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Simura 'Chamber music for . The Garland of world music: East 

and Korea. Vol. 7, 2002. New York: 
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p.67. 
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Retrieved 18 March 2010. 
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Percival R. The reed flute ensembles of South Africa'. IUU/'f/HI of the anlhrc'pollog,;cal 
institute of Great Britain and Ireland. Vol. 1 p. 381. 
Gerhard Kubik (1934- ) is a of cultural anlthrc)pc)lo~~y at the of Vienna. 
Balnning. <hlttp:llwwVl/. a:frOIJo~).olrglrllulti/intervi~=wlll O/112/Gerhard+Kubik-2007> Retrieved 18 
March 2010. 
Gerhard of African music. Wilhelmshaven: F. pp. 30-31 
Phathu Ratshilumela describes Ndodana's musical style 'as influenced by the ",.''''<:0, .... 
rh"th .... ", of blended with an eclectic post-modern to cOlntem~)orary 
Phathu Gifted Ndodana. < httry/l1NWW 

ndodana-2009-08-19> Retrieved 18 March 2010. 
The term 'art music' as used here refers to 'classical music', also known as serious music; when 
Hendrik was asked how he would define art he said: 'classical music. It's a 
prclblE~mc:ltic term. It is used as a term to 'serious music' I call it 'art music'. But 
'art music' is not serious'. Hendrik Personal interview. South African vUill"'!:;,,,, 

of 21 November 2003. 
Bode 'African as an intercultural COlllPOslitional framework: a of the 
works of Akin Euba'. Research in African literatures. Vol. No.2, 2001, p. 157. 
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'Katsuba . John 
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in his article on the 
musical ans-Informed African inri/Nanni 

and Pretoria: p. 1. uses the name ,\llIA/n,.,,"I"\'" 

the one that will be as he was the person who came into direct contact with the 
On the of the Ituri forest: 34 

The Netherlands: Wood 
03. Grahamstown: International of African 

35 (1903-1 arrived in Zimbabwe in 1920 with the intention of tobacco with 
his brother. Almost his interest in local African music The years the 
1920s to the 1970s were many of music of different tribal groups 

of Africa. He established the International of African music in 1954. 
Madiba. 

Retrieved 18 March 2010. 
36 'The notched flute is a tube cut off at the end. The instrument is held 

One is filed', p. 15. The is located 'at the end of an incised notch on the 
of a of hollow reed or bark. The lip almost covers the head of the the air 

directed towards the notch', p. 16. from German 
The flute. London: B.T. 

37 Robert The other flute: a ""''''''''''Y·"" 
Santa Barbara: Multiple Breath Music, 1 
Between 1908 and 1960 The Democratic of the 36 

It was also known as Zaire between 1971 and 1997. In 1997 it 
Democratic of to distinguish it from the of 
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How musical is man? Seattle: [1 n.p. 

Garman and Zhaochen 'Oldest musical 
instruments found at Jiahu Neolithic site in China'. Nature. Vol. 401, No. 6751, 1 p. 366. 
Jan Flute talk. Vol. 18, No.3, November 1 pp. 14-16. 
Janet Historical and of five works for flute. master's 
dissertation. EI Paso: p. 53. 
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Retrieved 17 2010. 
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66 Inilfensitv Music r~,~llIirv 

69 
Retrieved 17 April 2010. 
Sara LLJCl.BUS@,abrsrrl.ac;.ul<), Private e-mail cOITel5pClndence, received on 16 

70 unlverSIlV School of Music. and staff: Mihoko Watanabe. 
7,12137-1180-1681 Retrieved 17 2010. 
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'Flute'. New Grove of music and Sadie. 

2 
London: p. 665. 

woodwind instruments: a to their and basic 
TRr.J'1nUJIJp. Brookfield: 1 p. 46. 
Adolf U",,::onc:tr!!> 'The classification of the flute'. The 3 {n::.,..,,-;,,,tl Vol. 17, 

p.55. 
Erich M Von Hornbostel and Curt from the 4 

and Klaus P. 'Classification of musical instruments'. 
[191 1961, p. 24. 
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Ake A handbook of musical and other instruments from Namibia and 
Botswana. Stockholm: 1 p. 291. 
John W Acoustics of the flute. Flute talk. Vol. 19, No.6, p. 14. 

Flute. London: Kahn & 1 p.3. 
The of musical instruments. New York: W. W 1 p.44. 

Alison TM Oxford GlJT.TlDi":IfIlLllI to music. New York: Oxford 
p.467. 
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The term 'flute' is a broad one, used to refer to a vast number of 
modern orchestral woodwind to folk and art instruments of many different 

..;"' ... "' ....... "'11\1 a flute is any instrument an air column confined in a hollow 
a stream of air from the the 

what acousticians term an 
as an 'air reed' ... The airstream of the flute may be and directed the 

from the 
cultures . 

and 

alone as the modern orchestral flute and many earlier forms of transverse and 
vertical flutes. 
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were no 

The art off/ute Miami: 1 p. 1. 
pp. 664-655. 

The first was in 1914 followed a revised translation in 1961. 
Von Hornbostel and pp. 5-24. 
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flat I"'\,nrl,n,n the material of 

In Veenstra's 'the term 'end-blown' is more as there are some end-blown 
flutes which are not held either because their their or 
because convention or individual taste demands that the be held or nnl"17rm 

flutes I call as there is some confusion over the terms 'side-held' 
p.56. 
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2.2 The Western transverse flute defined 

The Western trilnsverse flute is described by Philip Bale In the following way 

In eswnce it consls:s of 3 ,ub€> ~f wooj mel~1. 0' r"~" ·m,-,d e m~teri"i, IJsu~lIy ""her 
mo'e Ihan t',;o fBet long and about thrGe qU3rters of 3n Inch 'n dl3me,ec close,j 3t one 
en-j by" oo 'k 0 ' s:opper Ne8r tho stopper is 8 faicly 13rgo hde wi:h a shacp odgo - tim 
m~uth-h~le, :}( In Frenoh :he embOllChu"o _ and 8: In:e"vals 810ng tim booy of tho luoo 
thWB a"c 8 rrinimurl of SIX ll1~ce holes s~ p'"ce,j t11~1 :hey oa" be open~d ;lnG closed b\' 
the fingers, oither oiroc:ly or wlth ,he help of s.or-'Ie "",eI1anlsm" 

The New Grove dictionary of musIc and musiciallS defines the Western transverse 

flute in Ihe following way, with specific reference to Its place In the orcheslra 

The rl0jerrl :}(chescral Mule has"' lub~ of ''''OOD or mom of:on metal (silve" or an alloy bu: 
sor1€tlrles goOd or even ~13tlnum'i abolJ: fh em in ,en"th ~nd 2 Crl in d'Jme:e" It " buil: 
in :hrGO sec:,oJns' a hea,j pnt w"h 111e moulh-ho'e Or embouohllr~ in o"~ s>:fe (r;lIseG in 
ll1ot81 flutos to] give the hole lis p'oper oe~th:1 th e boj\' or rn"j,jle jOint \" ,th :he pnno'p." 
keywork and:ho foo:Jolnt With tile keys for tl1e "gh" Ilitie f,"ger, In :he heao 1O",::he bo'e 
is terminated by ~ plug 0" , :opper, ll5ua::y th"eadcxJ, which can 00 shlf:oo to aOlus: 
Intona"on, The leno" ~f one JOint si<Je , inlo th~ soc<ot of tho o:hB" Tho junction of tho 
Iwao joint with tile booy IS als~ ,,"ed a" a :u",ng slKle whioh cJn be pulloo oul to lowec 
the Ins:rUrlBn:'s pitch," 

Plate 2.1 Standard Western transverse flute made of melalll 

The above definitions present the fact that the Western transverse flute may be 

constructed Of wood 23 or metal The transverse flute IS a cylindrical tube roughly 66 

Cln in length and has a bore of 1 905 cm It consists of three distinct parts namely' 

the head jeint which contains the mouth-hole (embouchure hole)" the main body 

" 

Phillip Ba,e, T,,,",, flu:e London E"nest Bonn Llrllted Hil5, p 1 
MontaglJ, 1980, ~ GG5 
Offset C; ;l C; key ''''hich i, exlended to Ihe Side oftl'" otlmrtw~ left-hand fngec keys (al~ng w,tl1 
the G sha"p <eyi the," requiring oss bBnding dtho wr,st, rende"ng I" eas,er b re;lch anO cove' 
eff.-clively, ;l nd ies, uncomforlablo and 'at'gcllng to p ay. No a"th~', 8m.'>s .) '.vnna'",ind y""""I", 
Flufe Y,~L 211 we <hl'p:/iwWN,bras3nwco::Jw nd,cOrl,auiYall1~lu,eYFL221 I"ml> Rel'ieved 4 
February 201 0 
'The woC>den f ute na,ur;l 'Y gives a dense" more powerful sound than tim rno:al ~no roqu;cos 
rather 1l10ce bccekll blow' ng and alt;lck lightness and delicacy of cont"ol bel n9 secured wl:h skill 
,.--,j prac,ice' fI,n:hony Baines, W()(,dwi{la' i"'irume"i~ 'Hid Iheir hdol)'. NG'N Yort: Dovor 
pub: ca:lons, 1 %1 p, 54 
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31 

or 

one on 

were one a 
stc)O[)er 33 

24 

25 

26 

27 

26 

29 

30 

31 

32 

33 

is in 

1991, p. 52. 
'Just to the left of the the bore is terminated by the which is of or some 
hard material with cork, faced with a metal disc'. 1991, p. 53. 
Wooden flutes do not have lip but the embouchure hole is cut into the head 

and Clive The musicians to acoustics. London: JM 1 
p.282. 
Fletcher et a/. indicate this distance to be 17.5 mm. Fletcher Neville John John Tann 
and Joe Wolfe. Acoustic of classical and modern flutes. Journal of sound and 
vibration. Vol. No.1, 2001, p. 132. 

Intonation: time for Flute talk. Vol. 
Musical acoustics. New York: McGraw-Hili Book p. 199 

p.282. 
the same as the recorder bore: 

towards the lower end'. 1991, p. 53. 
C. Miller and introduction Samuel 
and artistic New York: Dover 
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Indeed from the fact that this notation is '" !1'r"'r~tl\l 

notation which enables 
n~I":::U'rH't,"'r influencing tone 

rernalnE~d a \JUIJUI,CU 

use 
35 

C!\lr,nv was as:sO(:;lated 
42 

olavers. it is the 
is a fundamental 

eXI::>la'nat:lonIS in 

once was a n\llmrin 

... , .... ...,,,."' .... some 

PrE~se,nt-(:tav flutes. Treatise on COI?te.mD'orc~rv techni,quE1s of transverse flutes. 
De,rfOl"m€lrs. Paris: Gerard p. 5. 

ReQinald Smith New sounds for woodwind. 
7. 

flute under a p. 52. 
mythology. Vol. 1. New York: Marshall 

p. 1076. 
Flute techniaue New York: Oxford 

,-,,,,,,au ... p. 1076. 
Flutes made from more than three are called pan 

of the origin of the first flute'. Vel:;nstra, p. 58. 

1991, p. 1. 

or after the Greek 

The concise Oxford of current En!qlls:h Oxford: Oxford 
p.1174. 

Don Michael Ka11dE~1. 'C~\lr;nv'. The Harvard dictionary of music. London: Harvard Universitv 
1986. p. 828. 
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on 

The distance between holes 2 and 3 is twice that between holes 3 and 4. The 
of the holes indicate that it is a flute [ ... J These three notes on the Neanderthal 

are diatonic and will sound like a fit within any kind of 
diatonic We cannot conceive of it 

\Alhlrh was dl~)cC)VE!red cave near 

,ur ... """"'''' h ....... .o • .,. nor II;:;\..4UI:::,lllI;:; ","i.,.t"I" lJen'aV'IOIJI exis,te(j' 46 

43 

44 

45 

46 

47 

or across a in 

l:::IrYlAc::. GEllwav concurs 

London:Che~er 1978. 
vICIY'~JIIJ. The flute. London: B.T. Batsford 

Victor 'Prehistoric and east Asian flutes'. Festschrift in honour of Chl'ist(Jph 
Harbsmeier on the occasion of his 60th Anderl and Halvor I=ifrinn\ 

Oslo: Hermes Academic Plllhli!'::hirln 

p. 1. 
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Retrieved 
sources: Urs 'Flute 

Plate 1, Hans 
roman emperor Maximilian surrounded his musicians' in Donald J. Grout and 

A history of Western music. London: W.W. 1 p.285. 
The flute. London: Yale p. 13. 
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in use. answer as 

cUlstoms are 

in 1 

crCISS-Tilille. 56 It was 

.57 as it was rotorr'orl 

was ""'".,\.1''''''''' HClttElterre 

devellorJlml::m1ts h,Pf"!:UYlO more reliable 

",a'",\.1"'''''"' Hotte1terr'e was DI\irOti31 

were aVc:lllaOle 

.11l:7hr.nn Garman I-I<:>,rh,..,ttl", r.h,:mn'c:. and Zhaochen 'Oldest playable 
musical instruments found at Jiahu Neolithic site in China'. Nature. Vol. 401, No. 6751, 

p.367. 
p.47. 

