..hl %_:..Ju_/ F.wf tl.,.
LYIN ol ST W "y ™
I T oL
% w o o Y shll 8 N
_ . . h
N _ #g i M 4 ¢
pe ¢/
W " 19 P_:_E_ m.ri Ll 4
= . of S s BY
L 1 b (i
| $H 1 Wil W 'yl b
oIl "l i
1.. iy 'Y * 9 1 L AN #-
MTI _ il ssf Y4 4 "
: SV o o
& i1 AL
1L o
| %1 lem_ o h_al © qiﬁ il
¢ J] ™ g N Y
I ' A ¢ “ : ¢
.4 " mﬁ. .Jllj L o L M |
i Hu s E .m f_li i
i .% : 11 T " 4!
i - S . R ST 4
) il E . T Y ‘
1 s | . <t willl  «
H- “_.ﬂ.r. « .l a*. AMI e f m .H ‘_
i -l - H awlfil w
) 1 1 o I ( ()
. - ol | !.rn ,m . u
L 1 c4ll o] ® ol "l
tﬁ- 2w 'l - L1 ol
uil ° ol ) L SIR o |WH ¥4 ol
L m n % B i o 4/
| 49] _1 hw 7 M.y
o LN e ° TN ke ]

Count

A m=—saecot
%&:&

o.
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20th 1 esson

MISCELLANEOUS EXERCISES

(in G Major)
- 0 0 o
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(in F Major)
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MISCELLANEQUS EXERCISES
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Twenty-second Lesson

MISCELLANEOUS EXERCISES
(In D Major)

This lesson in D major will include the second and third octaves, The
high BjY in the third octave should not be too difficult for the pupil to master
at this time. But since the fingering for the third octave is rather complicated,
it will of necessity require more practice time to reach perfection, Look at
the fingering chart to be absolutely sure the fingering is correect.

No.1 is the D major scale up to the high B in the third octave,

No.2 1sthe chord of D major up to high A in all three octaves.

No. 3 is a short exercise in 44 or common time, which includes eve-
ry note of the D major scale up to high G.

No.4 is an exercise in 34 time, with sixteenth notes, which will be
very beneficial if practiced slowly at first and gradually increasing the
tempo.

No.5 is a more difficult exercise in 2/4 time, sixteenth notes. If the
scale and chord have been practiced sufficiently it should not be too difficult.
The pupil should bear in mind that there is no short cut to perfection, which
can only be acquired by diligent and intelligent study.
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MISCELLANEOUS EXERCISES

(in D Major)
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Twenty-third Lesson

DOTTED EIGHTHS FOLLOWED BY SIXTEENTHS

In a previous lesson, the exercises were similar to these, only they
were written in dotted quarter notes followed by eighths,

These exercises are on the dotted eighth note followed by sixteenths.

It is not necessary to go into detail regarding each exercise, as the
same explanation will apply to all.

It is important that all the notes of the same denomination should
have the same value.

The sixteenth notes should be short and precise and should be
played as though they belonged to the note that follows; that is, they
should be pushed on to the following note, as it were.

This sort of exercise must sound very snappy and full of life. Play
smoothly and lightly.

These exercises require an uneven stroke of the tongue and are
quite difficult to play fast.

In order to play them so that they will sound well, much careful
practice will be necessary,
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DOTTED EIGHTHS FOLLOWED BY SIXTEENTHS
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Twenty-fourth Lesson
STACCATO EXERCISES IN SIXTEENTH NOTES

A good staccato is very necessary to flutists. Both single and double tongu-
ing are used. Double tonguing will be dealt with later on. These exercises are all
meant to be played with single tonguing.

No.1 is in %time. Key of G Major. Should be played very short and snap.
py and with good rhythm.

No. 2 is in 34 time. Key of D Major. Count three beats to each bar. The
eighth notes must be played short, but be careful and not hurry them. Keep per-
fect time, so that the last bar is no slower or faster than the first. A good plan is
to play these exercises with aMetronome’] incteasing the tempo gradually, In the
fourth bar, G§ occurs for the first time, Consult the chart for the correct fingering.

No. 3 is in %4 time. Key of F Major. The first four notes form the leading
tones or up-beat. Notice that the rhythm is exactly opposite from exercise 1 in that
the two sixteenths come ahead of the eighths in most instances,

No.4 is in 2/4 time. Key of Bb Major, and is perhaps the most difficult exer-
cise in this lesson. It will be necessary to take breath very quickly so that the rhy-
thm will not be broken, The tongue and fingers must move simultaneously.
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24 th T,esson

STACCATO EXERCISES IN SIXTEENTH NOTES
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o5l T.esson
MISCELLANEOUS EXERCISES

(in Bb Major)

Consult chart for fingering of high Eb and Bb
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1) The high Bb is usually a trifle low. Correct it by increasing pressure at the corners of the mouth , and

