FOREWORD

The establishment of the Society
for Chamber Music for Wind Instruments
in Paris in 1879 marked the decline of the
era of piano and string instruments dom-
ination in academic chamber music. Its
founder is a prominent French musician
of the time, Paul Taffanel, a flutist, con-
ductor, composer and public figure, who
is considered to be the founder of the
French school of playing flute.

Paul Taffanel (1844 - 1908) was
born in Bordeaux, at the age of 9 he be-
gan taking flute lessons from his father,
and a year later he gave the first recital.
Subsequently, he studied at the Paris Con-
servatoire with Louis Dorus. After gradu-
ating in 1860, he received his first prize at
the competition, devoting the next 30
years of his life to the career of a solo flute
performer, having been on tour in Russia
as well. Continuing the traditions of that
time on the creation and development of
national schools, he promoted the ideas
of the French style in music, besides this
he revived interest in the performance of
forgotten works by composers of the late
18th century for wind instruments.

After completing his career as a
solo artist in 1890, he became the conduc-
tor of the Conservatoire Orchestra, and
three years later, he also became the head
of the flute department. During the years
of teaching, he significantly enriched the
students' performing repertoire (in par-
ticular by introducing works by foreign
composers), as well as teaching methods.
In addition, he created his own works,
which are included in the repertoire

ITPEJCJIOBHUE

IMosinenuem B 1879 roay B Ilapu-
xe OOmecTBa KaMEpHOU My3BIKU IS JTy-
XOBBIX MHCTPYMEHTOB 3HAMEHYETCS 3aKaT
3M0XU JOMUHUPOBAHUSA (POPTENNAHO WU
CTPYHHBIX MHCTPYMEHTOB B aKaJeMuye-
CKOII KaMepHOU My3bike. Ero ocHoBaresnn
— BWJIHBIA (DPAHITy3CKMII MY3BIKAHT TOTO
Bpemenu Ilonb Taddanenn, daenTucr,
JUPIKEP, KOMIIO3UTOP M OOIECTBEHHBIN
JesiTesb, CYUTAIONMIACI TaKKe OCHOBATe
JeM (PPAHIY3CKOH IKOJIBI UTPhI Ha IOIIe
peuHoii dreiite.

ITonp Tadpdpanens (1844 - 1908)
poawica B bopzo, B Bospacre 9 et Havan
Oparb ypoku (pJIEHTHI Y CBOETo OTHA, U
YK€ Jepes rOf JaJl ePBbIi KOHIEePT. Bio-
caencTBun oH obyuancs B Ilapmxckoit
koHcepsaTopumu y Jlym [opioca. Ilo ee
okoH4aHuIo B 1860 rojy oH mosy4un cBoio
IIEPBYI0 IIPEMUIO 3a MOOEAY B HCIIOTHU-
TEJBLCKOM KOHKYPCE, IIOCBATUB CJIELYIO-
mue 30 jeT CBOEH KU3HU Kapbepe COJb
HOTO UCHOJHUTENS Ha (ielite, moObIBaB
¢ ractpojasaMu B ToM uucjae u B Poccun.
IIpogomxass TpaguIUM TOrO BPEMEHU IIO
CO3/JaHUIO U Pa3BUTHUIO HAIMOHAJIbHBIX
IIKOJI, OH IPONaraHupoBal ujaen Qpan-
I[y3CKOTO CTHUJISA B MY3bIKE, IOMUMO 3TOTO
BO3Bpallasi MHTEPEC K HMCIOJHEHUIO 32
OBITBIX IPOU3BEACHHUN KOMIIO3UTOPOB
konna XVIII Beka ana JyXOBBIX MHCTPY-

MCHTOB.

3aBepuIuB Kapbepy COJbHOIO MC-
nonauTenss B 1890 roxy, oH craHoBUTCA
qupuxepom OpkecTpa KOHCEpBATOPUH, a
CIIYCTSI TPU TOJA TAKXKE PYKOBOJUTEIEM
kadeapsl ¢ueiTol. B roasl csoero mpe-
MOJaBAHUS OH 3HAUUTEIBHO O0OTATUI



of wind players even today. As a part of his
teaching career he began to work on a
large manual “Complete Flute Method”,
which includes all the most important
aspects of educating a flute player,
ranging from the correct posi-tioning of
arms and body to the stylistic moments of
performance, and which he didn’t
succeed to complete during his lifetime.