• Ve,ensitra also refers to the transverse flute as a p. 54. 
111 The 'German' flute was the name to the transverse flute because it was in 

the Middle this term was also used to this kind of flute from 
other ver1ic,ally held flutes at the such as the recorder. pp. 7-26. 

• The referred to the recorder as the flute to it from the German flute. 
BelnnElt. Music 1 p. 266. 

18 Johann Joachim the London: Faber 
and [1 

eo and Gn3ated, 

as 
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1 a t"'''lnlt''~1 

nOrlf"lN were 

boxw'oo,d was more 

in or in ch~:lIrl"'l,on or tl~'tton 

belCOfne more 66 

ho,,...,.\rY\O as IJUIJUIIOII in 

Jac:quE3S HnttF!tFlr.rf! (translated and edited 
oboe. London: Barrie & [1 1 
Call1nlbFlIl and p. 280. 

p.74. 
\oIU,::IIIL!:, p. 31. 

p.1. 
(;:::II11nl'AIi and p. 280, 
I..lUii::IIIU:, p. 31. 

";or'm!:ln\l as it was in 

in 1 

David La~;;ocki), Pri11r.ir.I/p..<:, of the 
pp.8-12. 
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During this period the flute was Included as part of a four part ensemble used for 

court music Because of the different sizes of tile flutes used In these consorts,"'" the 

musIc often IlCid to be transposed to lit the varying pitches of CI consort 01 flutes 

Consort music was a pOpUllll pastime fm amilteur ilS well ilS professional musiciariS 

Consort flutes were used milrnly for music written In the Dorian and relalod modos. 

The upper register of consort flutes WClS clear and pure rn tono and often blended 

well wltll the othor consort f1utes W 

Plate 2 2 One-key Baroq UP fillIp consistlna of 10m parts iD 

Plate 2 3 One key Baroque flute consistrng 01 three parts" 

2.2.1 b The development of the Classical flute (1760-1820) 

The recorder's development Il2ld basically come to iln end but It was stili used In 

ensemble music with the advent of the Classical period The transverse flute was the 

preferred and mOle suitable instrument to be used in the Classical orcllestra." 

It is known that Mozart was not an admirer of the flute, but this did not mean that he 

totally disregarded the Instrument. On the contrary, his musIc for flute reflects an 

" 

" 

ronsort (an old spelling of 'con-cert' mear,ing a concert performe(J ty a bcxfy of perbncers, \ A 
whole COIlSOO was 0,18 In wh",11 311 Ir,e i'1>tr,m'e nt" were of O''1e rJlllil'/- a broken consol! one n 
which tr,ere was 3 mi,lure M",~',ael Kennedy (editor) TI! e wnG,se Oxime! didio",,,y oi music' 
O,/-:;.rd O"ord Ur1lV8rSIty Press, 1980, p 145 
Powell, 2002 r 38 
BO<lz Berne:" My barnq .. ", fluies "-c'uuSI Grellsm 
chilO .liherneyflule' cOtl1lra--jeMm f'utes/ mode slbJroque,_grenser, ~tml> Retr ieved 11 February 
70' 0 
Boaz Berne:" Example ot earliest bamq"", nul", 01 so G"I,led Hotlelerle nute Ihree-p",r N,,",sl 
chtto llherne,'lutes cornlpa--jeslO)futes/ mo<le s/baroq l!e naust3pt. ~tml> Relri eved 11 Febr Jar)' 
2010 
Ga,',a" p- 14 
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Mozart's Mozart's life - selected letters. London: 

flute'. Flute talk. Vol. No.3, p.14. 
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erffiouchure but It also meant that the emitted sound was a lot stronger and the 

pitch was more flexible ,I; 

Plate 2 4 Classical period eight key flute'9 

"-'-I~ 
--- ,~ . 

2.2.1c The flute in the early 19th and 20,h centuries (1820-1920) 

Theobald Boehm arrived In londoilin 1831 to give a recital when he heard Nicholson 

play. He was overwhelmed by N,cholsons majestic tone and warm soulld. These 

impreSSions lead him to develop a flute that could match the tone of Nicholsoll's 

playing Boehm explained' 

I dlJ as well as any Continentaillut!st GOulJ have dor.e. 'n Lor.don in 1831. but I could nOI 
match Nicholson ir. power of tor.e . wherefore I sel to ","ork to remooel my fiute Had I r.ol 
heard him. probably Ihe Boehm flute ';;ould neVer have been made. >c, 

Dayton C Miller, translator of Boehm's publication. refers to Boehm as the 'inventor of 

the IT'Odern flute'~' Boehm (1794-18811. who was a Royal Bavarian Court Musiciall 

in Munich82 was both a flute player and flute maker of very high regard He had great 

vlswn and was very ambitious In bringing about the Ilecessary changes needed for 

the modification of the flute to the one we know today Even though the flute is still 

undergoing modification and improvement. no drastic changes similar to Boehm s 

alterations have been made s3 Baron indicates that many flute players regard 

Boehms model as the example that is still used by modern flute makers and flute 

players alike 8< 

" Morr·, " , 
'IN ca", Her_'y Potier EbOIl'l8-kc'l. <ht:p://""w,. mcgee-fu:e~ .comicoll eclior. html> Ret'ieved 7 
AI"il2010 

• Boehm, p. 8 
• Boehm, p. XXII' 

" Boehm, p. XXII' 

" Bale. p 11 5 

" Boehm, p. v 
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Plate 2 5 Conic<ll Boehm flute 1832 model05 

Boehm's progress on the Ilute Inspired him to develop <In Instrument th<lt produced a 

better tone along with Improved Intonation He used to rely on his flutes being 

Ill<lnufactured by other flute makers. but was never satisfied and eventually opened 

up his own flute shop in 1828, By 1829 Boehm was plaYing on a flute that had his 

approval, with the quality of tone and intonation that he was striving for. This flute 

was widely adopted by flute players Dayton C Miller had such a flute in his 

possession in 1922 and describes it in the following way. 

This fi'Jle 's of cocus-wood, with silver keys aM flat gok1 sprirgs, with workmanship and 
fn ish which are pe rfect: It is ce rlairr,. sUp€r",r to ary other conte rTlporary flute wh Gh has 
oee n e x~rTl'n ed ~M corTlp~r~ole v,,~h the :a~er n str,rrnents d Boehn' & Mendler. The 
tMe is very o e ~utifui. sweel aM rnelilM'. and, of COJrse not powerful th e lun n g IS 
astonishireJ y good con,"~erlreJ th~t 'I is ~ f ule 0' the ok1 syslerTl " 

Even with the triumphant success of thiS new Ilute (conical flute 01 1832), his passion 

for designing as flawless a flute as possible lead to the design of the ring-keyed flute 

In his quest for excellence he discovered that changing the bore of the instrument 

would improve the overall effects of flute playing Boehm was still not satisfied. 

because even though the position of the tone holes were acoustically in the correct 

position he was intrigued and puzzled by the lact that the flute was blown at the 

wider end of the tube. The head was cylincrrcal, but the body was conical and 

tapered off towards the end Boehm conducted many further experiments but 

despite his determination, the ring-keyed flute remained unchanged lor 15 years 

Boehm advocated that the calculations 01 the numerical proportions of the air 

columns and tone holes of each instrument should be made separately, By 1846 

Boehm had constructed numerous flutes made of metal and wood and with different 

NO 3uj>10r, The conical Boehm [Iule (1832) <httpiiwww.oldflutes.con'iooehn'.hln'#cor> 
Retrieved 7 April 201C 
f',oe-I1m, p 8 
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bores and dimensions in order to study what the effect on the tone quality would be 

Roehm's investigations and experimentallon produced the following findings 

• 

• 

• 

The volume at the air set In motion is proportional to the strength and quality of 
the fundamental tone: 

The production of tones and the tuning of the octaves are directly Influenced 
by the contraction of the bora of the headlolnt of the flute 

A cylindrical tube is best fOi the formation of the nodes and segments of sound 
waves.~7 

Boehms 1847 deSign consisted of a cylindrical body with a tapered headjoint The 

diameter had been reduced from 20 mm to 19 mm, nlaking allowance for the register 

of the flute to be extended to a complete three octaves ThiS had some effect on the 

tones In the first two registers but as the flute was Included increasingly in music 

wrrtten at the time, Boehm thCXight it rmperatlve that all three octaves be fully 

functional The cork stopper was placed 17 mm from the cenlle of the embouchure, 

whidl has the best effect on the lowest and highest tones The embouchure hole was 

shaped like an 'eloll'gated rectangle wrth rounded comers'.&< The embouchure hole 

was 10 mm wide and 12 nlm long All the tone holes were made slightly larger and 

had a constallt diameter of 13.5 mill for metal flutes and 13 mm for wooden flutes,~: 

&Jehm had enlisted the help of scienllsts ill order to produce a more 'in-tune' 

instrument. Their combined experience and expertise lead Boehm to produce the first 

metal flute, with the holes covered and with a fully cylindrical bore Boehm's 

frustration and displeasure With the flute's 'limited range, impure and irregulm tone 

and pitiable intonallon had driven him to construct an instrument that has not 

changed an awful lot from the modern Boehm-flute today gJ Many improvenlents to 

the flute In terms of design, proportions and theory. since Boehnl's time. are based 

on his documellted theories and experimentation on the flute and flute playing 

Through Boehm's expellments and studies he discovered that the tapering of the 

head joint allows for adequate control of Intonation ~1 Boehm states that the 

relationship between the Slz.e of the embouchure and that of tone production IS 

" 
" 
" 
" 
" 

Boe:om, p. 16 
Boe·om p.21 
Boehm pp 19-21 
Boehm p.13 
Naocy T off The o'e,-elopment of th" l11(X!ern flute Chicago: Un iversiiy a/illino's Press. 19SG P 

'" 
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significant. The tone will be more powerful when more air particles are set In motion 

An elongated rectangle with rounded comers is favoured above a rounded or oval 

~e, even if similar in size '2 The shape of the embouchure hote as well as the 

thickness of the walt of the embouchure also affects tone production A larger 

embouchure may produce a bigger sound, but It atso reqUires very flexible and 

strong mouth and lip control A thicker wall produces full sounding harmOniCs in the 

lower register, The position of the embouchure hole on the head JOint also affects tho 

sound Placed too close to the cork a weak lower register IS the result, but further 

~acement away from the cork produces more resistance in the higher registers"" 

The parabolic head joint tapers with a curvature from 19 mm to 17 mm Boehm had 

experimented With various flutes with the head joint diameter being 20 mm and found 

that even though the first two octaves were good the third one was not of the same 

standard The notes were sounded with difficulty and it was difficult to play really 

sofl~. So it was decided that, taking into account the general use of the flute in an 

orchestra, a flute With a bore of 19 mm would be best" 

The Boehm flute was accepted and adopted as a flute of supenor quality In the 

1800s because of, for example, its ability to produce good-quality low notes. trills and 

even good intonation.95 

2.2.1d The 20th and 21" century contemporary flute 

There are presently seven types of flutes'" using the Boehm system, namely the 

concert flute in C. the piccolo (sounding one octave higher than the concert flute in 

C) the alto flute in G (sounding a fourth below the concert flute), the bass flute in C 

Isounding one octave lower than the concert flute)," the contr'alto flute in G, the sub­

contrabass in G (sounding two octaves lower than the alto flute and one octave lower 

than the contr'alto flute) and the contrabass flute in C (sounding two octaves lower 

, , 

Boeilm, p, 71 
James Pilelan, Tha comp/ola gwde 10 lile Iluie, Bostan: Can,ervatory Pub'<::atian, 19S0, p, ·' OS 
Boeilm, pp 19-20 
Edward B lakem an, T &ffane! - genius of tile Hute New York: OxfOi d U n'ver,ity Press, 2005, p 11. 
SDme af the,e flute, are nat 'ide blowr filJte~ becaJse of the ,ize of th e Instr Jment and the way 
", which It ~as been can,tructeJ ir O·~·tD mak.e blDwlng and hDlding the Instrument most 
cool~ortable 

Art<IUd, 1995, p. 5 
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than the flute In C) Robert nick, who is versatile on the entire flute family [<6 refers to 

the contrabass flute In C as the true bass flute'& Dick designed his own inexpensive 

bass flute, which produces a good-quality sound The flute has closed holes trill keys 

and is equipped with a B foot jOint. Because of the physical enormity of the 

Instrument, he moved the buttons of tho keys so they rnay cornfor1ab~ fit tho hand 'c,,-, 

The Kingma system flute IS the eighth type of flute; It has a different mechanical 

structure to the flutes merttioned above. but is also based on the Boehm system 

Wooden flutes are also briefly explored under thiS heading. 

