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ABSTRACT 
 
This project introduces a method titled The Flutist’s MAPP (Movement Applications for 
Performance and Practice). The method extrapolates the pedagogical ideas of Emile 
Jaques-Dalcroze and incorporates them into the pedagogical process of flute specific 
technique. By examining Jaques-Dalcroze’s method of Eurhythmics, I argue that 
rhythmic education through movement, when applied to flute pedagogy, will strengthen 
students’ concepts, through whole body experience, of the rhythmic layers of inner pulse, 
fingers, breath, and articulation; time, space and energy; and ease of practice and 
performance.  
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Chapter I 

Introduction 
 

Emile Jaques-Dalcroze (1865-1950) was the professor of harmony and solfège at 

the Geneva Conservatory in the late 19th century. While there, he noticed that his students 

had difficulties hearing harmonies and performing music with rhythmic command and 

musicality. These issues are still very real today with musicians across the world. 

Dalcroze, however, had a remedy. After seeing his students’ natural movements while 

singing and listening to music, he realized that the body was very aware of the energy of 

the music. He then utilized this finding and began to teach music through movement.  

There are many aspects to playing any instrument that can overwhelm a young 

student. In the terms of the flute, not only do they learn the theory of music, but at the 

same time they also must figure out how to form an effective embouchure, perfect a 

proper hand position, build finger dexterity and coordination, and acquire a way to 

produce enough air to make a sound. Drawing from Dalcroze’s observations on the 

body’s natural movement, I, too, see issues that may be resolved if movement is brought 

to the forefront of the instrumental pedagogical process. In this study, using pedagogical 

exercises, I will argue that utilizing movement to teach flute specific techniques will 

solidify students’ overall technical prowess and aid in smart decision making while 

practicing and creating music. This document, entitled The Flutist’s MAPP, will serve as 

a supplemental recourse to any flute method book or piece of music in the flute 

repertoire.   

Who is Emile Jaques-Dalcroze? 

Emile Jaques-Dalcroze is known around the world as one of the most influential 

and innovative names in music education. As a child, Emile Jaques-Dalcroze, born 

Emile-Henri Jaques, was known to be quite happy and playful. He grew up in a large 

house in Vienna which happened to be near the local firehouse.1 This location, with the 

                                                      
1 The biographical information in this section was taken from: Irwin Spector, Rhythm and Life: The Work 
of Emile Jaques-Dalcroze (Stuyvesant, NY: Pendragon Press, 1990). 
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excitement of speeding fire trucks, outfitted firemen, and all of the commotion, 

assumedly, was prime for a child with such an evidently playful imagination, which, with 

confirmation from his canon, stuck with him throughout his life. 

Young Emile had very little musical exposure from family members; however, his 

uncle, who was also his godfather, was a successful violinist who trained in London and 

taught at the Conservatory of Lausanne. Nevertheless, Emile’s childhood in Vienna 

brought him opportunities to see live plays and hear live music. Some of these live 

performances would now be considered historic, such as a performance of Aida by Verdi 

which was conducted by the composer himself, or the weekly Sunday concerts at the 

famous Volksgarten where Johann Strauss’s younger brother, Eduard, would conduct the 

concert.2 Not only did live music have an effect on his life, but so did the plays he saw 

and the literature he read. The imaginative Emile was also known to direct his friends and 

sister, Hélène, in dramatizations of the advanced-level stories and books he had read.3 

Around this time, when he was six, Emile started to take piano lessons from a neighbor. 

And while he did enjoy playing the piano very much, he was less interested in the 

hairsplitting technical exercises and scales which were assigned to him.  

In Irwin Spector’s Biography on Dalcroze, called Rhythm and Life: The Work of 

Emile Jaques-Dalcroze, the author writes that “he [Emile] preferred to play what fleeted 

through his mind….”4 This aspect of his musical personality did not go away as time 

went on. In fact, his ability to ‘play what fleeted though his mind’ got him in trouble 

years later, after a family move to Geneva, when he added a popular tune, Du bist 

verrûckt, mein Kind5, into a Chopin Impromptu during a program where he was playing 

for the Prix de Ferney in sight reading. While his major teacher did appreciate this 

inventive playfulness, one committee member did not and stood in the way of Dalcroze 

receiving the prize.6   

                                                      
2 Spector, Rhythm and Life, 4-5.  
3 Ibid., 5.  
4 Ibid., 5. 
5 Translation as You are crazy, my child 
6 Spector, Rhythm and Life, 8. 
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Though Emile did win many prizes in his life and eventually became very 

successful, there were times where he struggled to flourish. After a move to Paris in 

1884, Gabriel Fauré refused Emile entry into his studio after being unimpressed with an 

early composition, he had an inconsistent piano studio, a song of his remained un-

debuted after a singer agreed to another engagement, and he was denied a previously 

promised position as assistant conductor of a local orchestra.7  

The truly persistent Emile, though, did not give up. In fact, during this time, he 

studied with composer Albert Lavignac, grew as a performer and composer, and met and 

developed friendships with other rising composers of the time. Even after this hard stint 

in Paris, which ended in 1886 from longing to be home once again, Spector writes that 

“as Emile approached the age of twenty-one certain personality traits seemed fixed for 

life: kindness, understanding, humor.”8  

After moving back to Geneva, Emile’s time at home did not last long. But while 

he was there he continued his work as a musician, working, much to his parent’s dismay, 

as a pianist in a spa. It was while he was working there that he received praise from Léo 

Delibes for music he was playing, which turned out not to be a composition but freely 

improvised music. This praise resonated with Emile who was soon invited to be assistant 

conductor and chorus master at the Théâtre des Nouveautés in Algiers, Algeria.9   

 

 

 

 

 

                                                      
7 Spector, Rhythm and Life, 10-11. 
8 Ibid., 12. 
9 Ibid., 12-13. 
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This career move proved to be very significant in Jaques-Dalcroze’s10 life. Emile 

did not stay in Algiers long, however. Author William R. Bauer concludes in his article 

“Radical Departure: Where did Emile Jaques get the Idea of Rhythmic Education?” that:  

we can see that his [Dalcroze] exposure to non-Western cultures in North Africa, while brief, 
transformed him, affecting his thinking about himself, about music, music education, and the 
relationship between music and culture. To an extent widely unacknowledged, Jaques-Dalcroze’s 
education “in and through music” derives from his time in Algiers, where he encountered people 
and music that shifted him away from the conventional Western model of music making as the 
instrumental performance of written or printed musical works.11  

He goes on to state the importance of understanding this time in Jaques-Dalcroze’s life 

saying that it “helps us also see why his approach has wider application, beyond the 

training of professional classical musicians—why it can serve as a tool for helping all 

people bring their innate musical gifts to fruition.”12  

 It was not long after he moved to Algiers when he was offered the Director 

position at a local Conservatory. It was this offer which prompted his move back to his 

family in Geneva. While this was an impressive offer, a friend told Jaques-Dalcroze, in a 

voice of concern and understanding of his potential, that “you will not find in this lazy 

city the means to perfect yourself in your career…return to the continent to resume your 

studies.”13  

 Just as his experiences in Algiers shaped him, so did the next chapter of Jaques-

Dalcroze’s life. After moving back to Geneva, Dalcroze decided to travel east, back to his 

childhood hometown of Vienna, to take entrance exams at the conservatory in hopes of 

being able to work with composer Anton Bruckner. It turned out, after being accepted as 

a pupil of Bruckner, that the young Jaques-Dalcroze and the famous Viennese composer 

did not much get along. He was then accepted into another studio.  

 Much like Jaques-Dalcroze’s previous ventures, his time in Vienna did not last 

long. In 1889, he moved to Paris for a second time. While in Paris, he attended the 

                                                      
10 When in Algeria, the name change from Emile-Henri Jaques to Emile Jaques-Dalcroze took place.  
11 William R. Bauer, “Radical Departure: Where did Emile Jaques get the Idea of Rhythmic Education?” 
American Dalcroze Journal 39, no. 2 (Winter 2013): 14. Accessed February 2, 2018. 
https://dalcrozeusa.org/uploads/ADJ_V39No2_EXCERPT.pdf   
12 Bauer, “Radical Departure,” 17. 
13 Emile Jaques-Dalcroze, Notes Bariolées, (Geneva: Jeheber, 1948) 20.   
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conservatory and studied with Gabriel Fauré, Léo Delibes, and Mathis Lussy. While 

Fauré and Jaques-Dalcroze remained close throughout his career, Lussy proved to be 

very influential in Jaques-Dalcroze’s life. Lussy’s book, Traité de l’expression musicale 

contained a chapter on rhythm which Jaques-Dalcroze was fond of. 14  Lussy was famous 

for being a leader in academic writing on musical expression which, of course, Jaques-

Dalcroze would also become quite in tune with. 

 It was in 1891 when Jaques-Dalcroze moved back to Geneva, for a much longer 

stay, to work with the conservatory and eventually become Professor of Harmony. While 

much of his past played a large role in the creation of his method, which has now been 

coined as Eurhythmics, it was his experience teaching at the conservatory in Geneva 

which gave him the opportunity to cultivate his ideas into a masterful educational model. 

What is Eurhythmics? 

