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

INPEJCJIOBHUE

IMosiBnenuem B 1879 roay B ITapu-
ke OOmecTBa KaMEepHOU My3BIKU IS JTy-
XOBBIX MHCTPYMEHTOB 3HAMEHYETCS 3aKaT
3IOXU JOMMHUPOBAHUSA (POPTENUAHO U
CTPYHHBIX HMHCTPYMEHTOB B aKaJeMuye-
CKOM KamepHOU Mysbike. Ero ocnosareb
— BUJIHBIA (DPaAHIy3CKHI MY3BIKAHT TOTO
Bpemenu Iloan Taddanens, d¢reittucr,
JAVIPYKEDP, KOMIIO3UTOP M OOIIECTBEHHBIHN
Jesareb, CYUTAIONMIACI TaKKe OCHOBaTe-
JieM (ppaHIYy3CKOI IIKOJIbI UTPBI HA IOIIE-

peuHoii dreiite.

ITons Tadpdanens (1844 — 1908)
poawica B bopzro, B Bospacre 9 et Havan
6paTb ypoKU (IeHThI Yy CBOEro oTIa, U
y’Ke uepes rofi Jia Iepsblil KoHnepT. Bro-
caenctBun oH obyudancsa B Ilapmxckoit
koHcepBaTtopuu y Jlym [lopioca. Ilo ee
okoH4aHUIO B 1860 roay oH mosy4un cBoio
IEPBYI0O IMPEMUIO 32 MOOEy B HCIOJIHU-
TEJBLCKOM KOHKYPCE, IOCBATUB CJELYIO-
mue 30 jeT cBOel KU3HU Kapbepe COJIb-
HOT'O MCHOJIHUTENS Ha (pIeiTe, MoObIBAB
¢ ractpoasaMu B ToM uuciae u B Poccun.
IIponomxas Tpaauuu TOrO BPEMEHM I10
CO3JJaHUIO M PA3BUTHUIO HAIMOHAJIbHBIX
IIKOJI, OH IPOIAraHAupOBal ujaeu (pas-
I[y3CKOTO CTHJISI B MY3bIKE, IOMUMO 3TOTO
BO3Bpallasi MHTEPEC K HMCHOJIHEHUIO 3a-
OBITBIX IPOU3BEAEHUN KOMIIO3UTOPOB
koHIla XVIII Beka s QyXOBbIX HHCTPY-
MEHTOB.

3aBepumuB Kapbepy COJBHOTO HC-
nonauTens B 1890 roxy, oH craHoBUTCA
auprmxepom OpKecTpa KOHCEPBATOPHH, a
CIYCTS TPU TOJA TAKXKE PYKOBOJUTEIEM
kadeapn! ¢uelTsl. B rogsr coero mpe-
HoJaBaHusa OH 3HAYUTEIbHO 000TaTUI



composers), as well as teaching methods.
In addition, he created his own works,
which are included in the repertoire
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 playes
ranging from the correct positioning 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,

HCIIOJTHUTEIBCKAH perepryap CTYIE€HTOB
(B 9acTHOCTH, BBEJS NMPOU3BEJEHUS WHO-
CTPAHHBIX KOMIIO3UTOPOB), a TaKXkKe Me-
TONUKy npenogasanud. Kpome storo on
CO371aBAJI 1 CBOU IIPOU3BENCHUSA, KOTOPbIE
BXOJAT B penepTryap JAYXOBHUKOB U IOHBI-
He. lIMeHHO B paMKax cBOe€H mneparorude-
CKOIl Kapbepbl OH Hadald paboTy Haj
6osbmuM yue6HbIM 1Tocobuem «Ilonnas
IIKOJIA UT'PBI HA (pieiiTe», BKIOYAIOIIM B
ceb6s1 Bce HanboJ1ee BasKHBIE ACIIEKTHI MO/
roToBKM (PJIEUTHCTA, HAYWHAs OT IIpa-
BIJIBHOM IIOCTAaHOBKHM PYK U KOPIyca IO
CTUJIUCTUYECKUX MOMEHTOB HCIIOJHU-
TEJbCTBA, KOTOPBIH B TEUYEHUE CBOEH

JKU3HU TAK M HE YCIICJTI 3aBCPIIUTD.