The range of the standard concert flute in C whiCh is referred to as the Western 

transverse flute in thiS study may be extended downwards by USing a different foot 

Joint By adding a B foot JOInt, the lowest note produced is a B as the B foot Joint 

displays an additional hole drilled Into the body of the foot JOint 

Plate 2.6 Interchangeable BiC foot joints o· 

Plate 2 7 B foot joint1C2 

V'ctOria Jich8, Robert Dick pc'sh,ng too Dollnd,.,-ies. Flute talk. Vol. 26. No.1, 2GG1, P 10 
o;ck. p 7 

-'0: Kathlee~ Goll-l'l'1,so~, New sou~ds frc<" ROl)ert Dick' Flute talk Vo'18 No G. 1998 p. 12 
";1 

" 
No "'-'thor. Product~-Icot joints [3 loot. C loot. 0 foct or conveltlble £3/C fcct 
<~Itp //w.<rN. tomgrocnhlto$ com/> Ro:r>G'iod l' r obruary 201 0 
No Jutllor, Flulera'1~/us G.'NIiK/IiS. SuM ~il'ier B lillie fOC!t 101r,'t 
<'hItpJ1futerJgiOus olog"pot com.12GOT'G3,',o' d-'il'JCr-b-'llitc- 'ootloin:.lltm'~ Rclr>cvod 7 April 
2010 
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rlutes may also be closed or open holed . An open-hole flute has holes In five of the 

keys that are usually covered by the fingers An open· tlOl e flute is useful for 

advanced techniques. Increased volumo and tile ability to half cover the holes. An 

opf'n-hole nute also promotes correct hand and finger posit,ons However. an opon­

hole flute IS generally flat recommended for beginners 

Plate 2,8 Gold open hole flute with B foot joint '03 

Plate 2.9 Open hole flute with B foot jOIn( 04 

Wooden transverse flutes are stili In usc today, even though motal fiutos have gained 

superior status. Because of the difference in sound between metal and wooden 

flutes, flute makers have compromised by manufacturing wooden flutes with metal 

headjoints or thinned metal headjo lnts There are also metal flutes with wooden 

headjoints. Metal "utes may be constructed from various metals such as silver, 

platinum or 18-carat gold. Silver is the most affordable of the three and also the 

recommended type of instrument for beginners ' '''' 

." 
, 

No aut~,~' S"nho fhitcs, 18K gold Ciute <rttp:iiwwv, sal1 ,y,~flule,ccm,leicatalogl18k,html ~ 

Ret,ieved 11 February 2010 
No aut~,~' Flick, No tlt:e ~ http://ww.."..fl l ck r . ccm.lp h olosikhsamenca/3729427729.ISlzeslc.l ~ 

Retneved 6 April 201 0 
,,, Baines, pp- 54-55 
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Plate 2 10 Wood head joint for the Boehm flute with raised lip plate";" 

Plate 2 11 Wood head joint for Baroque players without raised lip plate 'GI 

There appears to be illdividual preferences for either the wooden Baroque flute or the 

metal modern transverse flute because of the differellces in construction, flexibility 

and sound. 00 To a certain extent modern flute players dictate what their audiences 

will listen to by determining what trend they will follow":~ There are players such as 

Wendell Dobbs, a teacher and performer, who performs early music 011 early flutes 

from that particular period, Playing a flute from a period before the Invention of the 

Boehm flute presents the challenges of adjusting to a conical bore, adopting the 

fingering for an early flute alld leamillg to hold the flute, Because early flutes 

," 

"" 

Grenadilla rDalbeegla me lano'ylonl, or African ~:ac~woori, 's ~ cl~ssic wood of chOiCe lor naAiog 
Boehm flutes, It IS a 'Je ey dense wooo aM easy 10 twn, CJrYe, Ii e ~nd C"i. It, wain slr"ctuce " 
'leO! tight a1d a smootll f111S~ c~n be aC!lieved qui~kly by S~M,nq T!w bore is seJleri, but there 
IS no fi11S~ on the o"tSlde of grenadilia he~dio;nts, T!le oi from tile p!~yer s hanris wouk1 
evenLially be absorbed 'nto the wood Jod gives it a lioe sheen The colour of grenadi!l~ r~nges 
Irorn bl~cA to ~ dark chccolate brown Ille sound is strong Wlt!l r>eh resonaoce aod w3'mlll, dr>es 
1~t Ihi1 o"t in tile higll register, and generaiiy 11~S a doop qu<JIlty No ~uthor, Han{/m8{/e .--ood 
hCi1djGint~ in grenadilla (and other exotic IlJrdwoods I ~~ttp.i,\'IWW s<debklwn con'woori htrn'> 
Ret:ieved 11 Februaey 201G. 
No:1P pl~te boxwcod 11eadjolnt With a litt le oval embo"cllU ee aod a tr~~erso-stiled (/owo Tllis 
headjci11 gives th e player ~ fam;liar feeling when SWitching between eacly flule aM BOOlm flute 
B~roque flute lechniqu es and e<peess",ns can be teansferred feeely to the moriern flute wi lll 
satlsh::t,cn, No aulhoc HiJnd,C(we'c wooe' hcedJOrrJt~ in grenee'ille (alld other eKot!C Ilardwood8J 
~hltp:/iwww sidebklwn ccrn.IWo:x1, hlml·· Retroeved 11 F ebr"ary 201 0 
~1ines, pp. 54-55 
Hntteterre p 8 
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developed from hiJving no keys to having up to eight keys, certain adjllstments need 

to be made when transferring from il modern flute to iJn early flute Wendell 

experimented and eventually mastered plaYlllg early musIc on an eight-key flute '1L' 

VVhen asked why he would choose to play on an Instrument inferior In many WClyS to 

the modem nute, he replied 

I believe that play"g or. ~ h,stor<:all,. authenhc irshHnent allows me to CC<'lC cbocr t~ 
tho o'iglnal flavou, 0' the mus'G, wh'ch IS t'luGh the same senllment held by Baroque 
flutists Interpretative irsigllts often emerge fret'l the attributes and Ilmltatlor.s ot the 

" 'rstrumert, and I s~nso that I ar1 ore step doser to the flute's 1B' -certury predecessors, 
as·,.,.,,11 as fi' ing a gap ir the ~ute's progrosSior to ItS presert form 111 

Even though wooden-nute makers would also produce metal filites, the best known 

for the production of wooden flutes was Rudall Carte. which lilter merged With 

Boosey & HiJwkes Other leading metal- and wooden-nute makerslnciude Haynes, 

Powell, Altus and Gemeinhardt and even more recently, Kingma. who specialises In 

prOOllcing 'extended flutes', The Brannen-Cooper KlIlgrna system flute is compatible 

With both the trild,t,onill flute repertOire as well as those requiring the use of extended 

techniques n 

Plate 2,121921 Rudall Carte fiute'1C 

. : 

" Dobb5. pp. 16-17 
Dobbs. p. 17 

'" 
" 

V\J11at r1akes tl1l 5 flcl1~ so ur.lque IS th~t in ~ddlt"" t" thc standard B~e/1r1 meehanlsr1, thc'c arc 
,"x extra keys [ I The sec~nd acwstlc advarW~c of thiS instrllr1Crt IS Its abil'ty to produce 
uniq...le t'lultophon'cs No author. Flules !/"" Br",me'l-CaOpef nc'tes 
~http r,w.'.".'.' branner.flutes G~mi"utes htm!> Retr'Cvcd 20 Oct"bcr 2G07 

'" M • ade 'n ,921 CocclSWOC>d Celt'lar ",r,er (nickel s"veri keys. c<Jscd G# Thirncd headjoint, with 
add tlonal silver he3djolnt by Flutet'lakws Gu::d BI~io, Robc':. Rc',iul.' Curte ('utes fur sule by 
Rabelt £3.'g{o < http i/www.b'rl'" demon co uk/'uct<J1I Jarte. htr1> Retri.c~ed 11 r" bruary 2010 
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Plale 2 13 Piccolo'" 

PlalO 21.1 Alto flule with Siraighl head IOi I1l11> 

Plale 2 15 Alto flute with curved head joint,'6 

.. 
110 au!tQ., St~3 m"$£ P<CC1'JIU -'l1\!p ,I/WWW s'agesm u",c con,lcgl' 
b"'i(j"U<.~'()r" cg,?ca'Pgory' gocCOlg" RPI""VI'(! 6 Apr, I 2010 
110 autilo' FI,d,r JU(lr'er Artv rlrJfe ;;21 7ES 
'Imp //www.ll ckrcOI .. iphoto~ i)o;.~ sanleriC.113 J2S4 799!t51> Reln,,"~d 7 Ao·,1 20 I:> 

, No 3"1·10.' FI,ck. Jur>lItJr Allv FIIJ/f/ '3 H~ES 
<.~11p ;'ww\" n,ch comiphotoMKhsan,eroca!43!7998114i., RPirl,,"pd T April 201 0 
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Plillo 2 16 Vertical bass fiute'" 

,,, Nc aLitho'. Fllckr No title <httpllWww IIIC<t C(>'T1,'photos ikh"~"'erICRI438799B068ISlle"I ,,",'~ 
R8!"e~ed 7 Apr,12010 
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Plate 2 17 Contrabass flute' '0 Plate 2 18 Bass flutes. including contrilbass. 

'" 

Sub in G and contr'alto flutes Co 

NO author, Hogenhuis rlutes ~~ttp:.'i~orne kpn n,',e'lnbarna/paaesicont:'abassfiute,htrnl> 
Retrieved 7 April 2010 

'" " No author, Carlllke Primrose 01'"; 'estral ,~utes P"oto albumIE ,'a Kmgmu s workSllOp, Allor 
cpo.cs KlI\gma basses - illCllldll"1 Contra/lass, Sli/) in r; an(j Contralto ,~Ules 
<IH!p:.'im ICrcsite~, tl, egu ldll'e, netlcpofiphotoi~lbumikl ngmaibrgfi u!esivie' .. '~ Retr eved 4 r ebruary 
2010 
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Plate 21,9 

f lutes lrom tell to ';ght Ftul~ III C, plctolo, bass (luis, ane flute cerlra lto hute roruoo.) .... ~Ule arc:! 
the sutr-conl,abass ftUte in G 

" Sha'~r L B~e" Co,l"."1bl" I.'",!! triO" AtOll1 '11" rlflte~ II' CoIWl!b!<i nul" C~OIr_ 
~i1t1P ,.."" .... '" ~()Iu~'b l aflu lec~o l r o'gl~~out·:lle·(jlfferEn l flutes·' RetriEVed 7 April 7010 
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By the end of the 20'" century the Kingma system flute was developed The Kingma 

system flute has opened up a wide variety of possibilities for the transverse flute and 

makes it possible for the player to achieve certain mlcrotones inherent in so many 

music cultures around the globe The Kingma system flute IS a standard 80ehm 

system flute, with a C-sharp trill key and with the addition of six extra keys through a 

'key-on-key' system which is completely reliable Kingma originally used this system 

on her alto and bass flutes The extra keys allow for the productIOn of six of the 

seven quartertones and multi phonic vents, whICh are absent on the standard Boehm 

system flute. The seventh quartertone is achieved by pressing the C-sharp trill key, 

along Wlttl normal C On a Kingma system liute It IS possible to playa complete 

chrorn<JtlC quartertone scale through all registers whereas on a standard open-hole 

mo:lel, the full quartertone scale is not possible, but several quartertones can be 

produced by venting the open holes and through alternate fingerings, Every key on 

the Kingma system flute can be half-vented, not just the open hole keys Chromatic 

progressions of multlphonics are also possible, as the liute is able to vent keys that 

are normally covered. It IS also possible to play triple stops, as on a string Instrument 

Pitch control is another added benefit of the Kingma system flute Improved 

intonation is created by venting otherwise closed holes 121 

All Kingma system flutes are made with an offset G key, a B foot joint and C sharp trill 

key, and the mechanism and keys are always made of silver, The flutes may be 

pitched to A-440, A-442, A-444 or A-446, Kingma system flutes are not available 

forflutes with the following keys: inline G keys.122 plateau keys,'1] spilt E 

mechanism, 124 C foot joint and O-sharp roller'25 for the foot joint. ,26 

" 

'" 
No ~ uthor, KingmJ system fluli,1 <hltp://www bran nenflutes, com,lklngm~, html~ R~h~ved 11 
Febrl,~ry 2010 
An ir.line G key flute h~s tI' e G k~y In :h~ ~ame lin~ as tI'e r~st of tI'e keys of th~ fl"t~, i\~a'k 
Shepard, Ar.n SulJerc~seaux ~nd Paul HDI'T, ,Hu .. ' to to.'e your ffule: a guide to flutes a/xl flule 
rJaying, Sar. Pedro Shep~ro PublK:atlOns, 1999, p 22 

m PlateaL keys have ro ventir.g at 'he cenlre of the keys Shep~rd el ~I, P 22 
". On the Split E flute 'he G k.ey Ilas been divided up 'nto two s.ep~'ale <eys able to move 

mependently bullinkeo, SO :hat when the G IS press~d it brings oowr ts tw'n Th~ spll~ E 
mechanis." c~n dra."a:ically improve tI'e response of high E, This mechar ISm divides th~ action 
ofth~ uop~r and <mer G k~ys, p~r""~t'ng the ~ower G key to close when h>;lh E IS played CIOSfig 
te., :ower G key and finge Cing h>;lh E decre~ses ver.t;ng anc beings ",ore stabll,ty to the note w;th 
a faster C~5ponse, ThIS '" ""hanlS'" e"'ploys ~ sep~eale roo, acd 'ng a slight b;t of we-ght to Ihe 
rute The spilt E ",echaris", musl be ",ade on Ihe 'lute curing ",ar.ufacture, No author 
M,iyalawa 
<htlo:llwww. miyazawa.com/irde.php?opt.on=cDl...Jon~ert&task=v .... w&ic=34&lte ... ic=62~ 
Retrie..ed 14 M~y 2011 
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Plate 2.20 Brannen Cooper Kingma system tlule- 2
! 