 It may be easy, while in the course of researching Jaques-Dalcroze and his 

Eurhythmics, to become accustomed with the question of why his method began; 

however, one question which can be difficult to answer right away is what is 

Eurhythmics. An easy, common answer to this question might be: Eurhythmics is a 

method in which the whole body’s movements are used to teach music.  

In truth, however, there is no easy answer. There are seeds of definition 

throughout Jaques-Dalcroze’s writing, such as “…movement is instinctive in man and 

therefore primary. Therefore, I begin the study of music by careful and experimental 

teaching of movement.”15 Or this explanation when writing about the study of music “…a 

new system of gymnastics applied to the nervous system…”16 Or this characterization in 

question and answer form: “What makes music expressive? What gives life to 

successions of musical sounds? Movement, rhythm.”17 And this definition from a lecture 

                                                      
14 Spector, Rhythm and Life, 15-18. 
15 Emile Jaques-Dalcroze, “Rhythm as a factor in education,” in The eurhythmics of Jaques-Dalcroze 
(Rockville, MD: Wildside Press, 2007), 12. 
16 Emile Jaques-Dalcroze, “Ear Training in Musical Education,” in Rhythm, Music, and Education, trans. 
Harold F. Rubinstein (Miami, FL: HardPress Publishing, 2013) 3.  
17 Emile Jaques-Dalcroze, “Music and the Child,” in Rhythm, Music, and Education, trans. Harold F. 
Rubinstein (Miami, FL: HardPress Publishing, 2013) 75. 
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Dalcroze gave addressing the Dresden Teachers’ Association: “From many years’ 

experience of music teaching I have gradually produced a method which gives a child 

musical experiences instead of musical knowledge.”18 

Composer Frank Martin, who was close to Jaques-Dalcroze through work at the 

Dalcroze Institute, once found it easier to define Eurhythmics through what it is not, 

saying “What is la rhythmique of Jaques-Dalcroze? …It is very difficult to answer in a 

few words, or in hundreds of words. It would be far easier to explain what it is not, since 

it is virtually impossible to explain it by the usual abstraction: pedagogy, discipline, 

art.”19  

As time has gone by and as cultivation and study of Eurhythmics has been done, 

present day masters of the method have defined Eurhythmics in ways which are more 

graspable, yet some still admit the difficulty in definition. In a video on the Dalcroze 

Society of America’s website, renowned Dalcroze teacher, Lisa Parker, articulates that 

Eurhythmics is difficult to explain because it is many things. She goes on to say that “it’s 

really, basically, a connection of the body to the ear, to music. You hear music and you 

respond physically to it, and in the process of responding to what we hear, we learn.” 20 

For another, perhaps more concrete definition, Dalcroze teacher Robert Abramson once 

wrote, “Dalcroze Eurhythmics is an approach to music education based on the premise 

that rhythm is the primary element in music, and the source for all musical rhythm may 

be found in the natural rhythms of the human body.”21 

Dalcroze Eurhythmics, no matter how hard to explain, is best defined by each 

individual after experiencing it. Dalcroze once wrote, when talking about critics of his 

method, “for one does not learn to ride by reading a book on horsemanship, and 

Eurhythmics are above all a matter of personal experience.”22 Dalcroze truly understood 

                                                      
18 Emile Jaques-Dalcroze, “From the Lectures of Emile Jaques-Dalcroze,” in The Eurhythmics of Jaques-
Dalcroze (Rockville, MD: Wildside Press, 2007), 18. 
19Spector, Rhythm and Life, xi. 
20 “What is Dalcroze?,” Dalcroze Society of America, accessed January 28, 2018, 
https://dalcrozeusa.org/about-us/history.  
21 Robert M Abramson, “The Approach of Emile Jaques Dalcroze,” in Teaching Music in the Twenty-First 
Century (NJ: Prentice Hall, 2001) 40. 
22 Jaques-Dalcroze, “Rhythm as a factor in education,” 13. 
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the benefits of Eurhythmics, and so might someone else, however, no one person has the 

same experience. In “Eurhythmics for Composition,” Jaques-Dalcroze explains that his 

method can only be truly appreciated if the person is taking part with their “whole body 

and mind….”23   

Philosopher and fellow education reformer John Dewey once wrote that “every 

experience is a moving force.” It is, however, the quality of the experience that truly 

matters. Experience can be a positive moving force if it awakens curiosity and 

strengthens creativity and initiative.24     

While there were people in Dalcroze’s time, such as John Dewey, who were 

studying experience, more recent technology has made it possible for scientists to see 

what happens inside the brain when experiencing something new. In the article “Making 

Connections,” by Anthony J. Greene, the author explains that experiences cause brain 

cells to fire together which can form everlasting connections and that new experiences 

can develop further connections which add to memory.25 The technology for proving 

these findings may be new, however scientists, such as D. O. Hebb, have been 

researching the neuropsychological theory behind experience and connections since the 

mid-twentieth century. Hebb often points out that it is the repetition of action which 

create long lasting changes in the brain.26 

Why Experience Eurhythmics? 

 Jaques-Dalcroze’s new ideas for a method were exciting for some, including 

himself, but were often met with criticism. The criticisms frequently stemmed from the 

root of what Dalcroze saw as the problem across many conservatories. Students and 

teachers were often focused on technical exercises and were unwilling to introduce a new 

idea which could possibly take time away from these exercises.  

                                                      
23 Emile Jaques-Dalcroze, “Eurhythmics and Composition,” in Rhythm, Music, and Education, trans. 
Harold F. Rubinstein (Miami, FL: HardPress Publishing, 2013) 112. 
24 John Dewey, Experience and Education (NY: The Macmillan Company, 1952) 16, 31.  
25 Anthony J. Greene, “Making Connections,” Scientific American Mind 21, no. 3 (2010): 24. 
26 D. O. Hebb, The Organization of Behavior (NY: John Wiley and Sons, Inc., 1948) 62-70. 
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 With the creation of many new and innovative ideas comes a creator who 

questions. Jaques-Dalcroze was certainly one for questioning. Throughout most of his 

writing, when talking about criticism he met, he will be found arguing with an inquiry. In 

the first essay from the book Rhythm, Music, and Education, Dalcroze poses a question: 

“If, up to the present, muscular movements of hand and fingers alone have sufficed to 

create in the spirit a distinct consciousness of rhythm, what far more intense impressions 

might we not convey were we to make use of the whole organism in producing the effects 

necessary for the evocation of the motor-tactile consciousness?”27 Dalcroze goes on to 

say that, if his model was being used, students would be taught “…to not only sing, listen 

carefully, and keep time but also to move and think accurately and rhythmically.”28 

 In the book Rhythm and Movement: Applications of Dalcroze Eurhythmics, author 

Elsa Findlay makes a good argument which can be applied to the question of “why 

experience Eurhythmics?” She explains that it is great to experience Eurhythmics when 

young because “memory of a rhythmic experience persists in the muscle groups long 

after the original motor experience is past.”29 While Findlay is talking about the 

advantage of capitalizing on the spontaneous movement in children, the above quote can 

be applied to any one person no matter the age.  

Rhythm 

 When researching Jaques-Dalcroze and his method of Eurhythmics, one will 

quickly notice a trend. The word rhythm, in all forms, is found throughout and tends to be 

the focus of the writing. Jaques-Dalcroze firmly believed that “rhythm is the basis of all 

art.”30  The word Eurhythmics comes from the Greek roots “eu,” which means good, and 

“rythmos,” which means rhythm or flow.  

 The word rhythm can be difficult for people to define concisely. Furthermore, 

when looked up in a dictionary, the word rhythm has multiple meanings. It is, then, 

                                                      
27 Jaques-Dalcroze, “Ear Training in Musical Education,” 5. 
28 Ibid., 6. 
29 Elsa Findlay, Rhythm and Movement: Applications of Dalcroze Eurhythmics (Van Nuys, CA: Alfred 
Publishing CO., INC, 1971) 4. 
30 Emile Jaques-Dalcroze, “The Initiation into Rhythm,” in Rhythm, Music, and Education, trans. Harold F. 
Rubinstein (Miami, FL: HardPress Publishing, 2013) 64.  
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important to ask: what is rhythm to Jaques-Dalcroze? In “Eurhythmics and its 

Implications,” he writes that rhythm is both a spiritual and corporeal matter. He further 

illuminates his ideas on rhythm saying, “there is no rhythm which is not manifested 

physically; the rhythm of sounds, for instance, implies the rhythm of breathing or that of 

those portions of the body which are moved by a musician when playing an instrument.” 

He concludes his thoughts on the matter saying that, possibly, rhythm may not exist 

without the involvement of the power of the body.31 Some eurhythmists may argue that it 

goes farther than the body, to the power of nature.   

