MY3UYHE MUCTELTBO
ISSN 2410-1176 (Print) * Bicauk KHYKiM. Cepist: MucrernrBo3naBcTBo. Buir. 43 « ISSN 2616-4183 (Online)

DOI: 10.31866/2410-1176.43.2020.220107
UDC 780.641.1/.5

FLUTE: | Mykyta Pertsov
DESIGN, TECHNICAL | PhD in Art Studies, Senior Lecturer,
AND EXPRESSIVE FEATURES | ORCID: 0000-0002-6379-0631,
e-mail: nikitaflute@gmail.com,
Kyiv National University of Culture and Arts,
36, Ye. Konovaltsia St., Kyiv, Ukraine, 01133

The purpose of the article is to analyse the current developments in the flute construction, outline the essential changes
associated with its technical and expressive features, and the prospects for its application in musical culture; to consider the
samples of flute modification that were carried out after the T. Boehm’s reform. The research methodology consists in using
historical and analytical approaches to highlight the features of flute development, as well as a comparative method in the
analysis of changes in the flute construction. The scientific novelty of the study lies in the fact that for the first time it outlines
various modern modifications of the flute in the historical development of musical culture, and also emphasizes their technical
and expressive features considering that modern changes in the flute construction have been insufficiently explored in Ukrainian
art studies, in fact, different models of the instrument are only being introduced into the practice of performance. It is noted
that changes in the instrument construction are closely connected with the practice of composing, stimulating further strategies
for its development. Conclusions. The study shows that the flute is an instrument that has undergone significant changes in
its construction. The desire to follow the latest trends in the field of performing and composing art results in the need for
further experiments in its construction. The instrument is updated by adding certain devices (microphones), equipment (valves,
membranes, keys), and this allows expanding the flute’s performing possibilities. A number of contemporary composers write
compositions for the updated flute. The use of these instruments is a very promising direction in Ukraine. Knowledge of the
technical and expressive possibilities of the flute can provide significant informative material that would be useful for both
performers and composers.
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Introduction

The flute is an instrument that is commonly used in modern musical culture. Many works that represent the
flute as a solo, ensemble and orchestral instrument have been written over the centuries. This process was accom-
panied by a number of changes in the flute design, which contributed to the expansion of its performing possibil-
ities. Although the flute design invented by T. Boechm was popular, in the 20th — 21st centuries the instrument has
been further transformed. The innovations of the flute construction are little known, that is why it is necessary to
highlight the technological changes of this instrument.

The influence of modern trends related to the interest in the instruments of ancient design is mentioned in the
work of Zh. Zakrasniana. The development of the German flute art of the 18th—19th centuries is deeply studied
in the works of V. Kachmarchyk and S. Vitullo. The issue of innovations in the design of the instruments is cov-
ered in the article by K. Bijsterveld and M. Schulp. D. Fether outlines the ways of development of modern flute
design. Despite the existing works, changes in the flute construction have not yet received sufficient coverage.

The scientific novelty of the study lies in the fact that for the first time in Ukrainian art studies it outlines
various modern modifications of the flute in the historical development of the musical culture, and also empha-
sizes their technical and expressive features. It is noted that changes in the instrument construction are closely
connected with the practice of composing, stimulating further strategies for its development.

Purpose of the article
The purpose of the article is to analyse the modern changes in the flute construction, outline the essential

changes associated with its technical and expressive features, and the prospects for its application in musical
culture, and also to consider the samples of flute modification that were carried out after the T. Boehm’s reform.
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Main research material

The construction of the flute has been repeatedly changed. The most common model of the flute of the 20th
century was preceded by a number of changes to the instrument. Ukrainian researcher V. Kachmarchyk (2009)
points out the dominant importance of the Dis flute before the 18th century. Moreover, the use of this instrument
affected both the emergence of methodological works, and the fact that compositions were written in the mode
that would be easier to perform on this flute. “It is noted that in the first half of the 18th century, virtually the
only type of the main instrument and the most common one in the performing practice was the flute with a Dis
key. The basic “schools” were created for it, and composers, taking into account the particularity of the flute,
used convenient tonality with a limited number of characters” (Kachmarchyk, 2009, p. 6).

