
COMPOSING FOR FLUTE ENSEMBLES: 

SOME OBSERVATIONS BASED ON A REPERTORY SURVEY, 

AND THE STUDY OF SELECTED RECENT COMPOSITIONS. 

by 

David Maurice Liebert, Mus.B.(Hons.),L.T.C.L. 

submitted in partial fulfilment of the requirements 

for the degree of 

Master of Music 

University of Tasmania 

November 1987 



ABSTRACT 

• The main purpose of this dissertation is to discover 

and examine, 	from a composer's point of view, 	the 

characteristics and idiosyncrasies of ensembles comprised of 

only flutes. A secondary and complementary purpose is to 

study the flute ensemble repertory, as defined by a survey 

undertaken for this task. 

In fulfilment of the aforementioned primary purpose, 

eleven recent pieces have been selected for detailed study. 

These are first examined separately, and then compared, 

with reference to their use of specific musical elements. 

Also examined, are three flute ensemble compositions by 

the present writer, one of which was composed in parallel 

with this dissertation. 

A number of musical examples, referred to in the text 

in relation to both categories of works studied, are 

included immediately following the appendices. 

Appendix One contains a list of the works on which my 

• examination of the flute ensemble -repertoire is INumed.- 

Appendix Two briefly examines the various sizes of flutes 

which may be encountered within this repertoire. 
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No part of the following dissertation has been 

accepted for the award of any other higher degree 

or graduate diploma; and to the best of my 

knowledge and belief, it contains no material 

previously published or written by another person, 

except where due reference is made in the text. 

David Liebert 

November 1987 
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PREFACE 

My interest in flute ensemble music stems from being a 

composer and flautist, with a particular interest in music 

for homogeneous ensembles. During 1985, I composed two 

pieces for flute ensembles, and took part in subsequent 

performances. Through these, and earlier musical 

experiences, I became aware that homogeneous ensembles 

presented characteristic virtues and problems to composers 

and performers alike; and that in some ways at least, flute 

ensembles epitomised these characteristics. I was therefore 

pleased to be able to choose this research topic when the 

opportunity arose. 

From the start, I proposed to engage this research on 

two fronts: the external, and the internal. By "external", I 

mean the traditional method of data collection and 

evaluation; by "internal", I refer to the process of 

studying and evaluating my personal experiences in planning 

and composing a set of pieces for flute ensemble. Of 

course, these approaches are not completely separate, as my 

"external" research was bound to effect my "internal"; but 

perhaps more problematically, , my "internal" research may 

have resulted in my forming preconceptions and preferences 

which may have prejudiced my approach to the work of other 

composers. My answer to this self-criticism is to present my 

findings in the form of "some observations" which--though as 

professionally objective as possible--make no claim to 
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complete objectivity. 

I began my "external" research by investigating what 

had already been written about this subject, and was 

suprised to be unable to uncover any notable previous 

writings, or bibliographies which listed more than a 

fraction of the contemporary repertoire. My initial research 

was therefore very broadly focused, and was begun by the 

collection of a number of titles and names of composers for 

this medium. I did not initially see this as an end in 

itself, but as my research proceeded; I found that I had 

collected enough material for a substantial bibliography of 

flute-ensemble music. Having referred to the data contained 

in this bibliography in my research, and believing this 

resource to be of some value, I have included it as Appendix 

One of this dissertation. Appendix Two contains information 

about various members of the flute family which is relevant 

or specific to flute ensembles. 

The main body of this dissertation proceeds gradually 

from the "external" to the "internal"; and therefore to some 

extent, from the objective to the subjective. The first 

chapter, "Repertory Survey", purposes to place my flute 

ensemble research and composition in perspective, by 

introducing the flute ensemble repertory, as defined by 

Appendix . One, according to its history, geography, 

Instrumentation, and its style and purpose. This chapter 

also contains some statistical analyses, and details my 

repertory research procedures, and some information sources. 

My analysis of t>alle recent flute ensemble pieces in 

the second chapter, which is confined to elements which have 
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flute-ensemble-specific -implications, turned out to be a 

rewarding exercise, as through this, and my examination of 

compositional trends within the selected works, I became 

aware of how ubiquitous can be the influence of medium over 

content. (Flute-ensemble-, or homogeneous-ensemble-specific 

implications can be shown to exist in virtually all musical 

elements.) Even so, in areas such as pitch organisation, I 

confined my analysis to a description of the sorts of 

techniques used. 

The purpose of my research for Chapter Three, which 

examines compositional trends, was not only to learn about 

ways in which contemporary composers had approached the 

flute-ensemble medium, but also to gain familiarity 

sufficient to compare these with my own compositional 

approach. The relationship between my research and my 

composition in the flute-ensemble medium was therefore one 

of mutual influence and benefit. I also used the opportunity 

provided by this research, to test certain theories 

(especially concerning texturalism and the use of space) 

at which I had arrived intuitively, through performing and 

composing flute ensemble music, long before I decided to 

undertake a formal study. I was pleased to find that many of 

these theories could be substantiated objectively, and 

verified by the characteristics of works by other composers. 

The works composed by myself, to which I refer in 

Chapter Four are: I Cannot Say, for any number of standard 

flutes in C; Until it joins some larger way—, for three 

standard flutes in C; and Spirit Ditties, for six standard 

flutes in C (three of which double on piccolo). The first 



- 
and second of these were composed in 1985, while the 

composition of the third was concurrent with my research 

(1986-87). 

My conclusions expressed in the final chapter 	are 

based largely, but not exclusively, on ideas germinating 

from the examination and comparison of my own and other 

composers' work in the previous two chapters. 

I should point out that throughout this dissertation, 

the terms, "flute ensemble" or "the flute ensemble" refer to 

any group of three or more European, transverse flutes of 

any size. 

Within the text, 	I have notated pitches in the 

following manner: "middle C", as c'; and subsequent octaves 

as c",c"', etc. 
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CHAPTER ONE 

REPERTORY SURVEY 

In  

The following observations are based on the data 

contained in Appendix One: Repertory List. This bibliography 

of flute-ensemble music cannot be regarded as definitive in 

any way. I did not have the time or means to make an 

exhaustive survey. However, I believe that some broad 

conclusions can be drawn from my results, and that once the 

limitations 	and method of my survey are understood, 

extrapolation allows intelligent speculation about 	the 

likely results of a more exhaustive study. 

Almost all of my data was collected during the period 

between April and September, 1986, and much of it is drawn 

from a few readily available texts on the subject of flute 

music in general.' Most of the remaining data was obtained 

as a result of writing to a number of music information 

centres, the names and addresses of which were suggested to 

me by the Australian Music Centre. The following is a list 

of these, and the numbers of flute ensemble pieces of which 

'Especially: 	James Pellerite, 	A Handbook of 
Literature for the Flute, 2nd ed, (Bloomington, 
Indiana: Zalo Publications); Nancy Toff, The Flute 
Book: A Complete Guide For Students and Performers, 
with a Comprehensive Repertoire Catalog (New York: 
Charles Scribner's Sons, 1985); Frans Vester, Flute 
Repertoire Catalogue: 10,000 Titles (London: Musica 
Rara, 1967); Wayne Wilkins, The Index of Flute Music, 
Including The Index of Baroque Trio Sonatas (Magnolia, 
Arkansas: Music Register, 1974). 
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I learned from each sourCe: 

American Music Centre 	 17 
Austrian Music Society 	 1 
Belgian Centre for Music Documentation 	11 
British Music Information Centre 
Calouste Gulbenkian (Portugal) 	- 
Canadian Music Centre 	 4 
Centre de Documentation de la Musique 

Contemporaine (France) 	 8 
Colombian Institute of Culture 
Danish Music Information Centre 
Donemus (Netherlands) 	 25 
Finnish Music Information Centre 	1 
Hungarian Music Information Centre 
Iceland Music Information Centre 	1 
Irish Composers Centre 
Israel Music Institute 
International Music Institute (Darmstadt, F.D.R.) 9 
Music Information Centre of the Czech Music Fund 0 
Music Information Centre of the Slovak Music Fund 1 
Polish Music Information Centre 
Swedish Music Information Centre 	4 
Swiss Music Archive 	 3 
Union of Yugoslav Composers 

Did not receive a reply. 

All of those information centres which replied were 

very helpful--although the usefulness of their information 

varied. Because the promotion of their country's music is 

presumably an important priority for all of these 

organisations, and none of those which replied were unable 

to give me any information, I think it is reasonable to 

speculate that it is likely that those centres which failed 

to reply, probably had no information available about flute-

ensemble music in their country. 

The Australian Music Centre was also able to give me a 

list of some Australian compositions for flute ensembles; 

and some information about Australian and other flute 

ensemble music was passed on to me by personal contacts. The 

list of compositions, which I received from the American 

Music Center only included a list of their recent 
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aquisitions (1979-1986). They also informed me that a list 

of their remaining flute-ensemble holdings are listed in 

Volume II (Chamber Music) of the American Music Center 

Catalog (which I have been unable to obtain). However, from 

the incomplete list received, it is clear that there is a 

large amount of American flute-ensemble music in existence. 

Though many and various pieces including flute or 

flutes were drawn to my attention, I confined my survey to 

pieces for three or more flutes. With only a few exceptions 

(such as pieces for flutes and magnetic tape), I have not 

included pieces for accompanied flutes, or compositions for 

flute ensembles and other instruments and/or voices. I 

included music for all the various sizes of European 

transverse flutes, but not music for recorders, unless the 

composition specifically called for "recorders or flutes". I 

learned of many pieces for two flutes, but have not included 

these either. 

In almost all cases, the pieces brought to my attention 

were written by composers from the same country as the music 

information centre. The notable exception to this was the 

International Music Institute at Darmstadt. Some of the 

pieces of which I learned from this source were also brought 

to my attention by other music information centres. 

Historical Trends  

This analysis is based on the year of birth of those 

composers surveyed, because this parameter is more readily 

available than dates of composition. Also, this concurs with 

my method of geographical analysis--according to composers, 
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rather than compositions:' 

The statistics gre as follows: 

1600 - 	1649: 1 (<1%) 
1650 - 	1699: 7 (2%) 
1700 - 	1749: 21 (7%) 
1750 - 1799: 28 (10%) 
1800 - 1849: 7 (2%) 
1850 - 1899: 35 (12%) 
post 1900: 187 (65%) 

Although there is an obvious trend within this data, I 

think that this can largely be explained by factors which 

are not specific to the flute-ensemble medium. Firstly, 

there has been much more music of all types composed within 

the twentieth century; secondly, information is most readily 

available about more recent music; and thirdly, these 

statistics concur with the trend in the amount of general 

flute music written during this same period. 

Geographical Trends  

In analysing this material, I have decided that the 

most important statistic is the number of composers of flute 

ensemble music who have been active in a given country, 

rather than the number of compositions produced. I made this 

decision to avoid distortions caused by the one or two 

composers who have been very prolific in this genre. I 

believe that the true depth of interest in flute ensemble 

music is more accurately expressed by this method, rather 

than by counting a large number of perhaps minor works, 

composed as a result of one composer's special interest in 

this medium. 

I should emphasise that while some conclusions may be 

drawn from the positive results of my survey, the absence or 
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insignificance of a particular country within this survey 

may be the result of bias caused by my research methods or 

source material. 

Of those flute ensemble composers whose nationality I 

have been able to ascertain, the statistics are as follows: 

United States: 88 composers (3470) 
France: 30 If  (12%) 
Germany: 28 (11%) 
Netherlands 24 (9%) 
Italy: 16 (6%) 
Belgium: 13 (5%) 
Switzerland: 10 (4%) 
Sweden: 	' 9 If  (4%) 
Australia: 8 ,, (3%) 
Austria: 7 /I (3%) 
Czechoslovakia: 6 ,, (2%) 
Japan: 5 ‘, (2%) 
Canada: 4 II  (2%) 
Britain: ..) ,, (1%) 
Denmark: 1 99  (<1%) 
Finland: 1 If  (<1%) 
Iceland: 1 ,, (<1%) 
Israel: 1 ,, (<1%) 
Russia: 1 /I (<1%) 

Instrumentational Trends  

I have divided these pieces into various categories, 

according to the number and type of flutes required. It is 

important to note that during my research I have come across 

numerous examples of pieces described as being. "for flutes", 

but which, on further investigation. I have found actually 

require' not only flutes in C, but also perhaps piccolo, 

alto, and/or other flutes. I think that it is therefore 

likely that some of those pieces which, according to the 

best of my knowledge, I have Categorised as being for 

standard flutes in C only, may actually require additional 

resources. 

In line with my decision to concentrate on composers, 



rather than compositions, I have counted composers once only 

in each category (i.e., a composer who has written two 

pieces which require flutes other than standard flute in C, 

would be counted only once, but a composer who has written 

for three flutes, and four flutes, would be counted twice). 

Three standard flutes: 	145 	composers 
Four standard flutes: 	97 
Five standard flutes: 	7 
Six standard flutes: 	6 
7-11 standard flutes: 	4 
12-20 standard flutes: 	7 	11 

20 or more standard flutes: 	1 
Including flutes other than 
standard flute in C: 	76 
Variable (or not specific): 	12'" 

'composers who have written for ensembles taking the 
form "n or more flutes" have been counted twice--i.e., 
once under "n flutes", and once under "variable (or not 
specific)". 

Of those pieces for flute of various 

Composed, published, or premiered 
” 

It 	 It 

It 	 It 

It 	 I/ 

It 

sizes: 

1920-29: 
1930-39: 
1940-49: 
1950-59: 
1960-60: 
1970-79: 
1980- 

1 
0 
4 
1 
5 

31 
8 

The earliest of these to require bass flute is 

Cyclorama 1 (1972), by Fischer Tull of the United States. 

Two recent works: Kanti-lene (1984) by the Swiss composer, 

Janos Tamas; and CHIKAP (1981) by Takashi Yoshimatsu of 

Japan, require one contrabass flute in G each. It is 

interesting to note that only three of these pieces require 

only standard flutes in C and piccolo(s). 

Among those pieces requiring quite large numbers of 

instruments, a disproportionately large percentage are for 

twelve flautists--almost all the pieces counted above in the 
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MEIJUIRING, Chiel 
PLOMPEN, Peter 
PONJEE, Ted 
POWNING, Graham 
SIGURBJORNSSON, Thorkell 
STEWART, Robert 
TAMAS, Janos 
TELFER, Nancy 

p, 
Zestig oude maagden 
Silhouet ten 
Invisible Sounds 
Four Mods of Pan 
RA 's Dozen 
Duos for Flute Choirs 
Ranti-lene 
Birdflight 

UYTTENHOVE, Yolande 
	

L'ours Ben op.114 
WERDER, Felix 
	Night Out 

YOSHIMATSU, Takashi 
	

CHIRAP 

"12-20 standard flutes" group are in fact for twelve flutes. 

The explanation for this would seem to stem from the fact 

that an ensemble of twelve players may be evenly divided 

into various smaller subsets. 

The following is a list of those pieces in my repertory 

survey which have been composed since 1980: 

7 

CECCONI-BATE, Augusta 
CHAN, Ka Nin 
DELFT, Mar van 
FRANCOIS, Johan H.G. 
HAGSTROM, Robert 
HANKINSON, Ann 
HEKSTER, Walter 
HOOKE, John 
KARSKY 
KELTERBORN, Rudolf 
KELZER, Henk 
LOWE, Jill 

Sonatina 	4f 
Flute Octette 	2p,p/f,3f,af,bf 
Suite op.8 	12f 
Re vibrations 	3f (3,5, or 11) 
Fabel 	4f 
for flutes 	p/f/af,3f,af 
Van anti 	4f 
Speluncae 	4f 
Mi quartuor pour fldtes 4f 
Terzett fur OuerflOten 3f 
Bet Reizerkmarter 	4f 
Synthesis 	flute choir (inc. 

E-flat f,f,af,bf) 
4f 
3af 
4! 
p,4f,af 
12f 
10f (2x5f) 
p,3f,af,bf,cbf 
flute ensemble 
(inc. p,af,bf) 
4f 
p/f,f,2f/af, 
10f inc. 2p, 
2af,2bf,cbf 

Style and Purpose  

The depth and scope of my survey is not sufficient to 

draw many firm conclusions in this 

research has offered certain clues, 

emerged. 

There is a thread of didacticism 

consistently significant proportion 

surveyed. This is most clearly evident 

century American repertory. I base this  

area. However, my 

running through 

of those pieces 

in the twentieth-

conclusion largely 

and some patterns have 



on James Pellerite's A Brindbook of Literature For the Flute, 

which lists a large number of mainly American flute-ensemble 

pieces according to their technical requirements. Further 

confirmation is provided by the titles (some are obviously 

aimed towards young musicians), publishers (some of which 

specialise in school music, e.g., Rubank), and biographical 

information about the composers, available in various 

general music reference books. Nancy Toff writes: 

In the United States, the flute ensemble is 
rapidly becoming a fixture in music education, simply 
to give the many, many flutists chamber music 
experience. The concept first took hold in the 1930s, 
when Leonardo De Lorenzo introduced the flute ensemble 
to the curriculum at the Eastman School of Music. Since 
that time, flute teachers have used the flute ensemble 
to help their students improve their intonation 
(particularly at intervals of fourths and fifths and in 
unison passages) and tone quality (by matching each 
flutist's tone to that of the other players). Moreover, 
playing alto or bass flute may help a student with a 
tense embouchure to relax the facial muscles. 2  

Much flute-ensemble music has been written by musicians 

who are or were better known as flautists and flute 

teachers, than as composers. This is true of a few 

twentieth-century composers (e.g., Harvey Sollberger), but 

applies more to some eighteenth- and nineteenth-century 

composers, such as Berbiguier, Devienne, and Furstenau--all 

of whom wrote many pieces for this medium. I think that it 

is fair to assume that their flute-ensemble music was 

composed t least partly as teaching material, or to provide 

students with chamber music. In those days, when the 

location of competent musicians must have been very much 

aNancy Toff, The Flute Book: A Complete Guide for 
Students and Performers, with a Comprehensive 
Repertoire Catalog. (New York: Charles Scribner's Sons, 
1985), p. 77. 

8 



influenced by the laws of supply and demand, flautists would 

have been unlikely to congregate, except around a famous 

pedagogue. 

Today, the situation is rather different, because there 

are large numbers of good amateur flautists, and also 

professionals who are not competing for performance work 

(such as academics, and "musicians in residence"). This, 

along with larger cities, and better communication and 

transport, means that it is not unusual for quite large 

numbers of flautists to meet regularly, and even larger 

numbers to meet occasionally. I have come across numerous 

pieces which have been commissioned by flute societies or 

for flute conventions; and at least two flute organisations: 

the James Madison University Flute Club, and The British 

Flute Society; sponsor annual competitions for new flute 

ensemble compositions. 

An 	important 	result of both 	the 	flute-society 

phenomenon, and the didactic trend, is that a lot of music 

has been written very much for flautists, by flautists. This 

has resulted in not only a good deal of enjoyable to perform 

"parlour music", but also many pieces which are very well 

written,for.the medium. 

Perhaps suprisingly, composer-flautists appear to have 

not generally been at the forefront of innovative 

composition for flute. ensembles. I can only speculate that 

they are generally too closely involved in the traditions of 

flute playing to come up with revolutionary ideas. In 

contrast, many non-flute-playing composers are continually 

9 
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asking flautists to try out new effects. Inevitably many of 

these experiments are unsuccessful, but this continues to be 

a source of new ideas. 

In recent years there appears to have been a growing 

number of professional-standard, permanent or semi-permanent 

flute ensembles in existence, such as the Tokyo Flute 

Ensemble, or the Sanscouci Quartet in Germany. Although I 

have little specific knowledge of overseas flute ensembles, 

I believe that there are flute ensembles operating out of 

most universities in the United States, •and Felix Werder 

tells me that his Night Out has been performed by various 

German ensembles. Also, several recent scores which I have 

seen (some of which, I will examine more closely later) 

appear to have been written for professional standard 

ensembles. Further evidence for this is the fact that in 

recent years, quite large amounts of flute-ensemble music 

have been written in certain countries (even such small 

nations as the Netherlands and Belgium). Especially when 

these pieces require alto and bass flutes, it seems likely 

that they may have been written for established ensembles. 