 Elsa Findlay starts her book, Rhythm and Movement, with a chapter titled “The 

Nature of Rhythm.” She claims, in assumable agreeance with Jaques-Dalcroze, that there 

would be no art without rhythm. She goes on to write that rhythmic phenomena 

throughout the world can help shape the study of rhythm. She points out rhythm in nature 

such as the ebb and flow of tide and the regularity of daylight. She also points to smaller 

rhythms that can be found in humanity such as a heartbeat and breathing and digestion, or 

even in our daily tasks such as walking, throwing a ball, and using a hammer.32    

  “The Initiation into Rhythm,” one of Jaques-Dalcroze’s most influential essays, 

begins with him stating what a person must possess to be completely musical. He 

articulates that it is twofold: one must possess both the consciousness of sound and the 

consciousness of bodily rhythm, including the bones, muscles, and nervous system. Both 

of these aspects of Eurhythmics are achieved by repeated experiences. For consciousness 

of sound, it is experiences of ear and voice. For consciousness of bodily movement, it is 

experiences of rhythmic movement in the whole body.33  

 The concept of the whole body is yet another theme found in the writings of 

Jaques-Dalcroze. A flutist can have perfect rhythm in their fingers while playing the 

flute, and a conductor can showcase impeccable rhythm in their arms. However, it is the 

work of the rhythm in the whole body which can drive a musician to the ideals of 

                                                      
31 Emile Jaques-Dalcroze, “Eurhythmics and its Implications,” The Musical Quarterly 16, no. 3 (1930), 
360.  
32 Findlay, Rhythm and Movement: Applications of Dalcroze Eurhythmics, 1. 
33 Emile Jaques-Dalcroze, “The Initiation into Rhythm,” 61-62. 



Texas Tech University, Samuel Hood, May 2018 

 10 

Eurhythmics. Being completely eurythmic can seem nearly impossible, however, with 

repeated experiences of Jaques-Dalcroze’s method, it seems much more attainable.   

 In a video titled “Dalcroze Eurhythmics,” renowned Eurhythmist Robert 

Abramson explains three levels of rhythm in which one can exist. As seen in the video, 

Abramson has the students simply clap along to the music he plays at the piano. The first 

musical example he plays is choppy and contains wrong notes. This is amplified when 

watching the students react to his music; the reactive clapping is just as choppy as the 

music being played. Abramson explains that the music the students heard would be 

considered arrhythmic (this is similar to how an irregular heart beat is defined as 

arrhythmic). Next, Abramson plays the same music, however this time the music is 

technically correct: there are no wrong notes being played and the rhythm is 

painstakingly accurate. Nevertheless, it is completely void of any musical direction. 

Abramson defines this type of playing as errhythmic. Lastly, he plays the same melody, 

there are no wrong notes, all the notes are in the right place, and the music has life and 

forward energy. This playing is described as eurhythmic.34    

 It was the arrhythmic and errhythmic performance of his students which made 

Jaques-Dalcroze question the state of music education and eventually prompted the 

method of Eurhythmics. Eurhythmics can be defined in this paper, with the research 

stated above, as a method of musical education with the end goal of creating musicians 

with good flow, or rhythm, which is evident in their whole body.    

  

                                                      
34 Dalcroze Eurhythmics, DVD-ROM (Chicago, IL: GIA Publications, 1992). 
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Chapter II 

The Flutist’s MAPP 

 Throughout Jaques-Dalcroze’s writing, and within the writings of his students, it 

is made quite clear that instrumental pedagogy should not take place before the study of 

Eurhythmics. He likens it to a teacher having a student draw something without 

knowledge of how to hold and operate a pencil. He points out that one skill must be 

acquired before a student is expected to use several skills at the same time.35 In his essay, 

“The Initiation into Rhythm,” Jaques Dalcroze argues: “We may remark, in passing, that 

herein lies the complete condemnation of the present method of musical tuition, which 

consists in teaching a child an instrument before his organism has a clear and distinct 

consciousness of measured and rhythmic muscular movements.” 36 With proof from the 

quote above it can be assumed that Jaques-Dalcroze would be just as displeased with the 

state of music education in America today as he was with the state of education in Europe 

in the early 20th century. In the public-school system of the US, students often learn how 

to play an instrument in the 5th or 6th grade, sometimes this happens even earlier with 

elementary schools teaching instruments such as recorder, ukulele, or mallet percussion. 

Are these students experiencing a consistent eurhythmic education before they learn an 

instrument? The mass majority are not. It was the dream of Jaques-Dalcroze that 

Eurhythmics would catch on and be taught in schools everywhere. He once said during a 

lecture that if a child would begin his method at the age of five or six, they would be 

ready for piano lessons by age eight.37  

Unfortunately, the music education in the US is far from what Jaques-Dalcroze 

imagined as an effective music educational model. With the preceding sentence as a 

catalyst, the goal of Flutist’s MAPP (Movement Applications for Performance and 

                                                      
35 Jaques-Dalcroze, “The Initiation into Rhythm,” 60. 
36 Ibid., 62.  
37 Emile Jaques-Dalcroze, “From the Lectures of Emile Jaques-Dalcroze,” in The Eurhythmics of Jaques-
Dalcroze (Rockville, MD: Wildside Press, 2007), 18. 
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Practice), and the exercises within, is to give teachers the tools and steps to slowly 

incorporate rhythmic movement pedagogy into music lessons, specifically flute lessons.  

The exercises below were designed for flutists who may have not experienced any 

movement-based pedagogy before starting the flute. Each exercise is aimed to address 

one or more concepts and is meant to isolate that concept and apply a purposeful yet 

experimental movement experience. While these exercises can be applied at the time a 

student is experiencing trouble with a certain concept, the most effective application will 

be to regularly experience the MAPP exercises. 

Improvisation 

 The use of improvised music has been used since Jaques-Dalcroze himself taught 

his method. Using improvised music, which may seem daunting at first, can be incredibly 

affective because it gives the teacher complete control. In the Book Teaching Music in 

the Twenty-First Century, Robert Abramson lays out many advantages to using 

improvised music including the ability to present as many elements as desired at one 

time; the freedom for the teacher to use different styles, phrase shapes, and articulations; 

the power to start and stop at will; and being able to choose music that best fits the needs 

of the students.38     

 The instrument of choice, in most eurhythmic cases, would be the piano. There 

are many advantages to using the piano such as the ability to use verbal cues while 

playing, the ability to play multiple lines at once, and the wide range. For Flutist’s MAPP 

exercises, it is advised to use the flute while improvising and teaching. When the flute is 

being used, the teacher is able to experience the advantages of improvisation listed by 

Abramson, and, in addition, the teacher is able to model flute tone, articulation, vibrato, 

rhythmic finger technique and well-supported air.  

Improvisation is a skill that the teacher must cultivate through continuous 

exploration. Later, Abramson adds that: 
By mastering improvisational techniques, teachers develop the courage to explore new dimensions 
in their innate musicality. This, in turn, makes it possible for them to help their students to 

                                                      
38 Robert M Abramson, “The Approach of Emile Jaques Dalcroze,” in Teaching Music in the Twenty-First 
Century (NJ: Prentice Hall, 2001) 49. 
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discover new dimensions in their musical personalities. Above all, teachers learn to balance the 
need for structure with the need for freedom of investigation, exploration, and expression. 39     
    

It is through improvisation that the teacher can mold the music for the individual needs of 

the students. While using recordings is completely justified, it will not allow the teacher 

as much control over the lesson.  

 In the last chapter of Rhythm and Movement, by Findlay, titled 

“Accompaniment,” she points out that improvisation is one of the difficulties of Jaques-

Dalcroze’s method. However, she also states that “almost any person with musical 

sensitivity can accompany a simple movement experience, such as walking, with an 

appropriate melody.”40 It would not be advised to try to improvise for your students 

without having practice of improvisation beforehand. However, once the teacher is 

comfortable improvising for a lesson, it is encouraged. The improvisation practice had 

with students is just as valuable as improvisation practice alone.  

 Findlay makes helpful suggestions for her readers regarding improvisational 

accompaniment. Here are some of those suggestions and how they might apply to the 

Flutist’s MAPP exercises. “Strive for a good melodic line.”41  Fortunately, flutists are 

accustomed to playing beautifully written melodies. Take some time to analyze what 

makes a melody good. For the melodies the teacher will improvise for MAPP activities, 

keep it simple (stepwise rather than disjunctive), strive for clear form within your 

melodies, and use this time to model a flute sound that is expected from your students.  

 “Make as few chordal changes as possible.”42 Maybe the largest disadvantage to 

improvising on the flute rather than the piano is that chord changes are more difficult to 

relay because only one note can be sounded at a time. There are ways in which the 

teacher can navigate these issues in MAPP activities. When playing a melody, strive for 

audiation of chord changes. It is important that the teacher has a clear concept of what 

chords are being sounded below an improvised melody.       

                                                      
39 Abramson, “The Approach of Emile Jaques Dalcroze,” 74. 
40 Elsa Findlay, Rhythm and Movement: Applications of Dalcroze Eurhythmics (Van Nuys, CA: Alfred 
Publishing CO., INC, 1971) 61. 
41 Findlay, Rhythm and Movement, 61. 
42 Ibid., 61. 
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 Findlay also advises to not worry much about mistakes.43 What is a clear mistake 

to the teacher may not be a clear mistake to the students. She also states that with 

mistakes may come a widening of musical possibilities. It may be an important goal to 

make sure any mistakes do not rhythmically skew or stop the music being played. 

However, if it does, just resume. 