Subsequently, various masters and flautists made attempts to change the instrument. J. Tromlitz made
the most important contribution to the gradual reform of the flute from diatonic to chromatic. Although the
master’s experimental samples became a step forward, but the lack of valve mechanics did not allow them to
make a global revolution in flute performance. Instead, T. Boehm made the final transition to the chromatic
arrangement of the scale when he created the cylindrical flute in 1847. T. Boehm passed several stages on the
way to his tremendous discovery. Researchers of his work distinguish the following inventions: “a) creation of
a conical ring-key flute with a chromatic scale and a near to equal temperament; b) creation of a cylindrical flute
with a chromatic disposition of the scale on the acoustic basis of an equal temperament” (Kachmarchyk, 2009,
pp. 7-8). The introduction of valve covers in the initial open position contributed to the use of the larger tone
holes. This aspect of the flute design influenced the fact that they could be closed by any performer, because now
the size of the fingers did not matter. It was important to form a consistent chromatic system of valve mechanics.

Although T. Boehm made a real breakthrough in the formation of an improved flute, his work did not
become the last point in the development of the instrument. T. Boehm skilfully designed a flute with scientifi-
cally based proportions, well thought out and tuned, but a few changes to his model of the instrument became
successful. French flute virtuoso Vincent Joseph Dorus (1812-1896) made an important change to Boehm’s
flute, replacing the G# key from open to closed. This change became widely accepted in the music world. Ital-
ian flautist and composer Giulio Briccialdi very quickly mastered the Boehm flute, but later began to change
it. “He designed a lever or key called the Briccialdi Bb key which was added to the left hand thumb. In the
original Boehm system there was only one thumb key used for B natural and the first finger on the right hand
was added for a Bb. The Briccialdi Bb key has become an important alternate fingering option” (Vitullo, 2013,
p. 24).

The flute designed by T. Boehm, created in the 19th century, has maintained its dominant position in musi-
cal culture for quite a long time; it still remains one of the basic ones in modern performing practice. However,
over the past decades, there have been attempts to reform the instrument. One of the ways was to add certain
innovations to Boehm design, mainly preserving the main essential features. In the 20th century, there were
attempts to change the flute by adding valves. So, thanks to the developments of Eva Kingma, a new system
with six extra keys was arranged. The system, named after its inventor (“Kingma Keys”), was designed to
simplify the performance of avant-garde music.

It is well known that in the second half of the 20th century there was the development of various compo-
sitional techniques — sonorics, aleatorics, serial and concrete music. The sound spectrum of the instruments
begins to change. Composers are looking for the new playing techniques that would help to expand the instru-
ment’s capabilities. The Kingma’s invention made it possible to apply the latest techniques, from playing quar-
ter tones to “multiphonic”. For example, “key-on-key” system was proposed, which without the increase in the
size of the instrument, improved it in a new direction. In recent years, composers, mostly from abroad, have
begun to write compositions for the flute of the new design. As a rule, they are intended for specific performers
and are written on their request. Patrick Nunn wrote “Magamat” for the Kingma system alto flute and “Into
my Burning Veins A Person” for the quarter-tone alto flute, piano and electronics. Daniel Giorgetti’s “Panic
and Echoes” is also designed for the Kingma’s alto flute and piano. British composer Andrew March wrote the
cycle “Alto Flute and Harp Book: 20017, consisting of works “XXIX — in Perpetuum” for solo Kingma sys-
tem alto flute, “Water Lilies” and “Aeolian Rustling” for Kingma’s alto flute and harp, as well as “Memoriam”
for Kingma’s alto flute, vibraphone, marimba, harp and the strings.