To summarise, there appears to be a loosely •defined 

dichotomy within the contemporary flute-ensemble repertory, 

dividing the literature into two groups: 

1. Music, 	the purpose of which is at least partly 

educational or social. The majority of recent pieces 

fall into this category, which includes music for 

school and community groups, flute societies and 

conventions. This music is likely to be written (often 

by flautists) in fairly conservative styles, and 
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generally presents no more than moderate technical 

challenges. 

2. Music written (usually by non-flautists) for more 

highly skilled ensembles. This music is likely to be 

more sophisticated, experimental, and often presents 

quite formidable technical challenges. It is also more 

likely to address the true nature of the flute 

ensemble, rather than being an arrangement for flutes 

of an idea conceived in the abstract. In saying this, I 

do not mean to denigrate music of the first category: 

the difference is not so much one of merit, as of 

profundity of purpose. 

1 1 



CHAPTER TWO 

SELECTED RECENT WORKS 

Introduction  

The pieces which I have selected for study are chosen 

from my repertory survey. I only considered for inclusion, 

pieces composed within the last twenty years, and I 

preferred more recent works. However, I did not give this 

preference high priority, and was quite happy to include 

Erdmann's Raumcomposition of 1969, partly for the purpose 

of comparison with more contemporary pieces. I have not 

given preference to pieces which contrast from one another, 

as this would have contradicted my intention to study trends 

which might be revealed within these pieces. My choices were 

guided by the following factors, in order of priority: 

1. As the main purpose of my research was to discover, and 

then consider those compositional issues relevent or 

specific to flute ensembles, I have chosen pieces which 

in my opinion display and address those issues in an 

interesting manner. 

2. I wished to included a wide geographical spread of 

compositions. 

3. In order to be fairly representative of the polymorphic 

nature of the flute ensemble, I selected pieces with 

various instrumentational requirements, both in terms 

12 



of numbers and types of flutes. 

4. 	I preferred pieces for large numbers of flutes, because 

I felt that flute-ensemble-specific characteristics 

would be most clearly apparent in such works. 

The following selected pieces are 	introduced 

alphabetically, by composer. 

Raumcomposition für acht FlOten by Helmut Erdmann  

Helmut Erdmann was born in Hamburg in 1947. He composed 

Raumcomposition (meaning "room-" or "space-composition") in 

1969, while a student of flute, composition, and electronic 

music, at the National College for Music in his home city. 

Raumcomposition requires only standard flutes in C, its 

duration is approximately ten minutes, and is published by 

Musikverlag Hans Sikorski, Hamburg. I learned of this piece 

through an enquiry to the International Music Institute at 

Darmstadt. Sikorski also publishes another flute-ensemble 

piece by Erdmann: Trio II (1973). 

Raumcomposition begins with reiterated sustained notes 

in all parts, which gradually form semitone clusters. 

(Example 1.) The frequency of these reiterations gradually 

increases, becoming one of the principle characteristics of 

the piece, and melodic material is gradually introduced. At 

first, this material is formed from consecutive pitch-

classes--and is thereby related to the harmony--but soon 

becomes freer. In some parts of the piece, various divisions 

of the beat are used consecutively or simultaneously, thus 

creating a complex rhythm and texture. (Example 2.) 

Generally though, the ensemble is carefully co-ordinated by 
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clear synchronisation and interaction. Octave and unison 

doubling is almost completely absent--with one notable 

exception: a phrase very near the middle of the piece which 

is played by all eight flutes in unison. 

Despite its homophonic beginning, contrapuntal working 

dominates the pitch organisation, and canons frequently 

occur for short periods. This often takes the form of a 

short gesture being passed from one instrument to another, 

and in some cases includes all eight flutes in immediate 

succession and in consecutive order. Example 3 illustrates 

this, and the related feature of a sustained chord, formed 

and dissolved by the staggered entry and exit of flutes in 

consecutive order. These features, combined with the piece's 

title, could be construed as hinting at a spacial dimension 

to the piece, though the positioning of performers is not 

specified. Another contrapuntal feature is that of canons in 

which the pitches are answered in following parts, but in a 

different rhythm. 

Though atonal, and incorporating serial manipulations, 

Raumcomposition is not dodecaphonic. The note 'e' is very 

often the first in a phrase to be repeated, and this 

consistently forms series of seven pitch-classes. These 

commonly recur in retrograde, but other serial permutations 

are not applied, except rarely to shorter intervallic cells. 

for flutes by Ann Hankinson  

Ann Hankinson is an American composer, resident in Los 

Angeles. for flutes was composed in 1984, and is 

unpublished. Its two movements last for approximately 2'45" 
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and 3'15". 	Attached to thescore which I borrowed from the 

American Music Center, was a letter from the composer to an 

organisation called North/South Consonance, which included 

the following: 

"for flutes" can be performed either by five flutists 
or by a solo flutist with a tape supplied by me. If 
performed by five flutists, they should be positioned 
at the four corners of the auditorium with the first 
flutist at the center of the auditorium. If performed 
by a solo flutist, the soloist should stand at the rear 
of the auditorium with the tape sounding thru two 
speakers positioned at either side of the stage in 
front, thus setting up a triangular sound space. 

It is not clear to me how for flutes could be performed 

as a solo piece, but earlier in this leter, the composer 

writes: "Enclosed are two scores . ." (italics mine), 

which may indicate that there is a different score for the 

solo version. In any case, the ensemble version requires 

five performers on five standard flutes in C, four alto 

flutes, and one piccolo. Only standard flutes in C are 

required in the first movement, after which one player 

becomes redundant. Presumably, this would be the first flute 

"at the center of the auditorium", but the parts are not 

numbered in the score so I cannot be sure. 

One feature which characterises both movements of 

for flutes, is the use of long series of repeated pitches, 

usually marked forte or fortissimo, which in each part 

subdivide the beat into a different even number of 

portions (Example 4.): the extensive use of flutter tonguing 

is related to this slower form of reiteration. Less 

frequently, this repetition extends to include unpredictable 

alternations between two or more pitches. (Example S.) 

Another 	feature which can be observed in the 



aforementioned examples, is the dominance of the one-

semitone interval-within the atonal pitch organisation. This 

is most noticeable in the harmony, which includes many 

semitone clusters. 

In various parts of for flutes, the composer requires 

the use of such techniques as singing while playing; 

gradually changing from vibrato to non-vibrato, and vice 

versa; harmonics; and fast improvisation on groups of three 

or four chromatically consecutive pitches. Much the same 

type of material is to be found in all parts, but there is 

no notable use of contrapuntal techniques, or doubling at 

any interval. 

Marine City by Rvohei Hirose  

Ryohei Hirose is a Japanese composer born in 1930. 

Marine City was composed at the request of the Japanese 

Flutists' Association, and was premiered in 1960 at the 

Second Japan Flute Festival in Tokyo. It is published as 

part of the Ongaku No Tomo Wind Ensemble Library series. 

From 1955 until 1962, Hirose studied at the Tokyo 

University. of Arts, after which he 

. took a serious interest in Japanese 
instruments, from which arose a series of compositions. 
The very tense and dramatic style found in these is 
evident also in his pieces for European instruments of 
the early 1970s. In 1971-2 and 1973 he made visits to 
India, and these brought him to a 'pan-Asian' style 
often influenced by Indian ragas and drone 
technique. . . . , and in the mid-1970s he took a 
special interest in recorders, using them in much the 
way he used the shakuhachi, to extract a variety of 
tone-colours . 1  

Ine New Grove Dictionary of Music and Musicians, 
s.v. "Hirose, Ryohei" by Masakata Kanazawa. 
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Marine City is scored for "flute orchestra" 	in 

sections of flute 1, flute 2, flute 3, alto flute, and bass 

flute (piccolos are not required). There is no indication 

in the score of the numbers required in the various 

sections, but all parts divide frequently, so an absolute 

minimum of ten players is needed. Its duration is 

approximately 5'20". 

The initial Sostenuto, and later, Calmato indications 

of Marine City, describe very well the mood of the piece. 

This is in complete contrast with the "tense and dramatic 

style" attributed to Hirose's earlier compositions in the 

above quotation, but may be in line with a "'pan-Asian'" 

style. This may also be the derivation of Hirose's use of 

what I initially took to be artificial scales. 

Marine City is generally very homophonic, and makes use 

smoothly flowing progressions between resonant, evenly 

spaced chords. (Example 6.) Though these chords (which often 

contain six or more pitch-classes, and are mainly formed 

from superimposed major and minor thirds) are not atonal in 

themselves, their context is not one in which tonality plays 

a major functional role. Especially in harmony and texture, 

Marine City has a very impressionistic flavour, though this 

may be more a result of the oriental culture within which it 

was composed, rather than the influence of, for instance, 

Debussy, whose orientalism was borrowed. 

Though Marine City-uses traditional rhythmic notation 

throughout, a sense of pulse is largely avoided by the use 

of added and subtracted time-values, irregular bar and beat 

divisions; and in one section, the use of irregularly 



spaced, punctuating oldsters and other chords. Often the 

texture consists of a melody with a background accompaniment 

which is often textural, and throughout one section consists 

of tremolos and trills. (Example 7.) Some use is made of 

doubling at the interval of one and two octaves. 

Flash! by Shin-ichiro Ikebe  

Shin-ichiro Ikebe is a Japanese composer, born in 1943. 

He graduated from the Tokyo University of Arts in 1967, and 

since then has written many pieces, mainly for orchestra and 

ensembles of European instruments 

Flash! was composed in 1972 for the Tokyo Flute 

Ensemble, and is scored for twelve flautists in three 

distinct groups: four flute/piccolos, which are required to 

be located somewhere other than on stage or amongst the 

audience (Group One); four standard flutes in C (Group Two); 

and four alto flutes, which double on flute (Group Three). 

The two on-stage groups of flutes are asked to position 

themselves so as to form the left and right halves of a 

semicircle. 

Flash! is a demanding piece, both in technique and from 

an ensemble point of view. The exact type of ensemble 

playing required varies from exacting synchronisation, in 

passages where syncopated staccato notes, separated by 

rests, must be played precisely together by several flutes; 

•to other passages in which note-by-note synchronisation is 

not required, but which are no less difficult, because the 

ordering of whole passages relies on careful timing. 

(Example 8.) Throughout the piece, the three groups remain 

quite separate; there are really two sorts of ensemble in 
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operation: between the four players in each group; and 

between the three groups. 

Flash! is characterised by its assertiveness (usually 

in combination with loud dynamic markings); staccato 

repeated notes; short, fast gestures, sometimes interpolated 

freely (Example 9); and the use of unsynchronised textures. 

(Example 10.) According to the composer, the division of the 

piece into bars of four-eight is arbitrary, and in some 

passages the notation merely indicates that a given texture 

should be maintained for a number of bars, or seconds. The 

off-stage Group One, consisting of four players on 

flute/piccolo, makes its entry after more than half the 

piece is completed--with quite dramatic effect: these 

players combine to created a magical change of mood 

(Example 11.), with three piccolos playing very softly in 

their low register, punctuated by a fourth, playing short, 

fast, higher-pitched gestures. To this is added Group Two 

playing whistle tones, and high harmonics, before this 

contrast is broken, and the piece concludes in the 

aggressive manner with which it began. Flash! remains atonal 

throughout.' 

Cherry Valley by Donald Jenni  

Donald Jenni was born in Wisconsin, USA in 1937. He was 

awarded a doctorate in composition from Stanford University 

in 1966, and currently holds the position of Professor of 

Music Theory and Composition at the University of Iowa. 

Cherry Valley was composed in 1975 (revised 1976), was 

published by Associated Music Publishers in 1978, and is 
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dedicated to Harvey Soliberger. I was introduced to this 

piece through a list sent to me by the American Music 

Center, which catologued all flute ensemble aquisitions to 

their library since 1979. Its instrumentation is for seven 

standard flutes in C, plus two alto flutes, one of which 

preferably doubles on bass flute (an alternative part is 

given in case a bass flute is not available). 

Even were it not for the title of this piece, and the 

composer's requirement at one point for thirteen seconds of 

"BIRDLIKE IMPROVISATION within the given pitches" 

(Example 12), the influence of bird-song in Cherry Valley 

could probably be guessed at. Especially for the first 

three-quarters of its duration, Cherry Vally abounds with 

bird-like melodic gestures, much decorated by the inflexions 

of acciaccaturas and sometimes flutter tonguing. Example 13 

illustrates this, as well as the fact that although its 

notation is traditional for almost its entire duration (all 

be it with frequently changing time signatures), the 

individual flute parts within Cherry Valley often seem to 

move freely, without relation to one-another. This is mainly 

due to their predominantly fragmentary and gestural nature, 

and complex rhythmic independence, which often brings about 

the simultaneous or consecutive juxtaposition of differing 

divisions'of the beat. 

The pitch organisation of Cherry Valley is atonal, and 

features quasi serial working. However, it is not 

systematically dodecaphonic; in fact, groups of less than 

twelve notes tend to be concentrated upon and utilised both 

vertically and horizontally. (For example, all the pitches 
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in the first seven bars belong to the same octatonic scale 

which later forms eight-note chords.) Certain intervals too 

predominate in some parts of the piece. Unison and octave 

doubling is not used, but doubling at other intervals 

(especially three- and nine-semitone intervals) does occur. 

From its beginning, where the individual flute parts 

are most independent, there is a consistent (though not 

entirely gradual) trend within Cherry Valley towards an 

increasing number of moments of confluence between parts. 

This culminates in complete homophony and near-parallelism 

close to the finish. (Example 14.) One result of this is 

that the music becomes more clearly rhythmic (the 

aforementioned passage is marked ben articulato), and this 

is accompanied by an increase in tempo from the opening 

Calmo (crochet equals 48-52) to Vivo (crochet equals 96). 

The bass flute, if available, is introduced in a three bar 

solo, five bars from the end, as part of a postlude which 

reverts to the original tempo. 

Cumulum by Alex Pauk  

Alex Pauk is a Canadian composer, also active as a 

conductor and new-music advocate--largely through his 

participation in Esprit Contemporain: an ensemble dedicated 

to the performance of new Canadian music. He studied music 

at the University of Toronto (his native city), and later at 

the Toho Gakuen School of Music in Japan. He is currently 

the President of the Canadian League of Composers. 

Cumulum was composed in 1973 for an ensemble of two 

piccolos, six flutes, alto flute, and bass flute; and is 

dedicated to Robert Cole. Its duration is approximately six 
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minutes. My introduction to this piece was through the 

Canadian Music Centre, who sent me a score in response to a 

general enquiry concerning Canadian flute-ensemble music. 

Though unpublished, Cumu/um is available in facsimile form 

from this source. 

Cumu/um is notated throughout by means of a form of 

time-space notation in which beams attached to note-stems 

are used to represent durations (according to length), 

rather than for their traditional purpose. Cumu/um is also 

characterised by its use of phrases or gestures required to 

be repeated for a length of time, until a cue, or to be 

played as quickly as possible. The score's opening page 

illustrates some of these features. (Example 15.) To quote 

from the composer's written instructions: 

Vertical lines represent conductor's downbeat cues 
(or leader's cues if there is no conductor). Durations 
between cues are at conductor's discretion. 

Players should use cues either (a) as starting 
points for certain notes or events or (b) to keep track 
of where they are relative to what others are doing or 
(c) occasionally as cut-off points. For determining 
durations of notes or events, players should use as a 
guide the idea that one line equals at least 15 
seconds. . . . The time structure is very loose in 
general (except at cueing points). 

Cumu/um is a very textural piece in which repeat-

patterns (often required to be played as fast as possible), 

trills, :tremolos, and flutter-tongued notes play an 

important role; as well as sustained notes, and short, more 

or less random, punctuating notes or gestures. The 

requirement of traditionally synchronised ensemble playing 

is almost completely absent, except at the cueing points 

mentioned in the composer's instructions. These points are 

important, both as structural beacons for listeners, and 
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points of orientation for the performers, 	who might 

otherwise 	become lost. Octave, -or other doubling of parts 

is not systematically present. 

Both the horizontal and vertical aspects of the pitch 

organisation, are based in a free atonal context, in which 

the one-semitone interval is predominant. 

Monochrome I by Peter Schickele  

To describe Schickele as an eclectic would be a 

considerable understatement; his musical interests range 

from the academic avant-garde, through to rock, jazz, film 

music, and of course his contribution to music-humour, under 

the pseudonym of P.D.Q. Bach. Schickele is a man who not 

only hates being categorised, but to whom the usual labels 

seem somehow irrelev5ent. Suffice to say that Monochrome I 

was written for Albert Tipton's flute class at the summer 

music school in Aspen Colorado, is conservative in style, 

and appears to be influenced by jazz in its subtly elastic 

rhythms. 

Schickele was born in Ames, 	Iowa, in 1935, and 

Monochrome I was published by Elkan-Vogel in 1973. According 

to the programme notes which accompany the published score, 

its original title was Tutti Flutti (a title shared by at 

least two other pieces by different composers), but was 

altered after the piece was extended and revised. By that 

time, Schickele had conceived the idea of composing other 

pieces for homogeneous ensembles--hence the title. I find 

this .interesting, because it tends to confirm my opinion 

that homogeneous ensembles may display certain special 



characteristics of which composerscan take advantage; and 

that the flute ensemble demonstrates this very clearly. 

The fact that Schickele conceived the flute ensemble 

(including three players doubling on piccolo) as a single, 

large musical instrument is illustrated in several ways 

apart from in the implication of its title. Some of these 

features are: parallelism; the use of unison; and the 

sharing of melodic lines which pass from one flute to 

another. (Example 16.) 

Monochrome I is largely diatonic, and makes extensive 

use of chords which encompass all the notes of a major 

scale. These are usually constructed from superimposed major 

and minor thirds, or occasionally, major and minor seconds. 

(Example 17.) The piece divides into three clear sections: a 

slow beginning; lively middle section; and a return to the 

opening mood. Although Monochrome I contains no real 

technical difficulties, the nature of the piece requires 

very good ensemble playing, which presents a real challenge: 

unless the ensemble really sounds like a single instrument, 

it will not make sense of the purpose, or title of this 

piece. 

The total duration of Monochrome I is two minutes. 

RA's Dozen by Thorkell Sigurbjernsson  

Thorkell Sigurbjornsson was born in 1938, and judging 

by his more than one hundred works listed in the 

Icelandic Music Catalogue, he is a prolific composer in 

various genrer He was a Creative Associate at the State 

University of New York at Buffalo, 1973, and Research 

Musician at the Center for Music Experiment at the 
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University of California, San Diego in 1975. Since 1968 he 

has been Head of Theory and Composition at the Reykjavik 

College of Music, and is currently the president of the 

Icelandic League of Composers. 

RA's Dozen was composed in 1980 at the request of 

Sigurnjornsson's friend, Robert Aitken, who was conducting 

a flute seminar in Iceland for which twelve students had 

enrolled. His brief included the request, "'not too 

difficult'". 

Despite its title and original purpose, the required 

number of performers is not rigidly important, and 

Sigurbjornsson marks the score: "for 12 or more flutes, 

parts may be doubled at will, synchronisation seldom 

necessary, in fact, certain 'shadowing' is desirable". I 

think this is a valuable clue to the composer's conception 

of the way in which this piece functions. 

The fact that RA's Dozen does not rely on exact 

synchronisation and ensemble playing in the traditional 

sense, is also clear by its notation (Example 18), which 

gives performers the minimum amount of information required 

to establish a texture, repeat pattern, etc.--any more would 

be extraneous to the purpose and spirit of the piece. 

The characteristic features of this piece are 

texturalism, repetition of motives and gestures, and 

atonality. I see it as answering its original purpose very 

well: it is the sort of piece which could be put together in 

quite a short time, by a group of flautists not used to this 

2Thorkell Sigurbjornsson, in a letter of 24th 
June, 1987, to the present writer. 
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medium, and who would have a lot of fun in doing so. Only 

standard flutes in C are required. 

Kvarteto pre flauty by Jozef Sixta  

Jozeph Sixta is a Czechoslovakian composer, born in 

1940. His music displays a particular interest in the use of 

contrapuntal devices, which is clearly evident in this 

piece. 

KVarteto pre flauty was composed in 1972, and requires 

an ensemble of four standard flutes in C. I was introduced 

to this work by the Music Information Centre of the Slovak 

Music Fund, from whom I received a score in response to a 

general enquiry about Slovak flute-ensemble music. The work 

divides into four movements marked: minim equals 48, crochet 

equals 144, dotted-crochet equals 69, and minim equals 48. 