Philippe Gaubert (1879 - 1941)
was born in Cahors, a small town in the
south-west of France, his father was a
shoemaker, but he was an amateur of play-
ing clarinet. At the age of seven, Gaubert
moved to Paris, where he took flute
lessons, first from Jules Taffanel and then
from his son, Paul Taffanel. In 1893, he
entered the Paris Conservatoire, where, in
addition to the flute, he was seriously en-
gaged in harmony and composition.
Keeping an active concert activity in the
leading orchestras of Paris, as well as writ-
ing music, in 1904 Gaubert got the place
of the second conductor of the Orchestra
of the Concert Society of the Paris Con-
servatoire. After the First World War in
1919, he also became a professor of flute
in the conservatory (Marcel Moyse is one
of his students) and musical director of
the Paris Opera. After completing his per-
forming career in 1923, Gaubert re-
mained a professor of flute until 1931,
and then he taught conducting.

Gaubert, together with another
Taffanel's student Louis Fleury,
completed the methodic work of Taffanel,
which took many years. "Complete Flute
Method” by Taffanel and Gaubert was
published only in 1923, but up to this day
it is the most important tool for the
education of flutist, being a kind of
“flute encyclopedia”.

HCIIOJTHUTEJIBCKUH perepTyap CTYAE€HTOB
(B 9acTHOCTH, BBEJS NPOU3BEJEHUS UHO-
CTPaHHBIX KOMIIO3UTOPOB), @ TAaKXe Me-
TOAUKY npenogaBanus. Kpome storo on
CO3/[aBajl U CBOM IIPOU3BENEHNS, KOTOPbIE
BXOZAT B PENEPTyap JAYXOBUKOB U IOHBK
He. IMeHHO B paMKax CBO€H mnexarorude-
CKOH Kapbepbl OH Hadald paboTy Hax
6ospmIM y4eOHbIM 1ocobueM «Ilomnas
IIKOJIA UTPBI HA (pireiiTe», BKIIOYAIOIIIM B
cebs1 Bce HauboJlee BaXKHbBIE ACIIEKTDI IO/
roToBKu (PJAEUTHCTA, HAYMHASL OT IIpa
BWJIBHOM IIOCTAaHOBKM PYK M KOpIHyca Jio
CTUJINCTUYECKUX MOMEHTOB HCIIOJHIF
TEJbCTBA, KOTOPBI B TEYEHUE CBOECHU

JKU3HU TaK 1 HE YCIICJI 3aBEPIIUTD.

@y Tobep (1879 - 1941) po-
muncs B Kaope, me6onpmom ropoxge Ha
foro-3anaje Ppanimum, ero orer ObLI ca-
MOKHUKOM, OJHAKO YBJIEKAJICS UTPOU Ha
kiaapHere. B Bospacre 7 ner To6Gep nepe
esxaeT B [lapux, rie 6eper ypoku e
TbI cHavasa y JKionsa Taddanensa, a sarem
y ero comHa, Ilona Tapdanens. B 1893
rogy nocrynaeT B Ilapmkckyio koHcepBa-
TOPMIO, IZle TOMUMO (PIEHTBI CEPbE3HO
3aHMMAETCA TAPMOHMEN U KOMIIO3UITUE.
Bens axkTHBHYIO KOHIEPTHYIO Je€sATEIb
HOCTb B BeAymux opkecrpax Ilapumxa, a
Takke counHAsa My3biky, B 1904 roxy l'o-
6ep moJydyaeT MeCTO BTOPOTO JUPMKepa
Opkectpa KoHuepTHOoro ob6mecrsa Ila-
puxckoit koHcepsaropuu. llocie Ilep-
BOI MupoBoOii BoiiHbI B 1919 roxy on Tax-
e CTaHOBHUTCS nmpodeccopoM (IelTnl B
KOHCEpPBATOPUU (CPEAN €ro YYEHUKOB
Mapcens Mous) 1 My3bIKaTbHBIM PYKOBO-
nuteneM Ilapumxckoit onepnl. Ilocie 3a
BEPIIEHUSI CBOEH HCIIOTHUTEIBLCKONH Ka-
peepnl B 1923 roxay TI'obep ocraercs
npodgeccopom ¢aeiiter 1o 1931 roaa,
IIOCJIE Y€ro NPENoJAET JUPUKUPOBAHME.