Py Tobep (1879 - 1941) po-
mwica B Kaope, me6Gosbmom ropoge Ha
foro-3anaje Ppanium, ero orer, ObLI ca-
IOKHUKOM, OJIHAKO YBJIEKJICS UTPOU Ha
kiaapHere. B Bospacre 7 ner ToGep mepe-
esxaer B [lapux, tie 6epet ypoxku Queit-
TbI cHavuasa y sKiwonsa Tapdanens, a satem
y ero coiHa, ITona Taddanens. B 1893
rogy noctynaet B Ilapmkckyio koHcepBa-
TOPUIO, IJle MOMUMO (PJIEUTDbI CEPHLE3HO
3aHHMAETC TAPMOHMEN U KOMIIO3UIHEN.
Bens axkTuUBHYIO KOHIEPTHYIO J€ATEb-
HOCTb B BeAymux opkecrpax Ilapumxa, a
Takxke counHsAd My3bIky, B 1904 roay lo-
6ep IOoJIy4aeT MECTO BTOPOTO JUPIKEpa
Opxkecrpa koHueptHoro obmecra Ila-
pwxckoin koHcepBaropuu. Ilocae Ilep-
BOI MupoBoil Boiinel B 1919 roxy on Tax-
e CTAaHOBHUTCA npodeccopoMm (pIeHThl B
KOHCEPBATOPUM (CPEAM €ro Y4YEHUKOB
Mapcens Mous) 1 My3bIKaIbHBIM PyKOBO-
aurenem Ilapmxckoil onepsl. Ilocie 3a-
BEPIICHUA CBOCH MCHOTHUTEIBCKOU Ka-
poepbl B 1923 roay I'obep ocraerca
npodgeccopom ¢ueiter 1o 1931 roxa,
IIOCJIE YETO NPENoJAET JUPUKUPOBaHHE.



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”.

The first part, “General Tech-
nique” is devoted to the development of
the student’s initial skills of playing flute.
In addition to the information regarding
the correct breathing, proper em-
bouchure position and articulation while
playing flute, as well as some features of its
construction, a large number of exercises
and scales for the gradual growth of be-
ginner flutist's skills are collected here:
from exercises on the head-joint to com-
plex fingering transitions in the 3rd oc-
tave. Not limiting the student only with
dry technique, the authors also included
here little pieces, many of which are duos,
where the teacher can play the second

flute part.

The second part “Ornaments”
devoted to the work on music ornaments
on flute such as trills, grace notes, appog-
giaturas and mordents. Each technique
has a description of how it should be
played with many studies and musical ex-
cerpts. Working on some of these orna-
ments is especially relevant for playing
music of Bach’s and Mozart’s era. The

chapter contains a table of frill fingerings.

Tobep coBMecTHO ¢ emé OIHUM
yaenukoM Tadpdanena Jlyu Pnepu 3a-
BepmaeT Metoaumdyeckuil Tpyn Taddane-
Js, paboTa HaJ, KOTOPBIM IIUIA MHOTHE
rozabl. «IlonHas mxosa urpel Ha ¢renTe»
Taddanensa-Tobepa 6pUIa N3KAHA JIUIIL B
1923 rony, ogaako u 1o ceit jeHb OHA AB-
JIIETCS BOKHEHUIINM IOJCIIOPhEM JUIs 00-
pa30BaHUS HCHOTHUTENSA-PIECUTUCTA, SB-
JISICh CBOEOOPA3HOU «3IHITUKJIONIENNEH

Urpsl Ha reiTe».

IlepBaa gactp «OO6mAa TEXHUKA»,
MOCBSIIIEHA Pa3BUTHIO Y YUEHHUKA II€PBO-
HaYaJIbHBIX HABBIKOB (ueiitucra. Ilommu-
MO CBEICHUI, KaCAIOIMXCI NPaBUJIbHON
IIOCTAHOBKM JIbIXaHMS, aMOynmopa U ap-
TUKYJISIUN, HEOOXOJUMBIX JUIs UI'Pbl Ha
(preitte, a TakxKe HEKOTOPBIX OCOOEHHO-
cTeil ee KOHCTPYKIIMU, 37IeCh COOpaHOo
60JbIIOE KOJHUYECTBO YIPaXHEHU u
raMM /Ui TOCJIEAOBATEIbHOIO POCTA Ha-
ypHaomero QJedATuCcTa: HAYUHASA OT
YVIPOKHEHU Ha TOJOBKE M 3aKaHYMBas
CJIOKHBIMU aNIUTMKATYPHBIMHU TIE€PEXO/1a-

mu B 3" oktaBe. He orpanuumsas yueHuka
CYXOll TEXHUKOM, aBTOPbI TAKKE BKJIIOUM-
JIN CIOJia ¥ HEOOJIbIIME MbEChI, MHOTHE U3
KOTOPBIX SABJIAIOTCS JAySTaMM, IJ€ MaPTUIO
BTOPOI1 (pJIEATHI MOKET UCIONHSATD IIe/a-
TOT.