The first movement is a canon created from a motive 

which moves only in semitone steps; because of this, cluster 

harmony is predominant. (Example 19.) The canon is at a 

distance of one minim beat in triple time, and is sometimes 

in inversion. Throughout this movement's four-minute 

duration, the pitch rises steadily from a unison beginning 

on c#' to end on e"'. 

The second movement begins as a double canon in 

inversion (Example 20), though the individual voices consist 

of staccato notes so widely separated as to make this fact 

merely academic. The voices gradually become more melodic 

through the grouping together of notes, and the contrapuntal 

J.,'ubomfr Chalupka, jozeph Sixta, 	pamphlet. 
(Bratislava: Music Information Centre of the Slovak 
Music Fund, 1982). 

26 



working becomes freer. As in the first movement, the 

intervallic material within each part is restricted (in this 

case, to mainly one-semitone steps, and the tritone 

interval), and this again affects the resulting harmony. 

During the first two-thirds of this movement's two-minute 

duration, each part becomes gradually more active and links 

together a steadily greater number of notes. Near its 

conclusion, this process is partially reversed. 

The third movement begins with an unusual form of 

canon, once again based on the semitone and tritone 

intervals. Flutes 1 and 2, and 3 and 4, form a canon each; 

but in both cases, the imitating voice swaps intervals-- 

where the leading flute moves by a semitone, the following 

flute moves by a tritone, and vice versa. Though this 

movement contrasts the second by its legato lines, it too 

gradually becomes more active, and links ,  greater numbers of 

notes together in phrases. This reaches a climax near the 

finish, where the synchronisation between parts becomes more 

or less free, and each voice is notated only by note-heads 

linked together into phrases. (Example 21.) Once again, 

there is a canon within this, but this fact is disguised by 

different phrasing in each voice. The result is a textural 

effect, which is abruptly cut short a few bars before this 

movement's total duration of three-and-a-half minutes, to 

return to the movement's opening mood. 

Kvarteto pre flauty concludes with a brief (one-and-a-

half minute) fourth movement, similar in style to the first, 

though with a greater intervallic scope. The piece concludes 

on a very quiet, sustained semitone cluster. 
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Kvarteto per flauty .  is atonal throughout its total 

duration of approximately eleven minutes. 

Les Coleurs de la pluie by Manfred Trojahn  

Manfred Tojahn is a German composer, born in 1949. 

Les Coleurs de la pluie was composed in 1972, and 

published in 1975 by Musikverlag Hans Sikorski, Hamburg. It 

is scored for five standard flutes in C and one alto flute, 

and consists of a single movement of approximately eight 

minutes duration. Its title translates as "The Colours of 

the Rain". I learned of this piece through an enquiry to the 

International Music Institute in Darmstadt. 

Les Coleurs de la pluie is characterised by periods of 

complex textural writing, featuring frenetic activity in all 

or nearly all parts. (Example 22.) These are contrasted by 

shorter periods of less activity and textural complexity, in 

which synchronisation and interaction within the ensemble is 

clearer. (Example 23.) These interludes are predominantly 

homophonic, and staccato punctuating chords are sometimes 

featured. The busy, textural sections in particular are very 

challenging, both in terms of speed and stamina, and also in 

maintaining ensemble for considerable periods without 

clear points of reference. This latter difficulty is mainly 

brought ,about because of one dominant feature: the 

consistent use of a number of different divisions of the 

beat--as many as six simultaneously. Octave and unison 

doubling are not used, nor any strict contrapuntal devices; 

however, inexact imitation is widely present. 

Les Couleurs de la pluie is atonal, and the pitch 

organisation is dominated by groups of notes in which the 
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pitches are one semitone apart (i.e., chromatic scale 

segments). This is clearly evident in the textural sections 

in which each flute plays rapid passages formed from 

intervals of three or fewer semitones, which gradually 

include all the notes of a particular chromatic segment. 

Usually each flute concentrates on a different group of 

pitches, though these often overlap. This entire resulting 

texture is frequently raised or lowered in pitch due to its 

component parts gradually moving to a higher or lower 

chromatic segment. In the less textural sections, this 

aspect of pitch organisation is displayed mainly by the use 

of semitone clusters. Though far less prevalent, whole-tone 

scale segments are also used both melodically and 

harmonically. 

Les Coleurs de la pluie calls for the use of several 

non-traditional techniques, such as key-clicks (with and 

without a blown pitch), blowing and tonguing directly into 

the embouchure hole, and what the composer refers to as 

zwerchfellakzent--"diaphragm accent". During one phrase, 

flutes one to three are required to play one quarter-tone 

flat in their low register. This results in all the notes of 

a quarter-tone scale segment being in close proximity within 

the texture. Other special effects also to be found within 

the piece are flutter tonguing, harmonics, and tremolos. The 

alto flute is mainly confined to those low notes which are 

unavailable on standard flutes in C. 

Night Out by Felix Werder  

Felix Werder is a German-born Australian composer. He 
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was born in 1922, and Composed Night Out in 1983 for the 

Sansouci Quartet in Germany. It is scored for four flutes, 

the first doubling on piccolo, while the second and fourth 

double on alto flute. Night Out consists of a single 

movement lasting approximately nine minutes. I learned of 

this piece through an enquiry to the Australian Music 

Centre, from which the facsimile score is available. 

Werder is a prolific composer in diverse media (the 

Australian Music Centre currently holds almost one hundred 

of his scores, plus many recordings), including music for 

one and two flutes of various size. To quote from 

biographical outline supplied to me by the Australian Music 

Centre: 

It is generally agreed that the impact of his 
[Werder's) German and Jewish heritage has been greater 
than forty years of Australian influence, on his music. 
He inherited the spirit of late German romanticism as 
well as Schoenberg's strong structuralism, but German 
intellectualism has always overridden modernism or , the 
cultural influences of his adopted country.'‘ 

Night Out is complex music, which offers considerable 

challenges to the performers, in terms of individual 

technique, and from an ensemble point of view. Rhythm is 

notated partly by traditional means (though without time 

signature), but sections notated in this way are linked by 

others in which durations are indicated in seconds, or by a 

free form'of time-space notation, which indicates the order 

in which events occur between parts, but not precise 

synchronisation. (Example 24.) Sometimes, especially where 

rapidity is indicated by grace-notes, the Speed at which 

'Olive A. Lawson, "Felix Werder", Australian Music 
Centre, Sydney, 1983. (Photocopied.) 
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14: 
performers are able to 0.ay is a deciding rythmic factor. 

A 
Often Werder merely indicates that a phrase or gesture is 

to be repeated for a given duration, a number of times, or 

until a cue. 

The pitch organisation within this piece is mainly  

contrapuntal, in a context of free atonality which appears 

to rely on interval cells. In those few places where harmony 

predominates, the same sort of organisation is applied 

vertically. 
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CHAPTER THREE 

COMPOSITIONAL TRENDS 

Harmony  

Paradoxically, the clearest harmonic trend within these 

pieces is that, on the whole, they are not harmony-based. 

Indeed, some contain almost no conventionally functional 

harmony. By this, I mean that although multi-pitch 

simultaneities inevitably occur, their contexts are such 

that they have little effect on the structure of the pieces. 

This trend cannot be observed in all parts of all the 

pieces, but it is, on the whole, distinct, and more so than 

can be explained by the general trend in twentieth-century 

music towards allowing elements other than harmony to 

predominate. 

The two ways in which harmony has traditionally 

functioned are as ambient resonance, expressive in itself, 

and by change or progression (i.e., the harmony may rely not 

so much on the chords themselves, as on the contrast, 

juxtaposition, metamorphosis, variation or development 

between chords). These functions--especially the latter--are 

intrinsically linked with the tonal context in which they 

evolved; the fact that these eleven pieces are generally not 

very harmonic is therefore linked to the fact that they are 

are not generally tonal, and the exceptions to these two 

trends coincide. Of the pieces, nine are undeniably atonal, 

and two (Monochrome I and Marine City) are largely based on 

32 



3" 

chords which, though arguably tonal, 	are presented in a 

context which is, in my opinion, atonal. 	Linked to these 

features is the fact that even within the context of 

twentieth-century harmonic liberalism, these pieces are 

remarkably free of consonant harmonies. In explanation of 

this, I can only speculate that this may be the result of 

the flute ensemble's pure sound, which might be considered 

to make consonant harmony sound very bland. 

Especially within passages where the element of harmony 

is relatively prominInt, chords which are exactly or 

approximately evenly spaced and/or symetrical are a common 

feature. This can be explained by the flute esemble's 

homogeneous timbre, which makes evenly spaced and balanced 

chords especially appropriate. Cluster chords, for example 

(which dominate in several pieces, and of which some variety 

can be found in every composition except Marine City), rely 

for their effectiveness on their component parts blending 

evenly, in terms of intensity, timbre, and spacing--the 

flute ensemble is an ideal medium for this. The harmonic 

scope of each piece also tends to be limited: individual 

pieces contain chords which are largely constructed from a 

small number of intervals, and show a similar degree of 

consonance/dissonance. 

The use of chords as punctuation, and points of rest, 

are two other important functions of harmony in these 

pieces. Very often, a sustained chord will emerge from the 

texture as a moment of repose within a phrase, or at a 

cadential point. The punctuative role of harmony usually 

consists of the same or similar chords being reiterated, 



often separated by uneven and unpredictable gaps. (Examples 

25-27.) This essentially rhythmic, almost percussive feature 

is sometimes used as an accompaniment to a melody or texture 

being played by other ensemble members, or simply to divide 

moments of silence. In many cases, such chords are largely 

composed of adjacent pitches, thus emphasising the use of 

chords as percussive "noise", rather than for their resonant 

qualities. 

As eertra-1-1-5& suprising as the lack of tonal harmony, is 

the absence of any systematic use of serial harmony. 

However, several of the pieces incorporate serial 

manipulations, and display the serial attitude whereby the 

boundaries of harmony and counterpoint become indistinct, 

due to the fact that the vertical and horizontal aspects of 

the music are structured according to the same principles. 

This is most clearly displayed in the three European pieces 

(Les Couleurs de la pluie, Raumkomposition, and Kvarteto) as 

well as Night Out, by the European-influenced Australian, 

Felix Werder. 

In many cases, the nature of these pieces is such that 

harmony, in the traditional sense, cannot easily exist, 

either because of the complex independence of parts, or 

their lack of synchronisation. The piece which illustrates 

this feature best is RA's Dozen. The composer's preface, 

quoted in Chapter Two, which encourages performers to 

perform in an unsynchronised manner, suggests that in 

&4's Dozen, harmony is either unimportant, or profoundly 

unconventional--in fact, the truth lies somewhere between. 

The piece begins with a shimmering cluster, within which 
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the flutes, slowly and independently alternating between 

chromatically consecutive pitches, are unsynchronised on a 

moment-to-moment basis; however, the overall effect is fully 

predetermined. (Example 28.) I like to describe this as 

"statistical harmony", because a predictable harmonic 

quality is formed from elements which are, in part, random. 

It is no coincidence that RA's Dozen is also the piece, 

among the tveTve selected, which has the the largest number 

of independent parts (twelve, together with optional 

doubling parts which are partially independent), as clearly, 

the more independent parts there are, the more the concept 

of statistical harmony becomes useful. This feature recurs 

in RA's Dozen, and can also be observed to a greater or 

lesser extent in most of the other pieces--though sometimes 

the synchronisation between parts is obscure, rather than 

actually random. (Example 22.) In most cases however, these 

statistical effects are created from groups of notes, or 

musical gestures, giving a result which is more textural 

than harmonic, and therefore more appropriately discussed in 

the next section. Nevertheless, I would mention Example 12, 

from Cherry Valley, because here the composer seems to 

intend the effect to be harmonic, as well as textural, 

because the players are required to finish on a specific 

combination of those notes previously mixed randomly. 

Some comments which I have judged most appropriate to 

the next section, devoted to texture, are also relevant to 

harmony. 

Texture  

The element of texture is more easily appreciated than 
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defined: I use the term to refer to that aspect of music 

pertaining to the overall effect of musical parts or lines 

combining and interacting. Other musical elements, such as 

rhythm, timbre, harmony, intensity, and spatial separation, 

can effect texture, in that they may alter the degree of 

independence perceived between musical parts or lines. 

Within these pieces, texture plays a role which is 

largely complementary to that of harmony. Thus, texture, 

unlike harmony, is generally a very important element, and 

is most so in those pieces which rely least on harmony. 

The homogeneous nature of the flute ensemble (both 

within and between instruments) makes it a perfect medium in 

which to build-up and manipulate textures which are 

functional and expressive as a gestalt. In heterogeneous 

ensembles, textural effects are harder to balance and 

control, and individual instruments may assert themselves 

where a unified effect is required. Of course, some other 

ensembles also demonstrate various degrees of homogeneity, 

and this trend can be observed in many recent works for such 

ensembles (e.g., Penderecki's Polymorphia, for forty-eight 

stringed instruments; and Ligeti's Lux Aeterna, for 

unaccompanied choir). 

However, there are other reasons why the flute ensemble 

is a perfect medium for textural writing: the most important 

being purity of tone. Flutes produce such a pure sound that 

they blend easily into a single, richer timbre, in very much 

the same way that complex sounds can be synthesised from 

electronically generated sine-tones. This is especially so 

when the spacing of the component parts is even or 
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symetrical. Also, flutes have a fairly consistent timbre 

throughout their pitch-range, both as a natural 

characteristic, and through traditional teaching, which 

regards this as an essential virtue. In addition to this, 

I believe that some textural writing for flutes gains its 

effectiveness from its similarity to bird-song. 

Cherry Valley naturally springs to mind as an example of 
ALC 

this, but this rjusion is also present in parts of other 

pieces where independent gestural motives are similarly 

juxtaposed between flutes. 

The feature of texturalism, especially when treated in 

a statistical manner (as introduced in the previous section, 

in relation to harmony), is to me the most interesting, 

effective, and flute-ensemble-specific feature to emerge 

from my study of these pieces. Cumulum, Night Out, 

RA's Dozen, and Flash!, all contain examples of textures 

which function statistically, through including considerable 

freedom in the degree of synchronicity required between 

parts. (Examples 29, 24, 30 and 8, respectively.) 

Cherry Valley and Kvarteto also contain passages in which 

exact synchronisation is not necessary. (Examples 12 and 

21.) This clearly indicates that the composers are more 

concerned .  with overall effect than with momentary detail; 

and such concern inevitably makes texture an important 

consideration. 

A similar concern with texture can also derive from the 

opposite compositional attitude: that of requiring great 

complexity of synchronisation and interaction. Thus, obscure 

and rapidly changing harmonic and rhythmic relationships can 
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also lead listeners to ignore the momentary in favour of 

larger-scale 	considerations 	such 	as 	texture. 

Raumcomposition, Les Couleurs de la pluie, for flutes, 

Kvarteto, and Night Out, all illustrate this to some extent. 

There is no contradiction in the fact that I list Kvarteto 

and Night Out as featuring a lack of synchronisation, as 

well as complexity of synchronisation, as both are present; 

and I think this illustrates the paradoxically close 

relationship between these two approaches. 

The number of flutes playing at any given moment, 

greatly affects the degree to which texture will dominate. 

For example, in parts of Raumkomposition, a glance at the 

score reveals clear and simple relationships between the 

parts, in terms of motivic material, and rhythm within a 

common metre. However, the single fact that there are nine 

flutes playing independently, is enough to focus a 

listener's awareness away from detail, and towards features 

such as texture. (For instance, Example 2, in which I 

suspect the contrapuntal relationships between parts are 

more visually than audibly apparent.) Traditionally, 

listeners have seldom been required to follow more than 

three or four simultaneous musical lines; I would therefore 

suggest that the common occurrence within this group of 

pieces, of much greater numbers of independent parts than 

this, appeals for appreciation on a non-traditional, 

macrocosmic level. 

Marine City, Monochrome 1, and also the final section 

of Cherry Valley, differ markedly from the norm within these 

pieces, as they are predominantly homophonic. In 
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Monochrome I, this is mainly manifested through the use of 

parallel chord-streams, through which Schickele clearly 

purposes to present the ensemble of eight flutes in the 

manner of one large instrument, posessing the added musical 

variable of textural thickness. The sometimes quite sudden 

unison passages serve to remind listeners of this fact, lest 

they start to hear the flutes as individuals. (Example 17.) 

Textural variation such as this is one important source of 

contrast available within the flute ensemble medium, and is 

a major overall feature of these pieces. It can be very 

effective/when a group of flutes which have 

previously been acting in an apparently separate manner, 

suddenly come together on a single chord, note, or rhythm; 

and this can have the effect of encouraging listeners to 

find new meaning in passages where the interrelationships 

within the ensemble are less clear. A moment of tutti 

silence can be similarly effective. 

Although textures within these pieces are commonly 

built-up cumulatively, gradual textural change, in a 

minimalist or "process music" sense, is not a feature. Most 

often, textures end suddenly, or fade to leave a subset of 

the ensemble playing. 

Within those pieces which require large numbers of 

flutes, the ensemble may occasionally divide into two or 

more subsections which juxtapose contrasting textures, 

either simultaneously or consecutively. This is most clearly 

in evidence within Flash!, where this feature is linked to 

the use of spacial and . instrumentational contrast. 
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Melody  

Melody has traditionally been of major importance in flute 

music; however, it this is generally much less so within the 

flute-ensemble pieces I have studied. The reason for this lies 

in the homogeneous nature of the flute ensemble, which, without 

circumspection on the part of composers, may tend to provide 

insufficient contrast for satisfactory "melody with 

accompaniment" writing, and cause simultaneous melodic lines 

to become "lost in the crowd". These problems are not 

insoluble, but they do have implications which affect the types 

of melodies used in those sections in which this element is 

important. A melody which is legato, uses mainly small 

intervals, has a narrow pitch-range, and does not zig-zag very 

much, will maintain its independent identity in a non-

contrasting texture more successfully than will a melody with 

features opposite to those described. One of the less 

immediately obvious reasons for this is the fact that melodies 

which move by small steps, within a narrow range, are less 

likely to overlap and cross one another. Such melodies may also 

be thickened into parallel chord-streams while maintaining to 

the optimum their linear character. 

Melodic lines which display these features can be 

observed in many of these pieces, especially those most 

melodic, such as Monochrome I and Marine City; but what is 

more revealing is the fact that lines which contain large 

intervals, have a wide pitch range, and zig-zag a lot, are 

almost never used in a melodic context, even though such 

melodies are common within the contemporary flute 

repertoire in general.. Where such lines can be observed 



(e.g., throughout much of Raumkomposition), they are usually 

in a textural context. 

Melodic writing may also be facilitated by the contrast 

available in the areas of texture, timbre, instrumentation, 

pitch, spacial separation, and dynamics, which may help 

differentiate between melody and accompaniment or 

simultaneous independent melodies. For example, in 

Marine City (which, as I have already noted, is among the 

most melodic of these pieces), the composer accompanies 

lyrical melodic writing in the first flute part with 

punctuating staccato alto- and bass-flute chords, and later 

with a texture created from quiet trills and unmeasured 

tremolos. (Examples 27 and 7.) 

The general trend away from traditional (that is, 

vocally-inspired) melodic writing which is observable within 

these pieces, is not a feature confined to the flute 

ensemble medium; it is in fact one of the major features of 

twentieth-century music. These pieces also exhibit a 

feature related to this, which has become a hallmark of 

much contemporary music: the replacement of conventional 

melodic , writing by gesturalism. Flute ensembles are 

particularly suited to gestural music, as they possess the 

individual agility which is often required; also, lack of 

timbral contrast is much less of a hindrance to the 

effectiveness of attention-grabbing gestures, than is the 

case with the use of traditional, bel canto melody. 

Cherry Valley is a good example of this, featuring a 

character which is partly textural and partly melodious, 

due to the fact that the flutes are too independently active 
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for the piece to be lyrical, but the gestures which it 

contains are too assertive to fade into what would otherwise 

be an overall effect. 

As with the element of texture, 	the number 	of 

participating flutes is relevant to the feature of melody. 

Melodies will stand out most clearly in the context of a 

small group of flutes, or subset of a large group. Several 

of these pieces take advantage of this fact when featuring a 

single instrument in a solo capacity. 