This collection contains one of
eight sections of this work, namely the
seventh chapter “Of Style”, devoted to the
work on the stylistic features of flute play-
ing on the example of some compositions
selected by the authors. These examples
include fragments and cadenzas of works
that have already become classics, as well
as popular ones at the end of the 19th -
beginning of the 20th centuries. The pre-
sented works are preceded by a descrip-
tion of the style traits of each of them, and
along the fragment there are instructions
on how to play this or that place and what
to pay attention to.

This collection is addressed to
flutists, as well as flute students, who seek
to understand the stylistic nuances of
works from different eras and, in accor-
dance with this, in each individual case
correctly formulate their musical thought.

Sergey Stroykin, sheet music editor,
Publishing House “The Planet of Music”

T'obep coBmecTHO € emé OmHUM
yaenukoM Tadpdanena Jlyu Pnepu 3a
BepmaeT Metoaudeckuii Tpyn Taddane
Js, paboTa HaJ, KOTOPBIM IIUIA MHOTHE
rogpl. «Iloxnas mkosa urpel Ha dienTe»
Taddanens-lTobepa 6pUIa N3KAHA JIUIIL B
1923 ropxy, onHako u 1o ceil JeHb OHA fAB-
JIeTCsl BOKHENIINM MOJCIIOPbEM JIs 00
Pa30BaHMUS UCHOJHUTENA-(PIEHTUCTA, IB-
JISIACh CBOEOOPA3HON «3dHIUKJIONEINEN

urpsl Ha reire».

JlaHHDBII COOPHUK COJEPKUT B
cebe OAMH M3 BOCBMU Pa3JieIOB 3TOTO
TPy/la, a UMEHHO ceapMylo masy «O cru-
Jie», TIOCBSIIIEHHYIO paboTe HaJ CTHIU-
CTUYECKUMH OCOOEHHOCTSMH WIPBbI Ha
¢refite Ha MpUMepe HEKOTOPBIX COYMHE-
HUii, OTOOPaHHBIX aBTOpamMu. B wywncio
3TUX IPUMEPOB BXOJAT (PPArMEHTHI U Ka-
JEHIIUN NPOU3BEAECHUI, YK€ CTaBIIUX
KJIACCUKOM, a TaKKe IOIYJISPHBIX HAa MO-
meHT kKoHna XIX - mavama XX BEKOB.
IIpencraBiennble NPOU3BEACHUS MIPEIBaA-
PAIOTCSA OIMUCAHUEM YEPT CTUIIS KaXKJOTO
13 HUX, a 10 XOJy (pparMeHTa BCTPEYAIOT-
Csl YKa3aHUS O TOM, KaK CJIEIyeT UTPATh TO
WJIM MTHOE MECTO U Ha YTO OOpamaTh BHU-
MaHUe.

JTOT COOPHHUK aapecoBaH e
THUCTaM, a Takke obyJaromumcsa Ha Qe
T€, CTPEMAIUMCH Pa30OpaTbCsi B CTUJIM-
CTHYECKUX HIOAHCAX IMPOU3BEIECHUN pas-
HBIX 3IOX M B COOTBETCTBHUU C 3TUM B
KOKJIOM OTAEIbHOM CJIydae IPaBUILHO
0(POPMHUTD CBOIO MY3bIKAJIbHYIO MBICIb.

Cepeeit Cmpoticun, pedaxmop
usdamenvcmea «Ilranema my3vixu>
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OF STYLE

WRITTEN LESSONS

In musical speech, as in colloquial one, a
person does not take a breath at every
punctuation mark. Very often, despite having
enough time to take a breath in a caesura, it is
better to limit oneself to just stopping the
sound. On the other hand, it is necessary to be
able to distinguish cases (even in the absence of
breath mark, omitted either by the forgetfulness
of the author, or for ease of writing), where at
the end of the phrase you need to take a breath
from those where this is not required.

No one will devote himself to a long time
to look for the right places to take a breath in
those pieces where these instructions are
missing; and it would be good that these breath
marks were put down by an educated expert, a
musician with good taste: the last note of a
phrase is sometimes the first of a new one.

Sometimes it is necessary to take a breath
for reasons of artistic taste, not relying on the
signals of the body. Some breath takes are always
bad, you have to disguise them as best as
possible. Due to the negligence of the authors,
it sometimes seems that the articulation marks
will help indicate the right place for taking
breath: by no means following them blindly, we
must in this case look for the true place for
inspiration and, accordingly, correct the
articulation.