It is important to note that the need for the flute was prepared by the existing compositional practice.
Accordingly, the development of performance, invention and composition were closely interrelated. “Not-
withstanding the instrument makers’ inclination to experiment, many of their innovations originated after
musicians had pointed out to them particular problems or needs. Eva Kingma’s first big challenge came when
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a modern music flautist-composer asked for an open-hole alto flute in order to play glissandi, quarter-tone
scales and multiphonics” (Bijsterveld & Schulp, 2004, p. 659). At that time, only C-flutes had open holes.
When working with such alto flute, it turned out that it would be harder to close open holes, because the flautist
had to have big hands. “Key-on-key” system was invented to solve this problem. E. Kingma received several
grants from public and private institutions to implement this project.

Another way of the flute modification was to use elements from the other flute systems, including ethnic
ones. Mathias Ziegler, a well-known flautist, uses film membranes that are small in size and identical to those
used on the Chinese Dizi flute. Although the musician uses such membranes on an ordinary Boehm flute, the
features of the sound are similar to the baroque flute. At the same time, it is necessary to note the influence of
ethnic instruments on the formation of the modern sound of the instrument.

M. Ziegler quite often enhances the sound of the flute with microphones, and the distinctive feature is
that they are installed not outside the instrument, but directly in it. At the same time, he can add elements of
audio processing of the sound, in other words, he works with the created loops. Such devices make it possible
to perform cyclic sounds, create polyphony from a single available voice. M. Ziegler notes that the flute can
be used as an instrument that has extremely wide capabilities, but they have to be revealed. The flute itself
can sound like an orchestra: “All sounds (key noise, winds, tongue stops) usually neglected on the flute are
amplified. There is a whole orchestra inside the flute, which allows me to play solo-polyphonic music” (World
Renowned Flautist, 2006).

Another design modification of the flute is the use of the construction of Robert Dick, who invented the
glissando headjoint. This telescopic headjoint allows playing the descending glissando without much effort.
This instrument is used in plays by R. Dick, such as “Felix for Helix” (1998), “Sliding Life Blues” (2001), as
well as in the electroacoustic work “Our Other Man” by Alan Lomax. D. Fether in his study “A Discussion of
Contemporary Flute Design and the Issues Surrounding these Developments” (2005) notes that the emergence
of such innovations can cause a certain negative reaction among performers, because they are often convinced
that it is possible to do without creating new designs. However, these improved models allow you to play the
same thing, but without much effort. “There are flautists who raise the question that glissando is possible on
a regular open model. Indeed there are players who have learned to play smooth glissandi of an octave or
more... Pestel describes that such techniques could not achieve the smoothness obtained with the glissando
headjoint and the ability it gives the player to glissando downwards from ‘any note and at any speed’ with
a consistent tone colour” (Fether, 2005, p. 42).

The development of avant-garde music has intensified the practice of changing the sound of the instrument
even without significant design changes. Thus, the introduction of playing the “prepared piano” has increased
attention to similar experiments on the other instruments, in particular the flute. M. Pestel promotes the “pre-
pared flute” when various materials are placed in it. For them to remain in the instrument while playing, the
artist covers the end of the tube with a membrane (screen). Such placement of alien materials allows getting
additional sounds — multiphonics, unusual timbre formations, etc.

In addition, in the late 20th — early 21st centuries with the spread of the movement of “historically in-
formed performance”, attempts were made to revive the instruments of the period of historically informed per-
formance practice — “this is the name that performers who advocate authentic reproduction of Baroque musical
works have identified themselves with. Their goal is achieved through long-term research related to the study
of the evidence of contemporaries of the Baroque era about the sound of both human voices and musical instru-
ments” (Zakrasniana, 2017, p. 269). It is risky to talk about a complete reproduction of the flute of the Baroque
era, but the search data lead to other possible forms of the instrument; their use is appropriate for the music
of a particular period of time, taking into account the composition of the other instruments of the orchestra or
ensemble. The sound in the Baroque era, according to researchers, was lighter, devoid of excessive volume,
but more improvisationally oriented. The use of such instruments implies not only compliance with the au-
thenticity of instruments, in particular flutes, but also the conditions of playing them — in the standing position.