 “Don’t forget to give at least two-thirds of your attention to the children on the 

floor,”44 writes Findlay. While one disadvantage of improvising with the flute was listed 

above, a major advantage is that the teacher’s attention can be on the students throughout 

the entirety of the MAPP activity. While improvising on the flute, the teacher has the 

ability to not only watch the students but to also interact with the students on the floor 

while still playing.  

        The last suggestion of Findlay’s which I will point out is that the improvisation is 

for the students to move rhythmically.45 It can be easy, especially after becoming 

comfortable with improvisation, to become enraptured in the fun of improvisation. 

However, it is imperative that the improvisation is to encourage musical and explorative 

rhythmic movement in your students.   

 Throughout the Flutist’s MAPP exercises it is suggested that the teacher uses 

improvisation on the flute. However, these activities can be done with the teacher using 

percussion instruments. If percussion instruments are being used, utilize a variety of 

instruments and use the instruments musically while keeping in mind the same 

suggestions from Elsa Findlay listed above. 

 Findlay ends this chapter on improvisational accompaniment reminding the 

readers that the thesis is that the music fits the movement and the movement fits the 

music, which is why improvised music is the most appropriate form of accompaniment 

for Eurhythmics classes. In regard to the idea of improvisational accompaniment, the 

Flutist’s MAPP shares the same thesis. When improvising for MAPP activities the 

teacher will harness a creative and innovative lesson.  

                                                      
43 Ibid., 61. 
44 Findlay, Rhythm and Movement, 61. 
45 Ibid., 61.  



Texas Tech University, Samuel Hood, May 2018 

 15 

Flutist’s MAPP Rhythmic Layers 

 Within any piece of flute repertoire, I claim, in regard to the Flutist’s MAPP, that 

there are four rhythmic layers. These rhythmic layers are labeled as Rhythmic Layer 1, 

Rhythmic Layer 2, Rhythmic Layer 3, and Rhythmic Layer 4 in the MAPP activities 

below. Each rhythmic layer shall be isolated so that it is possible to experience rhythmic 

movement pertaining to each layer. MAPP activities will also allow the experience of 

multiple layers to interact. 

 Rhythmic Layer 1 is the rhythmic pulse within any piece or any part of a piece. It 

is imperative that this rhythmic layer is the first to addressed. The rhythmic layers are 

always interacting with each other. Therefore, if the student does not have a rhythmic 

grasp on this first and most foundational layer, the practice of interplay between the 

rhythmic layers will not be true and will result in practice of instability. 

 The practice of Rhythmic Layer 1 can be done by simply having the student walk 

to the music they are playing. A recording can be utilized at this time, or the teacher can 

play while the student walks. It can also be affective to have the student walk and sing the 

music or even walk and play. This exercise is instructionally positive for two reasons, the 

student will be experiencing the pulse with their whole body and it gives the student the 

opportunity to experience movement through space which will eventually translate to 

their playing. Time should be taken to truly let the student become comfortable with this 

exercise.  

 Rhythmic Layer 2 pertains to the breath. A rhythmic breath goes farther than the 

common practice of inhaling on the anacrusis and playing on the crusis. Jaques-Dalcroze 

once wrote “The action of breathing provides a regular division of time, and is thus a 

model of measure. The respiratory muscles being subject to the will, in however qualified 

a degree, we are able to operate them rhythmically, that is to say, to divide the time and 

accentuate each division by a stronger muscular tension.”46  

                                                      
46 Jaques-Dalcroze, “The Initiation into Rhythm,” 61. 
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 In flute playing, it is imperative to think of the breath as a rhythmic layer. It 

almost never happens that a flutist has to play a line of music which requires the breath to 

remain completely constant, with no accentuation. It is therefore necessary to treat the 

breath as its own rhythmic layer and to train it using rhythmic movement of the whole 

body.  

 Rhythmic Layer 3 concerns the fingers. It is within this layer that it can become 

easy to lose sight of rhythmic practice of the whole body. For generations, this has been 

the layer on which musicians focus most or all of their energy. It is the goal of the 

Flutist’s MAPP that rhythm exercises done with the whole body will in turn affect the 

rhythm of the fingers. It can be helpful here to remember Jaques-Dlacroze’s idea of 

imagining how much more effective practice can be if the whole body was involved since 

the fingers had for so long done a sufficient job to create a realization of rhythm.47   

    The last layer, Rhythmic Layer 4, encapsulates articulation. In the book 

Kincadiana: A Flute Player’s Notebook, John Krell writes this on articulation: “Although 

essential, it is a frequently neglected element of musical communication. Articulation 

makes the music speak and borrows many of its impulses and inflections from life and 

language. Without this enunciation music would become monotonous and 

meaningless….”48 Exercises from this method will not only encourage the students to 

explore a variety of articulations, it will also ensure, with consistent whole-body 

experience, that articulation is rhythmic.    

Time, Space, and Energy.  

 To Jaques-Dalcroze, it was not possible to think about rhythm without marrying 

that thought to the idea of a body in motion. There are three properties which are 

contained in every movement. These are time, space and energy. In “The Initiation into 

Rhythm,” Jaques-Dalcroze articulates that the ratio of muscular energy used and the 

space to be crossed equals time. Likewise, the ratio of muscular energy used and the 

quantum of time equals the space traveled. He concludes that “…a properly executed 

                                                      
47 Jaques-Dalcroze, “Ear Training in Musical Education,” 5. 
48 John C. Krell, Kincaidiana: A Flute Player’s Notebook, 2nd ed. (Santa Clarita, CA: The National Flute 
Association, Inc., 1997), 17.  
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rhythm requires, as a preliminary condition, complete mastery of movements in relation 

to energy, space, and time.”49 

 It is encouraged in the Flutist’s MAPP exercises to keep in mind the idea of time, 

space, and energy when leading the students through movement. It can also be a positive 

experience to lead your students through a time, space, and energy demonstration. 

Discoveries made in experiments of time, space, and energy of whole body movement 

will translate into time, space, and energy revelations within flute playing for the 

students. It is not only within large muscular movements where it is necessary to evaluate 

time, space, and energy but also in movements of the fingers, the lips, the tongue, and the 

respiratory system.      

 There are many ways to demonstrate time, space, and energy so that the students 

may experience the concept first hand. Here is one way. Have the students crouch down 

with both hands on the ground on the right side of the body. The students will then stand 

and windmill the hands to the left, ending in the same crouched position but with the 

hands on the other side of the body. First, give the students four seconds to do this, then 

three, two and lastly one. The students will quickly notice that the time of this action will 

determine how much space the arms and hands can utilize and what different amounts of 

energy the movements will take.      

 

    

  

                                                      
49 Jaques-Dalcroze, “The Initiation into Rhythm,” 62. 



Texas Tech University, Samuel Hood, May 2018 

 18 

Chapter III 

The Flutist’s MAPP Exercises 

 Jaques-Dalcroze once stated that “rhythm is infinite, therefore the possibilities for 

physical representations of rhythm are infinite.”50 The exercises below are merely a 

starting point. It is up to the teacher to further experiment with rhythmic movement in 

their own practice so that they can come up with more exercises that can affect their 

playing and their students’ learning process.  

 It is imperative that the reader also reads the first two chapters, for they are truly 

an introduction to the material in the exercises below. One will notice that the MAPP 

exercises use the word students instead of student. All of the exercises below can be used 

with a group of students or in individual private lessons. They can also be used in 

personal practice; it is important that the teacher has experienced these exercises first 

hand before teaching them to the students.  

 While the application presented in the material below is original, the exercises in 

this method are based off Eurhythmics games and exercises that have been used by 

Eurhythmists for many years; a few of the ideas used in these MAPP exercises stem all 

the way back to what Jaques-Dalcroze might have done with his students. To make this 

method even more significant to the individuals using it, both teacher and students, it can 

be very beneficial to attend Eurhythmics classes and seminars to further personal 

experiences and then apply those experiences to the exercises below.       

Summary  

 There are two ways in which flute teachers can use the exercises below. The first 

way is to utilize all MAPP exercises consistently. This can be in private lessons or in a 

studio class setting which will prove most beneficial to the students. It is also possible to 

pinpoint specific issues in students’ playing and address them using the MAPP exercises. 

For example, if a student is struggling with finger dexterity and independence, the 

                                                      
50 Emile Jaques-Dalcroze, “From the Lectures of Emile Jaques-Dalcroze,” in The Eurhythmics of Jaques-
Dalcroze (Rockville, MD: Wildside Press, 2007), 20. 
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exercises titled “Bounce and, Catch and, Rhythmic Fingers” and “Arm Flute Walking 

Music” can be taught so that the student may experience a whole body, rhythmic exercise 

which will then translate to the flute playing. It is important to note that, while practicing 

these exercises will prove to be effective, they are a supplemental recourse to regular and 

diligent practice on the flute.     