-~ 

~. ""'r' - ~. 

Plate 2 21 Kingma system Uute WItt1 e~ tr[l keys ;:0 

2.2.2 Sound production and performance techniques on the Western 
transverse flute 

Throvgh carellil manipulation of the embouchure and through c • .ueful and precise 

fl1ll=ler deXTerity, va rIOUs timbral effects may be achieved on the f lute ,,~, The early 

WeStern transverse flute was. III m ost c [lses held to the right Side of the body 30 

,,. A mller ~"Y ltI3! facl"t~tes c~S<'" of ,"Men,e"t for t'1e Iitt ie ling'," Irom oce key 10 tho next Karen 
Morar2, "hlt9 /01 du"mli,,5 IIc!;oke,,· W:ie"f Publ18hw'l 2:;~O P 50 

•• No a~lI"oCr. K"'gma s.~cm ""''''' .,np .w.ww b" anr.en.'utes com,""".,,,.. a.ht",,> Rel·,c'.....::! I: 
Felx~a",. 701 0 

" The "e1l?l!llioraPI B'ilr.r.en·Coope, K'ng'''iI syslern fluTe 'S t~e ,e.;., I 01 extel"lS'~c coliaboTaUor. 
~)C!Ween l~ .. Olrtch n"tc ma~er. EV3 K,r.9"'J, aoo BICUtll~ Branner Tn'S 'S t'1s first C conoo1 
fl<..(e 10 offer a fu II q :J~rlo,ro"e sc~l e as well as CCf'"lp.,le mulllphoe'C veoMg. lor 1~8 ,~)odc'r. flute 
'cpenOllc Me. oover. lIulo ... \$ <;an ,.." use 1~'S nule 10 p1av aU Or Ihe tra:!mo~al I1cralUle IUS! as 
r""Y ..... ould en a~y n:uo. No !HJt'10', K.'Itgrn" sy.w~", flur,M 
<http,'.'vIWll;b'8nr.enflules comi\"n!Jma ntr ... l~ Rel' ..... eel 11 Feb'''''1)/20tO 

,,. No aul~o', Eva K<n<;;.7Ia flU'C5 fllc Kmgma S"i"'~Ir" 
<11ttp IIw,,",w k l ngm~flule&.COl'"1imySII~.IKlnQM.1Sy~tom hlnll> Rel ric' .. e~ 2' Fetrua"y 2010 

1~' Ai<,,"o ShImada . C'05\-<:u~u"al mus'c Jaoanese ftules ard I~e" In~uer= 00 Weslero ",us'" 
nw IhJr,stqlJ<lffe<'",' Vol J.: No.2 200;; p 28 

"" TOOre arc otne" wrle. not r·.w 'n9 tleen Shown I~e principles plJllhorr ng~1 hand or. rop and lhe.r 
lell. ::elaw ar.d holel l~e ftule 10 the left H:metcne p 38 
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131 

132 

133 

134 

a 
131 

same as a 

is 

The air column enclosed the tube of the flute is set into vibration 
the fundamental tone to sound. The of this tone upon 

of the column of air measured from the cork to the lower end of 
tones of the first octave are obtained the of the 

for which purpose lateral tone-holes are bored in the tube. 

same 

The near of the mouth-hole is set 
and it must be not to one side. The 
[ ... J and the breath is aimed towards the far 
the is to narrow the 
the while the air-stream more 
of the hole movement of the lower 

is 

on on more 

acoustics with Arthur Benade in 1978 
which is the time it takes for an air molecule to pass 

more 

me that there is a transit 
the and flow in 



Univ
ers

ity
 of

 C
ap

e T
ow

n

the air reed until it touches the flute. has a minimum transit time. As 
you play louder and blow the moves and the transit time becomes 
shorter. When the transit time too the sound to distort and the 
resonance shuts down because there is a molecular traffic jam at the embouchure hole. 

the flute under the lower increases the distance between and 
he;adjoirlt, which increases the transit time and creates more power. 

vuu..,c;; a 

a narrolw-·ne!cked OJv ........ off,of"lrc are 

sut>tleltles in erTlboucl 
136 

move De!twee!n rliffo,ro.~t 

c:tr'iO!:~ rn 138 

on a 

more 

eSI:>e(;lally in 

as rloc>",rih""rI ~",in."c> is a tn'rti.,C>i ........ ,"" 139 

135 

Universal Music Publis.hirlg 
pp.11-12. 

Kin,r.;:!iiti The art and ora'Ctic:e of modem flute tec'hnioue. 138 

p. 13. 
p. 11. 

138 Victoria '25 Years of flute talk' 
p.55. 

137 

Flute talk. Vol. No.1, p.28. 
139 
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can 

Tr .... '::>'I' .. '''\ ... 'I' 140 

on 

140 

141 

142 

143 

is 

The are turned more or less 
rounder 
movements of the 

Sound is a matter [ ... J it is 

A talk for flute 
p.48. 

a it 

can 

the upper a 
towards their sides and in-and-out 

142 

a a 

a matter of ta5te. 143 

more were 

a on 

a ear. 

a 

use 

. woodwind book. London: tsOI:JsE!vand 
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if it is it is 

aaaea as an 

on 

"'TT"""'''lrU as an 
149 

as or 

more common 

is more on on 

"Tu:un 151 

"".",..""r,... is an , it is an 

(1 

145 

144 p.22. 
"'/"Itt",ji",rr'", p. 66. The flattement is a 

n/"l''''''''''::>\,I<: vibrato is considered as on both sides of a or onto the 
Note that this ornament cannot be done on many notes on the modern Boehm flute'. 

146 musical 1992 p. 34, 
147 

148 

149 

150 

151 

van vibrato op houtblaasinstrumente'. SAMUS. Vol. 6, No, 1,1 p. 

'Flute vibrato'. Ars Nova. No. 1 pp.29-39. 
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on use as it is 

as 

/lh,.~t· ...... as an 153 

no 

in 

are a 

152 Ann 'Woodwind: 
153 Nerina Von Personal interview. 
154 'Intonation refers to or in tune'. Arthur J. of 

musical terms. London: Stainer and 1 p. 47. Trevor 'Intonation refers to the 
to control a or tone'. Trevor Practice book for the flute. Volume /: tone. 
London: p. 37. 

155 p.74. 
p.75. 

'Intonation: time for . Flute talk. Vol. No.4, p. 18. 
nn,-,n.'''' of is the division of the octave into twelve 

156 

the 

157 

158 

vibration numbers of the consecutive notes of the chromatic scale are therefore nr,.. .. ''''rt',.'n and 
The flute. Part I. all intervals of the same name have the same ratio. Richard 

Buren: Frits 1 p. 109. 
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a in 

is 

oc1tav'8 is dlvlde!d 12 

it posislDle 

nortnrl'Y'lori 161 

was Da~;ed on mean 

pit(~he!d in 0 ...... "","' .. 163 is nitf"h&:>ri covers a 

reglstEH can 

In 

159 

160 

161 

2010. 
162 

163 

164 

165 

166 

I'Y'Ilrllrilo C octave~s alOO\l'e it. 

r.r()~~~-finnp.rinn~ 164 

so as 

11'Y'I1r'\rr,\lO Intnn~hnn 166 

SV~~tP.ll1 was the division of each of the 
a mean between the 

GrEtated, p. 280. 
Gre,ated, p. 282. 

Int(ma,tiorl.DlhD~I> Retrieved 19 

thirds of the scale into two 
hence the term mean tone. 

in 
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use 

For three years flute plavelrs tried to in tune. Then gave up and 

lIih,,.,,,;',.., is "",..,'rn"'.thi .... ,... 

an 

essence it is a 

one sPl9ci'fiCciliv rlo':lIIII"l'1"I 

is ....... "'ntinniorl 

intnn"'"tinn as 'irliinti, .... "'" ,/"1\1 ,r-o· 

as 

in 

use as a 

at their ears to indicate an intonation [ ... J the 
SU!me,ste!d as a cure for a flat note. Sometimes an open throat is 

prE~sSied are avLI.ICIII 

on 

The bottom line here is the use of eXIJression; loud and soft olalVinlo with musical inflection 

167 

166 

169 

170 

is without control of both and intonation. 

for students andpe,rtol'mElrs. New York: Oxford 

in 

in 

in 



Univ
ers

ity
 of

 C
ap

e T
ow

nas 

172 

173 

174 

175 

is out is an 

so 

was an 

After two recitals he turned to me to 'Is it difficult to control intonation 
on the flute?' I answered no. 
I told him it is a French tradition. 

on 1 
175 

a 

can 

p. 19. 
Peculiarities and factors 

doctoral dissertation. 
pp.17-18. 

p. 17. 

do so many of these so out of tune?' 

D are 

is it is on 

is are in 

the intonation of woodwind instruments. 
of 2001, pp. 13-16. 
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It 

176 

177 

178 

179 

180 

181 

182 

183 

184 

176 

177 

comes from 

180 

p.20. 
p.24. 

as 

is 

a 

Trowell and K. P. \1\I<'I"h,,,,.,.., 

p.340. 
p.339. 

on 

as awareness 

are 

as or "' ......... "' ... '" 179 

181 

Tribal crafts of London: Oxford 

flute tunes from East An in two 
. African music. Vol. 1, No.2, 1 

, .... ; .. _-,.- Music and the culture of endere 
.html> Retrieved 18 October 2007. 

a 

in 

in 

it is 

183 but 

Yearbook of the international 

Anri Meki Nzewi and Kofi 
and education. Pretoria: 
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The nyamulera flute composition discussed In this dlsseriation is based on the 

recordings made by Hugh Tracey and data collected by John Blacking and 

specifically refers to the nyallJulera flute played by a man known as Katsuba 

Mwongolo (see Plates 2 22 and 2 23) Blacking experimented with and studied a flute 

similar to the one played by Mwongolo, which he refers to as the Bukuku flute, which 

IS how it has been documented by International Library ot Afncan MUSIC (ILAM) 

Blacking but did not have the opportuility to exper illlent with Mwongolo's personal 

nyamu!era flute The flute Blacking experimented with, which was collected frolll the 

Konjo people. is in the possession of ILAM '" The flute was 1l1ade and owned by a 

Konjo man,''''' Mwongolo's performance on his nYJmu!crJ was first recorded by Hugh 

Tracey on 24 July 1952.'87 

Plate 2,22 Katsuba Mwongolo 
nYJmuler" flute player'M 

Plate 2 23 Katsuba Mwongolo 'o9 

'" '. 
" 
" 
,. 