Bropas wacte «OpnHamenTanus»
HOCBsIIEHa PaboTe HaJ My3bIKaJIbHBIMU
yKpameHusasMu Ha ¢ueiTte, TaKUMU Kak
Tpeau, KOPOTKUE U JUIMHHBIE (DOPILIArU
1 MoOpAeHTbl. Kaxjgas TexHUKa HMeeT
OINMCAHHE €€ NPHUMEHEHUS U CHabXeHa
MHOTOYHMCJIEHHBIMU YHOPAKHEHUAMH U
IpUMEPAMHU U3 My3bIKAJbHOM JHMTEpaTy-
pbl. OcobeHHO akTyasTbHa paboTa HaJ He-
KOTOPBIMU U3 3THUX TEXHUK JUI MY3bIKU
BpeMeH baxa mim Monapra. B mrase
IpEACTaBICHA TAOINIA ANIUIMKATYp IS
Tpee.



The third part “Tonguing”
devoted to the development of the
articulation skills of a flutist. This chapter
provides recommendations on the
student’s work on a single, double and
triple tongue attack in various combi-
nations, accompanied by numerous exer-
cises and pieces for one or two flutes, the
second of which can be played by the
teacher.

This part is addressed to all
flutists who want to achieve a clear
tonguing to perform complex musical
compositions.

The fourth part “17 Big
Daily Exercises” contains 17 complex
exercises on different types of
techniques. These exercises allow a flutist
to develop and “hold in fingers” a huge
number of various scales, arpeggios,
intervals and trills. Playing them with
different articulations and rhythmic
groups, the flutist while performing
almost any work of the classic-romantic
repertoire will be able to think about
musicality, and not technical difficulties.
That is why this chapter is addressed to
all flutists who have already mastered

the basics of producing sound.

The fifth part “24 Progressive
Studies” contains many basic complex ex-
ercises for different types of techniques.
Many of these studies contain techniques
that are practiced mostly in baroque mu-
sic, such as trills, mordents, turns, fre-
quent division in two voices, etc. There
are particular studies for clear attack in
different rhythmic sections as well as stud-
ies to attain the ample sound even in fast
tempo.

Tperbss yacTh «ATaka A3bIKa» IO~
CBAIEHA Pa3BUTHUIO APTUKYJIAIMOHHDBIX
criocobHocreil  ¢aeiitucra. B a10ii m1aBe
MPEICTABIEHBl PEKOMEHJAIIUN 110 pabore
ydeHUKa HaJ OJUHAPHON, JBOWHON U
TPOWHOWM aTakoil A3bIKA B Pa3JIUYHbBIX
KOMOUHANUAX, CONPOBOX/JAaE€MbIe
MHOTOYUCIEHHbIMUA  YVIIPAKHEHUAMU U
nbecaMy JUIsi OJHOW Wau JABYX (IedT,
BTOPYIO M3 KOTOPBIX MOXKET MWIpaTh

MNPEIoAaB aTejIb.

JTa 4acTh agpecoBaHa QuedTUC-
TaM, KEJAIOINM JOOUThCI YETKOU aTaKu
A3BIKA JUISl VICTIOJIHEHMSI CJIOKHBIX MYy3bl-

KaJIbHBIX IIPOU3BEICHUN.