Lesson Accommodations  

The majority of the exercises below require the students to step, walk, run, or 

jump, however, it is important to point out that these exercises can be easily modified to 

fit the need of any student; The possibilities are endless when it comes to rhythm in the 

body. In the book Music in Special Education, by Mary S. Adamek and Alice-Ann 

Darrow, the authors state that “As music educators, we are fortunate that most music 

activities are highly flexible and can be adapted easily for students with physical 

limitations. These students learn music as other students do, through singing, listening, 

playing, moving, reading and creating; however, in order for them to participate fully in 

music making, certain accommodations may be needed.”51 

 If the exercise calls for the student to put Rhythmic Layer 1 in their feet by 

walking to the music, depending on the exceptionality, the student can sit and put 

Rhythmic Layer 1 in their feet by tapping the feet on the ground, they can also put the 

layer in their shoulders, head or even in their voice. It is important that the teacher be 

improvisational in their teaching of these exercises and find ways in which each 

individual student can experience rhythmic movement. While this method is movement 

based, a student should not miss out on the benefits of the method because a physical 

disability prevents them from participating in one step of the exercise. All of the 

exercises in this method are adaptable to accommodate the needs of any student.    

 

                                                      
51 Mary S. Adamek and Alice-Ann Darrow, Music in Special Education (Silver Spring, MD: The American 
Music Therapy Association, Inc., 2018), 368-370. 
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Repertoire Application 

 The MAPP exercises can be used with any piece of music in the flute repertoire. I 

have selected three pieces to use as examples to demonstrate the ways in which the 

exercises below can be applied while working on each piece52. To show that the exercises 

can be used by any flutist, no matter the level of proficiency, the three pieces vary in 

difficulty. Example lesson plans are provided in the appendix of this document.  

The first piece, “Menuet,” from the opera Orfeo ed Euridice by C. W. Gluck is 

often practiced and performed by beginning flutists. The second piece, Fantasie, by 

Gabriel Fauré poses difficulties which require a more advanced student. The last piece, 

Sergei Prokofiev’s Sonata, Op. 94, is often performed by advanced musicians.  

 When working on the flute solo in the “Menuet,” from C. W. Gluck’s Orfeo ed 

Euridice, students may encounter a variety of challenges such as intonation, breath 

control, vibrato, meter, and dynamic range. The MAPP exercises utilized for this piece 

could include “The Intonation River” for intonation on the held notes of mm. 2, 5, 8, 9, 

13, 20, 22, 25, and 28; “The Breathing Scarf” to explore and experience breathing 

choices; “Hoopbrato” used to experience vibrato size and speed in the slow moving 

melody; “The Meter Pump” to feel the triple meter and explore different strengths of 

crusis; and “The Dynamic Body” for smooth dynamic changes within the melody for 

musical nuance.  

 Application of the MAPP exercises to Gabriel Fauré’s Fantasie can prove to be 

very beneficial. To address the breath control issues that may happen because of the 

short, rhythmic breaths the flutist must take throughout the Andantino section, “The 

Breathing Scarf” can aid in gauging the time each breath can take and the overall rhythm, 

or flow, of the line. The Allegro section of the Fantasie comes with many articulation 

choices that must be made. There are two MAPP exercises that can be employed to help 

the student experience rhythmic articulation in the whole body. Lead the student through 

the MAPP exercise “Tap Articulations” when Rhythmic Layer 4 is syncopated, such as 

mm. 155-159, or when Rhythmic Layer 4 supports the contour of the line, such as mm. 

                                                      
52 Example MAPP lesson plans can be found in the appendix of this document.  
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192-207. “Accents In Life” can be used to address each of the accents written in the 

Allegro section and “Articulation Splatter” can be used to explore articulation nuances 

which contribute to the musical contrast between the Andantino and Allegro sections.  

 Sergei Prokofiev’s Sonata, Op. 94, while arguably one of the most challenging 

pieces in the flute repertoire, can still be accompanied by the MAPP exercises. In the first 

movement of this sonata, the flutist must be able to quickly and rhythmically change 

from duple subdivision to triple subdivision, such as in mm. 21-38. Leading the student 

through “The Reactive Tongue” will aid in the ability of the student to make the 

subdivision changes accurately. When constructing a chart for “The Reactive Tongue,” 

make sure to use rhythms that are found in the piece or section being addressed. Finger 

independence and dexterity are crucial throughout the tricky technical passages in this 

sonata. Use the MAPP exercises “Bounce, and Catch, and Rhythmic Fingers” and “Arm 

Flute Walking Music" to help diminish the technical issues throughout the piece. In both 

exercises, allow the difficult passages in the piece to dictate the choices of finger 

combinations used, such as mm. 66-67 in the third movement for the right hand or m. 28 

in the fourth movement for the left hand.                     
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Tap the Balloon  
Introduction: In this activity, the students will use balloons to show duration. It 

will require them to analyze the time, space, and energy it takes to get from one 

duration to the next. This exercise will prompt the students to experience the 

control it takes to move from one duration to the next, and it allows them to see 

that notes with long durations do not stop but are still moving.     

MAPP Concepts: Duration, Rhythmic Layers 1 (pulse) and 4 (articulation). 

Props: Balloons  

Steps: 

1. Teacher plays simple melody consisting of mostly quarter notes.  

2. Students tap balloons into the air to show the quarter notes.  

3. Teacher indicates when students switch to other note durations using flute 

cues, such as a trill, flutter tongue, or pitch bend. (Be sure to tell the 

students which cue belongs to each duration. For example, quarter 

notes=trill, eighth notes=flutter tongue, half notes=pitch bend). (Figures 

3.1-3) 

4. Once students are comfortable with the activity above, add the tongue for 

rhythmic articulation. Each time the finger taps the balloon, the tongue 

will articulate. To add the tongue to MAPP exercises, simply make a flute 

embouchure, as if the flute was there, and articulate.    

Notes:  

• This activity can also be accompanied by a drum. 

• When adding the tongue, encourage the students to breath when needed, 

but to keep the breath rhythmic.   
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Figure 3.1 Eighth notes 

 
Figure 3.2 Quarter notes 

 
Figure 3.3 Half notes 
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Bounce, and Catch, and Rhythmic Fingers 

Introduction: This fun activity gives students the opportunity to experience 

controlled rhythm in large muscles all the way to the small muscles of their 

fingers. The exercise allows the students to relate the large movements of 

bouncing and catching the ball to the small movements of the fingers. Both 

movements require control.    

MAPP Concepts: Finger dexterity, Rhythmic Layers 1 (pulse) and 3 (fingers).   

Props: Tennis balls (Racquetballs may be easier if floor has carpet) 

Steps: 

1. Have students partner up if in a group setting. Each pair will have one ball. 

For private lessons, the students can bounce the ball themselves.  

2. Chant, with the students, “bounce and catch and rhythmic fingers” in a steady 

two bar phrase as shown below (Figure 3.4):

 

Figure 3.4 Bounce and catch  

3. Have students bounce and catch the ball while repeating just “bounce and 

catch and.” If in a group setting, the students will be bouncing the ball to their 

partner.  

4. The second measure is performed by the student holding the ball in the palm 

of one hand and forming a flute hand position on the ball with the other hand 

(Figure 3.5). The numbers in parentheses represent the finger number which is 

to be articulated on the ball in a snappy and rhythmic fashion. (1=ring finger, 

4=pinky.)  

 



Texas Tech University, Samuel Hood, May 2018 

 25 

5. While the first measure always stays the same, the second measure can be 

changed by the teacher at any time. Any number, 1-4, can be placed in the 

parentheses. To make the activity more challenging, put two or three numbers 

in each parenthesis.  

6.  Once the students become comfortable with the motion, take away the 

chanting and add improvised music or a steady beat on a hand drum.  

7. To make this activity easier, change the duration of the second measure to half 

notes.  

8. To add challenge to this activity, add tongue articulation to the second 

measure. Try whole notes, half notes, quarter notes, eighth notes, or quarter 

note triplets.  

Notes: Be sure to have the students switch hands during this activity so that 

rhythmic fingers can be experienced in both hands. 

 

Figure 3.5 Hand position on ball 
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The Intonation River 
 

Introduction: For this game, the students will be carefully listening, and then 

reacting, to intonation. The Intonation River flows through your room. On one 

side of the river is the sharp bank, and the other side, the flat bank. “The 

Intonation River” exercise will give the students an opportunity to isolate the 

concept of intonation. As the students consistently engage in letting their whole 

body react to the intonation it is training them to react to intonation in their own 

playing; however, instead of reacting with their whole body they will be able to 

react with smaller muscle groups that aid in adjusting pitch on the flute.   

MAPP Concepts: Intonation. Pitch.  

Props: Place two lines of tape or scarves on the floor, spaced about two feet away 

from each other, representing the Intonation River. 

Steps: 

1. Students stand in the Intonation River. This means that the note they are 

hearing is in tune.  

2. Teacher plays a note and bends the pitch in either direction. Note, you can 

also play a note in tune, rest, and then play the same note out of tune in either 

direction.  

3. If the note goes sharp, the students will jump onto the sharp bank. If the note 

goes flat, the students will jump onto the flat bank. 

4. Once the note goes back in tune, the students jump back into the Intonation 

River.  

Variations: 

1. This activity can also be done with intonation in intervals. The same steps 

above apply, however, there is a drone sounding one pitch while the teacher 

plays a different pitch above or below the drone.  
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2. This activity can also be played with melodies from flute repertoire. Using the 

first movement to Reinecke’s Undine Sonata, for example, the teacher will 

play the melody and then hold out a note. If the held note is flat, the students 

will jump to the flat bank, or the sharp bank if the held note is sharp.    