B'ackl~g 19~~, p 46 
Nande IS the nJtne "i"e~ to those of IC,,, Konjo TI 8e '",r.o live ir, the Belg'dr CC<lg0 The wcd 
Kallio "",dr,S '-nC'Jr IJin p"'c'Ple' ' .... hier. Jplly de,,::! ocs thc Cll'ror __ nenl 0/ the II ib" BIJckin'l 
1955 p 24 
Blacki~Q' 195~, p 24 
Hl>;lC, hlC"y, 011 tile e.jge oUlle nun FOles!, No.'!11 EJsrelli BefDiJn COIIDO 1952, CD (S'N!' 
IXi9,IKT 03i Slt;eve nOles 
Trxey, 1952 CD iswr OWlHT 031 Sleev" noles 
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or 

in 

It is 

190 

191 

192 

193 

194 

a 

After the reed has been 
outside and cuts it to a 

as if he were in order to 
to on other instruments. He marks the where the two 

on it is 

himself cleans its 
the reed to his 

come and the distance between them becomes the standard which 
determines the of the third and fourth The hands are in such a way 
that a node of the reed comes between them. He then to burn the into the 
wall of the reed with a red-hot wire or nail. The is removed from the first with a 
smooth, stick and then with a stick thicker and covered with branch knots 
which act like the surface of a file. This a mark is 

in line with the upper rim for the notch. A 

is now 
water for a 
thumb results in the 

Trowell and 
Trowell and 

Kwabena 
Trowell and 
Trowell and 

p.339. 
p.339. 

The music of Africa. New York: 
p.339. 
p.339. 

notch with a red-hot iron. The flute 

194 

W.W. 1 

into hot 
This rule-of-

was 

no 

p.92. 

as 
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are eommon. 195 

was a 

ean 

are 

em in 

2 

em. em. 

1.8 

name 

it. 198 

in 

1 

was as 

in was in 

195 p.93. 
196 Measured from the centre of each hole and the distance from the distal end. 

1 p.47. 197 

p.339. 198 
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pastoral settings ilS well as cultural festivals and court music,19<l Merriam discusses 

tv.o types of flutes. one with two firlger holes and one with four finger holes, both of 

which hilve a U or V shaped notch in its upper end The four holed flute is played at 

the corner of the mouth and does not resemble the way in which Mwongolo played 

his nyamltiera 1 he \'.vo-holed flute of the Bashi is known as /lwllzi and the four-holed 

flute is called the ka/a/lrei. If the body of the fiute suffers any damage a leather 

covering is bound around the body of the flute to protect It from further damage, ,:: 

These two fiutes described above have similar properties to those of the nyomulera , 

namely the four finger holes, the fact that it IS played in the centre of the lips (in the 

case of the mU!lZIj, It makes use of a sheath to wrap around a damaged flute, it is 

end-blown and has a notched carving, These fiutes appear to be very closert related 

The mu!izi emerges as the instrument of choice for cattle herders of the Bashi tribe 

L'lke the nyamu!era, the mltiizi can also either be played as a solo instrument or be 

accompanied by others 2Q' 

Plate 2,24 Endere2:2 

It was customary to decorate the fiutes with patterns, such as beads sewn around the 

instruments, tussles of goat hair hanging from the end of the instrument or copper 
[J Wire wound around the bamboo nodes " 

'" Wendy HY'l1~S Justini;)n TiJmusuza: Ok'i'Dniuia Kw'Cndere (TrRCk 16i 
<11ttp:,',woody hym~s, co'n/> R~ tri~ved 26 February 201 :::' 

,eo Alan P MerriJ'l1, 'T'le flashi Mulizi and its "',,"'c: An end-blown lilltefrom th e f)eigiJn Congo 
ThejoUilla/orA.merican folklole Vol. 70, No, 276, 1957, pp, 143-145 

.'1 Merriam, 1957, pp '43-'45 
1l', No Juthor, F~ce muslC-Trad,ilona,i instrumen/s- UqandD ""clerc ''http://www .face-

musKO,ch/instr""'/llganda_ins~rLJm~n html> Re:rieved 11 February 2"'10 
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2.3.2 Sound production and performance techniques on the nyamuiera 

The fiute is held beh"een the thumb and Index hnger of each hand and the holes are 

closed by the first and third fingers (John Blacking noted the way that Mwongolo 

held his instrument was different from the way other notched flutes were held Like 

most Western wind instruments. notched flutes are held with the left hand above the 

right. bllt Mwongolo held his instrument Wit' hiS right hand above the lel!)l ;L In order 

to create a sound. a player pllrses his lips and blows against the notch An additional 

throat sound can be produced by contracting the larynx and diaphragm This 

movement of the larynx and diaphragm creates a ·tongued· effect~()l This instrument 

described by Blacking is a lot longer than the one used by Mwongolo and needs to 

be held at arm·s length. which would make fast playing quite difficult 

Plate 2 25An end-blown notched flute';" 

", Trowell aM Wachsnlann p.341 
201 Blacking. 1955. p 25 
" Blacking. 1955, p 48 
'''' Nke118. 1974 p 93 
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as 

is 

207 

208 

VUUvC a 

arm 

p.93. 
pp.48-51 

is in 

208 

one 

can 

if a 
207 

is 212 
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are 
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The notes pro1dw::ed at the seventeenth and nineteenth are natural harmonics 
based on the note. The fundamental v.p.s is that for the Bukuku flute and the 

MI1IJnn!l1niln'!,: flute, but the sequence of intervals and succession 
of tones on MIJIJnn,nnlln'!': in the eXc~ml)le. 

is 

nh'v<::.il':::I1 relaxation of off the flute pro,Clul::es a tone that is h<l>IF""."\ni"",II\I 

the tension of <::.t!',nninn certain holes a tone that is h:::llrml"lnir.:::Illv 

209 p.17. 
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In 

one 

210 

211 

a one 

211 

212 

use 

to 

or one 

There is a need to correct a n<>'"'I<>r,;:" of African cultural scales. A cultural 
scale cannot be as or hexatonic on the basis of an isolated of 

or range of notes on 
must be studied to prove this. 

instrument. A corpus of different of music in the culture 

a over an on 

two instruments of the same and could have different 
the same scale/tone-row structure. The internal structure of the intervals rljOj'jOrrni 

the scale or tone-row of a melodic or instrument fixed and must not 

p.183. 
p.183. 

212 leslie R. Saunders and Nwosu 'Conversations on African Music'. Music 
p.57, Vol. 71, NO.9, 

p.26. 213 

214 Music and the culture of endere 
,html> Retrieved 18 October 2007. 

215 of musical arts-Informed IUIU''-::I IlJU., knowledge 
reflections and Pretoria: p.102. 

216 
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meticulous attention is to of instruments before and 

as an indiviejuallistic 

is 

evollJ'ed over 

'''~'~''val noonl~ are 

an 

seems 

One of the easiest ways to apl:no;ach the music from another culture is through its flute 
literature. There seems to be in the tone of the flute that has a IlnlVF!I"~~1 

"'I-'IJC;"". This catholic is illustrated the of the shakuhachi. 

h~.('r\rnQ more as 

tradltlonls can 

cross-cultural is more in 
Western classical music. music in focuses more on tone color and 

than on the traditional elements of Western music: me:lodly 
Western music stresses vertical well as linear 

em,ph;asi:1:es linear and 

an ::In::lI1"c::.Ic::. 

an 
occurs u/l",oro ~Q\lo"',,,1 a 

IUlt;anE~OLISIV or SUI:::CE~sslveIY on 

217 2007, pp. 2-3. 
218 Shirnada, p. 27. 
219 William P. Traditiona/.iAI!1AflA.C;:A music and musical instruments revised editiorl). New 

220 
York: Kodansha Intlernatilon<31, 
Shirnada, p. 26. 

p.165. 
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In selcr a centext, Inlece,t In J Slng'e note 'N"I necess~'liy be restnCle~ te Its aeoustcal 
craractec,stlcs In Jar.anese ''')USIC we f,,>:i Q'Jlte a different sllu~h)n There IS a ~eep­
seated attltJce towards real!zatl~n ~I a seH-suf'lclent mUSical wecld wltrln the sc~"e cf 
even ~ s'ngle sound fills's tl1e wo,ld In wr'C11 s~unds ace crealec a'1d expenel'ced as 
~'gJoic aod free "on' tre instil'ct;o bUild a,1d /crm c~m"l!cated structure,'" 

Plate 2 26 Slia!wliacfliview from the frollt and bJck 222 

In 1927 the shakuhachl was described as 

An ,,'str,lment wr>er s~u'lds 'sweet a,>:i s:)()thing' even acc~,ding b Our ide~s A liliek 
~amboo flute (bbwl' like a c'acinel) its timbre ;,es between a '"ass elarirlet tone arid II'e 
.11In"")e'ing tcenulando of ;he orga'1's V~x hLrlal'a sl~" '" 

The sl18kul18clll is an end-blowrt notched flute from Japan made of bamboo and has 

four finger holes on the frortt of the mstrumertt and a thumbhote at the rear, The 

notch which is cut in the lip of the flute aids sound proouctiort '" A combmallon of 

fingering and embouchure adjustments produces a three-octave range plus a fourth 

The sl18kullaclll appears In various lertgths a semltOlle aparl22~ It is possible to 

produce all the pitches of the chromatic scale by partly covering the finger holes, D, F 

'" Ge-ald Benl'et and AI'dreas Geltzwiller, 'Tee workj ~f ~ single sound basic st,'Jelu'e ef II'e m'JsK: 
of tre Japanese flJte Shaklll18chi. MlI8,"~ ASiatica, Vol 6,1991 p 36 

'" IMlli,..., p, M~'m, 'Japa"ese music' Encyclopaec1,ia Bnt~"niG~ 0"1.'",, F'leyelopaedia Brltan1iea, 
201 0, ,rtlp:/.A'iWW search eb,cemieb/art>ele-283263> Retcie.,e~ 6 Fenrua cy 201 a 

'" Heinrich WerkmeISter a,1d Frederick H, Martens, 'Imvessi~'lS of J~r.anese ,")usic' The mU8,"~1 
quarterl", Vol 13, No 1 1927, P 102 

'" MK:h~e' Rardel (editOr], 'ShaKUhacll! r I", 00"" !!a,,'arc1 dICtional}' or musIC Le'ld~n Belknap 
Pre.s ~fH~rv~rd Ur'verSlt)' P"ess, 19f16, p 746 ", .. MQrI!agU 20D2 .. P 1 H~ 
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GA Care can 
226 

It is it was 

an 

are 

as an 

232 

is a t'r",rt.l'lln 

The name - a of Chinese characters - refers to measurements in a 
decimal "',,"", ... 1Tl derived from China and thus the standard size: 'a fixed 
unit of and haN, the instrument is 1 ,8 about 54,5 

The name derives from the old measurement isshaku hassun 
of the most The name also 

of 18 flutes of 

a 

it is as even 

226 1991, p, 183, 
1 p,746, 

pp,27-28, 

227 

228 

229 This traditional instrument is a necked lute and has three 
Worlds of music: an introduction to the music of the world's lJulJIJIC'., 

Jeff Titon and 
Belmont: 

p,169, 
p, 746, The Koto is a thirteen zither. 'Traditional 230 

instrument with moveable frets on the Titon et a/. , p, 192, 
231 Heidi The way of taiko, p, 59, 
232 Sadie 'Shakuhachi' , The new Grove n,,,,'lrln<:>n/ of music and 

p,59, 
p,701, 
p,218, 

233 
p,218, 

234 

235 
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more 
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237 Lee 

Vol. 6, p, 18. New York: 
236 William p, 

239 

240 

241 

242 

243 

151, 
p, 18. 
1 p.151. 
p.122. 

1 pp, 151-152, 
p.166, 

on more 
236 

is 

is a 
240 

243 name is 

notation for the shakuhachi: A for 
No, 2, 1 p. 234. 

notation: written sources in an oral tradition'. Musica Asiatica. 
1991. 

music and musical instruments, Charles E p. 
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u";"Cla ... ,,,,,,,, it was 
259 

250 

an 

more success as a 

it 

was 

in 

awareness 
251 

never 

a 

it 

associated with traditional 
at Shinto shrines and Buddhist as 

as 

252 

a 

rituals. Terauchi . The Garland of world music: East 

251 

252 

and Korea. Vol. 7, No. 
p.701. 

1 p.151. 
253 Known as a 'one-node' shakuhachi. 

1 p.152. 