The final melodic trend which I have observed lies in 

the area of articulation: melodies are usually grouped into 

long slurs, or are staccato; but there are few examples of 

melodies which feature mixed articulation. Perhaps this can 

be explained by the fact that both slurred and staccato 

melodies have features which (for opposite reasons) may help 

them to stand out, even in a homogeneous environment: 

slurred melodies because they are linked into a continuum; 

and staccato melodies because momentary bursts of sound tend 

to attract listeners' attention. Melodies using mixed 

articulation cannot fully benefit from either of these 

factors. 

Rhythm  

Rhythm is an element which is not greatly inhibited by 

the general lack of contrast within flute ensembles, and is 

an important functional element within these pieces. 

Certainly, timbral contrast would help clarify some 

simultaneously juxtaposed rhythms; but where necessary, such 

differentiation can be effected satisfactorily through the 

use of differing articulations, and other such subtle 
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contrasts as are available. 

In all of these pieces there are indications-that the -- 

composers wish to at least minimise the feeling of regular 

pulse. The most common symptom of this is the simultaneous 

or consecutive juxtapositioning of differing divisions of 

the beat or divisions of beat multiples. (Example 2.) This 

feature can be observed in all of these pieces which are at 

all metrical, and its use is often quite systematic. This is 

most clearly exemplified in for flutes, where a texture is 

created by the simultaneous reiteration, at the rate of five 

different beat divisions, of the pitches comprising a 

semitone cluster. 	(Example 4.) This type of rhythmic 

juxtapositionMO has the effect of either disguising the 

metrical basis of the music (while still taking advantage of 

the metre as an aid in maintaining synchronisation), or of 

increasing the duration of the perceived beat, by avoiding 

regular subdivisions which might threaten to establish their 
5 

own, more regular, metre. When such juxtapositionMg occurs 

consecutively, the effect may be rather like a written-out 

rubato, as displayed in many of the melodic passages within 

Marine City (for instance, the flute 1 melody in Example 7), 

or the solo flute line in the final two bars of 

Cherry Valley. (Example 31.) 

Of course, rebellion against "the tyranny of the bar-

line" is one of the major features of twentieth-century 

music in general. However, I do think that within these 

pieces, the tendency towards a pulseless ebb and flow is 

ubiquitous enough to suggest a flute-ensemble-specific 

tendency. This is related to the trend towards texturalism 



and imprecise synchronisation already noted. 

Short, punOtuative rhythms, and occasional long notes 

or silences play an important role in the phrasing of these 

pieces. This is especially vital given the absence of 

conventional tonal harmony, which has traditionally 

delineated phrases through its half-share in the element of 

harmonic rhythm. 

Rhythm in these pieces is not confined to its 

traditional usage (i.e., within a fixed metre, and involving 

motivic material and development); the broader term of 

"activity" better describes the non-traditional role of 

rhythm in at least part of several pieces within this group. 

There is tremendous potential for musical expression in the 

utilisation of all the degrees between sustained passivity 

and frenetic activity. Though useful in any context, this 

potential source of contrast is particularly welcome to the 

flute-ensemble medium, and flutes are especially well 

equipped to demonstrate, to the widest possible degree, the 

variation within this continuum (as can be observed in many 

twentieth-century solo flute pieces). 

Another factor which helps to make activity variation 

an exciting feature in flute-ensemble music pertains 

to the medium's homogeneous nature: when similar 

instruments behave in contrasting ways (no matter whether 

the variable is rhythm/activity, or pitch, intensity, etc.) 

attention is drawn to the performance activity involved--

this is always musically effective. For example, the 

phenomenon of two flutes displaying contrasting degrees of 

activity is arguably more expressive than similar contrast 
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between, for instance, a flute and a double bass, because 

the source of contrast is entirely human. 

Not suprisingly, the two pieces which contain the 

least trace of regular pulse, Cumulum and RA's Dozen, are 

also the two which function most clearly according to the 

principle of activity-as-rhythm. The importance of this 

aspect of rhythm in the other pieces varies in relation to 

their degree of metricity. These two pieces clearly display 

the calculated use of sustained notes, gestures, ostinati, 

and silence in the service of activity variation. Of course 

these are also features which are crucial to the element of 

texture; in fact there is a large overlap between the 

functions of texture and the activity aspect of rhythm. 

Instrumentation  

Overall, there is a clear trend within these pieces 

towards treating the flute ensemble in the manner of one 

large instrument; and there are few indications of an intent 

to highlight the slightly different characters of the 

various types of flutes used. This would seem to be a 

sensible result of the composers using, rather than 

contradicting the clearest feature of flute ensembles: 

their unity; and is related to the predominance of 

macrocosmic functions, 	which I have already noted in 

relation to other elements. 

Such features as parallel chord-streams, texturalism, 

and evenly spaced harmony, are all indicative of this 

approach to instrumentation. Other features which can 

emphasise the unity within the flute ensemble are, melodies 
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which are shared by passing smoothly from one flute to 

another, and the use of unison passages. Neither of these 

last two features is very common, but they are used 

extensively in Monochrome /--the piece in which the 

composer's treatment of the flute ensemble in the manner of 

a single instrument is most deliberate and systematic. 

(Examples 16 and 17.) 

In those pieces which include the alto and bass flutes, 

these instruments are mainly confined to their low register, 

and almost never approach the upper limits of their pitch 

range. I do not find this suprising, because these low 

flutes are generally out-numbered by flutes in C which are 

more capable and comfortable playing the higher notes. The 

same applies in reverse within the piccolo parts, which 

contain few low notes. I find this rather more suprising, as 

the piccolo's low register is very characteristic and 

useful, and the overall pitch range of the flute ensemble 

is already very high without the piccolo--some might argue, 

high enough. 

As would be expected of the lowest voices in any 

ensemble, the alto- and bass-flutes are given a greater 

number of sustained notes than the higher flute parts; 

however, this trend is only slight: few concessions are made 

for the slightly less agile alto flute, and considerably 

less agile bass flute. I heartily approve of this, as it is 

very easy to fall into the trap of treating the bass flute 

in particular as a "lame duck", when this is far from the 

truth: 

Generally, the pitch ranges of all flutes are exploited 
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in these pieces in a waS,  which they seldom encounter in 

chamber music for other types of ensemble--usually low notes 

are given to other instruments which are considered to be 

more capable in this area. In fact this forms quite a 

feature, and installs the element of tessitura as an 

important source of contrast. 

Dynamics  

The element of dynamic intensity is of major importance 

in all of these pieces, and can be observed to function at 

both the individual player level, and at the corporate 

level, through instrumentation. Often this element is 

utilised to achieve variation and contrast, either by itself 

or in association with other features. Subito effects occur 

frequently, often in conjunction with changes in other 

elements such as instrumentation, texture, or harmony. 

Combined timbral and dynamic effects, such as flutter-

tongued subito pianissimo, can also be very effective. In 

Example 11 (the previously described, very effective passage 

in Flash!), the sudden change to pianissimo (all the 

preceding music having been marked fff) is accompanied by 

sudden variation in the elements of instrumentation 

(piccolos are introduced for the first time), timbre, and 

spacial location (the piccolos are required to be positioned 

"somewhere except stage and seat"). Flash! is also made 

notable by the fact that although a strong dynamic level is 

required throughout almost all of the piece, relief is 

obtained by generous use of the element of silence. 

Perhaps even more so than is the case with other 

elements, the flute ensemble's constitution from similar 
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instruments 	is important to the element 	of 	dynamic 

intensity. There are several reasons for this, one being 

that the absence of timbral contrast focuses attention on 

this element. For example, if a flute and violin play 

together, a listener is more likely to notice the timbral 

difference between the two, and not to notice any subtle 

contrast in dynamic intensity (in any case, slight 

differences in intensity are very difficult to judge when 

complicated by an accompanying difference in tone colour). 

In the case of two flutes however, subtle differences are 

likely to be noticed, especially if they occur within the 

same pitch register. 

From a compositional point of view also, the flute 

ensemble's homogeneity has important implications for this 

element, because dynamic effects are easier to judge when 

they involve similar instruments. For example, if flutes are 

added one at a time to a texture, a fairly even crescendo 

can be achieved; this would often not be the case with 

heterogeneous ensemble. 	Of course, 	pitch register is 

critical to this; but the laws governing the dynamic 

characteristics of all the flutes throughout their ranges 

are simple, and flautists understand these characteristics 

well, and are therefore equipped to make compensations. 

Importantly, the homogeneous constitution of the flute 

ensemble also encourages the appreciation of the element of 

dynamic intensity as being more than mere loudness: in its 

most expressive form, it can also incorporate the elements 

of physical effort, and assertiveness/passivity. In the 

case of contrasting instruments, these aspects are less 



noticeable, as they are not easily comparable. For example, 

the difference in volume between the sound of a trumpet and 

a flute is hardly likely to be appreciated as involving a 

difference in their relative assertiveness of performance. 

The expressiveness of this aspect of dynamic intensity is 

further amplified by the fact that the sound of the flute 

has a very clear and direct relationship with breathing, 

which is an activity full of emotive connotations. This is a 

characteristic which the flute shares with the singing 

voice, and also members of the percussion family--which also 

display a link between an emotive activity and dynamic 

intensity, but in a rather different way. 

Another aspect of dynamic intensity in relation to the 

flute, is that, especially in the low register, this element 

is inextricably linked to timbral variation: as volume 

increases, the number of upper partials present grows 

correspondingly, giving rise to a much richer and more 

complex sound. The composers' wish for timbral contrast may 

therefore play some part in the choices of dynamic markings. 

This is born-out by the fact that within these pieces many 

dramatic variations of dynamic intensity occur in the low 

register, where the largest amount of timbral variation is 

achievable, even though such wide variations can be quite 

difficult to execute outside of the middle register. This 

trend may also be related to the fact that it is the low 

register in which the activity aspect of dynamic intensity 

is most apparent, because low notes are blown in a much 

freer, more relaxed manner than higher notes. For both of 

the above reasons, I believe that dynamic effects are more 
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expressive in the low register of flutes than in any other 

part of their pitch range. 

The effectiveness of the diminuendo to silence, which 

occurs frequently within these pieces, also derives partly 

from these changes in both timbre and degree of perceived 

activity, which are intrinsic to it in both the solo and 

ensemble context. 

Use of Space  

Among these pieces, only Flash! makes overt use of 
4% 

spaOal effects--a term which I apply to those features 

which function to some extent according to the spatial 

location, or relative positioning of sounds. However, 

for flutes, requires specific positioning of performers, and 

there are indications that the composers of some of the 

other pieces were aware of this element: all the pieces 

contain passages in which spacial positioning may help 

reinforce effects which rely largely on other factors. 

The feature of musical activity passing from one 

flute, or group of flutes, to another, is common. This can 

take the form of a shared melody (noted earlier as being a 

feature of Monochrome I), consecutive musical gestures 

(Example 32), the addition or subtraction of adjacent flutes 

from a texture (Example 33), or other variations and 

combinations of the above which draw the listeners' 

attention from flute to flute. (Example 34.) 

• In music composed for a heterogeneous ensembles, one 

might conclude that such features were intended to derive 

their effectiveness from variations in the tone-colour of 
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the 	involved 	instruments--in the manner 	of 	a 

klangfarbenmelodie. However, in the flute-ensemble medium, 

the element of timbral contrast- is largely absent: the 

effectiveness of this interactive feature must therefore 
-67 

rely on other factors, including the element of spatial 

positioning which is implied by the movement of musical 

activity between flutes. Evidence for this exists in the 

fact that this effect occurs most often between 

consecutively numbered flutes, thus forming a sequence of 

musical gestures which passes from one side of the ensemble 

to the other. (Although specific positioning of flautists 

within the performance space is not requested in the scores 

of any of these pieces except Flash! and for flutes, I think 

that it is reasonable to assume that the composers intend 

flutes to be positioned in numerical order.) 

The above assertion, that spatial effects play a role 

of some importance within this group of pieces, is based on 

the homogeneous nature of the flute ensemble; however, there 

is another phenomenon, more specific to flutes, which is 

pertinent to this: the fact that high-pitched sounds are 

more directional than others.' This must have the effect of 

reinforcing those subtly spacial aspects which are inherent 

to many features of interactive ensemble music. 

Timbre and Special Effects  

During the twentieth century, flute technique has been 

extended to include many new sounds and effects. Indeed the 

'Jess J. Josephs, The Physics of Musical Sound. 
(Princeton, New Jersey: D. Van Nostrand Co., 1967), 
p. Si; S.S. Stevens and Fred Warshofsky, Sound and 
Hearing. (Time-Life International, 1965), p. 103. 



techniques of few other instruments have been extended to 

such a degree. Most of these developments have arisen in the 

context of solo flute music, but many have been transferred 

--with various degrees of success--into the flute's wider 

repertory, including some of these flutes ensemble pieces. 

The first two techniques which I will mention are so 

common that they would hardly qualify as "special" effects 

in a solo flute context. However, the nature of the flute 

ensemble is such that the techniques of trill/tremolo, and 

flutter tonguing can take on a special character within 

this context. All of the pieces in this group except 

for Flutes and Raumcomposition make use of trills and/or 

tremolos, and all but Marine City and KVarteto display 

flutter tonguing. Both of these techniques derive their 

effectiveness not on the basis of their sound at any single 

point in time, but rather from their overall effect: 

although theoretically they both consist of continual 

reiteration, they function largely as constant timbres. If 

only largely so in the solo context, in an ensemble both of 

these effects take on an even more timbral, textural, and 

statistical character. For example, when several flutes 

trill or tremolo simultaneously, the vertical combination of 

pitches at any one moment is quite indeterminate; the 

overall 'sound can however be predicted. Even the 

simultaneous performance of the same trill or tremolo by 

several players creates a harmonic effect absent in a solo 

trill. 

Quite frequent use is made within these pieces of 

trills (or trill-like effects using more than two notes in 
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close proximity to one *another), tremolos, and flutter 

tonguing, on clusters or, other chords which contain 

neighbouring pitches. (Example 15, flutes 1&2, then 3-7; and 

Examples 35 and 36.) In these contexts, the pitch of the 

close together notes tends to become even more unclear than 

is usually the case, thus resulting in what is really a 

timbral effect of more or less indefinite pitch--the flute 

ensemble's equivalent of "white noise". 

An effect required in both Ciimuium and for flutes is 

flutter tonguing gradually being added to a note. Although 

apparently a perfectly reasonable request, there are two 

factors which make a truly graduaW execution of this 

technique impossible for a single flute to perform. Firstly, 

there is a critical point at which breath support becomes 

great enough to begin and maintain flutter tonguing. The 

exact moment at which this point is reached occurs suddenly 

and rather unpredictably, even when approached carefully. 

The second inhibiting factor is also related to air 

pressure: once begun, the degree to which flutter tonguing 

will dominate a note depends on this element, and is 

therefore related to the dynamic level. It is impossible 

to increase the degree of flutter tonguing, while 

maintaining a constant level of dynamic intensity. This 

problem was perhaps appreciated by Hankinson, who in 

for flutes requests a crescendo along with the gradual 

change to flutter tonguing, thus making the effect more 

attainable. The same happens in reverse in this same piece, 

when a gradual change from flutter tonguing to ordinario is 

required. 
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Although not requested in any of these pieces, the 

effect of a gradual change to and from flutter tonguing can 

be achieved much more smoothly by a group of several 

flutes, because all flutes are unlikely to make the 

transition at the same moment. 

Systematic use of vibrato is not a overall feature of 

these pieces, although for flutes specifies the use, non-

use, and gradual variation of this element in some passages; 

and a quartertone pitch-vibrato is requested at one point in 

Night Out. 

Before studying these pieces, I would not have judged 

multiphonics to be particularly useful outside of solo flute 

music; but having now examined the matter more closely, I 

can see that the flute ensemble is a medium in which 

multiphonic effects can be successful, though in a way 

which is rather different from their usual role. It would 

be a mistake to regard multiphonics as being merely a method 

by which flutes can play more than one note at a time. In 

fact, the effect of multiphonics is much more timbral than 

it is harmonic, and therefore the effect of two flutes 

simultaneously playing a certain two-pitch multiphonic 

is quite different from the effect of those flutes combining 

in the traditional manner to play one of those pitches 

each. 

The doubling of multiphonics can actually help to 

overcome some of their inherent weaknesses--the problems of: 

trying to produce all the required notes at once (often, one 

or more pitches will be absent or intermittent); achieving 

balance between the pitches; and controlling volume (as with 
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flutter tonguing, successful execution of multiphonics is 

related to air pressure, so it is almost impossible to 

control dynamic intensity without spoiling or altering the 

multiphonic effect). In an ensemble context, a statistical 

balance of the various pitches is likely to be achieved, and 

dynamic intensity can be controlled by the number of flutes 

playing. These ensemble advantages will also be felt when 

various different multiphonics are combined simultaneously, 

because the result will be mainly an overall effect, in 

which precise pitch plays a secondary role to the elements 

of timbre, texture, and dynamic intensity. 

The use of multiphonics simultaneously in a number of 

parts occurs at the end of Cumulum, and in Flash! (Example 

37). In the latter, each of the eight standard flutes in C 

plays a tremolo between two multiphonics: the result being 

an effect which is even more timbral and textural--and not 

at all harmonic. 

A little later in Flash!, two flutes are required to 

play whistle-tones. This is the only example of this effect 

in these pieces, but it is only one of several effects 

which, due. to their quietness and/or instability, can 

benefit from being doubled on a number of flutes. Other such 

effects are: key-clicks (examples of which occur, with or 

without an accompanying blown note, in Aright Out and 

Les Couleurs de la pluie); special timbres (such as "hollow 

tones"); some harmonics; techniques which do not produce a 

conventional resonant pitch (e.g., blowing in the usual 

manner, but without sufficient breath support to produce a 

sustained tone--an example of which occurs at the end of 
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RA's Dozen); and blowing or tonguing into the embouchure 

hole (which is required in Les Couleurs de la Nuie). 

Quartertones, and singing/humming while playing, are 

two more special effects which are required in one or 

more of the pieces I studied. A notable effect which is 

perhaps more unusual than "special" Occurs in 

Raumkomposition: 	sustained, eight-note, altissimo cluster 

chords, marked fff--a dramatic effect indeed! 

Notation  

There is a trend within these pieces towards forms of 

notation which allow some freedom in synchronicity between 

flutes. This is in line with features already noted in 

connection with particular musical elements. This may take 

the form of some variety of time-space notation (as used 

throughout Cumulum and in parts of Night Out); motives and 

gestures which are required to be repeated until a certain 

cue (as used throughout RA's Dozen, CVmulum,and parts of 

Flash!); or some other system by which a passage may be 

externally synchronised, while remaining internally 

unsynchronised. (Example 36.) In all three of these systems, 

other elements besides synchonicity may be indeterminate: 
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for instance, in the previous example, the order in which 

notes may be played is partially indeterminate. There are 

also many occurrences of passages which use some form of 

"as fast as possible" notation. 

The various types of notation which are utilised to 

effect the above features are, on the whole, either standard 

(i.e., able to be deciphered by anyone familiar with new 

music), or are adequately explained by footnotes or other 



explanations. 

The forms of time-space notation used in Cumulum and 

parts of Aright Out contrast from one another to some extent, 

by more or less conforming to two different, but quite 

common systems. Neither method is completely satisfactory, 

as they provide insufficient information about articulation: 

the important differences between slurring, legato tonguing, 

and slight detachment are not differentiated clearly enough. 

I would suggest that the system used in Cumulum could be 

improved by linking those notes to be played legato by a 

common beam, and the various degrees of detachment could 

then be made clear by various degrees of separation between 

the end of one note's beam, and the next note-head. The 

time-space notational system used in Aright Out is more 

flawed, because attaching "duration beams" to the notes 

themselves, tends to spoil the readability of those notes, 

clutters and obscures the stave, interferes with the 

placement of accidental signs, and generally fails •to make 

clear the relationship between the end of one note and the 

beginning of the next. This robs the music of an element 

which is an importantly expressive nuance in flute playing. 

In both Cherry Valley and Les Couleurs de la pluie, the 

alto-flute parts are notated in the score at sounding pitch; 

and in former, the bass flute, introduced in the final few 

bars, is notated similarly, but necessarily in the alto 

clef. In the case of the alto flute, this is non-standard 

for flute ensemble music, but conforms to the common--though 

certainly not ubiquitous--trend towards the notation of 

contemporary scores "in C". However in the case of the bass 
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flute, I can think of no good reason for notating in the 

alto clef: no matter what transpositional protocol is used, 

octave transpositions are standard for instruments such as 

the bass flute (and piccolo, double-bass, etc.) 