The use of modern instruments for playing the repertoire, which was written much earlier than the speci-
fied flute design was created, is, according to S. Maclagan (Maclagan, 2019), not only possible, but also tech-
nically easier than playing the original version. It is possible, of course, to achieve a slightly different sound,
which will be different from the one produced by flutes of another design. “The flute gained many “new”
sounds, but maybe it lost some of the effects” (Maclagan, 2019, p. 372). At the same time, it is advisable to
continue the process of the flute constructive changes. Our experience gives grounds to express the following
opinion: modern musicians should effectively use all the opportunities that create developments in the flute
construction. At the same time, we are also based on the observation of S. Maclagan (2019): “Boehm wanted
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to “improve” the flute by smoothing out the intonation, achieving a greater dynamic range and colour homo-
geneity, and inventing an easy and more logical fingering system that allowed flautists to play without great
problems in all tonalities. But I must forewarn you again: every generation of flutemakers and flute players has
claimed that their flute was the end point and successful culmination of a long journey” (Maclagan, p. 372).
Technology is advancing, the development of performance and compositional practice becomes a factor that
encourages the desire to modify the instrument. The “old” is not always a sign of something bad, and the new
is not always a positive change. You should not give up the opportunity to improve the sound of the flute, make
it deeper, but less tender, more homogeneous, but less colourful, more aggressive, but less soft. Modification of
the flute is a permanent process of discovering something new, which can bring the loss of previous qualities,
but it is impossible to stop the flute evolution, and this raises the question of whether to accept them or not.

Conclusions

The flute is an instrument that has undergone significant changes in its construction. The desire to follow
the latest trends in the field of performing and composing art results in the need for further experiments in its
design. The instrument is updated by adding certain devices (microphones), equipment (valves, membranes,
keys), and this allows expanding the flute’s performing possibilities. Now composers write compositions for
the flute of an updated design, considering the spread of such instruments a promising direction in the world
cultural and artistic space.

Prospects for further research are to highlight the key features of the use of new flute designs in the works
of contemporary Ukrainian composers.
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®JIEUTA: KOHCTPYKIIIS, | Mepuoe Mukura Oneropuy
TEXHIKO-BUPA3HI OCOBJUBOCTI | Kanouoam mucmeymeosnascmea, cmapuiuii 6ukiadad,
Kuiscokuti nayionanvnuii ynigepcumem
KyIbmypu i Mucmeyms,
Kuis, Yxpaina