The chapter "Breath" says that it is useful
to use the slightest musical pause to take a short
breath. This principle is general; however, it is
not absolute, its application remains the subject
of the rules of good taste, the supreme judge of
inspiration in all respects. In addition, the need
for breath taking can sometimes break the
musical structure of a phrase. To bring its
inspiration back, it is important to hide such
breath taking as best as possible. Breath is the
soul of the flute, that is, the main thing that is in
the art of the flute player.

O CTHJIE

IITMCbMEHHDBIE YPOKHU

B My3bIkaibHOIT peuyn, Kak U B pa3roBoOp-
HOW, 4eJOBeK He OepeT AbIXaHUE IPH KKAOM
3Hake npenuHaHug. OYeHb 4acTo, HECMOTPS Ha
JIOCTATOYHOE BpeMs Ul B3ATUA JbIXaHUA B
nesype, Jydile OTPAaHHUYHUTLCI OCTAHOBKOM
3Byka. C Zpyroif CTOpPOHBI, HEOOXOAUMO YMETH
OTIMYaTh CJAydam (Jake IpU  OTCYTCTBUU
I[e€3yphl, OIYIIEHOH Jn60 MO 3a6LIBYMBOCTU
aBTOpa, MO0 JUIST TPOCTOTHI HAIIMCAHUSA), T/E B
KOHIIE ITPEATTIOKEHUS HY’KHO OpaTh JABIXAHHUE, OT
TeX, TJI€ 3TOTO He TpebyeTcs.

Hukro He craneTr 3aHMMaTbHCS TEM, 4TOOBI
AO0JIr0€ BPEMsI HMCKATb IIPABUJIbHBIC MECTa IJId
B3ATUSA IbIXaHUA B TEX IIbECAX, IZI€ 3TU YKA3aHU I
OTCYTCTBYIOT; M1 XOpPOIIO, 4TOOBI 3TU AbIXaHUWA
ObUIN IIPOCTAaBJICHbI IIPOCBC-IICHHBIM 3HATOKOM,
MY3bIKAHTOM CO BKyCOM: IIOCJIC€IH:ASA HOTaA
IIPEAIOKCHUA NHOTIA SABJIACTCA HCpBOﬁ HOBOTO
IMPEIIOKEHUA.

HMBorna Heo6GXOANMMO B3STH JbIXaHUE W3
COOOPAXKEHMII  XYJOXKECTBEHHOTO BKyCa, He
ONMpasch HA CUTHAJIBLI opraHuama. Hekortopnie
B3ATUSA JAbIXaHUS BCErja IUIOXHE, Bbl JOJKHDI
3aMAaCKMpPOBaTh MX KaK MOKHO Jydme. Ms-3a
XaJaTHOCTU aBTOPOB HHOIZA KaXeTcd, UYTO
MITPUXHU TTOMOTYT YKa3aTh Ha TPaBUJILHOE MECTO
JULS JbIXaHUSA: OTHIOAb HE CJEAys UM BCJIENYIO,
MbI JIOJKHBI B 3TOM CJyda€ HCKaTh HCTUHHOE
MEeCTO I BIOXa 1 COOTBETCTBEHHO UCIIPABJIATH

mMTPUX.

B nmmaBe «/Ipixanue» cka3zaHoO, 4TO IIOJIE3HO
HCIIOJb30BaTh MaJEUINyI0 My3bIKaJIbHYIO IIay3y,
94TOOBI CACAATh KPATKUNA BAOX. DTOT HMPUHIIMI
SIBJISIETCSI OOILIIM; OJJHAKO OH He abCOJIIOTEH, €r0
IIPUMECHEHHE OCTA€TCAd MPEAMETOM IIPABHUI
XOPOIIETO BKYCa, BLICHIMM KPUTEPUEM JIbIXaHUA
BO Bcex orTHomeHusXx. Kpome Ttoro, morpe6-
HOCTh B JbIXaHUU WHOLAA MOXKET CJIOMaTh
CTPYKTypy  (ppaser.  UToGmnI
BEPHYTb €H BJIOXHOBEHHE, Ba)KHO KaK MOXKHO

MY3bIKAJIbHYIO

Jydlle CKpBbIBAaThb TaKU€ B3ATUSA JAbIXaHU.
JlpIxanne — 3To ayma (JIetThl, TO €CTh NIAaBHOE,
YTO €CTh B UCKYCCTBe (ireiiTucra.



Disciplined breathing becomes an obe-
dient agent, alternately flexible and powerful,
and the performer should be able to control the
voice with the same ease, which can express all
emotions. Lips, tongue, fingers are only its
servants; only thanks to it the artist can
communicate with the outside world, down to
every fugitive nuance, in thousands of shades of
his musical feelings with their infinite variety.