Form 

Throughout the history of music, 	composers 	have 

utilised musical forms which display widely varying degrees 

of transferability between, and specificity to certain 

media. For example, during the classical and romantic 

periods, musical forms displayed little specificity: certain 

standard, broad formal templates shaped the formal 

structures of a multifarious variety of instrumental and 

vocal compositions. Of course, in those times there was also 

less variety in the types of ensembles utilised, and certain 

standard ensembles dominated. 

A broad, but by no means ubiquitous trend exists within 

twentieth-century music, towards the composition of music 

which displays formal structures which are to some degree 

ensemble-specific. It is no longer taken for granted that a 

musical form which works well for one ensemble, will also be 

appropriate in other contexts. This trend may be related to 

the fact that in recent times certain standard ensembles 

have ceased to be quite so dominant: music is now being 

written for a huge range of combinations of instruments and 

voices. If one listens to contemporary composers talking 

about their music, one finds that more often than not they 

have, to at least some extent, drawn inspiration from the 

character of their chosen medium. 
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The purpose of the preceding preamble was to introduce 

the 	idea that flute ensembles _may .display general 

characteristics which suggest certain types of 	formal 

treatment. 	The one trend which has dominated my 

investigation, that is, homogeneity (or to put it 

negatively, lack of contrast) is such a characteristic. 

Contrast has traditionally been one of the corner-stones of 

structure in Western music; I would therefore suggest that 

the distinct lack of contrast within the flute ensemble has 

structural implications to which composers might usefully 

give some thought. 

Probably as a consequence of the aforementioned 

implications, I perceive a trend within the pieces which I 

have studied, towards structures which rely more on the 

principal of evolution than of contrast. The somewhat 

suprising fact that nine of these eleven pieces utilise a 

single-movement structure may be a result of this. When 

contrast is formally significant, it is usually manifested 

in the context of one of those elements which I have 

previously noted as being best able to provide contrast in 

this medium: texture, activity, tessitura, or dynamic 

intensity. 
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CHAPTER FOUR 

MY OWN COMPOSITION 

I do not intend to examine my own compositions for 

flute ensembles according to the same criteria as used in 

the previous chapter. There are two reasons for this: 

firstly, I could not do so objectively; and secondly, there 

is a web of cause and effect which links my research and 

composition; thus it would be nonsensical to point out 

features in my own music, as if they had arisen in a way 

which was coincidental to my research. 

The following descriptions of my own flute-ensemble 

compositions include references to a number of features 

which I hope will prompt comparison with characteristics 

noted in the previous chapter. Chapter Five contains a few 

words of summary in relation to this, but for the present I 

will allow those with a more objective viewpoint than mine 

to draw their own parallels, and I will avoid specific 

reference to conclusions drawn from my studies of pieces by 

other composers. 

I Cannot Say 

My first piece for flute ensemble was composed in 

1986, is entitled I Cannot Say, and may be performed by any 

number of flutes. It is an unusual ensemble piece in that 

apart from beginning and ending at roughly the same times, 

no conscious synchronisation or interaction is required 
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between the participating flutes, who behave as independent 

"soloists". 

As can be seen from the performance guidelines and 

extract from the score (Examples 38 and 39), I Cannot Say 

takes the form of a labyrinth which allows each flute to 

move independently along an improvised path between sixty-

four brief gestures. Areas of greater and lesser choice will 

be encountered, as flutes may only progress between 

gestures linked by arrows. The labyrinth is subdivided into 

quarters, with access between each restricted to a single 

arrow. Each of these four areas is designed in such a way as 

to create different musical structures--for example, one 

area contains many "dead ends" which force performers to 

retrace their steps, thereby forming a musical palindrome. 

The nature of I Cannot Say dictates that certain 

musical elements, such as harmony and counterpoint, may be 

regarded as either irrelevant or random, depending on one's 

point of view. My intention was to create the former 

impression, as in this piece I wanted to concentrate whole-

heartedly on other features which interested me far more in 

relation to flutes. The most obviously important of these is 

gesturalism: each of the sixty-four gestures which make up 

the piece is intended to epitomise some aspect of 

expressive flute playing. The widely varying characters of 

these units relates to another important element in this 

piece: that of contrast between varying degrees of activity. 

Dynamic intensity and tessitura are other variables which 

are explored and exploited, along with a number of special 

effects. 
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To summarise, I Cannot Say is intended to provide an 

opportunity for flautists to explore all facets and limits 

of the flute's personality in an enjoyable, soloistic way, 

while 	creating contrast 	through the 	simultaneous 

juxtaposition of these various aspects. 

Although not specifically required, various performers 

have suggested that the effectiveness of this piece is 

enhanced when the flutes are spacially separated. I concur 

with this, especially when there are more than two 

performers, as it helps to clarify the texture. 

Until it joins some larger way...  

My second flute ensemble composition, also written in 

1986, is entitled Until it joins some larger way... and 

requires three standard flutes in C. Although it shares 

similarities with I Cannot Say, in that it too makes 

extensive use of gesturalism, seeks to contrast various 

aspects of the flute's personality, seldom requires precise 

synchronisation, and involves some improvisation; it is a 

much more conventional ensemble piece, being greatly 

concerned with interaction between its performers. This 

concern was largely the result of my perception that 

I Cannot Say, though representing quite well my 

compositional intentions, was limited by its failure to 

address this aspect of ensemble music. 

As can be seen from the performance guidelines and part 

of the written music (Examples 40 and 41), Until it joins 

some larger way... functions statistically on several 

levels. Its main ostinato, which sounds almost continuously 

throughout the piece, forms a statistical texture, which was 
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conceived as a neutral background onto which the expressive 

content of the music could be placed--statistical, in that a 

stable and predictable pentatonic ambience is formed from 

elements which are, in themselves, unstable and 

indeterminate. 

Apart from this ostinato, the piece includes three 

different categories of musical material, the utilisation 

of which is defined statistically: "box two" material, which 

occurs quite frequently in the piece; gestures contained in 

"box three", which are each performed once; and silence, 

which should occur occasionally. Though the piece is in some 

ways only loosely defined, the nature of the flute ensemble, 

and of the musical material which is featured, combine to 

create a similar effect in each performance, even though 

precise details (such as the order in which the "box three" 

gestures occur) may differ markedly. 

The use of space in Until it joins some larger way..., 

is a feature which was added in response to deficiencies 

observed during preliminary rehearsals. In such a 

homogeneous environment, the all-important "box three" 

gestures were not asserting themselves clearly enough 

through the subtle differences in their musical characters 

alone. However, the request to perform these gestures after 

moving to a different part of the performance space easily 

solved this lack of definition, and enhanced the 

effectiveness of the piece. 

Spirit- Ditties 

Although intended' to constitute something more than 
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clinical study of the flute ensemble, my third piece for 

this medium, Spirit Ditties for six flutes (three of which 

double on piccolo) was composed in coordination with my 

research during 1986 and 1987, and was largely inspired by 

aspects of my studies. As well as wishing to explore some of 

the many possibilities suggested to me by my research, I 

purposed to compose a flute ensemble piece which contrasted 

with my earlier attempts, both in style (it makes no 

systematic use of improvisation or indeterminacy), and in 

specifically requiring a larger number of performers. 

Spirit Ditties is comprised of five brief, contrasting, 

self-contained pieces, each of which displays a 

relationship in character and/or material to at least one 

other of the pieces, as well as some features peculiar to 

itself. My main compositional challenge was to ensure that 

each of the five pieces displayed a different character and 

aspect of the flute ensemble. In response to my realisation 

that the main source of diversity within this medium is not 

found at the level of detail, I chose to contrast these 

pieces by the use of larger-scale elements such as texture, 

degree of activity/passivity, degree and type of interaction 

between performers, instrumentation (piccolos are only used 

in two of the pieces), timbre, tessitura, dynamics, and so 

on--those' elements largely responsible for that elusive 

conglomerate often described as "mood". Similarities between 

the pieces can be found mainly in details such as motives 

and pitch organisation. 

Piece I 

The first of the Spirit Ditties (see Example 42) is 
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largely created from the combination and juxtaposition of a 

number of short gestural motives which are passed smoothly 

between members of the ensemble. Often this interaction 

occurs between different pairs of consecutively numbered 

flutes playing together in parallel or unison; thus, the 

ensemble behaves as a corporate entity which may choose to 

manifest itself as either an overall whole, a collection of 

smaller ensembles working together, or as an egalitarian 

group of individual players. During the composition of all 

the Spirit Ditties I was mindful of the potential for 

spacial effects which (as previously explained) I believe is 

specifically inherent to this medium--especially in 

contexts such as this, where subsets comprising spacially 

adjacent individuals are combined and juxtaposed. This piece 

is also characterised by irregular rhythms which contrast 

activity with moments of stasis, a widely fluctuating range 

of pitches, and sudden changes in dynamic intensity. 

Piece II 

The second piece in this collection (see Example 43) is 

"the slow movement". It also stands apart from its 

companions (and the bulk of my compositional output) by its 

large degree of reliance on the resonant qualities of its 

component ' sounds (rather than the relationships between 

individual sounds, motives, performers, etc.). Its use of 

sustained, evenly spaced chords could perhaps be compared to 

similar usage in Monochrome I and Marine City, though it 

was my intention to test the limits of very slow homophony 

rather more than either of those pieces--an intention 
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enabled by the fact that this was but one of 	five 

contrasting pieces. 

In this piece, the division of labour within the 

ensemble differs from the previous: in most cases 	either 

the majority combine, individuals play as soloists 

(including one cadenza-like passage), or the piccolos alone 

play together. I introduced piccolos into this piece for two 

reasons: firstly, to utilise their characteristic timbre, 

the "thinness" of which I judged to be advantageous; and 

secondly, to take advantage of their ability to play the 

same high notes more softly than could their larger cousins. 

Both piccolos are confined to the notated range, g#' to b", 

thereby avoiding their shrill upper register. 

The use of a multiphonic at the conclusion of this 

piece is a result of giving some thought during my research 

to the use of multiphonics in unison and for their timbral, 

as opposed to harmonic, characteristics. I have used this 

particular multiphonic in previous compositions, but have 

found that, especially on some flutes, it tends to be a 

little unstable, and fluctuate between the two pitches. 

Previously, I had found that the best way of counteracting 

this was to add flutter tonguing, but in this piece I was 

also able to add stability by assigning the effect to four 

flutes simultaneously. This also allows the four flutes to 

perform the multiphonic very softly, which in this case aids 

its performability. 

Piece III 

The third of these pieces also features evenly spaced 

chords, though of a different quality: namely, semitone and 



wholetone clusters. It opens with a slow section, similar in 

texture and degree of passivity to the previous piece--

though quite different harmonically. (Example 44.) Semitone 

clusters dominate in the opening bars, and at the very 

outset such a cluster is combined with the instruction to 

produce a tone consisting mainly of a blowing sound--my 

intention being to create a pitchless, ethereal sound-

effect. Flutter tonguing is . added to this before a change to 

a conventional, resonant sound quality on the same chord. 

• 	Gradually, through the use of shorter beat values, an 

increase in tempo, 	and the introduction of leggier° 

articulation, the piece becomes more active. Accompanying 

this change is a division of the ensemble into two 

contrasting groups of three flutes. At first they play 

similar material: a single motive moving in a parallel 

wholetone cluster, which is continually repeated in 

different permutations, and with varying accents and pitch 

durations. However, this material is soon left to flutes 

four to six, while a three part canon featuring a cantabile 

melody is introduced by the other flutes. (Example 45.) 

Up until this point, the dichotomy within the ensemble 

had been specially focused, but during the middle section of 

the piece, through gradually swapping parts, the two groups 

intermingle, thus altering the texture due to lack of 

spacial definition. This process is then gradually reversed, 

and the two subsections recoalesce into a canon made up of 

two streams of parallel major-second clusters, divided 

between flutes one to three and four to six. These insist 

upon the same motivic material continually present since 
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near the beginning of the piece. 

Piece IV 

The fourth of my spitit Ditties (see Example 46) is 

the second of the two which require piccolos. However, in 

contrast with their first appearance, the two piccolos are 

located at opposite ends of the ensemble ("flutes" one and 

six), and their players perform only on this instrument. 

Their role is one of punctuating and echoing the main body 

of flutes located between them. This usage is a consequence 

of being influenced by bird-song, especially the experience 

of walking through bush, and hearing birds intermittently 

calling to one another from various directions. The motive 

which is required to be interpolated by the piccolos at 

various points near the end of the piece is a literal 

quotation of a bird-song. 

The four flute parts combine in a manner which is in 

deliberate contrast to much that has gone before: either 

completely in unison; or in two unison pairs which move in 

parallel major thirds. This latter form of combination 

creates an active, repetitive melodic line which ceases only 

when punctuated by piccolo gestures or moments of silence. 

The feature of activeness with repetition is however related 

to elements within the preceding piece; though in this case 

they are used to a much more extreme degree, and in a manner 

which is intended to more deliberately exploit audience 

expectations. This is achieved through the use of 

unpredictable numbers of repetitions, and the seemingly 

random shuffling of elements within continually recurring 
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motives. 

Piece V 

Largely due to the fact that the opening motive of this 

piece reminded me of the French style of flute writing, the 

final piece in this collection turned out to be the most 

lyrical. (Example 47.) Texturally, some sections are similar 

to the first piece, in that material is passed smoothly from 

one flute to another; and the feature of juxtaposing moments 

of activity with much more passive sections also relates to 

passages throughout the suite. In contrast to this, the 

passages which feature an accompanied cantabile melody, 

differ in texture to any previous writing--although 

melodically there are relationships between this and the 

quasi cadenza section in the second piece. 
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CHAPTER FIVE 

SUMMARY 

Repertory Survey  

I have established that a repertoire of considerable 

proportions exists for various sizes and varieties of flute 

ensemble (Appendix One lists 415 compositions and groups of 

compositions), and that much of this consists of music 

written in the twentieth century, especially in recent 

years. 

Of these recent pieces, my research indicates that 

music written in the United States constitutes the largest 

proportion--though the composition of flute-ensemble music 

has also become wide-spread in Europe, and to some extent in 

Japan. One of the most important trends in contemporary 

flute-ensemble music is towards greater use of alto, bass, 

and even lower flutes--and in larger numbers. The bass flute 

seems to have only now truly established itself, and the 

contrabass flute is only just beginning the same process. If 

anything, the piccolo is now being used less--especially 

when considered in relation to the trend towards utilising 

greater numbers of larger flutes. 

Although a . considerable proportion of the new 

repertoire consists of music which is significant in terms 

of innovation to flute-ensemble and/or general music, many 

recent works (especially among those composed in the United 

States) are very much less experimental, and these include a 
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large proportion of occasional pieces and music intended for 

use in education. 

Despite the fact that flute-ensemble music has become 

more popular and established, this genre has not attracted 

the interest of those composers who are, by today's 

reckoning, considered to be the most significant within the 

twentieth century. 

Geographical Trends  

It is not suprising, given the relatively small number 

of pieces which I studied in detail, that no conclusive 

geographical trends emerged. However, I would note that the 

European pieces, as well as Night Out (by the European-born 

and -influenced Felix Werder), tend to use quasi serial 

contrapuntal manipulations, and are generally more highly 

structured than the American and Japanese pieces. Also, 

certain quite specific similarities may be observed within 

this group: compare Example 21 to Example 22, and 22 to 2. 

In the case of the three (quite dissimilar) pieces from 

the United States, their comparatively freely organised 

nature concurs with the flute ensemble being regarded in 

that country as a relatively "light" medium. The Japanese 

pieces (Marine City- and Flash!) contrast markedly from one 

another. 

Compositional Trends  

My study of selected recent compositions, and the 

experience of composing for flute ensembles, have led me to 

observe a number of trends within flute-ensemble music. Most 

of these are very general, but before discussing these, 
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would mention two specific points which stand out within the 

selected recent works: firstly, to note the very widespread 

use of dissonant, semitone-based harmony; and secondly, the 

common feature of several different beat divisions being 

juxtaposed simultaneously--this occurs (usually prominently) 

in six of the seven pieces which are entirely metrical. 

My own compositions do not consistently display either 

of the above characteristics, but little significance can 

be attachedthis in the case of the my first two flute 

ensemble compositions, as neither is metrical, and I Cannot 

Say- contains no functional harmony. However, the third of my 

Spirit Ditties does deliberately exploit the potential of 

semitone clusters. 

In more general terms, I have observed trends which may 

be analysed as falling into two categories: features which 

stem from the flute ensemble's homogeneity (which are 

therefore not necessarily specifically related to the 

flute); and features which are truly flute-ensemble-

specific. The first category is the larger, and most of the 

features which constitute the second category are in fact 

specialised facets of characteristics which are specific to 

all homogeneous ensembles. For example, there is a tendency 

towards textural blending in music for such media, but this 

feature is more especially specific to the flute ensemble, 

because of its consistently pure sound throughout its pitch 

and dynamic range. 

The most important characteristic of homogeneous 

chamber ensembles is that they present a musical 

environment in which the performers are comparable to one 
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another--thus 	focusing on the element of 	performance 

activity. Among my own compositions, Until it joins some 

larger way... most deliberate exploits this, by exploring 

extremes within a homogeneous environment (see "box two" in 

Example 41), and this is enhanced by the use of movement. 

As a result of characteristics which are specific to 

both flute ensembles and homogeneous ensembles in general, 

biases may be observed in flute-ensemble music towards 

certain musical elements, and away from others. This is 

because the flute ensemble's pure and uniform constitution 

challenges composers to elicit variety: some musical 

elements are more conducive to this than others. 

Within the eleven selected works, the elements which 

are 	functionally 	 texture, 

rhythm/activity, dynamic intensity, and silence. (Spap.al 

elements are also important in Flash!, and for flutes 

specifies the positioning of performers; however, spatial 

working is only hinted at in the other pieces.) Those which 

are functionally less important include harmony, tonality 

(and other formalised pitch-organising systems), melody, 

timbre, and instrumentation. While bearing in mind 

the dangers of comparing my composition and research, I 

would note that this ha-irarchy of musical elements is echoed 

in my own work--with the addition of a more deliberately 

exploi ive approach to the use of space. 

These trends in the relative importance of musical 

elements roughly conform to a more general pattern: the 

musical elements which are most important tend to be those 

which function at a macrocosmic level, either because of 

most important are 
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their inherent characteristics, 	or the way they 	are 

exploited; those elements mainly concerned with moment-by-

moment detail tend to fall into the less-important category. 

This tendency is greatest in those pieces which require the 

most performers. 
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APPENDIX ONE 

REPERTORY LIST 

Composer 
	

Title 
	

Instruments  

Country 	Publisher 	Additional Information  

ABSIL, Jean 1893-1974 	Suite Mystique Op. 145 	4f 

Belgian 	CEBEDEM 	Composed 1969, 12' dur. 

ALBISI, Abelardo 1872-1937 Two Miniature Suites 	3f 

Cundy-Bettoney; Fischer 	Z vols. 

ANDRE, Johann A. 1775-1842 Trio Op. 29 	3f 

German 	Belwin. 

APOTHELLOZ, Jean 1900-65 Les Pipeaux d'argent 	3f 

Swiss 	Foetisch 	Composed 1957. 

BACZEWSKI, Philip 20th C. Suite for flutes 	4p/f,6f,6af,4bf 

USA 	unpublished 	4 movements 

BANK, Jaques 1943- 	Fluitkwintet 	5f/p or p,2f,af, 
& RUITER, Wim de 1943- 	 bf; or 3p,af,bf; 

or 4f,bf,tape 
Dutch 	Donemus 	Composed 1976 

BARAB, Seymour 	Little Suite 	3f 

USA 	B&H 

Sona tine 
B&H 

BARRERE, Georges 1876-1944 Deux pieces breves 

French 	Fischer NY 

BARTOLOZZI, Bruno 1911- 	Sinaulodia 

Italian 	Zerboni 

BASHMAKOV, Leonid 1927- 	Fantasia per flauti 

Finnish 	unpublished 

3f 

3f 

3f/p,f/af 

f,af,bf 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

BEERMAN, Burton 1943- 	Frame 	6f including 
p,af 

USA 	Southern 

BENARY, Peter 20th C. 	Sonatine 	3f 

Swiss 	unpublished 	Composed 1976, 6' dur. 