New York p. 619. 

p. 701 
254 

255 The traditional music No tomo Sha ,... ..... ,."' ...... "'." ..... " 
p.7. 

256 

257 

256 

259 

p.701. 
p.167. 
p.169. 
p.152. 

an 

as 
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p. 18. 
263 Alison Tokita and David W 

p.150. 

was were 

was one 
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it was 
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(editors), The research to 
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p.157. 
p.151-154. 
p,157, 

267 P Dunbar-Hall and G. 
1 P ,73. 

266 1 p.151-154. 
269 1 p, 157. 

were 

269 

More a':>~JC;O""'" of music. 
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is 

Even after the of various notation became the shakuhachi 
tradition remained an oral one. Shakuhachi lessons almost 

consist of the student with the teacher. A student is never asked 
to a new in fact he is told that this is since 
notation is a mere outline of the music at best and is totally unrelated to the 
actual sounds transmission of the (or 
from teacher to student. 

viewers are offered 
set in the Edo in which an ,nt,'<>n"n 

cuts down a host of evil foes with his sword and 
strides away from the In a number of these 

there appears a 
flute and an odd basket hat which 
His dress and demeanour indicate that he is some sort of and indeed the 

of his flute has a about it. Yet in the final scene, when 
he is attacked a band of wicked swordsmen, the 'monk' wades into his assailants 

wielding his flute to effect that the ruffians are either to 
or to 

was 
276 

it was 

was 

270 p,18. 
271 Dunbar-Hall and 
272 Tokita and 

p.18. 273 

274 

on own 

p.73. 
155. 

p.167, 
275 James H. -.:<:>,.,tn,cn 'Shakuhachizen. The fukeshu and komuso'. Monumenta 

No.4, p. 411. 
276 p.702. 

p,170. 277 

81 
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sizes ilnd lengths 01 sllnkllh ;xll/ with even The finger holes spaced dlfferenMy ana 

according to whatever felT comfortable fOI the plflyer . No oliler mod ifications woold 

be milde oth el than lacq uenr1g the Inside of the tube for durability· I e to protect the 

inside agaillst ll10lstw e 2 '~ 

The role of the g,akul rachi and Its pertormance style had evolved throughoullhe Edo 

oenod. It had slar1ed with ~h(l komGsa straw-mat monks In the early fda peflod 

progressed 10 being played by the komI/SO monks of emptiness and lastly lhe 

komuso ·monk spIes of Ihe lale f da peltod l :i 

Pial I.' 2 27 Kom\lS0 :ohakuh3cJ1I playe,-1!l 

" Te'ol" a nd H ..... pes p. 15:> 
'" SalO.l. PP 70)t.703 
'" No aUlh or Sh~.~Li"ItCI" 11)(,· Jap&nfl5e rrMitrK)IlM ta mtw ~ure 

<ottp:.'ithejap Mesepagc co mlcu l:ClreISMklll',>C;I,,> RC lr ;cve ~ 14 February 201C 
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2.4.1d The modern day shaKuhschi 

Thert'! are mainly 1\'10 types of sl)8iw/!{Jc/u schools namely T()zan and KlIlk() ScllOOls 

The TOlCm School plays more recent musIc wftlten on slaff notation and features no 

traditional hOlikyokll In their repertOire The Kmk.o SCllOOI leaches Irar1 11101lal 

honkyOJw written In tradItional Japane>se calligraphy symbols koown as k.f)talwna 

The$e symools are llsed to show flng erillg POSItIons :SI Jeffrey Lependolf 'nr1iCl:ltes 

that the 11I9gesl prOblem laCIng anyone Iflteresled In e~plonng the c apabIlItIes of the 

siJa/whac/1I IS Its notatIon system Muctl oj tile mUSIC is taught and learnt hy rote 

Shakuhachl tablature dIffers from school to school aod pieces learnt al one school 

may IlOt necessarily be available al another USing Western nota1l0n for s)I,"lKUhachi 

musIC presents cert<lIn challenges to the composer and each perfonl1 ance produces 

different resllllS / 0:1 

Elda Tale pOlnls out Ihat the ·sJl."lKlihachl ilave some small dlsllnctlons due 10 the 

speafiC hOIlKyOKU schools regardrng the cut of the tone edge. the sIze of the finger 

holes There are of course d,'ferenllengths 7111 

Plate 2 28 A KinKo school-stvle shakuhflch, mouthplece~" 

,,' I'Hey P 2~ - Lependorr liP 232·247 
Elde Ta'e (elale @lllT" u.~d ,,). P'''Jte e· rr ad ccrrespon:lenc9. 'e"e;ved On 3-0 Or- Iober 2007 
Jem 1<1e10 Ho.<"rsu I\h"~"hllth. Dj)~rOllS ('.)I to'" 5hlll<"~ad,, <!">llp ';"""'·w ho~elw com!" 
R~oev"<lI' ~eb"'lIr,. 201;) 
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Plate 2 29 Tozan schoolmouthplece23, 

Tracing the evolution of the modern shakuhachls music during the Edo period 

proves challenging as it is known that the Edo writers of the time forged historical 

documents. so not all histOrical sources may be reliable and trustworthy. The active 

and sporadic distribution of the music of the sh<JkuhiJclll from the Edo period may be 

attributed to the rice straw priests', who played while having their headS covered by 

straw baskets.286 

There are two types of shakullaclll repertory 

• 

• 

HOllkyoku (original music) 5010 pieces in free form and rhythm created pr'lor to 
and during the Edo Period, 

Gaikyoku (outside J)leces) adapted from kolo InUSIC: these pieces have a 
'tighter structure and more metrical rhythm (with frequent changes of 
tempo),l8

7 

Maintaining the traditions of the performing arts in Japan is achieved through 

teaching and Imitating the teacher in fairly stnct way. The value placed on teaching 

these forms is almost on a par with, If not on a slightly more elevated level, than 

performance itself. It is not about personal performance technique 

'" Jem Klein, H08B/W _,llakunachJ mec1itar,on sl,"kul'",""i 
<htlp .I.' .......... hosel," co"','spec'~ _order _ ~ _ medil~llon_ him I~ Retrieved 14 February ?O 1 :' 

~ Malm,20()() p 167 

'" R"",1el, 2003 p. 271 
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Ekla Tate says about the s/wkuhac/ll as an instrument of meditation 'The very 

production of a sound and the use of the breath is a process of meditation and its 

history is tied to Buddhism' 1% 

A relatively Ilew type oj blend of the shakuhachl and Western flute has manifested 

itself In what is known as the sllakulute The shakulute was designed by Monty 

Levenson It baSically IS a shakuh<lchi headJolllt manufactured to fit the body of a 

standard vVesteln transverse flute '0" Alto versions of the shakulute are also 

available Mastering the control of a good sound, which resonates from both bamboo 

and metal, requires practice and patience Xlj It can be thought of as a perfect 

physical blend of Eastern and Western instruments 

Plate 2 30 SII;;Jkulutc -S/t<lkuh;;Jchl headjolnt for Western transverse flute291 

~ EI% Ta'e (etate@nr1uedu;,. Private e-mail c(nespondence. recel~ed on 30 October 21){;.7 
,., No ,ut~or, S!1akuiute <~::P:ll"''' ... ,w sliddensl:e.ne'JMul:ipleFluteslShakll'lI:eBase.h:ml> Retrieved 

24 July 2010 

"" J,n Engoren, Beauliiu.i music <~ttp:llwww mlamia'tzine.ccmivcOnssue66l1right.htm> Ret'ieved 
24 July 2010 

" No aut~or, T ai !1ei sIIJ./{u!1aclli S!1J./{uiule. s!1ak<l!1adli !1eadJoml for ille sii'll'!r flule 
<hltP:ll\'i",w.s~akuh,c~i.ccml> Retrieved 14 February 2010 

85 



Univ
ers

ity
 of

 C
ap

e T
ow

n

Plale 2 31 ShokuI18{;hl headjoint for \lVestern transverse flute,n 

Plate 2 32 Shilkulu/e' filted on a wooden Western transverse fluten~ 

2.4.2 Sound production and performance techniques on the Japanese 
shalwhschi 

The bOlSIC tone of the !;halw/)f)c/u is equaled 10 the sound oIJtaliled when blowing 

across the openlllg 01 a bottle. The Instrument IS held vertically and OIlf IS blows 

downward into the Instrurnent2S< The sound of the shakuhaciu can be mellow In 11 5 

IoN tones, tile sound equated to that of a recorder One way of modifying the sound 

woold be to use d ifferent pli:lying techniques in order to create, for example either a 

breathy 01 shnll sound. particularly In the upper register ,>5 Perioffilance te<:hn tQlIeS 

Include p<lrtl<llly opening and closing [he finger holes. lowermg and raiSing the head 

NO authol 1 r.: hfl' $hfliNha~h' Shaic~~":" sI,,,~,,I,"';I" "~,,(/}c .. ~1 for fhe sll<ef i"lfe 
<~1\p i, Wv.W S'l;]kuhach, com,~ Rc;navr;d 14 FcblUoli'!, 201 (l 

... No 8UI"0', T", 11f11 $h:'~~"1!ch' Sl!al<>~1~:fI sh1!~:;I,&',;". 1,~,.jJQi.~: for 1/1" SII",,,, '''''" 
-:t\up iiwww s'U ~ ur "c'li co",, " RCl',e'olCd 14 f cb.Uoli'Y 2010 

.C< Shimada p 27 

... Ounb3r ·H31 and II Wg~ p.73 
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2117 Dunbar-Hall and 
2116 Elda Tate ot""to('"" 

p.28. 
p.28. 
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<:>n'::>nr,nn p.233. 
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is 

sv~)telT1 is common in 

or 

as a 

a seven 

304 
"flI~~tlO, p. 19, 

305 Elda Tate (et.atel@nlmll.eclu), Private e-mail corresporldence received on 30 October 2007. 
306 Shirnad'8, p. 27-29. 
307 

Lepl9ndClrf p. 233. 
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300 Zeami Zeami 
448. 

309 

310 

311 Tatsuo noh music'. Journal of the American 

312 
No.3, 1 
No The roles in noh 
Retrieved 7 March 2010. 

313 p. 181. 
314 p.194. 
315 p.181. 
316 No The roles in noh 

9 March 2010. 

in aooe;al 

309 

310 

a 

an 

in 

a 

men women 

316 

p. 

Retrieved 9 

Vol. 10, 

Retrieved 
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Plate 2 33 Noh flute 
player:'" 

Plate 2 34 Noh ense mble""8 

2.5.1 Tho construction properties of the Japanese noh-kan 

Yukihlro Isso describes tile making of the noh-kan as a process in which tho bamboo 

is split into pieces and then put back together again, but with the hard outer parts 

now facing inwards. It is then bound with cherry bark or rattan ,1> 

He has pondered about this unconventional way of construction and at first he 

assumed that it was this unusual construction process that may be responsible for 

the 'hard-pitched sound that is used at critical moments in the play when the flute 

seems to be calling forth a spirir 3lO He points out Ihal the noli-kan IS nol made from 

ooly one piece of bamboo. but also makes reference to the thin bamboo piece (nodo) 

'" Joseph Uy. Noh flute pl~ier. <http://www.pbaseconvreeikeepert.mageI63985296>Relr>eved6 
March 201 0 

w Joseph Uy, The orchestra <htTp.l.',",,",wpbasecctl'lreefkeeperlimageI63985268>Retrieved6 
March 2010 

". Kazuml NarJbe, Artist Interview From Ille Noll slage to !lIe COl1temporary music scene. Truk,ng 
to "'nO'lator YuMllim isSG. <!lttp IIWw"w .perfortl' Ingarls.jplEla rUnterview.105 1211 htm I> Retrieved { 
'~Jrch 201 O. 

'" K~ zuml Nar~be. Alt.isr In!lifv.iel" .~rom the Noh stage to tile contemporary musIc scene. Talk,ng 
to innovator Yuk.ihiro isso ~http://"+. .... w perfortl'1 ngarts jplEla rt _'ntervrewI051 211 Ilttl'l> Rerrreved I 
',1arch2010 
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is inc'a.-lforl be1twE~en seven Tin, ... "",. 

321 

322 

a 

balcks;ta!~e' 323 

is 

rrHlTn.rn 324 

In ~irln~.r'~ mE!IO(jle:s, even it 

are tln,"'I'::>I·.::>rI 

I "'~) '.WL;;) i n 

reason it is .... ",,"' ... , .. ola1ved on 

"'" .... , .... seems on 

pnlnClplE!S rE!VealS it as r'::>~I~nn:::lIr\IQ 

as ..,,,,,'''..,,," 

was 

a 

321 Kazumi Artist Interview. From the Noh cOJ'1tem[.)on:lfY music scene. 
inte!rvil3w/05 '12/1. html> Retrieved 7 to innovator Yukihiro Isso. <h'tto:/Iw'wvv.o,erfl:mrlinIJarts.io/E:/art 

March 2010. 
Minaoclwa. p. 181. 

p.448. 

322 

323 

324 
I'\UI,'UfT11, p. 519. 

325 William P. Jal=lanl~Se music'. Britannica. Ency(~/oj:Jmdia Britannica online. 
Enc:ycIC)pa:!dla Britannica, 2010. Web. 4 Mar. 2010 <http:/,lwVllw.!:;earch.eb.,cOlll/eb/articlle-
283259> Retrieved 4 March 2010. 
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326 Kazumi 
to innovator Yukihiro Isso. 
March 2010. 