YerBeprast vacrb «17 Gonbmmx
€XEIHEBHBIX YIPAKHEHUU» COLEPXKUT

B cebe 17

YyOPaXHEHUUW Ha Pa3HbIe BUJbI

KOMIIJ € KCHbIX

TEXHUKHU. IDTHU YyHOPAXKHEHUH
MO3BOJNAIOT Pa3BUTh U «Ie€pXKarb B
najblaXx» OTPOMHOE KOJIUYECTBO
BCEBO3MOXKHBIX TaMM, apIeEIXHuo,
nHTEpBAIOB U Tpeneit. Mrpas nx cambiMu
Pa3HOOOPA3HBIMU IITPUXAMH U PUTMHUYE-
CKMMU TPYyNIUPOBKaMH, (uieTucr avmo-
JKET BO BpEMs HCIIOJIHEHUs IPAKTUYECKU
JI000TO  NIPOUBBENEHUsT  KJIACCUKO-POMAH-
TUYECKOTO penepryapa B IIEPBYIO O4EPEID
JYMaTb O BBIPABUTEILHOCTH, A HE O TEX-
HUYECKUX CIOKHOCTAX. FIMeHHO mosromy
3Ta DlaBa azpecoBaHa BceM duieTucram,
YK€ OBJIQJEBIIMM a3aMH 3BYKOU3BJIEUE-
HMS.

IIsras gacTp «24 mpoOrpeccuBHBIX
3TIOJA» COAEPKUT B ceb6€ MHOXKECTBO

6a30BbIX KOMILUIEKCHBIX YIIPaXKHEHUI HA



The sixth part "12 Big Virtuoso
S tudies", which contains many arti-
artistically made exercises for various
types of techniques, including the
transcriptions of Chopin's four etudes.
These studies allow to practice and
develop a huge number of typical
techniques of flute music of the XIX ,
early XX century, a variety of
combinations of articulations, dynamic
differences, frequent cases of perpetual
motion, etc. Thoughtful practicing of
these studies can significantly simplify for
the flutist the performance of many and
many virtuoso works for the flute,
allowing the performer to take first care of
expressiveness, and not of technical
difficulties.

The seventh part “Of Style”
is devoted to the work on the
stylistic features of flute playing 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
presented works are preceded by a
description 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.

The eighth part “Orchestral
excerpts”, which contains the flute parts
of many fragments of symphonic and
dramatic musical works selected by the
authors as preparatory exercises for the
work of the flutist in the orchestra. De-
spite the fact that some of the works pro-
vided by the authors (the repertoire works

pasHble BUAbI TEXHUKU. MHOTME U3 3THUX
3TIOJIOB COJEPKAT YIPaKHEHUs Ha IIpue-
MBI UTPbI, MPAKTUKYIONINEC 10 GOIbIIeH
yacTu B 0ApOYHOI My3BbIKE, TaKHE KakK
TpeId, MOPJAEHTHI, TPYIIETTO, YacToe
asyxrojgocue u jap. OTaeIbHO MOXKHO Bbl-
J€TUTD 3TIOAbI HA PA3BUTHE YETKOU aTAKU
B PA3HDBIX PUTMUYECKUX TPYNIINPOBKAX, a
TaKXe Ha JOCTYDKEHHE IIOJHOBECHOTIO

3BYKa Jlake B OBICTPOM TeMIIE.

Ilecras wyacts «12 OGoabmux
BUPTYO3HBIX 3TIOJIOB» BKJIIOJAET B Ce0s
MHOMECTBO  XYIOXECTBEHHO O(OPMJIEH-
HBIX YIPOKHEHHH HA pa3Hble BHUJbI TeX-
HUKU, BKJIIOYAs PEIAKIUIO YETBIPEX ITIO-
noB Illomena. ITU 3TIOABLI ITO3BOJISIOT
IPAKTUKOBATb U PA3BUBATh OIPOMHOE
KOJIMYECTBO THUIOBBIX NPUEMOB  QuieiiTo-
Boi My3bpIkn XIX — madama XX Beka, MHO-
rooOpasHple IITPUXOBBIE CXEMbI, JHUHA-
MUYECKHE Iepemnajbl, 4YacTble CJIydan
perpetuum mobile u ap. Baymuusasa urpa
3TUX BTIOAOB CIIOCOOHA 3HAYUTEIbLHO
YHOPOCTUTH (UIEHTUCTY WCIIOTHEHUE MHO-
IMX ¥ MHOTUX BHPTYO3HBIX IIPOU3BE/E-
HUI Ui pJIEHTBI, TO3BOJAS HMCIOTHUTE-
JIIO B IIEPBYIO O4EPENb 3a0OTUTHCI O BbI-
Pa3UTETBHOCTH, a HE O TEXHUYECKHUX

CJIOKHOCTAX.