BENEY, Alain 1945- 	Calligraphies 	4f 

Leduc 1977 	Composed 1970 

BENJAMIN, Thomas 1940- 	Four Pieces 	 3f 

USA 
	

Southern 	Composed 1970, 6' dur. 

BENNET, Robert Russel 1894- Rondo Capriccios° 	4f 

USA 	Chappell NY 

BENT, Jane 20th C. 	Five Pieces for Flute Chorus p,E-flat f, 
f,af,bf 

USA 

BERBIGUIER, Antoine 1782-1838 	Many Trios 	3f 

French 	various 	Full list in Vester's Flute 
Repertoire Catalogue. 

BERENS, C. 	Three Trios Faciles Op. 2 31 

Bohme 

BERGER, Jean 1909- 	Divertimento 	31 

USA 	Broude 

BERLINSKI 	Canons and Rounds 	3f 

Presser 

BERTHOMIEU, Marc 1906- 	Arcadie 	4f 

French 	Marbot 

Chats 	3f,af 

Billaudot 	5 movements, technically simple. 

BETJEMAN, Paul 1937- 	Five Pieces 	41 

USA 	American Music Center 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

BIGGS, John 1932- 	Wind Collage 	2p,E-flat f, 
4f,2af 

USA 	Fischer 

BJORKMAN, Rune 1923-76 	hriniatyr 	4f 

Swedish 	Swedish Music 	2' dur. 
Information Centre 

BOER, Johan de 1958- 	Elements 	6f 

Dutch 	Donemus 	Composed 1979, 12' dur. 

BOER, Jan den 1932- 	Cirrus 	5f 

Dutch 	Donemus 	Composed 1973, 5' dur. 

BOISMORTIER, Joseph de 1690-1755 Six Concertos Op. 15 5f or 4f,cont 

French 	Billaudot; Piper; 	2 Vols. 
Hofmeisters; Kalmus 

Six Sonatas Op.7, 2Vols. 	3f 

Schott 1960; nos. 1,5: Br&H; no. 5: Doblinger 

BONSEL, Adriann 1918- 	Anthriscus Sylvestris 	p,10f,af 

Dutch 	Donemus 	Composed 1974, 15' dur. 

BOOREN, Jo van den 1935- Birds--a story for 	including p, 
five flautists 	E-flat f,f,af 

Dutch 	Donemus 	Composed 1975, 13' dur. 

Equilibrio 	p,f,af 

Donemus 	Composed 1970-71 

Fur Elise, naar L. van Beethoven 5f 

Donemus 	Composed 1976, 5' dur. 

BOTTENBURG, Wolfgang 1930- Divertimento 	4f 

Canadian 	Canadian Music Centre. 	Ca. 12' dur. 

BOTTJE, Will 1925- 	Quintet 	2f/p,2af,bf 

USA 	Zalo 

BOUBEL, Karen 20th C. 	Contrast 	9f,3af or 12f 

USA 	unpublished 
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. BOURDANI 18th C. 	Six Trios for Three German Flutes 	3f 

Italian 	James Longman & Co. ca. 1769 

BOWEN, Steven 20th C. 	Sonorities 	2p,6f,2af 

USA 	unpublished 

BOYD, Ann 1946- 	Greetings to Victor McMahon 12f 

Australian unpublished 

BOZZA, Eugene 1905- 	Deux esquisses 	4f 

French 	Leduc 

Leduc 1954 

Leduc 

Jour d'ete a la montagnes 4f 

Composed 1953 

Trois Pieces 	4f 

BRANT, Henry 1913- 	Angels and Devils 	solo f,3p,6f,3af 

USA 	Peters, MCA 	Revised 1956 

BRAUN, Gerhard 1932- 	Portrait 1 	4f 

German 	Bosse 1970 	Composed 1969 

BRENNER, H. 

	

	Twelve Allemandes Op. 6 	3f 

Flick, Bazel 

Guatre themes varies Op. 12 3f 

Schott 

Three Trios Op. 11 	3f 

Schott 

BRESNICK, Martin 1946- 	Conspiracies 	solo f, 4f 

USA 	American Music Center Composed 1979, 8' dur. 

BRINGS, Allen 1934- 	Concert Piece 	4f 

USA 
	

Seesaw 	8' dur. 
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BRINZINI 18th-19th C. 	Six Trios 	3f 

Sieber ca. 1799 

BROOKE, Arthur 20th C. 	The Three Musketeers 	3f 

USA 	Fischer 	Technically simple. 

BROWN, Newel 1932- 	Two Improvisations - 	2p,4f,4af,2bf 

USA 	Zalo 	Premiered 1976 

BROWN, Rayner 1912- 	Three Fugues 	3f,2af 

USA 	W.I.M. 

BRUIJN, Cor de 1911- 	De nachtegaal die zong een lied, 4f,af 
suite van Oudnederlandse minneliederen 

Dutch 	Donemus 	Composed 1979, 20' dur. 

BUFFARDIN, Pierre-Gabriel 1690-1768 Sonata a tre 	3f 

French 	McG&M 

BUTTS, Carroll 1924-1980 Quartet 	4f 

USA 	Shawnee 	One easy movement. 

Song for Flutes 	4f 

Studio PR 	One easy movement. 

BYRNE,,Andrew 20th C. 	Introduction, Blues & Finale 3f 

Peters 	Technically simple. 

CALL, Leonhard von 1767-1815 Serenade Op. 41 
	

3f 

Austrian Haslinger; Mollo Tranquillo 

Trio Op. 2 
	

3f 

Haslinger; Costallat 

Trio Op. 31 
	

3f 

Haslinger; Simrock 1809 

Three Trios 
	

3f 

Schott 
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CAMERON, Richard 1943- 	Kyrie (Mantra) 	2f,af 

Zalo 	Conductor necessary. 

CARDON, Louis ca. 1747-97 Grand Quartet 

French 	Ashdown 

CASTEREDE, Jacques 1926- Flates en vacance 

French 	Leduc 1962 

CASTLE, Alfred 20th C. 	Flutocycle 

McG&M; Kendor 

CAVALLY, Robert 20th C. 	Flute Family Sketch 

4f 

3f (4th ad lib) 

3f 

p,f,af 

USA 
	

Southern 	Technically simple. 

CECCONI-BATE, Augusta 1933- Sonatina 	4f 

USA 	American Music Center Composed 1980, 10' dur. 

CEELY, Robert 1930- 	Rituals 	40f 

USA 	A.C.A. 	Composed ca. 1976, 11' dur. 

CELIS, Frits 1929- 	hbtturno e danza Op.12  4f 

Belgian 	CEBEDEM 	Composed 1975, 8' dur. 

CHAN, Ka Nin 20th C. 	Flute Octette 	2p,4f,af,bf 

Canadian 	Canadian Music Centre Composed 1984, ca. 13' dur. 

CHAUBERT, G.Ph. 	Prelude et Jacasserie 	3f 

French 	Billaudot 

CHEVREUILLE, Raymond 1901-76 Musique Lilliputiene Op. 22 f/p,2f,af 

Belgian 	CEBEDEM; H. Elkan 	Composed 1942, 11' dur. 

CIARDI, Cesare 1818-77 	Petite Trio Concertante 	3f 

Ricordi 

Trio Scholastic° Op. 24 	3f 

Ricordi 1853 
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CLASSENS, Henri 20th 	Danza e Scherzettino 	3f 

Philippo & Combre 	Technically simple 

CLEMENT 1946- 	Ni Apapelum 	4f 

French 	unpublished 	Composed 1979, 11'40" dur. 

CLINTON, John 1810-64 
	

Trio Op.7 in A 
	

3f 

Ashdown 

Trio Op.9 in G 
	

3f 

Ashdown 

COHEN, David 1927- 	Divertimento 
	

f/p,3f 

USA 	W.I.M. 	Ten very short, easy movements. 

COHEN, Sol B. 1891- 

USA 	B&H 

McG&M, B&H 

COLIN, Jeanne 1924- 
& COLIN, Georges 1921- 

Colonial Sketches 

Song of Summer 

Ouatuor Op.3 

4f 

4f 

4f 

Belgian 

CONDE 1947- 

French 

CONSTANTINO 

C/o CEBEDEM 

unpublished 

Pro Art 

Composed 1976, 15' dur. 

Ge Scherzando 	4f 

Composed 1979, 7' dur. 

Dance of the Dresden Doll 3f 

CONSTANZO ca. 1800- 	Trios 1,2,3,4 	3f 

Southern 

	

CRIST, Bainbridge 1883-1969 Old Spanish Melody 	3f 

USA 	H. Elkan 	Very simple. 

Tap Dance 	3f 

H. Elkan 	Very simple. 
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CROLEY, R. 

	

	Scherzetto 	3f 

Kendor 

CUNNINGHAM, Michael 1937- Pastel Design 	3f,af,bf 

USA 	Seesaw 	One brief movement. 

DAHL, Ingolf 1912-70 	Serenade 	4f 

USA 	B&H 1963 	Composed 1960. 

DELFT, Mar van 1958- 	Suite Op. 8 	12f 

Dutch 	Donemus 	Composed 1983, 21-38' dur. 

DEMACHI, Giuseppe 1740L91 Three Sonatas Op. 1 	3f 

Italian 	Hummel - Amsterdam 

Trio No.1 in G 	3f 

Doblinger 

Trois trio dialogues Op. 14 3f 

Guerra ca. 1775 

DEROO, Maurits 1902- 	Quartet 	4f 

DESPORTES, Yvonne 1907- 	Italian Suite 	4f 

French 	Andraud; Southern 

Four Miniatures 	4f 

Southern 

DEURSON, Anton van 	Three Bagatelles 	4f 

DEVIENNE, Francois 1759-1803 Many Trios 	3f 

French 	various 	Full list in Vester's Flute 
Repertoire Catalogue 

• DIEMER, Emma Lou 1927- 	Toccata for Flute Chorus p,E-flat f,f 
af,bf 

USA 	Fischer' 
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DIETER, C.L. 1757-1822 	Twelve Pieces Concertante Op. 26 3f 

German 	Br&H; Nos. 1-10: Hoffmeister 1956 

Zehn StUcke 	3f 

Hofmeister 

Twelve Trios 	3f 

Br &H 

DIJK, Jan van 1918- 	Kleine Suite 

Dutch 	Donemus 	2' dur.,  

DILLON, Robert 1922- 	Junanbe 	3f 

USA 	B&H 	Brief and technically simple. 

DITTERSDORF, C.D. von 1739-99 Cassatio 	4f 

Austrian Doblinger 

Notturno 

B. Schott's SOhne 	Three brief, simple movements. 

DONJON, Johannes 1839-1912 Nocturne 

DORNEL, L.A. 1680-1756 	Two Sonatas 	3f 

French 	Heinrichshofen 

DOWNEY, John 1927- 	Nigh Clouds and Soft Rain 4p,14f, 
4af,2bf 

USA 	unpublished 

DRESSLER, Louis R. 1861-1932 Grand Trio Op. 64 	3f 

Simrock 

DROUET, Louis 1792-1873 	Three Trios Op. 33 	3f 

French 	Heuwekemeyer 1966 

Trio COncertante 	3f 

Richault 

DUBENSKY, Arcady 1890-1966 Suite 	p,7f,af 

USA 	Franco Colombo 	Six brief movements 
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DUBOIS, P.M. 1930- 	Guartuor 	4f 

French 	Leduc 

DUSSEK, Frans, J.B. 1736-99 Trio Ou Notturno Nos. 1,2,3 3f 

Czech 	Peters 

DUVAL, J. 	Three Trios 	3f 

Schott 

EBERWEIN, Traugott 1775-1831 Romance Op. 46 	3f 

German 	Mechetti 

EISMA, Will 1929- 	Ten Flutes and Tape 	p,3f,af 

Dutch 	Donemus 	9' dur. 

ELBE, Karl 	Quartet 	4f 

ELLIS, David 	A Million Bright Ambassadors 12-20f 
of Morning 

U.M.P 

ENDERLE, W.G. 1722-90 	Trio 	3f 

German 

ERDMANN, Helmut 1947- 	Raumkomposition 	 8f 

German 	Sikorski 1971 	Composed 1969 

Trio II 	3f 

Sikorski 1976 	Composed 1973 

ERRANTE, Belisario 1920- 	Three Trio Etudes 	3f 

USA 	Shawnee 

EYNDEN, Frans van den 1937- Microphonie 	4f,af 

Dutch 	Donemus 	Composed 1971, 3' dur. 

FAHRBACH, Philipp 1815-85 Trio Op. 58 	3f 

Austrian Ricordi 1865 

Grand Trio Op. 118 	3f 

Bote und Bock 
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FELD, Jindrich 1925- 	Petit Divertissement 	3f 

Czech 	Leduc 	Brief and technically simple. 

FILIPPI, A. de 1900- 	Serenade 	3f 

• Italian 	General 	Three brief, easy movements. 

FRACKENPOHL, Arthur 1924- Divertimento 	3f 

USA 	Rochester 	Technically simple. 

Suite for Flute Choir 	2p,4f,af,bf 

unpublished 

FRANCO, Johan H.G. 1908- Three Fluteries 	3f 

Dutch 	A.C.A. 

FRANCOIS 1943- 	Re Vibrations 	3f (3,5,or 11f) 

French 	Salaber 	Composed 1981, 8' dur. 

FRANK, Marcel 1909- 	Introduction and Scherzo 5f (5th flute 
optional af) 

USA 	University of Miami Publications 

FRANZEN, Olov 1946- 	Gioia piccola 	4f 

Swedish 	Swedish Music Information Centre 6' dur. 

FRITTER, Jean 20th C. 	Two + Two + One 	2p,3f 

Italian 	unpublished 

Variations 	p,3f,af 

unpublished 	Composed 1971. 

FUERSTNER, Carl 1912- 	B&•ceuse 
	

3f,af 

German 	Zalo 

FORSTENAU, Anton 1792-1852 Many trios 	3f 

German 	various 	full list in Vester's Flute 
Repetoire Catalogue. 

Quartet Op. 88 	4f 

Ashdown; Southern; Presto 
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GABRIELSKI, J.W. 1791-1846 Many trios 	3f 

German 	various 	full list in Vester's Flute 
Repertoire Catalogue. 

Three Quartets Op. 56 	4f 

Br&H; No. 2: Musicus 

GALUPPI, Baldassare 1706-85 Toccata 	4f 

Italian 	Musicus 

GARNIER, Josph II mid-18th C. Trios 	3f 

France 

GAUTIER, J.A. 18th C. 	Trios 	3f 

France 

GENZMER, Harald 1909- 	Trio 	3f 

German 	Schott 

GEYSEN, Frans 1936- 	3 Fluiten 	3f 

Belgian 	C/o CEBEDEM Composed 1979. 

GIANELLA, Louis 1778-1817 Two Trios Op. 27 	3f 

Italian 	Hill; UE 

Hill 

Hill 

Trio Op. 35 

Trio Op. 45 

Quartet Op. 52 

3f 

3f 

4f 

Ashdown; Presto; UE 

GILSON, Paul 1865-1942 	Septet 	p,6f 

Belgian 	unpublished 

GILTAY, Berend 1910-75 	Divertimento 	5f 

Dutch 	Donemus; Peters 	Composed 1963. 



Composer  

Country 	Publisher  

GILTAY (continued) 

Donemus 

Title 

Elegie 

Instruments  

Additional Information  

af solo,4f 

Composed 1969, 8' dur. 
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Polychromie II 
	

af solo,p, 
4f,tape 

Donemus 	Composed 1972. 

GIOVANNINI, Caesar 1925- Sounds for Flutes 	4f 

USA 

GLASER, Werner W. 1910- 	Four Trios 	3f 

Swedish 	Swedish Music 	Composed 1936, 12' dur. 
Information Centre 

GOLDSTEIN, Malcomb 20th C. Hues of the golden ascending llf or more 

USA 	s American Music Center 

GOULD, Elizabeth 20th C. Free Forms 	4f 

USA 	American Music Center 

GRABNER, Hermann 1886-1969 Musik 	3f 

German 	Kistner 1956 

GRAHN, Ulf 1942- 	Floating Landscapes 	2p,2f,2af,2bf 

Swedish 	Swedish Music 	7'30" dur. 
Information Centre 

GRAUN, Carl H. 1704-59 	Trio 	3f 

German 	Hoffmeister 

GRAVINA, G 	Preludio e fuga 
	12f 

GREAVES, Terrence 1933- 	Dance Trios 	3f 

Technically simple. 

GRIMM, C. Hugo 1890- 	A Salute to Quantz 	4f 

USA 	Southern 

Divertimento 	E -flat f,6f,af 

Southern 
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GRIMM (continued) 	Five Etudes 	p,9f,2af 

Southern 

HAGSTROM, Robert 1950- 	Fabel 	4f 

Swedish 	Swedish Music 	Composed 1983, 7'30" dur. 
Information Centre 

HANKINSON, Ann 20th C. 	for flutes 	p/f/af,3f/af 

USA 	American Music Center Composed 1984. 

HARBISON, John 1938- 	Four Preludes (from December Music) 3f 

USA 	McG&M 

HASELBACH, Joseph 20th C. Fur zwei 	 2-7f 

Swiss 	Selbstverlag 	Composed 1972, 12'-15' dur. 

HAUBENSTOCK-RAMATI, R. 1919- Interpolation (Mobile) 1,2, or 3f 

Austrian UE 1959 

HAUBIEL, Charles 1892-1978 TO Apollo 	3f 

USA 	Composers' Press; Seesaw Technically simple. 

HAUFF, Ferdinand d. 1812 	Trios 	3f 

German 

HAYASHI, Hikaru 20th C. 	Variations on a theme by Otaka 4f 

Japanese 

HAYDN, F.J. 1732-1809 (attrib.) Divertimento in - F 	3f 

Austrian 

HAYS, Doris 1941- 	Scheveningen Beach 	f/p,3f,af 

USA 	Seesaw 	One brief movement. 

HEISS, John C. 1938- 	Four Movements 	3f 

USA 	BO 1974 	Composed 1969, 13' dur. 

HEKSTER, Walter 1937- 	Statement 	4f 

Dutch 	Donemus 	Composed 1974,. 5' dur. 
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HEKSTER (continued) 	Van anti 	4f 

Donemus 	Composed 1980, for use in 
education, 6' dur. 

HERMANS, Nico 1919- 	Impressieflitsen 	4f 

Dutch 	Donemus 	Composed 1967, 9' dur. 

HILLE, Stuart 1956- 	Out-out Op. 10 

Australian 	Composed 1974 

HIROSE, Ryohei 20th C. 	Marine City 

Japanese Ongaku No Tomo Wind Ensemble Library 

HOFFMEISTER, F.A. 1754-1812 Several trios 	3f 

Austrian various 	Full list in Vester's Flute 
Repertoire Catalogue. 

HOOK, James 1746-1927 	Six Sonatas Op. 83 	3f 

English 	Rubank 1956; No. 2: Schott; Composed ca. 1797 
No. 4: B&H; No. 5: OUP 

HOOKE, John 1946- 	Speluncae 	4f 

Australia unpublished 	Composed 1986, 17' dur. 

HOVHANESS, Alan 1911- 	The Spirit of Ink Op. 230 3f 

USA 	Peters 

HUDANOFF 	Twenty-four Flute Trios 	3f 

Pro Art 

HUSTON, Scott 1916- 	Three Humors for Ten 	2f/p,6f,2af 
Flautists 

USA 
	

Zalo 	Composed 1967. 

HUTCHISON, Warner 1930- 	Chrysalis 	4f,f/af 

USA 
	

Seesaw 	Composed 1971, one movement. 

HYDE, Mirian 1913-86 	Fantasia on Waltzing Matilda 4f 

Australian Australian Music 	Composed 1936. 
Centre 

6f, or 6 
flute choirs 

Flute orchestra 
including af,bf 
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IKEBE, Shin-Ichiro 1943- 	Flash! 	4p,4f,4f/af 

Japanese -Zen-on 	Composed 1972 

JACOB, Gordon 1895- 	Introduction and Fugue 	p,f,af 

English 

JACOBSON, I. 	Three Flights for Three Flutes 3f 

Mills 

JENNI, Donald 1937- 	Cherry Valley 	7f,af,af/bf 
(bf optional) 

USA 
	

Associated 1978 	Composed 1975. 