3. An easier variation to this activity is to use different pitches instead of 

deviations of one note. The river, in this variation, would be the Pitch River, 

in between the lower bank and the higher bank. The teacher would play a C 

and then any pitch above or below it. The students jump to the higher bank if 

they heard a higher pitch and the lower bank if they hear a lower pitch.     
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The Breathing Scarf  
 

Introduction: This activity can be played alongside any piece the students are 

working on. The exercise will require the students to plan and test places they will 

breathe in the piece. It will also enforce a rhythmic breath and show the 

importance of gauging time, space, and energy of planned breaths. Flute students 

often do not utilize the amount of time they have to inhale before a phrase. This 

exercise will allow the student to feel how much time they have and then how that 

affects the phrase being played.  

MAPP Concepts: Melody, Breathing, Rhythmic Layers 1 (pulse) and 2 (breath).  

Props: One scarf per student.  

Steps: 

1. In this activity, the feet, will represent the pulse of the piece. Get the students 

walking to the pulse.  

2. The scarf will represent the flute line. If the flute line is playing, the scarf is 

moving (Figure 3.7-9). When instructing the students on how to move the 

scarf, keep in mind the need of the individuals. What will help them the most? 

The scarf can be moved to express contour of line, character, or the rhythm on 

the page. If the written rhythm is being represented, make sure to have 

students show movement in long note values. Allow the students to be 

creative with the movements. They may be on to something!    

3. Once the feet and scarves are moving and interacting, add the breathing. To 

show the places the students will breathe in the piece, toss the scarf in the air. 

Encourage this action to be rhythmic. Once the scarf is tossed, the inhalation 

has started. Once the scarf has been caught, the line is heard again.  

4. If the breath is too long to show a breath with a scarf toss, such as when there is 

a measure or more of rest, rhythmically set the scarf on the ground and walk 

around it, keeping the pulse in the feet. Scoop the scarf back into the hand 

when the flute line starts again. 
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Variations: 

1. For an easier variation of this game, write out some simple rhythms, like the 

ones below (Figure 3.6), with places to breathe and have the student follow 

steps 2 and 3 from above. When using this variation, improvise a melody over 

the rhythms with the flute or your voice. Remember to take the planned 

breaths when improvising.  

 

 

 

 

Figure 3.6 Breathing scarf variation examples 
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Figure 3.7 Scarf in motion 1 

 
Figure 3.8 Scarf in motion 2 
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Figure 3.9 Scarf in motion 3 

 
Figure 3.10 Scarf toss 
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Tap Articulations 
 

Introduction: In this activity, the students will experience the interaction 

between two layers of rhythm, the pulse and the articulation layer. This activity 

can be played with any piece of flute repertoire or any piece in a method book. In 

flute repertoire, the layer of rhythm which is created by the articulation markings 

adds a lot to the overall rhythm of the piece. This exercise allows the student to 

isolate Rhythmic Layer 4 (articulation) away from the notes beneath it. This will 

result in the students having more command over Rhythmic Layer 4 and will 

allow them to look into possibilities of why the composer wrote the articulations 

they did.  

MAPP Concepts: Rhythmic Layers 1 (pulse) and 4 (articulation). 

Props: No props are needed for this exercise. 

Steps: 

1. Teacher and students establish the layer of pulse of the piece in the feet. This 

can be done by stepping in place or by walking to the music.  

2. Once rhythmic layer 1 is comfortable, add the articulation in the hands. Instruct 

the students to tap fingertips of one hand on the palm of the other hand. The 

tap of the fingertips should happen when the tongue is to articulate in the 

piece.  

3. Remind the students that rhythmic layer 1 should be going throughout the 

entirety of the piece. Note, rhythmic layer 1 may change in this exercise 

multiple times.  

Notes: 

• This game may not work with fast articulated passages. It will, however, work 

well in passages involving slurs.  

• This exercise can be quite challenging when the rhythmic layer 4 (articulation) 

is syncopated. 



Texas Tech University, Samuel Hood, May 2018 

 33 

• It is important that the students are aware of the concept of time, space, and 

energy in rhythmic layer 4. It can be easy to just tap and stop. Encourage the 

students to keep the hand moving the whole time. The tap should rebound the 

same way the tongue does.   

• Teacher can either play the flute line or play rhythmic layer 1 (pulse) on a 

rhythm instrument.  

Variations: 

1. It is possible to experience this exercise while sitting down. Have rhythmic 

layer 1 in the hands, patting on the lap, while rhythmic layer 4 is in the feet, 

tapping on the ground. To add challenge, say “hip” when you want the student 

to switch rhythmic layer 1 in the feet and rhythmic layer 4 in the hands.  

2. This variation is experienced with partners. Have students face each other, right 

palms face up and left fingertips tap on the partners’ right hand palm. One 

student is rhythmic layer 1 while the other is rhythmic layer 4. Say “hip” to 

have the students switch rhythmic layers with their partners. 
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The Reactive Tongue  
 

Introduction: This exercise allows the students to isolate articulation, away from 

any specific music, while the whole body keeps a constant pulse. This exercise is 

all about the tongue being able to react while the pulse stays constant. The 

students must be able to dissociate the tongue and the feet while still noticing how 

the two layers of rhythm interact.    

MAPP Concepts: Subdivision, Durations, Rhythmic Layers 3 (fingers) and 4 

(articulation).   

Props: No props are needed for this exercise. 

Steps: 

1. Show the students a chart like the one below.  

Articulation 
(Compared to quarter notes in feet) 

 

Whole Note  

Half Notes  

Quarter Notes *Home Base 

Eighth Notes  

Eighth Note Triplets  Single or Triple Tongued 

Sixteenth Notes Double Tongued  

Sixteenth Note Triplets Triple Tongued  

 

 

 



Texas Tech University, Samuel Hood, May 2018 

 35 

2. The teacher plays improvised walking music or uses a rhythm instrument. 

Students walk using the whole space. (Avoid a monotonous circle!)  

3. The feet are continuously showing quarter notes. The quarter note is “home 

base.” The tongue and walking pulse should match when students are at 

“home base.” 

4. While walking, instruct students to start tonguing quarter notes.  

5. Use the cue “hip” to have the students articulate one layer faster and “hop” for 

one layer slower. If improvising on the flute, use a trill instead of “hip” and a 

flutter tongued note for “hop”.  These nonverbal flute cues should just be 

added to the improvised melody.  

6. Use cues to guide the students throughout the articulation chart (Add “hip hip” 

and “hop hop” or two trills and two flutter tongued notes to challenge students 

to move two layers instead of one).  

Notes:  

• Have students breathe when needed. Make sure that the breath is rhythmic.  

• This game can become tiring. It can be helpful to have the students think 

about articulating in a piano dynamic. It isn’t about the tongue articulating 

hard but articulating rhythmically.  
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Arm Flute Walking Music 
 

Introduction: This exercise gives the students a chance to feel the forward 

motion of the whole body which comes with walking to the music while also 

working on finger efficiency and dexterity. Often, when flutists are working on 

finger technique, there is no sense of forward movement. This exercise will marry 

finger work with forward motion. All four rhythmic layers work together to create 

music that possesses rhythm or flow.    

MAPP Concepts: Rhythmic Layers 1 (pulse) and 3 (fingers).  

Props: No props are needed for this exercise. See variations for potential props.  

Steps:  

1. Before the exercise begins, provide the students with finger combinations. 

Examples of this are “finger the first five notes of the C Major scale starting 

on middle C,” or tricky finger combinations “finger alternating third octave C 

to third octave D.” It is also possible to provide finger combinations like this 

(Figure 3.11) (The numbers in parentheses represent the finger):  

 
Figure 3.11 Arm flute fingerings example 

2. Instruct students to reach left arm out in front of them, parallel to the floor, 

with a slight bend in the elbow. The students will then form a flute right hand 

position on the right arm.  

3. For the opposite: Instruct students to put their right hand on their left shoulder 

and then move the arm about six inches away from the body. The students 

will then form a flute left hand position on the right arm.    

4. Have the students begin walking to improvised music.  

5. While walking, the students will perform the assigned fingerings made by the 

teacher from step 1.  



Texas Tech University, Samuel Hood, May 2018 

 37 

Notes:  

• This exercise could also be considered a dissociation exercise. Can the 

walking stay fluid while the fingers move swiftly and metronomic?    

• This game can also be done with a PVC pipe instead of on arms. However, 

fingering on the arm gives the students a more connected and whole body 

experience.  
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Articulation Splatter 
 

Introduction: In this exercise, the students will be exploring articulation. 

Imagination is key in this exercise. Allow the students imagination and creativity 

to guide them through an exploration of the infinite articulation options flutists 

can choose from.     

MAPP Concepts: Articulation 

Props: No props are used for this exercise.  

Steps:  

1. Tell the students that they have been selected to paint the room they are 

standing in. They can use any painting utensils they want and any kind of 

paint in any color.  

2. Instruct the students to start painting. Students may only feel comfortable with 

a normal paint stroke. Encourage students to think of any possible way to put 

paint on a wall.  