OF THE WAY OF INTERPRETATION

J.S.Bach - Sonata in B minor. Adagio

This piece is one of the finest pearls of
literature for flute. It should be performed with
a noble exaltation of the senses, the serene
purity of lines and extreme simplicity.

This first bar calm and without nuances
Imom nepsviit maxm cnokotno u 6e3 KIOAncos
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ELa

Acc

JVCOUIVIMTHUPOBAHHOE JbIXAaHUE CTAHO-
BUTCA IOCIAYNIHBIM areHTOM, IIOIEPEMEHHO
TMOKUMM M MOIIHBLIM, U MCIIOJHUTENb JOJKEH
ObITb B COCTOSIHUU C TaKOUM € JIETKOCTBIO
YIPABJIATH TOJIOCOM, CIIOCOOHBIM BBIPA3UTh BCE
sMormu. Iy6bI, SA3BIK, MaJbIBI — TOJBKO €TO
CJIYTH; TOJIBKO GJIarojapsi €My XyJOKHUK MOXKET
Oo0IATbCSI C BHEIIHUM MHPOM, BIUIOTH JO
KaXJIOTO MHMOJIETHOTO HIOAHCA, B ThICIYaX
OTTEHKOB €ro MY3bIKUIbHBIX YyBCTB C HX

6GECKOHEYHBIM Pa3HOOOPA3HEM.

O CITOCOBLE MHTEPITPETALIM

H.C.bax— CoHaTa cu MUHOP. AJJaKHO

JTa mbeca, OfiHA M3 CaMbBIX MPEKPACHBIX
SKEMUYXKUH JIATEPATYPhI JUIst (PJIEUTBI, JOJKHA
OBITb HCIIOJIEHA C OJAarOpoJHOU BO3BBIIICH-
HOCTBIO YYBCTB, 0Ee3MATEKHOU YUCTOTOU JIMHUU
U KpaliHEe MPOCTOTOA.

ent cresc. a little

Hemnoz0 noduepruymn cresc.

X

oL

B2
-z
L)

N>

"e‘ )l

Make a little expressive accent on the first cue note pressing a little
Coenams MarenyKuil 8vLpasumensrbLil aKuenm na nepeyro nomy hopunaza, creeka nodwepxuys
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Give expression to the g notes but avoid
any emphasis and keep simple
Hobasums vipasumessnocma, Homam coav,
HO U3BE2AMb AKUELHMO8 U UZPAMD NPOCMO

Ay < . 1 e K.//:\ > o
Aize * et L L |
%)v — I —— ?

The trill without termination
He ocmanasrusams mpenw
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To widen

cresc.

Drop the sound - finish playing very simple and
naive without rall.
Yporumn s6yx u saxornuums ouens npocmuim

be3 3ameon.
Pacuubums A/l\ U HAUBHBLM
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Press Ea little Grace note witout haste
Tloouepxryms nemrozo nomy mu Dopuinaz e moponumso
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Widen here as the cresc. increases, very expressive

Pacuupams no mepe pocma cresc., ouens 8vipasumensno

Ne

Press g in very expressive manner
Tooueprnyms coavl 6 sxcnpeccusnotc manepe

Widen the sound, dim. at the end of the bar
Pacwupas, dim. 6 xonue maxma
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Drop the sound - finish playing without nuances and
without any trembling in the sound - with great simplicity.
Vporumn s6yx — saxonuums 6e3 noarcos u Oposicu 8 36yKe
— ¢ 600U NPOCMOMOL.
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With regard to Bach, as with all the great
masters, the performer must follow the strictest
simplicity of performance.

Therefore, vibrato or shaking should be
completely avoided, this is an art that should be
left to mediocre players, the worst musicians.
Sound is the reason causing musical emotions,
or, if you want, a physical agent which transfers
it from the soul of the performer to the soul of
the listener. Vibrato, distorting the natural
character of the instrument and its own
expressiveness, quickly tires the thin ear. A
serious mistake is the unforgivable lack of taste
to translate the thoughts of the highest musical
intelligence ~ with  vulgar  means. The
interpretation of these thoughts should impose
strict rules: only the purity of the line, the
charm and depth of feeling, the sincerity of
emotion coming from the heart, can lead to the
top of style, the ideal that a true artist should
strive for.