Pushing the lower lip forward.
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(in Eb Major)
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27th Tesson

MISCELLANEOUS EXERCISES

(in A Major)

Be careful not to overblow C#.
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28th T esson

MISCELLANEOUS EXERCISES
(in E Major)

Consult chart for fingering of C§ and D4,
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Twenty-ninth Lesson

MISCELLANEQUS EXERCISES
(In AbMajor)

No.1 is the scale of A} major

No. 2 is the chord of Ab major,

No.8 is an exercise in 44 time. Play staccato and very slowly at first. Study
carefully and be careful not to over-blow the instrument, which is rather a common
fault with beginners. Try to acquire a clear full tone, in which lies the real beauty of
the instrument.

No.4 is in 34 time and should be played in strict time, Do not hurry the slurred
notes, but give them the same value as the staccato notes.

No.b is in % time. Three notes slurred and one staccato.

No.6 is a scale exercise in 44 time. Take notice of the different slurrings.

No.7 is also a scale exercise in 24 time, sixteenth notes. Eight notes to each
bar are slurred. After this exercise has been carefully practiced, the pupil will find
it easy enough to play it with one breath.
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Thirtieth Lesson

SIXTEENTH NOTES FOLLOWED BY DOTTED EIGHTHS

This is a form of rhythm that appears very frequently, especially in Scottish
Songs. Ii is also very characteristic of Hungarian Music. Most players perform this
style of music in a jerky and disconnected manner, and it rarely sounds as it was in-
tended to. It is in reality a sort of syncepation, and must be played with much care and
considerable taste.

No.1 is a short exercise which is intended to acquaint the pupil with this pecu-
liar style of rhythm. The student must be careful to get the sixteenth notes precisely
on the beat or count, not a second before or after. This is tremendously important.
The sixteenth note must be played rather quickly and very lightly. The dotted eighth
notes must be given full value. Do not emphasize the sixieenths.

No. 2 is a famous Scotch Song which almost everybody knows. It is a very pretly
melody. It starts with a dotted eighth note followed by a sixteenth. The student must care-
fully observe each group and notice whether there is a sixteenth followed by an eighth, or
vice versa. This is an important ilem. Smoothness of style is very essential. Give all dotted
notes good value, and be sure to get the proper notes on the count.

The same rules apply to the third, fourth and fifth exercises.
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SIXTEENTH NOTES FOLLOWED BY DOTTED EIGHTHS
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Thirty-first Lesson

SCALE STUDIES

This lesson is a scale study in the Key of C,ascending and decending, and
should be conscientiously studied. It is well to remember that the playing of
scales is the foundation of the technical or mechanical branch of flute playing.

After the pupil has mastered the entire major and minor scales, he will have
accomplished a great deal, and will progress more rapidly as a consequence,

Play this scale slowly at first and gradually increase the speed,and see that
the tone is clear and round. Begin rather softly and make a crescendo (===} tothe
higher note in each group of four bars, and a decrescendo {===) to the lowest note
as marked, This is the natural manner of playing the flute as well as other wind in-
struments.

The flutist should know every scale perfectly and be able to play them from
memory.

Do not force or over-blow the high notes. They require only slightly more
breath, but sufficient pressure at the corners of the mouth.
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31th Lesson

SCALE STUDIES
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320d T esson
SCALE STUDIES

G (See chart for fingering of F§ and note different fingering for the high one.)
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SCALE STUDIES

|

%é
;
9
3
i)

\
‘%
.
;
:




Il Wagner

l'oundation o Ilule Playing. an Nlementary Method. Part 1
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SCALE STUDIES
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Thirty - sixth Lesson
TRIPLETS

When the figure “2” is placed over or under three notes, it denotes that they are
to be played in the time of two smaller notes not so marked. Very often, however, the
figure “3” 1s omitted, but it is an easy matter to figure out whether a tripleti is intend-
ed or not.

The figure“#™ placed over or under a group of notes, denotes that they are of the
value of four smaller notes not so marked. This is called a double triplet.

The figures 5, 7, 9, 70 and upwards are sometimes employed under the same circum-
stances. These are called groups.

No. %1 is in ‘% time., The triplet comes on the first beat of each bar. Remember
that each triplel must contain three even notes, and that the three notes of the trip-
let come on one beat. Count as indicated.

No.2 is in 44 time, and contains a triplet on each beat of the first three bars.
Be sure to count the rests and Zive them their full value.

Nos. 3 and 4 are also in % time and are to be played in the same manner as the
preceding exercise. The time is very simple, four beats to each bar and on each beat
three notes or a triplet.