CenpMmasi yacth «O cTHIEe» ITOCBS-
meHa paboTe Hajl CTUIUCTUIECKUMH OCO-
GEHHOCTAMU UTPBI Ha (reiiTe Ha TpHUMe-
P€ HEKOTOPBIX COYMHEHUN, OTOOPaHHBIX
apTOpamMu. B 4mciao 3TUX npUMeEpOB BXO-
JAT (PPArMEHTDI U KYIEHITNN POU3BEAEHUIA,
YK€ CTaBIIUX KJIACCUMKOW, a TaKyKe IIOIy-
JIAPHBIX Ha MOMEHT KoHIla XIX — Hauama
XX Bekos. IlpencrabieHHble npousBee-
HUSA HPEIBAPSAIOTCA ONMCAHUEM YEPT CTU-
JIsl KOKJIOTO M3 HUX, a 110 XOAy (pparmeHTa
UTpaTh TO WIA MHOE MECTO U Ha YTO 00-
pamaTbh BHUMAHHE.



of European orchestras of the turn of the
19th and 20th centuries are provided
here) are not present in the repertoire of
most orchestras today, most of them still
remain relevant. Unlike the previous
chapters of the “Method”, here the
examples can be played in any order,
because they are arranged in alphabetical
order.

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

Bocbmas wacte «OpkecTpoBbie
TPYAHOCTU>» COAEPKUT B cede preToBbIe
HapTUM MHOTUX (parMeHToB CUMQpOHU-
YECKUX U JPAMATUYECKUX MY3bIKAJIbHBIX
IIPOU3BEIECHNI, M30PAHHBIX aBTOpPaMHU B
Ka4eCTBE IIOJTOTOBUTEIbHBIX YIIPaKHE-
HU K pabore dueliTucra B OpKecTpe.
Hecmorps Ha TO, YTO HEKOTOPBIE U3 IPO-
U3BEIEHUH, K KOTOPBIM OOPAIAIOTCs aB-
TOPBI (37€Ch IIPEACTABJIEHBI perepTyap-
Hbl€ IIPOU3BENCHUS E€BPONEHCKUX Op-
kectpoB pybexa XIX m XX Bekos), ce-
rogHs HE€ IIPHUCYTCTBYIOT B penepTyape
GOJBITMHCTBA OPKECTPOB, OCHOBHASl HX
JacThb BCE €€ COXPAHAET CBOIO AKTyaslb-
HOCTb. B ommmume oT mpeapiaymux DiaB
«MeTosma», 31€Ch NPHUMEPHI MOMKHO WI-
paThb B 000U IOCJIEI0BATEIbHOCTH, BBU-
Jly TOTO, YTO OHU PACIOJOXKEHBI B asda-

BHUTHOM IIOPSJKE.

Cepeeit Cmpoticun, pedaxmop
usdamenvemea «Ilrarnema mysvixu»
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GENERAL ADVICE

1. Make sure the flute sounds
consistent throughout the whole range.

2. Take care of the sound quality.

When working on any exercise or
study, regardless of their complexity, the
student must adhere to the following
rule: quality, purity of sound and its ac-
curacy are more important than taking
care of fingering.

FLUTE ASSEMBLING

The flute consists of three de-
mountable parts, namely: head joint
with an embouchure hole, body with
keys and foot joint.

Typically, the flute is assembled in a
line, thatis, the foot joint and body valves,
as well as the embouchure hole, should
make a line. However, regarding to some
features of the performer’s lips shape,
the embouchure hole may be slightly
turned to yourself; the same applies to
the foot joint, which can be turned on a
couple of millimeters depending on the
length of the little finger.

POSITION OF THE BODY

POSTURE

The general position of the body

should be comfortable, and the line of

the body be harmonious. You can’t
keep the body in too high and,
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OBIIIUE PEKOMEHJAITMI

1. Canenuts 3a TEM, YTOOLI
(prefiTa 3Byyanma erMHOOOpPA3HO Ha
BCEM €€ JUala3oHe.

2. 3a60TUTBCS O KAaYeCTBE 3BYKA.

PaGoras Haj m00bIM ympax-
HEHUEM WU 3TIONAOM, HE3ABUCUMO OT
UX CJIOKHOCTHU, YYE€HUK JIOJKECH IPU-
JAEP>KUBATBCS CJIECAYIONIETO IPABIUIA!
KAa4eCTBO, YHCTOTA 3BYKA M €TO aKKy-
PaTHOCTb BakHee, 4YeM 3a60oTa 00
amILIIKAType.