3. After a while, have the students apply an articulation that might go along with 

the different actions they are doing. Instruct the students to consider the time, 

space, and energy, and also the air that would accompany the different 

articulations.  

4. Lastly, apply these articulation experiences to the flute. This can be done with 

any piece of music the students are working on. Have the students experiment 

with the many articulations they experienced and then decide which might be 

most appropriate.      
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Notes: This exercise can seem childish to some students. Encourage those 

students to try. Once they see the effect it will have on their flute playing and 

articulation they will be more willing to experience movement through 

imagination.    

Variations: This may also be done as a reaction exercise. In this case, the teacher 

will play improvised music and vary the type of articulations used. The students 

will paint the room by reacting to the articulations they are hearing.  
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Accents in Life 
 

Introduction: This exercise explores accents through life, nature, and movement. 

“Accents in Life” allows the students to think of real life examples of accents and 

then to experience each of those with their whole body. Flute students often 

underestimate the energy they can put behind accented notes. This could be that 

they are scared of cracking a note or blowing it out of tune, or it could also be that 

they don’t understand what command accents can add to a piece of music. This 

exercise will encourage students to explore different accents and energy in their 

body which can then be transferred to their playing.     

MAPP Concepts: Rhythmic Layers 2 (breath) and 3 (fingers). Accents and 

articulations.  

Props: No props are needed for this exercise.  

Steps: 

1. Instruct students to comprise a list of accents they would find in everyday life 

– e.g. explosions, doors slamming, dropping a heavy box on the floor, a sonic 

boom, doing a cannon ball in the pool.  

2. Have students act out each accent on their list.  

3. Teacher will choose a piece of flute music in which there are many printed 

accents. The teacher can then play the piece for the students or play a 

recording.  

4.  Instruct students to gesture on each accented note. The gesture should be as 

rhythmic as the note being played. 

5. It can also be helpful for the students to walk or step to the music being played 

so that they can experience where the accent falls in rhythmic layer 1.  

6. Lastly, have the students experiment with accented notes on the flute. Instruct 

them to think about the accents on their list from step 1. They can apply these 

ideas to a piece or have them accent different notes in a scale.  
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Notes:  

• Discuss with the students the concept of time, space, and energy within 

accents. The energy is often very sharp; however, this can’t affect the time 

in which the accent is performed. Have the students experience the same 

accent gesture at different tempos. 

• Encourage the students to try the same accent in different parts of their 

body. For example, can they show the accent of a bowling ball hitting the 

floor in their shoulders, hips, feet, whole body? 
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“Hoopbrato” 
 

Introduction: The “hoopbrato” exercise allows students to explore vibrato 

tempo. The vibrato taught in this exercise will be unmetered and metered. In this 

exercise, the students will be able to explore changing the speed of their vibrato 

without changing the amplitude. When changing the speed of the hoop, the hoop 

size does not change.   

MAPP Concepts: Vibrato and tempo.  

Props: Hoops (anywhere from 16in to 24in) 

Steps: 

1. Instruct students to place hoop on forearm (Figure 3.12). 

2. The students will then start spinning the hoop (Figure 3.13). Have them find a 

slow speed at first and then a fast speed.  

3. Have the students then freely change the speed of the hoop.  

4. Once students are comfortable with this movement, have them apply the 

breath to the exercise. The breath will find a natural accent with the movement 

of the hoop.  

5. With the breath now involved in the movement, repeat steps 2 and 3.    
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Figure 3.12 Hoop on arm 

 
Figure 3.13 Spinning hoop 
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Vibrato in the Arms 
 

Introduction: This exercise can be used to introduce vibrato to young students 

and to explore vibrato with experienced flutists. In this exercise, the vibrato will 

be represented by the hands and the arms. The speed and amplitude can be 

changed in this exercise.    

MAPP Concepts: Vibrato 

Props: No props are needed for this exercise.  

Steps:  

1. The students will start squatted to the floor (Figure 3.14). With an inhalation, 

the student will rise, stretching arms wide and then overhead.  

2. With the exhalation (starting with the hands still overhead), fingers will point 

to opposite hands and in a circular motion will fall back down (Figure 3.15). 

The exhalation will naturally become accented with the circular gesture of the 

arms.  

3. Repeat steps 1 and 2. The tempo of the inhalation and the exhalation should 

stay slow and relaxed. However, explore different tempos of arm circles and 

see how that effects the space and energy.     

Notes: 

• It can be helpful for young students to experience the movement and then add 

the breath when comfortable with the movement.  

• With this exercise, it can be effective to discuss and experiment with how the 

range the flutist is playing in can affect the vibrato.   
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Figure 3.14 Squatting student 

 

 
Figure 3.15 Top of downward circling motion 
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The Dynamic Body 
 

Introduction: To play with a large dynamic range on the flute, one must have 

control of very small muscle groups. These muscles include respiratory muscles, 

muscles in the embouchure which control the size of the aperture, and sometimes 

even the tongue muscles. This exercise will allow the students to experience 

whole body movement related to dynamics. The practice of this exercise will 

encourage the students to relate their whole-body experience to their flute playing.     

MAPP Concepts: Dynamics 

Props: No props are used in this exercise.  

Steps:  

1. Have students walk to improvised music. While students are walking, 

drastically change the dynamics. For students who are inexperienced with 

Eurhythmics, it may take them a while to catch on to the exercise. However, 

some students will catch on right away and allow the dynamics being played 

to affect the movements.  

2. Next, instruct students to stand in one place. In this step, the loudest dynamic 

will be represented with students standing tall with spread arms in the air, the 

softest dynamic will be represented by students crouched to the ground. Play 

an improvised melody or any flute piece. Be sure to use dynamic contrast, but 

in a less dramatic way than in step one. The students should be able to flow 

freely from soft to loud with the crescendos and decrescendos of the music.   

3. In this last step, the students will marry the movement of arms to the smaller 

muscular movements involved with dynamic contrast in flute technique. Have 

students put their arms in front of them, about shoulder distance apart, with 

hands facing each other and fingers and thumbs spread apart (Figure 3.16). 

This is a forte dynamic. For a piano dynamic, the student’s hands will move 

closer together while the fingers and thumbs start to close (Figure 3.17). When 

the two hands are touching, and the top fingers are touching the thumbs, there 

is no sound (Figure 3.18). Have the students move freely, at different speeds, 
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between loud and soft. Then, while making a flute embouchure, mimic the 

movement of the arms and hands in the movement of the embouchure. Be sure 

to have the students experience crescendos and decrescendos and also sudden 

dynamic changes.   

Notes: These three steps can be done separately depending on the students’ needs. 

However, it is important to not just jump to step three. While the first two steps 

may seem elementary, they involve rhythmic movements of the whole body.  

 

 
Figure 3.16 Loud dynamic 
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Figure 3.17 Soft Dynamic 

 

 
Figure 3.18 No sound 
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The Meter Pump 
 

Introduction: Conducting along with any piece in the flute repertoire is 

important because it allows the students to combine Rhythmic Layer 1 and meter. 

In this exercise, the students will experience meter and couple that with 

exploration of what flutists must do physically to convey meter. This exercise 

allows the students to experience the meter within the piece they are working on. 

It is important that the student feels this on all the music they are playing. Two 

pieces may contain the same written meter; however, they could feel completely 

different.    

MAPP Concepts: Rhythmic Layers 1 (pulse) and 2 (breath). Meter. 

Props: No props are needed for this exercise.  

Steps:  

1. First, the students must be comfortable with conducting the correct meter of 

the piece being practiced.  

2. Have the student conduct the meter, with both hands, and experiment with 

different strengths of downbeats.  

3. Relate the movement of the downbeat in the arms to the movement of a pump 

one would use to blow up a ball or a bike tire with. The harder the pump is 

pushed the faster the air will travel.  

4. Repeat steps 2 and 3, however, this time the student will produce air, like a 

pump, on the downbeat of each measure. The air speed should match the 

movement in the arms.  

5. No one downbeat is alike, so it is important to have the students experience as 

many different nuances in meter throughout the piece as possible.  

Notes: It is helpful to lead young or unexperienced students through the “Accents 

in Life” exercise prior to this exercise. Accents are essential to the teaching of 

meter. Meter is a pattern of accents.  
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Nonharmonic Kneading  
 

Introduction: Within the beautiful melodies often found in flute repertoire, 

composers color musical lines with expressive accented nonharmonic tones. It is 

up to the flutist to convey these expressive moments to their audiences. In this 

exercise, the students will experience nonharmonic tones through touch and 

weight. This exercise can be helpful for students who are playing slow 

movements in baroque sonatas or French conservatory pieces such as Gaubert’s 

Fantasie, Op. 79.    

MAPP Concepts: Nonharmonic tones. Rhythmic Layer 1 (pulse).  

Props: Playdough (optional)  

Steps: 

1. Using playdough, or imaginary dough on the ground or table, have the 

students start kneading the dough. The kneading should not be so aggressive 

to break or puncture the dough.  

2. If the students do not do this naturally, encourage movement in not only the 

hands and arms but also in the torso.  

3. Apply this movement to music. Have the students knead the dough on the 

downbeat of every measure. Encourage light movement of the dough on all 

the other beats. Repeat this step, instructing the students to knead the dough 

on any beat or any combinations of beats.   

