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Chapter 1
Mechanics of the tongue

The movements of the tongue when speaking are used
for the production of consonant sounds, /t/, /k/, /d/,
/n/, /1/, and it is the position of the tongue and the
shape of the mouth which governs the vowels, Every
language has different sounds, and it is a natural requi-
site, as children, that we develop tongue and muscle
movements in the mouth to reproduce the sounds we
hear when we are learning to speak our native langua-
ge. This however does not preclude our ability for uni-
versal movement and it is this ability which enables us
to learn other languages and to mimic movements
which are not based in our mother tongue.

There are notable exceptions to this, such as the lack
of the sound R in some Asian tongues, which produces
‘flied lice”instead of 'fried rice' or 'th'in English which
for many Europeans becomes ‘ze',
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Zungentechnik
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Zunge hervorruft, wo alle solche Bewegungen beim
Sprechen tatsichlich autematisch und unbewusst sind.




The softening of the /t/-sound into almost a /d/-sound,
produced with a larger surface area of the tongue, is
commen in Spanish and German. In Slavic languages,
e.g. Russian and Bulgarian, there is a large build up of
physical tension in the whole tongue for the //-sound.
All these are in marked contrast to how the French
produce the /t/-sound, using the point of the tongue at
the front of the mouth. The French tu has also the
advantage that it encourages the embouchure to form
a good shape.

Use of air and the production of vowels differs very
widely depending on which language we speak. Many
people mistakenly believe, that the length of a note is
governed by the tongue, but it is in fact the air which
is responsible,

In some languages and therefore flute schools, a rather
slow and undefined vowel sound is taught — in
German, dé (which sounds like duurin English). A very
slow airstream for vowels is responsible for the intona-
tion of question and statement in some Asian langua-
ges. The resulting slow windspeed when playing
flute, lacks vitality and often leads to exaggerated
movements of the tongue.

In French, Italian and English speaking countri
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Chapter 2 Chapter 2

The fingers — Coordination Die Finger — Koordination
Flute players refer very often to good or bad technique. Flotenspieler sprechen haufig

I shall define technique here as the coordination of ter Techrile. In diesem Z
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When you put a finger down, for example, A -G, you Artikulation s
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tongue moves, you will be articulating a tube length
half way between A and G, which will give a mushy
effect to the beginning of the note; rather than the
ictus or defined beginning, which is desirable,

Clarity dictates that whenever we put fingers down
they must anticipate the tongue motion by a frac!
of a second. A lack of tongue/finger coardin
creates a tendency to compensate by tongui
heavily, which in turn compeounds the
achieving good lingual mechanics.

2 ITHER
WIT man-

2 LION. aUs-

ie lineuale Mechanik
h “roblem
L
\ ingen an ungd scheén-

Consider the following exercise
carefully paying attention fo t

gers and the tongue. rlesambeit der Koordi-

nce Arthur Sullivan

18421900
3 i
R e e | BP0
e T e s S
1 Il ! ..=-.ﬂ-—"“-'" S —— - o
o ) for Flu
V lute and Harp Wolfgang Amadeus Mozart
9, 3rd movement, Rondo . 1756-1791
o - T
e ? E - !' :..._.p:!—-- nlr- 2
— ! ! I 75 [ —

| |

P e e ‘_'F#'-_' F_'_E'—P—F;
-—

g i W W SRS . —~
- | AT Y ) el ! | i ‘— | Ry L
Gt L -
] — lt_

© 2012 Schott Music GmbH & Co. KG, Mainz



A Policeman's Lot arthur Sullivan
from ,The Pirates of Penzance" 1842-1900
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We tend to practise scales going up, but for c«
tion of tongue and fingers, downwards is bett:
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For other scale patterns see page 39. Tonleitervarianten siehe Seite 39
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Chapter 3 Kapitel 3
24 simple melodies to develop 24 einfache Ubungen zur
tongue and finger coordination Zungen- und Fingerkoordination

Andante
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