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INTRODUCTION

At the present time, many composers and instrumentalists worldwide are becoming increasingly interested in the
discovery and development of new instrumental sonorities, and all indications are that this trend is growing into a
major branch of composition and performance. This is especially true for music for the flute. Even in relatively
conservative compositions written today, it is a rare piece that is not influenced by new sonorities and techniques,
including microtones, percussive sounds, whisper and residual tones, glissandi, and a broad range of new tonal
colors and articulations. These influences are also heard in the expanding role the flute is playing in improvised
music: the classical avant-garde, traditional and new jazz, and popular styles.

Another important—and not well enough known—reason for flutists to work with new sonorities is that this will
greatly benefit traditional playing. This work develops the strength, flexibility and sensitivity of the embouchure and
breath support, increasing the player’s range of color, dynamics and projection. The ear is strengthened, too: one
must hear the desired pitch clearly before playing it when familiar fingerings are not used, and quarter-tones and
smaller microtones sharpen the sense of pitch as well. There is only one technique that has come into several
compositions that has a negative effect on both embouchure and instrument, and this is brass-style buzzing into
the embouchure hole. There is some controversy over the use of this technique, but | have always found it desensitizing
fo the lips and bad for the flute due to the large amounts of moisture that shorten the life of the pads. Buzzing is
not recommended, and | ask composers not to use it.

Anyone who can play, for example, the Hindemith ‘““Sonata’’ is ready to begin this work. For contemporary music,
the preferred model of flute is the open-hole flute with a low B footjoint. This model has a large advantage over other
types in that the number of possible fingerings is greatly increased by half-holing the open-hole keys and by the
longer tube length. This results in an expanded array of multiphonics and extended timbres, and makes glissandi
possible. But having a student model instrument should not be a discouragement. Every flute is capable of hundreds
of multiphonics, microtones and the like, and students introduced early to these techniques often progress faster
in their traditional playing than might usually be expected. Professionals may find themselves choosing different
models for different repertoire, a course | recommend for those who prefer the closed-hole flute and/or the low C
footjoint for traditional repertoire. It is important to note that composers internationally have assumed the open-hole,
low B flute for decades.

To prepare for effective learning of multiphonics, which require an extended range of embouchure positions, blowing
angles, and a more complex use of body resonances than do single pitches, the flutist must begin to simultaneously
develop the “‘silent singing’’ behind the tone, and to strengthen and increase the suppleness of the lips. Thus, the
first chapter is devoted to exercises designed to aid the player in producing optimum resonance. These exercises
focus first on the role of vocal resonances and “throat tuning”’, followed by exercises in natural harmonics, bending
and whispertones. The second chapter presents exercises in producing single pitches, both diatonic and microtonal,
with widely varying timbres and mouth use. Included are timbral trills and several scales that take the flutist to the
very extremes of embouchure motion. The third chapter delves into the sonic world of multiphonics. These exercises
cover the basic types of intervals available to both open and closed-hole flutes, which range from twelfths to less
than the minor second.

It is stressed that this work should be used in a balanced practice regimen covering four main areas —
traditional daily studies, (for these can be supplemented but never replaced), new sonorities, etudes, and
repertoire. The flutist may either work through this book in order or begin each of the three chapters
simultaneously.

We are in a time of growth and change for the flute, a time when limitations, both technical and concep-
tual, are being left behind. The flute is taking on roles never before imagined, that of a polyphonic instru-
ment, for instance, or that of a quickly changing voice capable of being drum-like one instant, ephemeral the
next, then showing surprising power. All aspects of flute playing are therefore effected, and an important
goal is for the player to integrate the immense capacities of the instrument into a coherent whole in which
all parts support and strengthen one another. New flute playing is the continuation of the life and tradition of
the flute and flutists. There is more for us to say than ever before, and the concept of the flute that will never
be outmoded is that it is an instrument of expression and beauty.
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