CBOPKA ®JIEUTHI

dneiitTa cocTouT U3 TpEX COHOp-
HBIX YaCTel, a UMEHHO: 20108Ka, KOTOPAs
MeeT aMOYIIIOPHOE OTBEPCTHUE, KOPNYC C

KJaltTaHaMM 1 KO0/1€HO.

O6pruno ¢ueiita cobupaercsa B
JIMHUIO, TO €CTh KJIANaHbl KOJIEHA U KOpP-
Imyca, a Takke aMOYIIIOPHOE OTBEpPCTHUE
JOJ/UKHBI  PACIIOIaraThCsl BJOJb OJHOU
guHna. OJHAKO, NMPU HEKOTOPBIX OCO-
6eHHOCTSIX (OPMBI TI'y0 MCIOTHUTES,
aMOYIIIOpHOE OTBEPCTUE MOXKET OBIThb
HEMHOTO IOBEPHYTO K cede; TO jKe caMoe
KacaeTcd U KOJ€Ha, KOTOPOE MOXKET
ObITH IOBEPHYTO HaA APy MUJUIUMETPOB

B 3aBCHUMOCTU OT JJIMHbI MU3HWHIIA.

ITOJIOKEHUE TEJIA

OCAHKA

Ob11€ee 1OJ0KEHUE TeIA JOKHO
OBITb YIOOHBIM, A JIUHHUS KOpPIIyca Tap-
MoHnyHON. Henbss gepxkarb Teno B

CJMMIKOM NPUMNOJHATOM, a, CJIe0Ba-



therefore, tiring position, which will in-
evitably interfere with the performance,
confusing the audience. The elbows
should not be adjacent to the body so as
not to squeeze the lungs, but do not ex-
pose them too much.

In order not to get used to the
incorrect position of the body, the stu-
dent needs to teach himself from the
very beginning to play in front of the

mirror, monitoring his /her posture.

POSITION OF THE INSTRUMENT
The line of the flute must be

strictly parallel to the line of the lips; but
since it should be slightly lowered, the
flute player should tilt his head slightly
towards the right shoulder.

POSITION OF THE FINGERS

The fingers placed on the keys or
plates, with the exception of the thumbs
and the first phalanx of the left hand
index finger, should be rounded. When
hitting the keys, fingertips should not be
raised higher than one centimeter.

POSITION OF THE RIGHT HAND

The right hand should be held so
that the fingers are naturally located
above the keys, slightly rounded to move
without bending. The thumb is located
under the F-hole.

POSITION OF THE LEFT HAND

The flute should rest on the first
phalanx of the left hand index finger;
the thumb should be outstretched and
move freely, the rest fingers should be
rounded.
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TEJbHO, YTOMUTEIHLHOM IOJIOKEHUU, KO-
TOpoe OyaeT HEH30€XHO MeENIaTb BbI-
CTYILIEHUIO, cMyInas 1myosuuky. Jloktu He
JOJLKHBI TPUMBIKATD K TYJIOBHUIILY, YTOOBI
HE CAAaBJIUBATDh JIETKUE, HO HE CTOUT BbI-

CTAaBJIATDH UX CJIMIITKOM.

Yro06bI HE NPUBBIKATH K HENpa-
BIJIBHOMY IIOJIOKE€HHIO TeJa, YIEHUKY
HY’KHO C CaMOTO HadaJa IPUYIUTb CceOs
UTpaTh IEPEN 3€PKAJIOM, CJIEIs 3a OCaH-
KOM.

IIOJIOKEHUE MHCTPYMEHTA

JIuausa ¢aelTsl A0MKHA OBITh
CTPOTO MapalieJbHA JUHUH I'y0; HO, IO~
CKOJIBKY OHA JOJDKHA OBITH CJIETKa OIIy-
ImeHa BHU3, (PIEHUTHCT JOJDKEH CJIeTKa
HAKJIOHATb TOJOBY B CTOPOHY IIPaBOTO

Iieya.