C BaXOM, KaKk M CO BCEMH BECINKHUMU
KJIAaCCUYIE€CKUMHU MacCT€paMM, UCIIOJHUTCIb AOJI-
JKEH CO6JIIO,Z[21TI) CaMyl0 CTPOTyIO IIPOCTOTY
HNCIIOJTHEHUA.

IlosTOoMy clexyeT mHOJHOCTHIO H30EraThb
BUOPATO WU TPACKUA, MaHEPY, KOTOPYIO HYKHO
OCTaBUTDHb IOCPEACTBEHHDbIM NHCTPYMCEH-
TIUCTAM, XYALIMM MYy3bIKaHTaM. 3BYK — 3TO
IPUYMHA, BBI3bIBAIOIIAA My3bIKaJIbHbIE 3MOIUH,
WM, €CIM XOTUTEe, (PU3NYECKMH areHT, KOTO-
PRIl IepeaeT Uux OT AYIIM UCIOIHUTENS K AyIIe
crymarens. Bubparo, McKaxaomiee eCcTeCTBEH-
HBI XapaKTep MHCTPYMEHTa U €ro COOCTBEH-
HYIO BbIPA3UTECIbHOCTD, 6bICTpO YTOMJISIET TOH-
kit cryx. CepbesHoil OMmMUOKOH — sABIAETCA
HETPO-CTUTEIbHAS HEXBATKAa BKYCa, IPOABJIA-
IoIadcss B TOM, YTOOBI II€PEaBaTh BYyJIbrap-
HbIMU CPE€ACTBAMH MbIC/IN BBICOYAIIIETO MY3bI-
KaJbHOTO UHTe/IeKTa. VX wmHTepnperanusa
JIOJDKHA HajaraTh CTPOrHE IPaBUJIA: TOJbKO
YUCTOTA JIMHUM, OYapOBAaHHUEC U I‘JIY6I/IH8. qyBCT-
Ba, ICKPEHHOCTH dMOIUH, HCXOAIENH U3 caMo-
ro cep/Ia, MOKET MPUBECTU K BEPUIMHE CTHIIA,
ujeany, K KOTOPOMY JOJDKEH CTPEMUThLCA HACTO-
AMUNA XyTOXXHUK.
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Ch.W.Gliick—"Orpheus". Scene
in the Elysian Fields

This is one of the most beautiful pages of
literature written for flute. The flute is capable
of not only brilliant virtuosity, it also knows how
to evoke the deepest emotions. Here Gluck
makes the flute sing the pain of Orpheus.

This wonderful fragment needs to be
filled with meaningful expression, without
accents and vibrato, taking care of the purity of
sound and avoiding small nuances that destroy
the wide melodic line and make the style
mannered. Also, one should not make long,
and even more too long appoggiaturas, in a
word, do not look for an effect if we want to
achieve these sad and pathetic feelings that
Gliick so accurately conveyed.

K.B.Iox — "Opdeir". Cuena
B Esmncerickux mossix

dTa onHA U3 CaMbIX KPACHBBIX CTPaHUIL
JIATEPATYPbl, HATMCAHHOM /7151 (paeiiThl. Preiita
CIIoCOGHA HE TOJBKO Ha OGJIECTAIIYIO BHUPTYO3-
HOCTDb, OHA TAaK)K€ YMEET BBI3BIBATL CaMbIE IUIy-
6okue amoruu. ok 3xech 3acraisgeT ety
poneTs 6016 Opdes.

ATOT 3aMedYaTETbHBLIH (PparMEeHT HYKHO
HAITOJTHUTD COZEPXKATEILHOI aKcIpeccueit, 6e3
aKIEHTOB M BUOpaTo, I103a00TUBIINCL O
YHCTOTE 3ByKa M H30eras MEJIKUX HIOAHCOB,
KOTOpbIE Pa3pylIaloT MUPOKYI0 MEIOJUIECKYIO
JIMHUIO 1 JEJAaI0T CTWIb MaHCPHBIM. Taxxe He
CJIENlyeT AeIaTh JUIMHHBIE, 2 TeM 60JIe€ CUIIKOM
JUINHHBIE (pOpILIard, CJIOBOM, HE HCKATb
apdexra, ecarm MBI XOTUM JOOUTBCA ISTUX
IeYaJbHbIX M IMNATETHUYCCKUX YYyBCTB, KOTOPOEC

I'nmiox Tak TouHO nepeaan.
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* Press this note and lengthen it a little
* Hemnozo noduepuymo u yoAUHums nomy
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