No.5 is in % time. Play slowly at first counting four eighths to each bar. The
first triplet on the first count, the second triplet on the second count, the third onthe
third count,and the eighth note on the fourth count. The three notes of the triplet
have the value of an eighth. After this has been carefully studied, begin to practice
it two in a bar. That would put the first two triplets on the first count and the remain-

ing triplet and the eighth note on the second. Master the time and fingering and even
tonguing.

48



36th Iesson

I Wagner  Foundation o ule Playing. an lemeniary Method. Part 1

TRIPLETS

2
AT
=

]

S Al I Y

1 1 F

[ 1 1| | T
T

At p
| |
..7’_;“ ..MJ .,ﬂ
% R4 ¢— _.m
Y - I
G THE ] (1] *
by il i
n #, ﬂm
) .lIL ™ ] —
L EN f
i [T A
s i 1
R 3o;w~ N
R
it i) 3mu Wc
% vii | HH
.# _.._H.. a2 Hl .n_llwf
i [
,.,_...f | ol | |—
| oY Y L1
Be ('Hi ol —
Bl ol L 18k
- s
hats o]
‘.
gy _..”f 3”___ ocul._
M -4 oL
Lu lfn__i Y
g1 YT
LT i)
| ,H Sum T
1 el A
HE )
SN N NG

i Mﬂ ]
'Y Pm u...mu,.
1 mw mt
L Y|
it I [
o] 5 g
oLl W
oM R
»
B |
f.l '.Irr, H_l
m #h i
_I.l
Piie || Y
F il | JEN
._Jl '.'.r ’.’
Y ol . W
i e, G
oL L BRI
‘o 5
f - K.
.._<L r..m_ i ™ -._...\,

reee

pprafrs

==ﬁhlﬁf++ﬂ

ErFEfrece,

b.
ﬁﬁ:iﬁ:ﬁ‘_wj}_

geer

-
.
7

é === EEEEE EEfrrq |

porppllEfe aepppfPFE

ePPEE

49



I Wagner  Loundation Lo I'lule Playimg. an llemenlary Method. Part |1

Thirty-seventh Lesson

THE CHROMATIC SCALE

No.1 is a chromatic scale.

A chromatic scale is one that proceeds entirely by half tones. The smallest in-
ferval in music is that of a half tone,

From C to C¥ is a half tone.

From C# to D is a half tone.

From D to Df is a half tone and so on.

Listen carefully and train your ear to distinguish between a whale and a half tone.
You can soon accusiom your ear to the different intervals.

Play number 1 over several times and be careful of the intonation, Listen to the
second C# and do not play it too high.

No. 2 is a chromatic scale ascending and descending. It is written in quarter notes.
Study the fingering from the chart and sece that the tongue and fingers work simultane-

ously.

Besides remembering how these chromatic scales sound, it will be beneficial to
look them over carefully and try to remember how they look on paper. In fact, try to
form a picture in your mind of all the music you play. This is the greatest aid in mem-
orizing.

These chromatic exercises should be practiced very diligently.

Nos. 3 and 4 contain more chromatic scales. Chromatic scales are the eastest to
remember in regard to intervals, for the progressions are all by half tones only.

Major and minor scales progress by both half and whole tones. There is no bet-
ter exercise for finger technique than the chromatic scale, but. unless it is correctly
practiced, no benefit can be derived.

The fingers must be quick and accurate,and must not move too quickly or too
slowly, so that each note has its proper place.

After the exercises can be played smoothly at a moderate tempo, begin to play
them faster.

In playing scales of all kinds rapidly, there is a great tendency to press the fingers
too hard on the keys. The less pressure used, the lighter and more rapid the technique will

become.
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THE CHROMATIC SCALE
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Thirty-eighth Lesson

THE CHROMATIC SCALE

No. 4 is a slurring exercise composed of triplets. Three notes
to each beat: The twelve notes in each bar are slurred. Smoothness
and evenness of fingering are essential in all these exercises.

After the pupil has studied these exercises as marked (slurred)
they may be practiced staccato.

No. 2 is an exercise in % time. Count two beats to each bar.
This exercise progresses chromatically; that is, the first note in each
bar is a half tone higher than in the preceding bar. Play very slowly,
as it is very difficult.

No. 3 is in 3/,'4, time. Count three quarters to each bar, Two
bars are played with one slur. After the pupil is sure of his finger.
ing and can play these exercises without hesitancy, he should increase
the speed.

Play as quickly as you can play smoothly and evenly_—no quicker.

No. 4 is the entire playable register of the modern flute, chromat-
ically arranged. It is not necessary for the pupil to practice this exer-
cise above high Bb. It is put in here more as an example of the pos-
siblities of the instrument.

The most important part of these exercises is to master the {in-
gering. You must be sure of every noucte and not hesitate. Play these o-
ver many times each day. They help to make the lips and fingers supple.