ITIOJIOKEHHE ITAJIBITEB
HaJIbLIbI, IIOCTABJICHHBIC Ha KJla-

NaHbl WIN COOTBETCTBYIOIIUE UM ILIa-
CTUHKM, 34 MCKJIIOYEHUEM OOJIBIIUX U
nepBoii (paJJaHTU YKa3aTeIbHOTO Masblia
JIEBOM PYKHU, JOJKHBI ObITh 3aKPYDICHDI.
IIpu ypape no kaanaHaM KOHYMKU Majlb-
II€B HE CTOMUT IIOJHUMATh BBIIIE, YEM Ha

OJH CAHTHUMETP.

MO3HITHUA IIPABOI PYKU

IIpaByio pyky ciemyeT JepsKaTb
TaK, 4TOObI MaJbIbl €CTECTBEHHBIM O0-
Pa30M pacCHOIArajiuch HaJ| KJIAlAHAMH,
CJIETKA OKPYIICHHBIE, YTOObBI JBUTATHCS
6e3 crubanns. bomapmoil marer pacro-

JlaraeTcs 1o, OTBEpCTUEM ®da.

IMO3UIIUA JIEBOM PYKU

dneiiTa AOKHA ONUPATHCA Ha
nepBylo (aJaHTy YKa3aTeJbHOTO ITaJbIia
JIEBOHM PyKH; OOJBIION mHaser] JOJKEeH
OBITb BBITAHYT U JIBUTATHCS CBOOGOJIHO,

OCTaJIbHbIC ITAJIbIIbI 3AKPYIJICHBI.



Fig. 1. General Posture of the
Player
Puc. 1. Obwee nonoxeHune Tena
McnonHuTens
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Fig. 2. Embouchure Position Fig. 3. Fingers Position
Puc. 2. No3nuyua ambywopa Puc. 3. Mo3anyua Nanbues
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PART ONE
GENERAL TECHNIQUE

Basics of
Flute playing

From the very beginning, the student
needs to teach the instrument how to
"speak", for this purpose only headjoint is
used, which at first can be held with both

hands for more stability.

1) Close your lips without squeezing
them, stretching their edges so that they
lightly touch the teeth, leaving a slight gap.

2) The position of the jaw should be
similar to the position of the jaw with a half-
open mouth.

3) Attach the mouthpiece to the lower
lip so that it covers the embouchure hole of
the instrument by about a quarter of its
diameter.

4) It is necessary to try to ensure that
the air flow is directed to a certain point. If
the position of the lips is correct, the air flow
will strike the bevel of the mouthpiece hole,
that makes air column inside the tube to
vibrate, creating a musical sound. At this first
stage, the student does not need to worry
about articulation, but focus only on the
right direction of exhalation. These exercises
must be repeated, each time after the next
exhalation, removing the instrument from
the lips, so that they come to a natural
position. When the student achieves a
completely satisfactory result, he/she can
proceed to classes on the whole instrument.
First a student has to work out the following
exercises, which contain the sounds of the
scale in C major, the most simple in fingering
and requiring a small air flow.
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YACTD IIEPBAA
OBILAS TEXHUKA

IlepBoHauaIbHBIE TOHATUS
006 urpe Ha ¢ielite

C

HAay9UTb HMHCTPYMEHT "TOBOPUTL', JUIsI 3TOTO

CaMOTO  Ha4daJla Yy9€HHMKY HYKHO

UCIIOJIb3YETCSA  TOJBKO TOJNOBKAa  (PJIEHTHI,
KOTOPYIO IIEPBOE BPEMsl MOXHO JepXKaTb

JIBYMsI PYKaMH /151 O0IbIIEN YCTOMYUBOCTH.

1) ComkamTE TYOLI HE CKHMMasg, pac-
TAHYB UX Kpas TaKUM oOpa3oM, YTOOLI OHM
CJIETKA KAcCaJIuCh 3y0OB, OCTABJASA IIPU 3TOM
HeGOJIBIION 3a30p.

2) TlosoxeHne 4YeaIOCTU JOKHO OBITH

HO,Z[O6HO ITOJIOKEHUIO nmocjaeaHen npn

IIOJTYOTKPBITOM PTE.

3) IlpmnoxuTe ryoKkn PIEHTHI K HYDKHEH
ryoe TakuM oOpa3oM, YTOOBI OHA 3aKpbIBAIA
aMOYIIIOpHOE OTBEPCTHE WHCTPYMEHTA IIpU-
MEpPHO Ha YeTBEPTH €ro IuaMeTpa.