Mera crarTi — poaHai3yBary Cy4acHi KOHCTPYKTHBHI 3MiHH (IICHTH, OKPECITUTH CYTHICHI 3MiHH, ITOB’s13aHi 3 11 TeXHIKO-
BHPa3HUMHU O3HAKaMH Ta IIEPCIICKTHBY BUKOPHCTAHHS B My3HYHIH KyJIbTYpi; PO3IISTHYTH 3pa3ku MOIU(DIKyBaHHS (IIeiHTH, sKi
spiicHtoBasrcs micis pedopmu T. Broma. MeTomos10Tist TOCHTIKSHHSI ITOJIATae Y BUKOPUCTAHHI ICTOPHYHOTO Ta aHATITHYHOTO
TTi/TXO/TiB [UTSl BUCBITJICHHS 0COOMMBOCTEN PO3BUTKY (PIEHTH, a TAKOK KOMIIAPATHBHOTO METO/Y B ITPOLIEC] aHANI3Y CIIeU(iKn
KOHCTPYKTHBHHX 3MiH (ureiiti. HaykoBa HOBM3HA JOCTIKEHHS MOJSTAa€E B TOMY, IO B HBOMY BIIEpIIE OKPECICHO Pi3Hi
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cydacHi Momuikarii QreHTH B KOHTEKCTI ICTOPHYHOTO PO3BUTKY MY3HUHOI KYJIBTYPH, @ TAKOK HATOJIOIICHO Ha IXHIX TEXHIKO-
BUPA3HHUX O3HAKaX 3 OIVISLY Ha TE, IO CyYacHI KOHCTPYKTHBHI 3MIHU (IIEHTH € MaJOIOCIi/HKEHOIO Tally33i0 YKPaiHCHKOTO
MHCTEITBO3HABCTBA, 3K Pi3HI MO IHCTPYMEHTA JiHIlIe HaOyBalOTh BIPOBA/KEHHs Y BUKOHABCHKY IIPaKTHKY. BinmideHo,
10 TMOsIBa KOHCTPYKTMBHUX 3MiH B IHCTPYMEHTI HEpPO3PHBHO IIOB’Si3aHa 3 KOMIIO3UTOPCHKOIO MPAKTHKOIO, CTHMYJIIOYH
nojaiblli crparerii i po3BuTKy. BucHoBKku. 3’scoBaHo, 110 ¢uieiita € IHCTPyMEHTOM, IO 3a3Halla YUMAIIMX 3MIH Y CBOIH
KOHCTpYKIT. IparHeHHs ciiyBaTu 3a OCTaHHIMH TEHJCHIISIMU y cepi BUKOHABCHKOTO Ta KOMIO3HTOPCHKOTO MHCTEITBA
MIPU3BOIUTE JI0 TOTPEOH MOMANBIINX EKCIIEPUMEHTIB y 11 KOHCTpyKii. OHOBICHHS IHCTPYMEHTY BiZOyBAa€THCS MUITXOM
JIONaBaHHS TIEBHHUX MPHCTPOiB (MiKpo(OHIB), ycTaTKyBaHb (KJIamaHiB, MeMOpaH, KIOUIiB), SKi JAIOTh 3MOTY DPO3LIMPUTH
BUKOHABCHKI MOYKITMBOCTI (piefiTn. BUHHKa€e psi TBOPIB Cy4acHUX KOMITO3UTOPIB, SIKi MUIITYTh TBOPH LTS (pIICHTH OHOBICHOT
KOHCTpYKLIl. [lepcrekTHBHUM HAIpSMKOM € TIOLIMPEHHS JJaHUX IHCTPYMEHTIB B YKpaiHCHKOMY MPOCTOpI. 3HAHHS TEXHIKO-
BUpa3HUX MOXJIMBOCTEH (IEHTH MOXKEe HajaTH BaroMuil iH(QOpPMaTHBHUI Marepial, SIKMH cTaHe B HAroji i BUKOHABIISIM,
1 KOMITO3UTOPaM.
Knrouogi crosa: GneiiTa; KOHCTPYKILiS; KJIaNaH; KITIOY; TPUHOMH TPH

®JIENTA: KOHCTPYKIMUS, | ITepioB Hukurta OneroBuy
TEXHUKO-BBIPABUTEJIBHBIE | Kanouoam uckyccmsosedenus, cmapuwuii npenodasamen,
OCOBEHHOCTM | Kuescxuii nayuonansuuiii ynugepcumem
KYIbmMypol U UCKYCCIIE,
Kues, Ykpauna