Good players are not developed in a few months. Be satisfied if
your improvementis steady. Let your progress be“slow but sure”

See next lesson for explanation regarding triplets.
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CHROMATIC SCALES
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Thirty - ninth Lesson
EXERCISE FOR DEVELOPING TECHNIQUE IN BOTH HANDS

In the playing of any instrument, certain exercises are important
for developing the fingers. These exercises, if practiced properly, will
prove of great benefit to the student. Some bars will be found to be
congiderably easier than others. In some instances, the fingering will
seem perfectly free and natural, while in other places it will seem
stiff and forced. It would be wise to make a complete exercise of each
bar that seems difficult. Play it over and over again. The fingers will not
limber up in a day, but through systematic practice, all difficulties will
eventually be overcome. In exercises such as these, the student must use
discretion. Devote most of the time to the troublesome bars. The fingers
must not be allowed to become stiff. Exercises of this kind, together
with the scales and chromatic exercises, should be indulged in daily.
While they may be monotonous to many players, it must not be lostsight
of that many of the exercises that are most uninteresting fo practice give
the greatest amount of benefit.
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Fortieth ILL.esson
PREPARATORY EXERCISES ON THE GRUPETTO

The next few lessons will prove of great value in studying the Grup-
etto which we will take up shortly.

You will notice that there are always three notes slurred, followed by a stac-
cato note. Play the slurred notes very evenly. Give the staccato note an ac-
cent, and separate it well from the grouped notes. Toungue it well.

Nos, 1, 2 and 3 are the same, except that they are written in different
keys.

Nos.4 and b are similar to the others, except that they are written in
sixteenth notes.

Play very slowly at first and master the fingering. Then increase the
tempo.

This form is used to a large extent in the playing of variations.

In the next lesson, the Grupetto proper will be explained.

Nos. 6 and 7 will serve to demonstrate how useful exercises of the a-
bove kind are in the playing of variations.

No.7 is a form of variation very frequently used in flute and picco-
lo solos.

No. 6. This theme is used as the national air of several countries and
is universally familiar to everybody. To us it is known as “America” The
theme itself is most simple.

No.7 is a variation on that theme.

A variation is one of a set or series of transformations of a theme
by means of harmonie, rhythmic and melodic changes and embellishments,
Play smoothly and in striet time. Do not hurry the slurred notes. Be sures
to accent the notes so marked, as they indicate the theme. Always rest when
you feel the least bit fatigued. If you have studied the first five exercises
carefully, No. 7 will be quite easy to master.
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PREPARATORY EXERCISES ON THE GRUPETTO
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Forty-first L esson

THE GRUPETTO

The Grupetto (or Turn) is indicated thus: (o)

It consists of seweral extira or grace notes. Sometimes the notes are written in
the music; at other times only designated by the sign.

The sign is placed either over or after a principal note, and consists of three
grace notes, viz,, that on the degree next above, then the degree of the principal noie,
and lastly that on the degree below, and then returning to the principal note.

Notice the first bar of Exercise No.1.

When a sharp is placed under a Turn, as in the second bar of first Exercise, the
lowest note must be made sharp.

When a flat is placed above a Turn as in the third bar, it signifies that the high-
est note must be made flat.

When sharps are placed above and below the Turn, it indicates that boththe high-
est and lowest notes must be sharpened.

A flat, double flat, sharp, double sharp, or natural placed in similar positions af-
fect the notes in like manner,

If there are no accidentals marked over or under the Turn, both the upper and low-
er grace notes must be played in accordance with the Key Signature.

The Grupetto should be played smoothly and gracefully.

The Grupetto may also be inverted, but in that case the notes are generally
written.

In exercise No.1,each bar contains a Grupetto with a different indication. Study
this carefully. This is merely an example.

In this lesson,the upper lire shows how the music is written, and the second line,
how it should be played.

Play No. 2 slowly. Count four even quarters to a bar.

In order to play in strict time,it is necessary to take from the value of onéoftle
longer notes, so as to make room for the grace notes. Therefore shorten the half note.
For instance, in the first bar, count one,two, and immediately without waiting after
ithe second count, bring in your Grupetto notes evenly but not too quickly,sothat the
G comes precisely on the third count and the quarter note C on the fourth.

In No.8,play the Grupetto immediately after the first count, so that strict rhy-
thm may be maintained.

There is no rule for the playing of Grupettos or other fancy notes. It is left to
a great extent to the judgment and good tasfe of the performer.

It would be wise to play these exercises first without the exira notes, just as
they are written on the top line; then with the extra notes.

In all the exercises of this lesson, all the notes retain their full time value, except
the first note of each bar, which is shortened a trifle so that the Grupetto may be play-
ed without interfering with the time and rhythm of the other notes in the bar,

The Grupetto is very effective and graceful when well played.

Play the Grupetto as lightly as possible, as they are not principal notes, but
merely ornamental.

There are other forms of the Grupetto, but it is not necessary or advisable to
take them up at this time.
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