JONES 
	

Three by Three 	3f 

Shawnee 

JONG, Marinus de 1891-1984 Suite op Viaamse volksliederen 4f 

Belgian 	C/o CEBEDEM 	Composed 1973, 5' dur. 

JONGEN, Joseph 1873-1953 Elegy 	4f 

Belgian 	Andraud 1948; Southern Composed 1941, 4'15" dur. 

Two Paraphrases on Walloon 3f,af 
Christmas Carols Op.114 

Andraud 1948; Southern Composed 1940, 9'30" dur. 

JUSDORF, J.C. 	Trois themes de Haydn avec 3f 
variations et imitations 

Schott 

KALICK early 18th C. 	Cassarzi one 	4f 

Published in Vienna 

Six Terzetti 	3f 

Published in Vienna 

KARLINS, M. William 1932- Graphic Mobile 	3f or more 

USA 	Media 

KARSKY 1936- 	MI quartuor pour flutes 	4f 

French 	unpublished 	Composed 1980, 15' dur. 
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KELLER, Heinrich 	Puzzle 	4f or 1-20f 

Swiss 	Selbstverlag 	Composed 1973, 5-20' dur. 

KELTERBORN, Rudolf 1931- Terzett fur Ouerfloten 	3f 

Swiss 	UE 	Composed 1982, 7' dur. 

KELZER, Henk 1948- 	Bet Keizerkwarter 	4f 

Dutch 	Donemus 	Composed 1985, 14' dur. 

KENDELL, I. 	Variations on a London 	3f 
Street Cry 

Chester 

KENNEDY, Tom A. Jr 20th C. Hsiang-tzo 	2x(4p,6f,af,bf) 

USA 	Zalo 

KLOFFLER, J.F. 1725-90 	Sei Ouartetti Concertanti 4f 

German 	MS: FOrst zu Bentheim Steinfurtschen 
Archiv Burgsteinfurt 

KOECHLIN, Charles 1867-1950 Trois Divertissement Op. 90 2f,af 

French 	Schneider 1939; MC.' 

Stele Funeraire 	p,f,af 

Composed 1950. 

KOHLER, Ernesto 1849-1907 Quartet Op. 92 	4f 

Austrian Zimmerman 1904; Southern; Fischer 

KOHLER, G.H. 1765-1833 	Amusement Op. 117 - 	3f 

Bohme 

Amusement Op. 133 	3f 

Simrock 

KOWARZ 	Three Trios 	3f 

Haslinger 

KREISLER, von 	Larghetto & Little Fugue 3f 

Southern 
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KRENEK, Ernst 1900- 	Fluteplayers Serenade 	4f 

USA 
	

Belwin 	Composed 1938-39 

KREUTZER, Leopold 	Quartet 	4f 

French 

KROLLMAN, A 	Three Grand Trios Op. 13 3f 

Bachman 

KRONKE, Emil 1865-1938 	Paraphrase Op. 38 	4f 

German 	Zimmerman 

KOFFNER, Joseph 1776-1856 Trio Op. 34 	3f 

German 	Schott; Richault; Heuwekemeyer 

KUHLAU, Friedrich 1786-1832 Three Trios Op. 13, D,g,G 	3f 

Danish 	Billaudot; Br&H; Costallat; 
International; Kalmus 

Three Trios Op. 86, D,G,E-flat 

Billaudot; Costallat; Composed 1814 
Kalmus; International 

Grand Trio Op. 90, b 	3f 

Billaudot; Costallat; 
International; Kalmus; McG&M; 
Schott 

Quartet Op. 103, e 	4f 

Ashdown; Billaudot; Costallat; 
Kalmus; Peters; Southern 

KUMMER, Kasper 1795-1870 Many Trios 	3f 

German 	various 	Full list in Vester's Flute 
Repertoire Catalogue 

LANCEN, Serge 1922- 	Quatre Elates en ballade 4f 

France 

LANG, Rosemary 1920- 	Chorale and Scherzo 	4f 

USA 	Lang 
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LANG (continued) 	Reverie and Tarantella 	4f 

Lang 

LANGE, Hans 1884-1960 	Kleine MVsik Op. 32 	3f 

German 	Presto 

LANGLEY, James W. 1927- 	Trio 	3f 

Peters 	Four brief, simple movements. 

LARSON, Leroy 1939- 	Valse 	3f 

USA 
	

Tempo 	Technically simple. 

LAUBER, Joseph 1864-1952 Slider aus Korsika Op. 54 4f 

Swiss 	Zimmermann 1937 

LEEUWAN, Ary van 1875- 	Sonatina is alten Stil 	3f 

Fischer 

LEGLEY, Victor 1915- 	Quartet Op. 14 	3f,af 

Belgian 	Composed 1943, 9' dur. 

LEMELAND, Aubert 	ETAT d'Horizon 2 VETE Op. 31 4f 

Billaudot 

LENOT 1945- 	Ja Allggorie d'Exil 9 	4f 

French 	Salaber 	Composed 1978, 14' dur. 

LEVI, William J. 20th C. 	Flute Flirtation 	4f 

USA 	Willis Music Co. 

LINDENMUTH, W. 1915- 	Forty Fabulous Fingers 	4f 

USA 	 Brief and technically simple. 

LINDMAN, Magnus 1960- 	Imitiaten 	3f 

Swedish 	Swedish Music 	Composed 1978. 
Information Centre 

LINKE, Norbert 1933- 	Coloratura 	3f 

Gerig 	Composed 1963-64. 
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LAVILLE, S. 	Quartet 	E-flat f,f, 
B-flat "alto" f, 
af (in G). 

Composed 1968. 

LORENZO, L. de 1875-1962 Cappriccio brillante Op. 31 3f 

Italian 	Zimmermann 1930 

11 Seguaci di Pan Op. 32 4f 

Zimmermann 1930 

SYmphonietta Op. 75 	p,3f,af 

Peters NY 

Capriccio Op. 82 No. 3 	4f 

Peters NY 

LOUCHEUR, Raymond 1899-1979 Divertissement sur les 	2f/p,f/p/af, 
fldtes 	f/af/bf 

French 	Billaudot 

LOUVIER, Alain 1945- 	Neuf Carres 	p,f,af,bf 

French 	Leduc 1974 	Composed 1972, nine movements, 
23' dur. 

LOVELOCK, William 1899-1986 Pandean Suite 	3f,af 

English Composed 1964. 

Suite in Olden Style 	4f 

Rudall Carte (B&H) 

Three Bagatelles 	4f 

Composed 1966. 

LOWE, Jill 1953- 	Synthesis 	flute choir (inc. , p, 
E-flat f,af,bf) and 
tubular bells 

Australian 
	Composed 1982. 

LUENING, Otto 1900- 	Sonority Canon 	2-37f (or more) 

USA 	Highgate 	Composed 1962. 

Trio for Three Flutists 	3f, inc. p,af 

Galaxy 	Seven brief movements. 
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McKAY, Francis H. 1901- 	Lyric Poem 

USA 	Barnhouse 

McKAY, George F. 1890-1970 Chorale, Aubade and Noel 4f 

USA 	University of Miami Music Publications 

Christmas Morning Suite 4f 

Southern 

Four Seasons 	3f 

Barnhouse 

Lyric Poem 	4f 

Southern 	One brief movement. 

Sonata Giocosa 	4f 

Barnhouse 

Suite Matinale 	4f 

Barnhouse 
	Three brief movements. 

Suite Pastorale 	4f 

Barnhouse 

McKIE 1904- 	Flute Quartet 	4f 

Australian 

MAGANINI, Ouinto 1897-1974 Three Little Kittens 	3f 

USA 	Musicus 

Triple Play 	3f 

Musicus 

Beginner's Luck 	4f 

• Musicus 	Six brief simple movements. 

Modern Foxtrot 	4f 

McG&M 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

MAGANINI (continued) 	The Realm of Dolls Suite Op. 9 4f 

Fischer NY 1923 	Composed 1922. 

Shepherds in Arcadia 	4f 

Musicus 

MAHAUT, Antoine 1720-1785 Trios 	3f 

Dutch 	Hummel, Amsterdam 

MALENGREAU, Paul 1887-1959 Quartet 	4f 

Belgian 	CEBEDEM 

MARTINENGHI, Camillo 	Terzetto 	3f 

Italian 	Ricordi 

MATTHEWS, Donald 1935- 	The King's Pipes 	3f 

USA 	Wingert-Jones Music Inc. Brief and technically simple. 

MAURICE, Paule 	Suite pour quatuor de nines 4f 

French 	Billaudot 	Six movements. 

MAURY, Lowndes 1911-75 	Changes for Seven Flutes p,5f,af 

USA 	W.I.M. 1970 

MEIJURING, Chiel 1954- 	2estig oude maagden 	.4f 

Dutch 	Donemus 	Composed 1982, 8' dur. 

MERCADENTE, Saverio 1795-1870 Three Serenades 	3f 

Italian 	Ricordi 1859; Belwin 	Composed 1823. 

MEULEMANS, Arthur 1884-1966 Andante et Schertzo 	3f,af 

Belgian 	CEBEDEM 1963 	Composed 1945, 8' dur. 

MEYER, Jean W. 	Castandelle Suite 	4f 

Two Pieces Op. 1 	3f 

Simrock 

MIEG, Peter 1906- 	Les JOuissances de mauensee 3f 

Swiss 	Hug and Co 1974 	Composed 1971, 5' dur. 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

MINASI, A 	Quartet 	4f 

MISSAL, Joshua 1915- 	Rondo Caprice 	6f, (6th 
optional af) 

USA 	Southern 

MOLS, Robert 1921- 	Four Miniatures 	p,3f,af 

USA 

MONACA, J. la 	Sonata 	2f/p,f/af 

unpublished 

MONZANI, Tebaldo 1762-1839 Trios 	3f 

Italian 

MORRIS, Robert 1943- 	Throughout (Anyway) 	4f 

USA 	unpublished 	Composed 1975. 

MUELLER, Florian 1904- 	Canon for Three Flutes 	31 (optional 
piccolo) 

USA 	unpublished 

NAGAN, Zwi 1912- 	Israeli Miniature 	3f 

Israeli 	Israel Music Publishing 

NANATSUYA, Hiroshi 1939- Neun kanonisch Bagatellen p,2f,af 

Japanese 

NEGRI, G.S.P. de fl. 1607-20 Trio 	3f 

Italian 	Ricordi 

NEUMANN, Franz 1874-1929 	Grand Trio Op. 14 	3f 

Czech 	Andre 1883; Cundy-Bettoney; 
Southern; Fischer 

NOVAK, Jan 19217 	.Panisci Fistula (Three Preludes) 3f 

Czech 	Peters 	Composed 1972 

ORLANDO, Michelle 1887- 	Quartet 	41 

PAGANI, Lodovico 	Trio Op. 7 	3f 

Italian 	Ricordi 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

PAGANI (continued) 	Trio Op. 39 	3f 
P 

Lucca, Milan 

PAINTER, P. 	Alla Camera--Simplicia 	3f 

Remick 

Notturnino 	4f 

Remick 

PAUBON, Pierre 	Guatuor pour flOtes 	4f 

French 	Billaudot 

PAUK, Alex 20th C. 	Cumulum 	2p,6f,af,bf 

Canadian Canadian Music Centre Composed 1973, ca. 6' dur. 

PAYNE, Frank L. 1936- 	Toccata 	3f 

USA 	Shawnee 

PEARSON, William 1905- 	Pastorella 	3f 

Peters 

PEZ, Johann C. 1664-1731 Symphonia 	3f 

German 	Schott 1966 

'PHILIDOR, P.D. 1681-1731 	Six Suites 	3f 

French 

PIZZI, F. 	Divertissement 	4f 

Ricordi 

PLOMPEN, Peter 1944- 	Silhouetten 
	

3af 

Dutch 	Donemus 	Composed 1985, 7' dur. 

PONJEE, Ted 1953- 	Invisible Sounds 	4f 

Dutch 	Donemus 	Composed 1985, 16' dur. 

PORCELIJN, David 1947- 	Amoeba, for x flutes 	Any number of 
flutes 

Dutch 	Donemus 	Composed 1971, no fix duration. 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

PORTA, Bernardo 1758-1829 Many trios 	3f 

Italian 	various 	Full list in Vester's Flute 
Repertory Catalogue. 

PORTER, Richard 20th C. 	Beaver Creek 	3f 

USA 	McG&M; H. Elkan 

POSSINGER, F.A. 1767-1827 Pieces Op. 5 	3f 

in Vienna 1806 

Twelve Divertisenti 	3f 

in Vienna 

POWNING, Graham 1949- 	Flute Trios Nos. 1,2&3 	3f 

Australian unpublished 	Composed 1969, 1975, 1976. 

Flute Quartet 
	

4f 

unpublished 
	

Composed 1978. 

Four Moods of Pan 	p,4f,af 

unpublished 
	

Composed 1982. 

PRAAG, Henri C. van 1894-1968 Sonata 	5f 

Dutch 	Donemus; Peters 	Composed 1963, 6' dur. 

PRESSER, William 1916- 	Song and March 	4f 

USA 	Tenuto 	composed 1976, ca. 6' dur. 

Suite 	3f 

Theodore Presser Co. Four brief, simple movements. 

QUANTZ, Johann J. 1697-1773 Six Sonatas 	3f 

German 	MS: Landesbibliothek, Dresden 

Sonata in D 	3f 

Billaudot; Eulenberg; 
Forberg; International; 
Nagel 1933,49,53,63; 

Sonata 	3f 

Schott 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information 

GUANTZ (continued) 	Two Trios 	3f 

MS: Brussels Conservatoire 

RABBONI, Guiseppe 	Capriccio Op. 7 	3f 

Italian 	Ricordi 

RAYMOND, Lewis 1908-65 	Ddvertisseaent 	3f 

USA 	W.I.M. 

REICHA, •Antoine 1770-1836 Trio Op. 26 in D 	3f 

Czech 	McG&M 	• 	Composed 1796-98, technically 
simple. 

harmonique imitee ou trois 4f 
Adagios Op. 18. 

Spehr 	Composed 1796-98 

Quartet Op. 12 in D 	4f 

Ashdown; Billaudot; Cranz; Composed 1796-98. 
Cundy-Bettoney; Fischer; 
Hofmeister; Jobert; Kalmus 

Quartet Op. 27 	4f 
Pleyer 

Sonata Op. 19 	4f 

Seiber; Billaudot 	Composed 1796-98 

REIF, Paul 1910-78 	Trios for Flutes 	p,f,af 

USA 	Seesaw 	Composed ca. 1977. 

REYNOLDS, Roger 1934- 	Four Etudes 	p,2f,af 

USA 	Peters NY 1963 	Composed 1961. 

ROLIN 1952- 	At sept pas vers la ciel 7f (including 
2p,2af) 

USA 
	

C.D.M.C. France 	11' dur. 

ROXBURY, Ronald 20th C. 	Maelcum Soul 	3f 

Composers' Autograph 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information 

ROZELLI 18th C. 	Two Sonatas Op. 1 	3f 

British Museum 

Two Sonatas Op. 5 	3f 

Thompson 1766 

RUGE, Filippo ca. 1725-after 1767 Six Sonatas Op. 2 3f 

Italian 	Walsh 1752; 	Four sonatas are for 2f & 
No. 5: Piper 	continuo or 3f 

RUITER, Wim de 1943 
	

Fluitkwartet 	p,2f,f/af 

Dutch 	Donemus 	Composed 1978, 8' dur. 

Fluitkwintet II 	p,3f,f/af 

Donemus 	Composed 1978, 8' dur. 
(For Fluitkuintet[1] 
see BANK & RUITER.) 

SAGVIK, Stellan 1952- 	Khataaysmer Op. 95 	p,3f,af, 
& MOLLER, Mats 1954- 	 tam tam 

Swedish 	Swedish Music 	Composed 1979, 1' dur. 
Information Centre. 

SAGVIK, Stelan 1952- 	Tre trios Op. 68 	3f 

Swedish 	Composed 1976, 5' dur. 

SCARMOLIN, A. Louis 1890-1969 Four of a Kind 	4f 

USA 
	

Barnhouse 	Three brief, easy movements. 

Barnhouse 

SCHERER, Johann b. 1740 

Schott 

SCHICKELE, Peter 1935- 

Petite Suite 	3f 

Technically simple. 

Three Sonatas 
	

3f 

Monochrome I 	3f/p,5f 

USA 	Elkan-Vogel 1973 

SCHLENCKER, Craig 1952- 	SYnchronos 1 Op. 2 for 	at least 14f 
six flute choirs 	inc. p,af 

Australian 	Composed 1973. 
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Composer 	Title 	Instruments 

Country 	Publisher 
	

Additional Information  

SCHMITT, Florent 1870-1958 Quartet Op. 106 	4f 

French 	Durand 1949 	Composed 1944-49. 

SCHMOGEL, J.C. 1726-98 	Sonata in D 	3f 

German 	MS: Brussels Conservatoire 

SCHNEIDER, Georg A. 1770-1839 Many Quartets: Opp. 5, 4f 
11,40,47,50,51,52,62, 
68,69,71,72,76,80 

German 	Various: Ashdown; 
Presto; Bohme 

Three Trios Op. 26 	3f 

Gombart 

SCHNEIDER, Willy 1907- 	Suite Serieuse 	3f 

Moseler 1966 

SCHULt, Bernard 	Jubilation Op. 111 	more than 3f? 

Swiss 	 Composed 1979, 10' dur. 

SEMINI, Carlo F. 20th C. 	Acque vive 	14f 

Swiss 	Selbstverlag 	Composed 1976, 11' dur. 

SEVERN, A. 

	

	Scherzo brillante 	4f 

Belwin 

SEYFERT, Johann G. 1731-72 Three Sonatas 	3f 

German 	Br&H 1763 

SIGURBJORNSSON, Thorkell 1938- RA's Dozen 	12f (parts may 
be doubled) 

Icelandic Iceland Music 	Composed 1980, 7' dur. 
Information Centre 

SIXTA, Jozef 1940- 	Kvarteto 	4f 

Czech 	Music Information Centre of 	Four movements, 11' dur. 
the Slovak Music Fund 1982 

SKOLNIK, Walter 1934- 	Three Canonic Tunes 	3f 

USA 	Musicus 	Very brief and technically simple. 
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Composer 	Title 	Instruments 

Country 	Publisher 	Additional Information  

SOLLBERGER, Harvey 1938- Grand Quartet 	4f 

USA 	McG&M 

SOLOMON, Edward S. 20th C. Two Escapades 	3f 

USA 
	

Southern 	Composed ca. 1978. 

SOUSSMAN, Heinrich 1796-1848 Quartet Op. 5 	4f 

Lischke 

Two Quartets Op. 27 in G,C 4f 

Scheberth; Southern 

SPIES, Claudio 1925- 	Canon for Four Flutes 	4f 

USA 	B&H 	Composed 1960. 

STARER, Robert 1924- 	Cadenza 	4f 

USA 	MCA 

STEGMEYER, William 1916-68 Ballad for a Scottish floor 3f 

USA 
	

Warner Bothers 	Brief and technically simple. 

STEWART, Robert 1918- 	Duos of Flute Choirs 	10f (2x5f) 

USA 	A.C.A. 	Composed ca. 1981, 10' dur. 

STRANGE, Allen 1943- 	The Rairbreath Ring Screamers 14f (including 
p,af, & tape) 

USA 	Zalo 

TAMAS, Janos 20th C. 	Ranti-lene 	p,3f,af,bf,cbf, 

Swiss 	Swiss Music Archive Composed 1984, 5' dur. 

TELFER, Nancy 20th C. 	Birdflight 	includes p, 
af,bf? 

Canadian 	Composed ca. 1985. 

TISNE, Antoine 1932- 	An Alizes-Strophes 	4f 

French 	 Composed 1976, 20' dur. 

TOMASI, Henri 1901-71 	Three Pastorales 	3f 

French 	Leduc 1965 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

TROJAHN, Manfred 1949- 	Les Couluers de la pluie 5f,af 

German 	Sikorski 1975 	Composed 1972. 

TSCHEREPNIN, Alexander 1899-1977 Quartet Op. 60 	4f 

Russian 	Belaiev; B&H 

Trio Op. 59 	3f 

Belaiev; B&H 

TULL, Fischer 1934- 	Cyclorama 1 	2p,6f,2af,bf 

USA 	B&H 	Composed 1972, 13' dur. 