327 Kazumi 
to innovator Yukihiro Isso. 
March 2010. 

328 William P. Maim, 

329 
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a 

in 

It 
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is no eXIJec:tatlon 
329 

are 

music scene. Talking 
2/1.html> Retrieved 7 

music scene. 
2/1.html> Retrieved 7 
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331 

is use 

same 

is a iUs 

is a relative it is not set like a Western flute. It is often noted that 
traditional instruments don't fit the Western The reason don't is 

331 

332 

don't scale' like Western music. 

are numerous 

IVllna{u~w;;;! p. 194. 
MIn·an;~wa p. 197. 

p.519. 
333 Kazumi Artist Interview. From the Noh 

to innovator Yukihiro Isso. 
March 2010. 

are in 
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BOEHM FLUTE NYAMULERA FLUTE NOH-KAN SHAKUHACHI 
Side Blown End blown Side Blown End blown and 

notched 
Notched 

held 

a 

a sound 
create sound 
Made of Metal and/or Made of reed 3-6 short of Made of bamboo 
wood grass or of the hollow bamboo 

stem of the castor oil 
tree. 

16 holes covered with 4 holes on the 7 holes 4 holes on the 
front side of the front and one thumb 
instrument hole on the back 
Holes Holes Holes 

secure 
334 

is a 

335 

as 

an ue 

334 Elda Tate 
335 No 

Private e-mail ('1"\'"'''''''''1"\ received on 30 October 2007. 
African art music for flute. /> Retrieved 27 March 2010. 
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1 

caSies, it is 

on 

J.H. Kwabena and African music. Modes 
Col/ected papers volume one. Accra: Afram Publications (Gliarla), 

p.338. 
Patricia Shehan 'How musical we are: John Blclcking 
umierstandlinQ'. Journal of research in music education. Vol. 

it is a 

as a 

new 
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6 

h'11""n!::U"rI U't! (;;''''';;>'''' was intlrooluced \liInll"'n is clalssifie~d as an Qv·t!::l>r,no::l.n 

it in some 
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and aesthetics'. The Garland of world music: East "';)""'-'-,11111"'. and Korea. 
Vol. 7, New York: p.550. 
Robert for the flute St. Louis: Breath Music r.nl'l1n:'1nv 

p. Alison The Oxford cornpclnlcm to music. New York: Oxford 
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. Flute talk. Vol. 19. No.7, 

manual of " .... ",.,f"' ................ 
p. v. 

classical music. Stokes also uses the term 
effects for flute. Culver Trio 

defines classical music as art music. He says that it's a 
'on,,,,t,,, term and is used as a term that refers to serious music. He also out 

that 'art music' is not serious. Hendrik Personal interview. South African 
of 21 November 2003. 
Term used to describe music that is written down and that takes a more or less established form 
to transmit some sort of artistic The term is often used in contradistinction to folk and 

as well as some forms of music and dance but 
since the twentieth the distinctions have become blurred'. Jane 

The Oxford to music. New York: Oxford p. 66. Michael 
to serious music and art music as synonyms of each other. Michael S ' African and 

Western music: Shall the twain ever meet?' South African of Vol. 6, No.1, 
1 p. 111. The online lists serious music as a synonym for music. 
Serious Music. Retrieved 25 2010. 
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The gargling sound, as an alternative to roiling the tongue, produces a harsh sound, 

as opposed to the gentle sound that shoutd be heard 'Nhen rolling the tongue, the 

pitch tends to be sharp and the lower notos tend to be harder to produce with this 

technique. A good balance would be to roll the tongue In the upper octaves arKI use 

the throat sound for the lower notes'"' Tho advantago of using tho uvula to fluttor is 

that the speed of the flutter call be varied without aHecting the dynamIC level It also 

frees up the tiP of the tongue alld thus makos it availabte for normal tonguing ,,' Tho 

break from normal tonguing to flutter tonguing can be made quite effortlessly by a 

skilled player and no preparation is necessary for thiS '" 

Figure 3 1 Fluttor tonguing notation " 

~ D 

~ 
" 

~ 
1'= 

'f 
" 

~ 
1 .... 11 

D • , 

Pieces employing flutter tonguing passages Include Six tunes for the inslruction of 

singing birds by Richard Rodney Bennet. Sequenza I by Luciano Berio arKI itinerant 

by Toru Takemitsu '" 

" 
" 
" 

~--~----------

John McMc: r~ery, Extew!ed techniques for fl'lle < htlp: ... iww ..... io~r.cnccnurter" .cocn,E T"" ndex htcnl~ 
Retri eved 13 JanL2ry 2008 
Cherry, p. 32 
Robin Masor. Howe, E,tendeci 'e~hlliqlles !'esOllrce w.ge ~htTp iiwww I"rry"r~ntz corr'eT,'e(.htm> 
Retri eVed 14 ALgusl 2C1C 
Howe r, PD 25-26 
Kyurgml Lee. E,tended techmqoc's iorflute. <htlp ."ipccn.peabody.JhLJ.edLJi~kl ee isecni~ Retr>e'led 
31 Jarumy 2007 
Helen Bledsoe Gr d(!W! repefloirc with extended techmques for "",x;compamed flulc, piccGio_ 
a,'to alld bass flute <http if""""" ~ ele n bl edsoe.comlerep. htcnl> Retr le'led 1 9 Acgust 201 0 
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3.2.4 Glissandi 

Glissandi are a smooth changing of pitch ascending or descending and arc 

produced by sliding the fingers oli and/o r onto the holes ot an open-hole flute <, A 

distinction is made between two types of glissandi . namely fingered glissandi and lip 

glissandi The lip glissandi produce more versatile notes even though the pitch sliding 

range is smaller The notes of the first two octaves are easier to bend than those of 

the third octllve Fingered glissandi on the other hand. are only possible on certain 

notes on an opell-hole flute because when the closed holes are reached an obstacle 

occurs For this reason it IS useful for a composer to consult with a performer about 

including this technique Upward glissandi are easier to prod lice than downward 

gllssandl.w 

Lifting the keys proouces il1Consistent steps. inhibiting a smooth flow of notes 

ProdUCing fingered glissandi on the traditional closed-hole Boehm flute is ilnpossible 

Genres such as jazz and blues that have tried to Incorporate thiS technique on the 

flute have not been very successful It requires a new conception of touch on the flute 

player"s part and also a lot of discipline and continuous practise A method pioneered 

and cultivated by a jazz flute player. Steve Kujala. by which the hole is gradually 

Clpelled along with the finger action being modified proouces a very flUid sourd This 

technique reqUires a flattening in the usual curve of the fingers. Before the rings are 

lifted. the balls of the lingers are smoothly lifted all the open holes. By using this 

method and with considerable practise. a very smooth glissando can be produced 

both as an ascending and descending passage in four ranges "' 

Figure 3.2 Glissando notation"" 

Rol:->n Mason Horne , Extended tecill1lqlles resollrce page ~http:WI'loW.larrykranlz.cor·vetlet.hlm~ 

Retri eved 14 Augllsl2010 
J~h n McMurlery , Extended teclllliqlles for fl"'e ~ rttp:l/www.johnmcmurtery.com/ET/lndex. him I> 
Retri eved 13 January 2008 
Dick 1989 D 76 
Dick, 1989 D 76 
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73 John McMurtery, Extended 
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based on the harmonic of the 12t1-, with a few depreSSions of the extra keys Intended 

to add strength and secullty to the notes 7. 

Morris indicates that harmonics ale usually called upon when an alternative sound is 

requlred_ He suggests using natural harmonic fingering (fundamental) or corrected 
"' 7< flngeling (fundamental and vent'"}',' ~ 

Roben Dick suggests one of the simplest ways of varying the tone quality of the flute 

is through natural harmonics, 'f Natural harmonics can be defined as notes 

• Produced by over-blOWing a regular fingering from low BJ to D-sharp' (above 
the harmoniC D-sharp' all natural harmonics are fingered more than an octave 
below the pitch sounded) 

• That follow the overtone series for pipes opell at both elldsn 

Harmonics may be used fOI echo effects or extremely soft fade outs on high notes 

The sound effect of the harmonic is bright and distant.79 Harmonics can also be 

incorporated into warming-up exercises and are also benefiCial for improving 
- - ,-intonation and assisting In the subtle movement between registers ~~ 

Figure 3 3 Notation indicating the use of harmonics81 

• 

0 p. c . 0 0 • • • • • - -
t ~~ ~ 

• - -
~ 

-
:f - - • 

t ,. -- -"- -; • • " • • ., 
• i.. • ... 

Cherry, p 32 
Venting is a techni~ue used whereby the holes On :he flute are partiaHy or rUHy uncovered by the 
fngers, 'In venling you oper a hole somewhere aklng the vibrating portion or the tube, thereby 
removirg :he constriclion at th"t po'nt and introducinG" 'we"k spor into the air-spcir>J This 
forcibly divides the" ir_spri nG, g u" '"nlee ,n9 th"t the I()\'.e' ho 'monic wilf have to drop out (I n the 
hlghe' octaves, rlOre than a single nole hole has to be opened to completely cu~ off the arr-spclrg 
at that dis:ance f'om the mouth hole,:, Ventir9 also "'-,prayes the tuninG on some notes' Mark 
Shep,yd Ha ..... III<! {fliie ..... or!S WI '-'1irO 10 ,~ute ilco"siic's 
<htlp://www.m.Ykshep.comlflute/AcoL.stKOs.htm " Retr eyed 14 M "y 2011 
MOrriS, p, 65 
D,ck, 1989, p, 9 
D,ck 1989, p, 9 
D'ck, 1989, p, 9 
re'ows, p 24 
Kyungt'li Lee, E~telldP.d technlql"''' IN nute <hrtp:llpcm peanodY,lhu edul_kleelserllc, Retrieved 
J1 Jaruary 7007 
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Helen Ble'dsoe, repert()ire with extended techni(Juf~s 
alto and bass flute. <hlttp:/Iwwl/1/.hI3IenbledsoE~.C()m/enep Retrieved 9 
Robert de!vellJprnellt trlrntlnn extended techn;ques. New York: IVIUILlJ,J11:: 

John for flute. <ht:tp:!'/w\rvw.,jot"lnrrlcrrlurt:ery 
Retrieved 13 ,I::::or",::::orv 

Mats New sounds for flute-on flute techmqUE~s from the twentieth "P'lflll'" 

<www.sforzando.se/flutetech> Retrieved 25 2010. 
Avidan Extended tec~hniques, 

2010. 
Helen Graded repertc)f(e with extended tec,hnilou€ls 
alto and bass flute. <hl:to',f/www helenlble,dscle.(;Onl/elrep 

p.67. 
techniquf.IS for flute. <http:/'/wlJvw.joh!nmlcmlurtery 
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which to vary the type of et1ect. Articulation can be used In the regular way or 

adapted to tongue rams (discussed further on) The volume, pitch and timbre of the 

jet whistle can be Influenced by various factors such as the 'angle of the embouchure 

hole between the lips, the vowel shape of the mouth, fingering and breath 

pressure' ,91 

il'lhen the flute IS turned outward the pitch of the jet whistle rises and when turned 

Inwards the pitch IS lowered dramatically When changing the vowel shape of the 

mouth from T (pronounced 'ai') to 'u' (pronounced 'you ') there is a significant drop in 

the pitch of at least an octave Fingering has an effect on pitch and timbre, The 

partials for lingering in the third and fourth octaves are a lot more intense than those 

in the first two octaves 'l2 

Figure 3 4 Jet whistle IlOtation93 

j<t N~hU ' __ 

W j::}i~!T' 

Pieces containing jet whistles include Entzeic/mung by Bemlried Prove, Afterligh/ by 

Robert Dick and Solo for prepared flute by Jos Zwannenburg 94 

3.2.8 Key clicks, Key slaps or Finger taps 

This technique produces a percussive sound and is created whell one or more 

fillgers are used for a note attack Because of the force with which the keys are 

slapped down, it is a technique that should be used economically and cautiously as 

overuse may cause damage to the pads and keys."" Key clicks can also be executed 

without blowing and/or ill combination with regular blowing notes, III this instance a 

particular pitch is fingered and the player slaps down the keys, This is indicated by 

• 

DiCk, 1989, P 142 
Dick , 1989, P 142 
Kyungt'li Lee Exl~nr!(i{j tR clmiqu~s fO/ r!L1I~ <http "'ipcm,peabodY" l hu, e du"'~klee"'s e m"'> Relri eyed 
31 January 2007 
Helen Bledsoe Grar!(i{j mp~rtoir~ "/i/h ,"xl~nd~r! 1.,,;llniqlms tor ur",ccorrr;;J"i~d .'Iut~, ;;io'o'Olo, 
~lto ~nr! il8SS .f!ul~ <http ,'/,<,,,,, ... ~ e lenblec soe cor,/e, ep ,him ,> Ret, ieyed 9 Feb, u ~ , Y 2C 1 0 
Morris, p 68 
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marking the note head with an x % It can also be notated as an ordinary note with a 