4) HyxxHo cTapaTbcs, 9TOOBI IIOTOK BO3-
JyXa ObLI HAIIpaBJIE€H B OIPE/JEIECHHYIO TOUYKY.
Ecin nosioxxenune amoymiopa npaBuiIbHOE, 10~
TOK BO3JyXa OyIeT yaapsATb IIO HMEPETOPOJKE
aMOYIITIIOPHOTO OTBEPCTUS, I10J| BO3/eiCTBIEM
9Yero crojab BO3JyXa, HAXOJAIMIICA BHYTPHU
KOPIIyca, HAYHET BUOPUPOBATD, CO3JABAS MY-
3bIKaJIbHBIN 3BYK. Ha »TOM mepBom srame
YICHHKY HE HYKHO 3a00TUTBCSI OO apTHKY-
JIIUU, 2 COCPETOTOYUTLCA TOJIBKO Ha IIpa-
BIJIbHOM HAIIPABJICHUM BbIIOXA. DTU YIIPAXK-
HEHUsI HEOOXOAUMO IIOBTOPATH, KaXKJbIi pa3
IIOCJIE OYEPETHOTO BbIIOXa yOupas HHCTPY-
MEHT OT Iy6, yTOObI OHM IPUILIA B €CTECT-
BeHHOe nosoxenue. Kora yuenuk po6bercs
HOJTHOCTBIO YAOBJIE€TBOPUTETBHOTO PE3YIbTa-
Ta, MOXHO IEPEXOJUTDH K 3AHATUSAM Ha HHCT-
pymeHTe nekoM. CHavala HEOGXOAUMO PO~
paboTaTh ciaefylomue yIpakHEHUs, KOTOpbIe
coziepskat 3ByKu raMMbl Jlo Maskop, HauGosee
IPOCTBIE II0 ANIUIMKATYpe M Tpedylolue He-
6OJIBIIOTO pPacxo/a BO3/IyXa.



In the next exercise, one can find the
note Co, which fingering uses only the
index finger of the left hand and the little
finger of the right hand. This is one of the
few positions in which, due to the small
number of fingers holding the instrument,
the chin is used as a foothold. In this case,
make sure that the instrument is held
stable.

B cuenylomeM ynpaxkHeHMu BCTpe-

yaeTcda HoTa /o BTOpOHl OKTaBbl, B aIl-
IUIMKAaType KOTOPOHM Y4YaCTBYIOT —TOJBKO
yKa3aTeJbHbIA IIajiel] JIEBOM PyKH U MU-
3UHEI| IPaBOi. ITO OJHO U3 HEMHOI'HX
IOJIOKEHUH, IPU KOTOPOM H3-32 MaJOTro
YNCIa IMalbLEB, HNPWKUMAIOMUX HHCTPY-
MEHT, B Kau€CTBE TOYKH OIOPbI MCIOJIb3Y-
erca mosboposoK. B aToM ciaydae Hy:KHO

CJIEIUTD, YTOOBI MHCTPYMEHT OBbLT YCTOU-

YHuB.

The student must carefully work out
the exercises given above until the sound
of each note becomes clear and the
transitions between them are free and
smooth. You should carefully monitor the
quality of
remembering the fact that wrong trainings
at the initial stage of studying flute are most
often irreparable and can become an
insuperable obstacle to the career of a

sound production, always

performer.
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YaeHuK JO/KEH CTapaTeJbHO IIpOo-
paboTarh ynpakKHEHHUs, yKa3aHHbIE BBIIIE,
IIOKa 3By4aHME KaXXJOW HOTbI HE CTaHET
MEXIy HUMU

YMCTBIM, A IEPEXOIbI
cBOOOJHBIMU U poBHBIMH. CienyeT BHUMA-
TEJbHO CJIEJUTDL 32 KAa4€CTBOM 3BYKOM3BJIE-
YEeHHs, BCEa IIOMHS TOT (PAKT, dYTO
HENPaBUJIbHLIE 3aHATUA Ha HAYaJIbHOM
aTare oOy4eHUs Jallle BCETrO HEIOIPaBUMBbI
1 MOTYT CTaTh HEMNPEOJOJIUMbIM ITPENATCT-

BHEM Ha IIYTU K Kapbe€p€ NUCITIOJIHUTEJIA.
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