4. Instruct students to use small breath accents on the notes they are kneading. 

5. Apply this to the music they are playing by locating nonharmonic tones and 

experimenting with the kneading movement on each note.  

Notes: The release of pressure at the end of the kneading movement is just as 

important as the application of pressure.   
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Piece: Gluck, Dance of the Blessed Spirits, mm. 1-28 

MAPP Exercise: Breathing Scarf (see page 28) 

Concept(s): Breath planning; time, space, and energy of breath; Rhythmic Layer 1; 

Rhythmic layer 2.  

Props needed: Scarves 

Steps: 

• Since the meter is in 3, it is important to experience Rhythmic Layer 1.  

• Explain to students that the step pattern will be RLR | LRL | RLR | LRL 

• Have students walk to the music. (Play the piece for the students or use a 

recording) 

• Once Rhythmic Layer 1 is comfortable, pass out scarves.  

• Instruct students to experiment moving scarves through the air freely. (Without 

music) 

• Have students show short notes with the scarves (Use verbal cues such as 

chanting “short note short note short note short note…” in a rhythmic pattern.) 

• Have students show long notes with the scarves (Use verbal cues such as chanting 

“loooong noooote loooong noooote…” in a rhythmic pattern.) 

• Play the excerpt and instruct students to show the note durations of the piece with 

their scarves.   

• Instruct students to now walk to the music while showing durations with the 

scarves.  

• Plan and mark the breaths that the students can take (Figure A.1) (Could be done 

before meeting with students or done with the students.) 

• Instruct them to still show the duration in scarves but to add tossing the scarf in 

the air when they see the breath mark.  

• Lastly, have the students walk to the music, show duration with the scarves, and 

toss scarf into the air to represent inhalation within the phrase.  
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Piece: Gluck, Dance of the Blessed Spirits, mm. 1-28 (Figure A.1) 

MAPP Exercise: The Intonation River (see page 26) 

Concept(s): Intonation; reaction to notes with poor intonation.    

Props needed: Tape or scarves 

Steps:  

• Tape the floor to represent the river 

• Instruct students to stand in the river.  

• Show them that one side is the “sharp bank” and the other side is the “flat bank”. 

• Instruct the students to jump to the sharp bank if they hear a held note that is 

sharp and to jump to the flat bank if the note they hear is flat.  

• Start playing the piece. On the long notes, hold it in tune and then drastically bend 

the pitch up or down. Do this on each long note. (Make this very obvious for 

young students) 

• When the step above becomes easier for the students, play the excerpt again and 

this time each long note can be played immediately out of tune. Do this for each 

long note in the excerpt.  

• Lastly, play the excerpt again. Some of the held notes should be played sharp, 

some flat, and some in tune.  

• Introduce all of the ways flutists can adjust pitch and have students experiment 

with it on their own flutes. 

• Have a student be in control of the exercise and the teacher can react to the pitch 

changes the student is doing. This doesn’t have to be with the excerpt, but just 

with any held note (or a held note against a drone.)  
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Figure A.1 Menuet 
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Piece: Faure, Fantasie, mm. 192-207 

MAPP Exercise: Tap Articulations (see page 32) 

Concept(s): Rhythmic Layer 4; articulation patterns; exploration of articulation types.  

Props needed: No props needed. 

Steps: 

• Introduce the sequence in mm. 192-207 and talk about how the articulation, or 

Rhythmic Layer 4, contributes to the excitement of this large sequence (This is 

one of the “problem passages” of this piece. If this exercise is done as a part of the 

learning process, the student will have rhythmic command over the articulation 

pattern which will aid in overall command of the excerpt.) 

• Have students start stepping Rhythmic Layer 1. This can be done by walking to 

the beat or by stepping in place with a step, touch (Right foot step out to side, left 

foot touch next to right foot. Left foot step out to side, right foot touch next to left 

foot. Repeat.)  

• Once the stepping is comfortable, add the articulation in the hands. All fingertips 

of the right hand join together and tap in the palm of the left hand.  

• Tell the students that the fingertips represent the tongue. If the music tells you to 

articulate the note, the fingertips will tap the left hand.  

• If it is too difficult to step and do the tap articulations at the same time, isolate 

both concepts.  

• Once the students can step and do the tap articulations together, have the students 

start observing how the overall crescendo will affect the articulation. This is a 

good time to experiment with the strength of the articulation (or taps) throughout 

the excerpt.  

• Immediately put to the flute. This can be done by actually playing the notes. Or to 

isolate Rhythmic Layer 4, have student play on the tube of the headjoint, directly 

under the lip plate. This allows the student to hear only the air and articulation.   

• Note: This exercise can be started at a slow tempo if the student needs that. As the 

student gets more comfortable, increase the tempo.  
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Figure A.2 Fantasie mm 192-207 
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Piece: Faure, Fantasie 

MAPP Exercise: Accents in Life (see page 40) 

Concept(s): Accents; accent choices; articulation.  

Props needed: No props are needed. 

Steps:  

• Throughout Faure’s Fantasie, there are a large number of accents written. Two 

issues can rise, students can either ignore them or they see all accents as being 

equal.  

• Discuss with students about accents. Accents can mean something completely 

different from one composer to the next. In the Fantasie, the different accents 

serve different purposes. What are those purposes?  

• Have each student make a list of 10 accents they may hear in everyday life. Give 

one or two examples if needed.  

• Have students act out some of their accents.  

• Have them act out some of the other student’s accents (There can be a tendency to 

only think of huge accents. Make sure there are accents from an explosion to a 

baby sneeze.) 

• Have them act out three of their favorite accents with three different parts of their 

bodies.  

• Pick 5 accents from the students’ lists and have them try playing those accents on 

their flutes. Maybe on every other note of a scale or on do of an arpeggio exercise.  

• After all of this exploration, analyze the accents in the Fantasie. Are they all the 

same? Do they all require the same amount of air/tongue? Assign accents from 

the lists to the accents Faure has written in the Fantasie.  

• As a follow-up: accents must also be rhythmic. Have the students walk to some 

music and make any accent gesture from their lists on the downbeat. Use more 

than just one meter. Try 2/4, 3/4, 4/4, and 5/4…  
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Piece: Prokofiev, Sonata in D, Movement I 

MAPP Exercise: The Reactive Tongue (see page 34) 

Concept(s): Rhythmic Layer 4; duple vs. triple articulation; double tongue.  

Props needed: No props are needed  

Steps: 

• Provide the students with the chart below. Make sure they know what number is 

assigned to each duration.   

• With a recording or using a hand drum, have the students walk to the beat (The 

first movement of this sonata is around 80 bpm.) 

• While students are walking to the music, call out each number.  

• After calling out a number, the students will articulate the duration assigned to 

that number.  

• At first, go down the list of numbers (1, 2, 3, 4, 5, 6) 

• After this, start calling out the numbers in random. (1, 5, 4, 6, 3, 2) (4, 5, 6, 1, 6, 

5, 3, 4, 1, 2) … 

• To make it even harder, get the students used to changing every four beats and 

then trick them!  

• This exercise can be done by just making a flute embouchure and articulating or 

by articulating on the headjoint, directly under the lip plate.  

 

 

 

 

 

 



Texas Tech University, Samuel Hood, May 2018 

 62 

 

Duration per step Number Assigned and Comments 

 

1 

 

2 

 

3 

 

4 

(Single tongue or double tongue) 

 

5 

(Be careful to not turn this into triplet) 

 

6 

(Triple tongued, TKT KTK) 
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Piece: Prokofiev, Sonata in D 

MAPP Exercise: Arm Flute Walking Music (see page 36) 

Concept(s): Rhythmic Layer 3; finger dexterity; finger efficiency; finger strength; 

isolation of one hand at a time.  

Props needed: No props needed 

Steps: 

• Pick some tricky finger combinations found throughout the sonata. A few 

examples from movements III and IV are located below.  

• If the right-hand fingers need greater independence, instruct students to reach left 

arm out in front of them, parallel to the floor, with a slight bend in the elbow. The 

students will then form a flute right hand position on the right arm.  

• If the left-hand fingers need more independence, instruct students to put their 

right hand on their left shoulder and then move the arm about six inches away 

from the body. The students will then form a flute left hand position on the right 

arm.    

• Using a rhythm instrument, have students walk to the beat (tempo depending on 

movement of sonata).  

• While walking to the beat, give the students one or two measures to finger on 

their arm.  

• Assign each pattern with a number and then switch finger patterns by calling out 

each number.  

• Use other patterns that aren’t in the sonata for extra challenge (First five notes of 

C major scale, first five notes of a chromatic scale starting on first octave E-

flat…) 
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Figure A.3 Prokofiev Sonata, mvt. III, for right hand 

 

Figure A.4 Prokofiev Sonata, mvt. IV, for right hand 

 

Figure A.5 Prokofiev Sonata, mvt. I, for right hand 

 

Figure A.6 Prokofiev Sonata, mvt. IV, for left hand 1 

 

Figure A.7 Prokofiev Sonata, mvt. IV, for left hand 2 

 

Figure A.8 Prokofiev Sonata, mvt. IV, for left hand 3 
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