Llens crartby — TpOaHAIN3MPOBATH COBPEMEHHBIC KOHCTPYKTHBHBIC M3MEHEHHS (ICHTBI, ONPEIENUTh CYIIHOCTHBIC
N3MEHEHUSI, CBSI3aHHBIC C €€ TEXHHWKO-BBIPA3UTEIBHBIMU OCOOCHHOCTAMH M NEPCHEKTUBBI UCIIONB30BAHNS B MY3BIKAJIHLHON
KyJIBTYpEe; PaccMOTpeTh Te 00pa3ibl MOAM(UKALMU (IIEHTHI, KOTOpble ObUIM ocyluecTsieHbl mociie pedopmsl T. bema.
MeTon0JI0r 1S UCCEN0BAaHMS 3aKIII0YAETCs B UCIIONB30BAHUM MCTOPUYECKOTO M aHAJMTUYECKOTO MOAXO0B AJIs OCBELICHHS
ocoOeHHOCTel pa3BUTUs (IICHTBI, & TAKKE CPABHHUTENBHOIO METO[a B IMpOIECCEe aHaM3a CHeNU(PHUKUA KOHCTPYKTHBHBIX
n3MeHeHui (¢ueiitel. HaydHas HOBM3HA 3aKIIOYAaeTCsl B TOM, YTO BIIEPBbIE OOO3HAYEHHI PA3IUYHBIC COBPEMEHHBIC
Mo(UKanuK (HISHTHl B KOHTEKCTE MCTOPUYECKOTO Pa3sBUTUSI MY3BIKAJIBHOI KyJIBTYpHI, @ TaKXKe OTMEUEHBI MX TEXHHKO-
BBIPA3HUTEIbHbIE OCOOCHHOCTH C ONISIKOW HAa TO, YTO COBPEMEHHbIE KOHCTPYKTHBHBIE W3MEHEHUS (JICHTBI SBISIOTCS
MaJIOUCCIIEIOBAHHON OTPAacibl0 YKPAHMHCKOTO UCKYCCTBOBEAEHHUS, BEb Pa3Hble MOJAEIM HUHCTPYMEHTA TOJIBKO HAYUMHAIOT
BHEJIPATHCSL B MCIOJHUTENBCKYIO NPakTHKy. OTMEYeHO, UTO TMOSABICHHUE KOHCTPYKTHBHBIX H3MEHEHUH HHCTPYMEHTa
HEPa3pbIBHO CBSI3aHO C KOMIIO3UTOPCKOM IPAKTUKOM, CTUMYJIUPYS JalbHEHIINE CTpaTeruy ee pa3BuThs. BoiBozbl. BersicHeHO,
41O (reiita ABIAETCS HHCTPYMEHTOM, TTOABEPTIINMCS 3HAUUTEIbHBIM U3MEHEHUSIM B KOHCTPYKIMU. CTpeMIIeHHE Cle/10BaTh
3a TOCJEIHUMH TEHJICHIMSMH B c(epe HCIOTHUTEIECKOTO M KOMIIO3UTOPCKOTO MCKYCCTBA NMPUBOANUT K HEOOXOAMMOCTH
JAIbHEHIINX 3KCTICPUMEHTOB B KOHCTPYKIMH (ielTel. OOHOBIICHME HWHCTPYMEHTa IIPOUCXOMUT ITyTeM J00aBICHHS
OTPE/ICNICHHBIX YCTPOICTB (MHUKPO(OHOB), YCTAHOBOK (KJIAIIaHOB, MeMOpaH, KIIOouel), KOTOpBIC MO3BOJSIOT PACIIMPUTH
UCTIOJTHUTEIILCKUE BOBMOXHOCTH (iieiThl. Bo3HUKaeT psist Mpou3BeIeHNI, HAMMCAHHBIX COBPEMEHHBIMH KOMIIO3UTOPAMH, IS
(neiiTel 0OHOBIEHHOM KOHCTPYKIMH. [lepcrieKTHBHBIM HampaBlIeHHEM SIBIISETCS PacpPOCTPAHEHUE JTAHHBIX MHCTPYMEHTOB
B YKPaWHCKOM MPOCTPaHCTBE. 3HAHWE TEXHHUKO-BBIPA3UTENLHBIX BO3MOKHOCTEH (NISHTBI MOXET INPEIOCTaBUTh BECOMBIN
nH(OPMATUBHBIH MaTepua, KOTOPbIH MPUTOANTCS KaK UCIOIHUTEISIM, TaK X KOMIIO3HUTOPaM.

Kniouegvie cnosa: Gnelita; KOHCTPYKIMSA; KIAMaH; KJIFOY; IIPUEMBbI HTPBI
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