TULOU, Jean-Louis 1786-1865 Three Trios Op. 24 	3f 

French 	Pleyel; Simrock 

Trio Op. 65 	3f 

International 

Souvenir Anglais Fantaisie 3f 

Schott 

TUSTIN, Whitney 1905- 	happy Dirge 	31 

USA 	Kendor 

UBER, David 1921- 	Three Sketches 	4f 

USA 

UYTTENHOVE, Yolande 1925- L'ours Ben Op. 114 	4f 

Belgian 	C/o CEBEDEM 	Composed 1984 

VIOLETTA, Wesley la 1894- Charade 	4f 

B&H NY 

Filigree 	41 

B&H NY 

VLIEGER, Henk de 1953- 	 12f 

Dutch 	Donemus 	Composed 1977, 10' dur. 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information  

VOORN, Joop 1932- 	Divertimento 	3f .af 

Dutch 	Donemus 	Composed 1978, 17' dur. 

VRIES, Klaas de 1944- 	Five-part fantasy 	4f,af 

Dutch 	Donemus 	Composed 1971, 15' dur. 

WAHREN, Karl Heinz 1933- Permutation 	3f 

German 	 Composed 1967. 

Permutation II 	3f 

Composed 1970. 

WALCKIERS, Eugene 1793-1866 Quartets Op.46,58,70 	4f 

Zimmermann (Op. 70 also Ashdown; Presto) 

Trios Opp. 2,29,37,93 	3f 

Zimmermann; Maquet; Maquet; Costallat; 
Musicus respectively 

WALKER 	Bergomask 	4f 

Pro Art 

WALKER, Richard 1912- 	Amusement 	4f 

Kendor 

WALTER, Fried 1907- 	,Skizzen 
	

2f/p,f 

German 	Zimmermann; Peters 	Four brief, easy pieces. 

WANGEMANN, F.L. 	Six Serenades 	3f 

Schott 

WEIDEMANN, Carl F. d. 1782 Six Sonatas in Three Parts only two are 
for 3f 

German 	Amadeus 1983; Sonata in D: Nova Music 

WEISS, Charles N. 1777-1845 Seven Trios Op. 6 
	

3f 

Nadermann 

WEISS, G. 18th-19th C. 	Three Trios 
	

3f 

Monzani and Cimador, London 1800 
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Composer 	Title 	Instruments  

Country 	Publisher_ 	Additional Information  

WELIN, Karl Erik 1934- 	Kazimir/Skadespelsmusik 	4f 

Swedish 	Swedish Music 	Composed 1965, 17' dur. 
Information Centre 

Ancora 	4f 

Composed 1969. 

WERDER, Felix 1922- 	Night Out 	p/f,f,2f/af 

Australian 	Composed ca. 1983. 

WIGGLESWORTH, Frank 1918- Trio 	3f 

USA 	A.C.A. 	Composed 1963. 

WILDER, Alec 1907- 	Suite for Flute Choir 	2p,6f,3af,bf 
(parts may be 

USA 	Wilder Music Inc. 	doubled) 

Movement for Flute Ensemble p,2f,3af,bf 

Wilder Music Inc. 

WILLER, D. 	Divertimento in C 	2f,af 

B&H 

WINSLOE, Th. 	Fluteplayer's Serenade 	4f 

USA 	Belwin 

WITT: Friedrich 1770-1837 Suite in F 	31 

German 	Bar 

WOUTERS, Adolphe. 1849-1924 Adagio et Scherzo Op. 77 4f 

Belgian 	Oerte1,1889; Rubank 

YATES, Ronald L. 1947- 	Air 	 8f 

USA 	Southern 

YOSHIMATSU, Takashi 1953- CHIKAP 	10f including 
2p,2af,2bf,2cbf 

Japanese Japanese Federation Composed 1981, 11' dur. 
of,Composers 
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Composer 	Title 	Instruments  

Country 	Publisher 	Additional Information 

ZANINELLI; Luigi 1932- 	Aria for Flute Choir 	p,6f,af, 
optional bf 

USA 	Zalo 

Prelude 	6f, optional 
af & bf 

Zalo 	Brief, single movement. 

Three Children's Dances 	p,3f,af,bf 

Zalo 



APPENDIX II 

THE FLUTE FAMILY 

The following is a list of members of the flute family, 

along with some information on each. For most of these 

instruments, their general characteristics are well known, 

and covered elsewhere. I have therefore confined my comments 

to points which are either specifically relevant to flute-

ensemble music, points about which I have an original 
171,4444's"-c04-44f0"---  

opinion to express, or points which are4not clearly --.4xa 

eqe+ve6a.1.1w covered elsewhere. 

The Standard Flute in C  

This is of course the most familiar member of the flute 

family, appearing in virtually all flute ensembles. Its 

general characteristics are well known and documented; 

however, I would like to make the following observations, 

pertinent to flute ensemble music. 

The Low 'B' Foot-joint 

Although this device, which extends the normal range of 

a standard flute down one semitone, has now been available 

for a considerable number of years, it has by no means been 

universally accepted. Composers who assume its availability 
A_ 

take a considerable risk. However, the likeyhood is that at 

least one B-foot will be found within a group of several 

flutes; I would therefore point out that it is reasonable to 

include low B in flute parts, so long as this is confined to 
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one member of a group of standard flutes in C--or possibly 

more than one in a really large ensemble. I have come 

across several pieces which have been composed with this 

assumption, and indeed this was my own practice in composing 

Spirit Ditties. The low B feature has never been generally 

applied to other members of the flute family. 

The Open-hole or French System 

This feature has become rather more widely accepted 

than has the low B foot; however, it is likely that in a 

group of several flutes, at least one will not have this 

feature. Therefore, techniques which require an open-hole 

flute should if possible be confined to certain parts, 

thereby leaving others playable on closed-hole flutes. 

Upper Pitch-range Limits 

I would like to point out one fact which is rarely 

acknowledged in general music reference books: the standard 

flute in C is quite capable of playing c#'" and 

Pitches slightly higher than this are also possible, though 

not entirely reliable. Of course in this altissimo 

register it is very difficult to play quietly. 

Piccolo  

One feature which, within the flute family, is unique 

to the piccolo, is that its lowest written note is D. This•

can easily be overlooked in the flute-ensemble context, and 

indeed was overlooked by Alex Pauk in Cimu/um, which 

requires the first piccolo to finish the piece on a low C#! 

Apart from this point, the piccolo features keywork 
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equivalent to that of the standard flute in C, including the 

standard trill keys. Needless to say, this does not mean 

that special fingerings, such as those for multiphonics, 

special timbres, etc., will produce an equivalent effect on 

the piccolo: in fact most such techniques are not 

transferable. 

It is also worth noting that the piccolo has a very 

usable and characteristic low register, which can provide 

real timbral contrast. The penetrative quality of its high 

register, though well known, can still easily be 

underestimated--with disconcerting results. 

Alto flute  

As with the piccolo, the keywork of the alto flute is 

similar to that of the standard flute in C--including all 

usual trill keys. However, the fact that the alto flute is a 

transposing instrument in G can sometimes give it an 

advantage, or disadvantage in fingering. This is because, 

especially in the lower half of its range, the awkward 

fingering combinations encountered on the alto flute do not 

coincide with those of the standard flute (or the bass 

flute) in terms of actual pitch. This is obviously the case 

within the lowest few notes of the standard flute's range, 

but it could easily be overlooked that, for example, an 

extended passage, quickly alternating between the notes c", 

d", and e", would be very much easier to play on the alto 

flute than the standard flute in C. This is in spite of the 

fact that, in terms of agility and tessitura, such a 

passage would appear more suitable for the standard flute. 

The alto flute is however slightly restricted in some 
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minor ways, in comparison with the flute and piccolo. 

Firstly, it requires a little more breath than the standard 

flute in C; secondly, its tone is quite soft, especially in 

its useful low register; thirdly, its size tends to inhibit 

very rapid fingering (though only very slightly, in the 

hands of an experienced player); and fourthly, it speaks a 

little more slowly than its higher-pitched cousins. This 

last characteristic is the result of two quite separate 

phenomena: the first is related to the acoustics of the 

instrument; while the second is a result of the fact that it 

takes several wavelengths for the brain to recognise a 

pitch--a delay which is longer with lower notes. 1  

In contrast to the piccolo's low regis‘ter, the alto 

flute's high register--though perfectly usable--is not 

especially characteristic, or effective. 

Bass flute  

I am of the opinion that the bass flute has been 

unjustifiably underrated by many knowledgeable writers. For 

example, Kent Kennan writes that "even the finest of players 

have difficulty in coaxing much sound out of the 

instrument.". 2  I cannot agree with this opinion. Certainly, 

it is not simple to produce a good quality sound on the bass 

flute, and I agree that its tone quality is not penetrative; 

however, good players are able to produce quite a full 

The New Grove Dictionary of Music and Musicians, 
s.v. "Hearing", by James Beament. 

°Kent Kennan, and Donald Granthan, The Technique 
of Orchestration, 3rd ed. (Englewood Cliffs, New 
Jersey: Prentice Hall, 1983), p, 351. 
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sound. The quality of bass flute design and manufacture may 

be a factor in this, as it is a relatively new instrument, 

for which solutions to specific challenges are still 

evolving. 

Another important point is that, even in passages where 

the bass flute may not be consciously audible, it can add 

fullness to the flute ensemble's overall timbre. Where real 

penetration is required, it is quite common for the bass 

flute to be electronically amplified. 

Those "slight restrictions" mentioned in relation to 

the alto flute are proportionately greater in the bass 

flute: it does require a lot of air, speaks slowly, and is 

not at all agile. In contradiction to its generally slower 

response, quite a useful "pizzicato" effect can be achieved 

on the bass flute •by staccato tonguing on low notes. This 

effects a brief pitched resonance within the instrument, 

while inducing little or no conventional tone. 

E-flat or Soprano Flute  

This is a relatively, new instrument which is pitched a 

minor third higher than the standard flute in C. It is not a 

standard member of the flute ensemble, but it has however 

gained some acceptance in the United States. This is 

largely due to the fact that its pitch-setting makes it 

interchangeable with the E-flat clarinet part often found in 

that country's symphonic band music; and because of its 

size, it is considered by some to be an ideal instrument on 

which to teach Young flautists. 

Generally, 	similarity 	of 	its 	playing 
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characteristics to those of the standard flute is 	a 

disadvantage, because it therefore has little to offer in 

terms of contrast. This same fact can however work to its 

advantage, as it is able to blend very well with the 

standard flute, but can play high passages with just a 

little more ease and agility. It may also provide a solution 

to the problem of passages--especially in the high register 

of the standard flute--which would be awkward, or even 

unplayable on the standard flute, but for which the timbre 

of the piccolo might be considered unsuitable. There are 

several trills and tremolos too which are very much easier 

to play on the E-flat flute (e.g., g"'-a"' [written et '-

f#"), and a"'-b"' [written f#"-g#")). 

Contrabass flute  

This flute in G sounds a perfect eleventh below the 

standard flute--and therefore one octave below the alto 

flute. Although uncommon, the contrabass flute is 

established as the grandfather of the flute family, used by 

those ensembles requiring (and able to afford) a flute lower 

the the bass flute. All comments made about the bass flute 

apply more than equally to the contrabass flute. 

I have heard of the existence of a so-called "octabass 

flute", sounding one octave below the bass flute; however, 

such an instrument could not as yet be described as an 

established member of the flute family. 
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Example 1.  
Raumcomposition bars 1-10. 

Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 

Example 2.  
Raumcomposition, bars 151-152. 

Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 
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Example 3.  
Raumcomposition bars 64-67 

(flutes 1-4 omitted) 

Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 

Example 4.  
for flutes , 	1, bar 16. 
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Example 5.  

for flutes, movement 1, bar 32.  

Example 6.  

Marine City, bar 4. 

FLUTE 1 

Copyright 1980, 
Ongaku No Tomo Sha Corp. 

Example 7.  
Marine City, 9 bars after figure "B". 

FL. 

3rd 1j.  

Copyright 1980, Ongaku No Tomo Sha Corp. 
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Example 9.  
Flash!, five bars after figure "L". 

Group III, Alto flutes. 
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Example 10.  
Flash!, 6 bars after figure "J". 

Group III Alto flutes (Group II omitted, Group I tacet). 
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Example 11.  
Flash!, 6 bars after figure "Q". 
Group III (flutes 9-12) tacet. 
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Example 12.  

120 

Cherry Valley, bar 30. 
(see Example 13, for "NB" reference) 

134  
FLUTE.1 	. 

-0- -7-- 	- 	- 
NB. 	 -IP- 

it• t• 	........ _ 9 

•
a p, 

I 3 
FLtaE2 

1 i 
I 

0, 

FLAATE 3 

— (IR  , 

FoATE 4 44,  I (fp.  
FLuTe G 

— 	  

FL-47E6 
5 3 _ 

FUxre 7 
(..).-.. 

" 
 

i3 	 I 
ALTO PURE i 	IN (-) 0JoTATEP NB. 9 • 
S'i. 	 4- le 	• 	

p• 
RCTOFWATE e NOTATED Is C) 

9 V  
NB-. BIRDLIKE. iMPRovisfram 
tiffs sivan pitches. Fisures ,E.Er.cts 

M.V.Sn  Intersperse win, 5;lences.  



Graziosamente anhviartdo 
Furmi. 

1141r2; 	1•11111•MMNINV 

Ms: NA 
•• ■11". 	=II =I 

5 Ir• 
f.1•I•1•I■ 

mIN MN 
=11111111•51CTIM 	IOW WWI 

MI M.7. • 

ALIO F LIAM i (NOTATED IN 0 

••■•IIIMN 	 

■•=1 

Example 13 .  
Cherry Valley, bar 7. 
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Example 15.  
Cumaum, page 1. 
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Example 16.  
Monochrome I, bars 13-15 
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Example 17.  
Monochrome I, bars 3-5. 
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Example 18.  
.AA's Dozen, page 3. 
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Example 19.  
Kvarteto pre nauty, movement 1, bars 13-18. 

PP 
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Copyright, Slovensky Hudobny Fond. All rights reserved. 
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Example 20.  
lararteto pre flauty, movement 2, bars 1-18. 
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Example 21.  
Kvarteto, movement 2.- 
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Copyright, Slovensky Hudobny Fond. All rights reserved. 
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Example 22.  
Les Couleurs de la pluie, bars 5-6 

Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 

Example 23.  
Les Couleurs de la pluie, bars 80-91 
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Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 
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Example 25.  
Flash!, at figure "B". 
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Example 26.  
Les Couleurs de la pluie, bar 121. 
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Copyright, Musikverlag Hans Sikorski, Hamburg. 
Exempla Nova Edition. 

130.: 



A Poco pit) moSso .1 =66 ; 

1 

131 

Example 27.  
Marine City 

Copyright 1980, Ongaku No Tomo Sha Corp. 
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Example 29.  
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Cusnaum, page 16. 
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Example 30.  
RA's Dozen, page 10. 
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Example 31.  
Cherry Valley, flute 1, bars 62-63. 
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Example 33.  
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Marine City, bars 1-2. 
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Example 32.  
Flash!, 3 bars after figure "H". 
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Copyright 1980, Ongaku No Tomo Sha Corp. 
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Example 36.  
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for flutes, movement .  2, bar 57. 
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Example 37.  
Flash!, at figure 19011 



Example 38.  

Guidelines for Performing I Cannot Say. 

1. I Cannot Say may be performed by one or more flautists. 

2. Performers should start in the box containing the notes 8-817 
(in the top, left area of the maze). They should: 

- begin and proceed independently. 

- proceed by way of the linking arrows (in either 
direction), to the first adjoining box which captures 
their attention. 

- move smoothly and without interruption between boxes. 

- breathe where the melodic flow will be interrupted 
least. 

3. Although this piece involves exploration, no systematic 
-strategy of procedure should be undertaken, and any general 
ideas about the direction of the exploration should be 
subject to note 2. 

4. Performers should view I Cannot Say as a structured 
improvisation. Where the notation is not explicitly 
definitive, each performer should interpret the notation 
freely. 

5. Performers should not consciously try to act as an ensemble; 
the co-existence of performers in the same sound environment 
will' ensure subconscious interaction. 

6. Before starting, each performer should select a finishing 
point from among the twelve boxes which have only one 
entrance/exit. 

- When the performers sense that the end of the piece is 
near (either intuitively, and/or by the actions of any 
other performers, 	and/or by some other flexible 
procedure which seems appropriate to the individual 
performance), they should make their way to their chosen 
endings. 

- Each performer should avoid playing his/her chosen 
ending until the finish of their performance. 

7. Straight lines linking notes indicate a chromatic portamento. 

8. Treble clef in assumed throughout. 
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Example 39 .  
Extract from I Cannot Say 
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Example 40.  
Extract from the guidelines for performing 

Until it joins some larger way... 

Until it joins some larger way... is an improvisatory piece for 
three flautists. The score consists of three pages (one for each 
flute), each divided into four boxes. These boxes represent the 
four different types of material contained in the piece: 

- The first box contains an ostinato which should be sustained 
for most of the piece. 

- The second box contains gestures which are extremes of 
performance (e.g., extremely loud, extremely short, etc.). 
These gestures may each be played a number of times during 
the piece, in any order. 

- The third box contains gestures which are statistical 
extremes within the piece, because each is performed only 
once (in any order). 

- The fourth box represents silence. 

The flautists must each memorise the material on their page. 
Although each flute may proceed freely through this material, all 
choices must aim to create an extremely sympathetic ensemble. 

11111 
 1111111 1111111111  

4111,  
After firmly establishing the ostinato, the performers are free to 
occasionally move to other boxes. . . 

140 

The players begin Until it joins some larger may... by playing 
their ostinato (not necessarily all at exactly the same tempo) 
while walking slowly in a circle, as illustrated below. 

- 
A 

3fri 



Example 41.  
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Until it joins some larger way--. 
(One of three flute parts.) 

WTIL IT JOINS some LARGER WAY... 

tip 

(;) 

Hol4 a no{ c for 
as lel a s pos;ibl e  

• • 
Extend fast - 

-kende 

• 
Fx-ttenel fast 
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Example 42.  
Spirit Ditties, no. 1, bars 1-7. 
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Example 43.  
Spirit Ditties, no. 2, bars 1-12. 
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Example 44.  
Spirit Ditties, no. 3, bars 1-7. 

144 



WM/ 	 CIMINO 	 AMMO C. 
11••=f MIN III 	 go 

r• 	seism 	 mem mmio 	• 
=MI NM MN 	 r• 	 • 

MI■ENA .  11•1•71 Id MTN. =WORM 	LAMM 	CIM710~•1•MGI 
AIM •1■111=111111•1 '&111CM■••■ ••■ MAN 	 AM /BIMINI 

IN■V 7111M I■ MI WI 	IM /11■11FENNI Mr BM •■•■•■111=0 •••-711•• 	 ••• 
p. 	 • 

s.. 	 =smear : 	clusw• 	C.r1 	. aim avc. 	 r••■■• ,M11111111/1M7■ :••WILM• 	•• 	 KIM 	JIM MIN w. mism smi Ems r • I I/ I= 	WM 	 I! 	II7 l7 .. 	 .4  71MINI ■ IMIAMIN 	11.1•AINIA■S A. 	 ■411.1111■11/ANIAINI MIRE 	. 
.f 

It ME 	 JIM 
BIM 	 NMI MN 	 MIN •p 

Po 

Example 45.  
Spirit Ditties, no. 3,-  bars 18-29. 
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Example 46 .  • 
Spirit Ditties, no. 4, bars 26-36. 
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Example 47.  
Spirit Ditties, no. 	bars 17-21. 



LIST OF ABBREVIATIONS 

The following is a list of non-standard abbreviations 
which occur within this dissertation. Their use is almost 
exclusive confined to Appendix One. 

af 	alto flute 
A.C.A. 	American Composers' Alliance 
B&H 	Boosey and Hawkes 
Br&H 	Breitkopf und Hartel 
bf 	bass flute 
cbf 	contrabass flute 
C.D.M.C. 	Centre de documentation de la 

musique contemporaine (France) 
CEBEDEM 	Belgian Centre for Music Documentation 
cont 	continuo 
dur. 	duration 

flute 
inc. 	including 
McG&M 	McGinnis and Marx 

piccolo 
W.I.M. 	Western International Music 
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