+ sign above the note(s) affected 

Ann Cherry suggests this technKjue as one of the easier techniques to learn The 

fingers should be slapped on the keys 'as hard as possible'97 And thiS action is what 

produces a percllssive sOllnd 

Peter"Lukas Graf conSiders thiS a ter;hniqlle that is particularly harmful to the flute as 

It can damage the keys and should be restricted only for use on an already damaged 

Instrumenl98 Ann Cherry shares this opinion and advises her students not to practise 

thiS technique once they know how to do II''" 

Unfortunately in ordinary playing. because of the difficulty of sometimes producing a 

very audible lower register, players sometimes resort to slamming the keys shut for 

the lower notes in order to produce a sound '(Xl Using key slapsikey clicks. in order to 

produce and sound ar octave lower, the mouth hole can be covered '0' 

, 
Vigorously sla~~lng tle g-key wltlth" '''ft ,ar'd 4' flnge c wr,;le al tr,e sam" t",·" cu,,,r'ng 
th" bloWl01e Wltl the t."ngue or the ch,,' and flngeclng ani Or'e of t,,, p,tc,es irom b to a 
sharp" with th" rgr,t ,an,1 res"lIs In a perc,'sSI.e Ion" a maier y-.ent, below t,~ 
flrgered r'."te .,-" 

ThiS effect was used successfully by C Polin in The dealh of Procri.~,I:l 

Figure 3 5 Key click notation H'" 

• Joh n McMur!ery, Lxtelldea tecl1lllques lor /lute < http://wwwp,nrrcnurter)' conviO 1 ,.., nde, html~ 
Relrie.cd 13 J~n'.J~ry 2008 
C"""'y, p, 32 
rel"'-L'.Jk~s Grar IFax No 00':1-(13027459) , P'ivate e-m~il co"es~ondence, rccei"ed on 25 
February 200~ 
C'lGrry, p, 32 

"'; u ." "owel!, p, L' 
"'1 Cherry, p, 32 
m Gardrcr, ~ 2 
1D'G~ " aruner, ~ 1u! 
" Ky"rgm, Le", CxterKled tec.~lJiqfles ,lor ./lute 

31 Jaruary 2007 
~httr:lilicm peabody ,hu edu"'-klee"'s",,1V~ Retne.,-"d 
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discovering which notes are dynamically superior to other notes He adds that 'a 

multiphonic can only eXISt In the dynamic range where both pitches are successful 

Once you know what that range is, you choose that dynamic' 121 

Experimenting wltl1 multlpl10nics Improves dexterity, '" Cherry commends Dick and 

Artaud for their research and publicatlol1s 011 the myrrad of extended techniques 

available They have created manuals on possible multiphonics that have their own 

fingering, even indicat ng the angle of the mouthpiece and dynamic level most SUited 

to each multiphollic '" There are over 2000 multlphonlc sounds available 124 

It IS suggested that the first multi phonic ever written for flute was in Berlo's Sequenz8 

and even in this piece it takes a lot of experimenhng with different ways of producing 

the key clicks, harmonics and multiphonics m Kazuo Fukushima's Shun San (1969) 

was the first Japanese piece to use multlphonlcs 120 

Figure 3 6 Multlphonic notation 121 

Works emplOYing this technique Iilclude Or by Robert Dick, Seven pieces for $010 

nute by Jos Zwannenburg and Flute fanta$Y by Cynthia Folio "" 

," Jicha, p 13 
'" D~an N ~ilallard, Exler>dtJd .'Iure lecll'liq"es .fo' r,ew ber]i""Ns 

~http:lN"WW rL,;lIpIlCh", co L,;k.IDeao.hlrn> R e l"e~ ed 6 Jaouary 2008 ,,, 
Cherry, p 34 

'" MorriS, p 66 

" Dc<ough pp 12-13 

" Elca Tat~, MU".ic Of ,Iapan loday /f"dIllOIl "no' inno,·"tioll 
<http:.I.Ihom e.spnnlmall comi~~mncharosie tate 1 htm I> Re trieved 1 3 October 7007 

m Kyungmi L~e Ex!ended tech'liques fOf flute <http /.Ipem peilbQoy i hu eO ui -kl ee/serni> R e t"e ~ e o 

'" 
31 January 2007 
H ,"e" Bledsoe. Gruded repertOire ''''illl c'ic{)dcd IccilrH'(I"C 5 .for ""~ccomlJ~r,,cd nufc. piccolo, 
allo 8CV! bass {blc <http://w_.heie"bledsoecomierep.html> Relr eved 9 r ebruary 201 0 
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Figure 3.7 Notational symbols indicating the use of quartertones '" 

q~++I '''"w", 
~ 'b q 1 1/4 Mte do",," 

# ~ 3/4 nQt~' up ($h.'p."ed "" ... ,,·toneHh~cpcn~~ Qu.rteHona) 

Figure 3 8 Descending and ascending qllartertone scale'" 

~"n~c . ~·f f:mrr·· ~~ ~p·'~·'''f~-:C~~:'F-El>'f-~=:~: - - ---- ---- ---,-- ----- ----- ------ ,---- --- ------- ------ ----- ---- --- ----- --- --~ ~.- ----

~ilc1iiJl';jJ~,~:\F 'r ,~t::_S-Jr'f' :n 
Pieces employing quartertones Include Careen d'/nvenzione lib by Brian 

Femeyhollgh, '34 T(airc)c by Heinz Holliger and Zoom tube by Ian Clarke,135 

3.2.12 Singing, humming and playing 

This another technique regarded by Stokes as a standard playing technique_ 1
3/i 

Howell and McMurtery suggest that this technique was introduced by jazz musician 

m Kyungm I Lee, ExtendecJ techniques for flute <http· iipcm paab~dy i h u. ed u/-kleeisemi~ Retneved 
31 January 2007 

'" M3," Moiler, Change.< of pffcll. GlissandI. <http.i!www. slz. semuta,ech.101_htm#gliss~ Ratrieved 
23 May 2011 

'" :: John McMurtary, cxtencJ/ld tRclllliqURS. miclDloi)es e~ 2 
~11ttp:!!WWW lohnmcr>lurtary.c~milndex.phpiextanded-,echniques!4-3Itarn3te-s~nontle5/2j}­

mlcr~tona5-e.-2> Re:rievad 1 9 Aug us, 20 1 0 
'" Helen Bledsoe. Gr<ld~d r~pertoirf: w.-!i1 eX!elldecJ tedmiques lor unaccor'1pamecJ flu!e, pICcolo 

a,'to a'id bass flute ~ ~tlp:!!www helent· 'cdsae cam!crep hlMI> RetnCl,led 9 I· et·ru3ry 201 C 
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for flute. 

for flute. 
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uces 
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for new npr7lnr,," 

htm> Retrieved 6 
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145 

146 

p.30. 
p.143. 

p.30. 
145 Nicholas 'Out of Africa: The evolution of the human t'",rl"'t'IT\1 for music'. International 

Journal of music education. Vol. No.1, 1 p. 3. 
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Figure 3.9 Notation indicating singing and playing"l 

Compositions using th is technique include Lookout by RobBrt Dick. Hommage by 

Thea Verbey"~ and George Crumb's Vox R;lanae. "9 

3.2.13 Tongue rams 

A tongue ram is created by covering tlte embouchure hole with the lips and 

dynamically plugging the hole with the tongue ThiS action creates a pizzicato type of 

effect Tongue rams are very effective In the first octave ofthe flute and sound almost 

an octave lower than the fingered note. Rapid successions of tongue rams are not 

advisable as the player needs some t ime to prepare the lips and tongue to create the 

deslled effed It is also not adVisable to try and play tongue rams in the middle of a 

virtUOSIc finger passage"" The flute needs to be turned In on the lip so that an 

accidental jet Whistle IS not produced before the air IS stopped With the tongue '01 

Figure 3.10 Tongue ram notalion'5? 

(,,::) 
;. 

'" Cherry, p. 34 
'" Knngnll Lee Fxlend/7(j techmques lUI ~ule 'htlp.//pU11.peabody jhu.edu/~klee/sem/> Relneyed 

31 January 2007 
'''' Hele" BledsDe. GmdfJd mpertoim "lith fJ,tvndvd tfJGhmquvs for un~cC(Jmp'mifJd "utv. I)lGcoio 

alto and bass fll,'/e. <~ttp:i.;"'.'Ww helenbledsoe.cC>"1ierep.ot",I.' RetrieVed 9 February 2010 
,., John McM'.Jrtery, Fxtended tecllniques tor .'lute <h\lp'//www jOhnr'lGr'1'.Jrte--y.cOI'l.'ET/CTlthtm!> 

Ret"e~ed 20 J""umy 2008 
,'" Joh" McMurtery, E~terxJ/7(j rechniquv,- lor flutc. <htlp://www.iohnmcmurlen/comiET/index.htm ;', 

Relr'e~ed 13 J""umy 2008 r,., 
[)K;k 1989, p U9 

" Kyun.",i Lee. ," xtended techniques for "LilfJ 
31 Jan"ary 2007 

<~ttpJ/PGm peabody jhu.edui-klee/ser-v> Retrieved 
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154 p.67. 
155 p. 1. 
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oC1tav'e {'i ........ ,"' ... i .. ", .. " 163 

are ba~)ed on can 

air~;tream if 

inC(Jro~Jralte it 

on loc.r..,ii..,N 

h .... f' ....... ·'" itis nl~lvp.!ri 

165 

160 p.32. 
161 ,\I\1,,, ....... i,," up with whistle tones'. Flute talk. Vol. No.6, 2001, p. 16. 
162 pp.26-27. 
163 p.76. 
164 p.30. 
165 p.16. 
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McMurtery refers to Robert Dick's resourceful compositional techniques in creating 

brilliant effects with whistle tones, despite the fact they are not very reliable to 

produce ISS 

F~ure 3 11 vVhistlo tone notation 10' 

---------\ •. 1_..1:. ~ ... == s:t. 
.,.... - - -

l -lf:::.E:F :£F:Jr-t 

Pieces Incorporating whistle tones include Domain by Joji Yuasa, Meditation, 

InvocatIOn and Allegro by Michael Ellison and Lacollisme de Caile by Kalla 

Saariaho, -&8 

3.3 Benefits of extended techniques 

Trevor Wye cautions students to not be resistant to change; the same can be said 

about audiences of contemporary mUSIC, '" Helen Bledsoe indicates that learning 

pieces with unconventional notation sounds and expressions facilitates in 

broadening 'expression and dramatic Impact "" Dean Stallard, flute player and 

teacher, started using extended techniques to remedy specific problems faced by 

yoong flute players Apart from this reason, he also found that children enjoy being 

able to produce a whole rarlge of different sounds that would normally be considered 

lXlconventional It adds an element of fun and broadens their musical experience, 

while encouraging them to discover more about the different flute soundS Some of 

the techniques used by Stallard with beginners ranging from age 5 to postgraduate 

level indude singing while playing tone bending, tongue rams, frullato and 

" John MGMurt~ rf, Extendcd techniques farf/ute, <Mp:/iwww.johnmcmurt~ry.comIETiind ex.html> 
Re~riey~d '3 January 2008 

" KylJllgmi Lee Ex'''mied techmqu"s for lillte <V'p:iipcm ,peabody ,Jh u ,edu!-kleeisem/> Retrieved 

." T January 2007 
HI'lel1 Biedsoe, Graded repelto)l'e 'Nltll exleooea leclmlques for unaccompaniM flute piccco/a, 

" 
",t() and bass flute 411p.!!WIiIW, helentleds<)e LDrnfNep.l1tm I> RI'jrieved 9 FI'Drllary 2'~1 0 
kha. p, 25 

'" Helen Bledsoe. TIps fe>}' the proparation of coo'empoI'M,/ musIc 
<h~p ilrelerbledsoe,comir nde" htrr I> Retrieved 25 August 20 1'~ 
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the flow 
Circular breathin 

Extended re ister 

Flutter ton uin 
in embouchure 

Glissandi 
For the mouth and muscles and 

Harmonics enhances aural abilit ::F 

Hollow tones 
Jet whistle 

but useful when 
Ke clicks 
Ke vibrato 

control of the air 
Multi honics 

and useful 
Quartertones 

focus on lip tension, *For ""Q''''::lInn,n an open throat and richer 
tone,::F 

Ton ue rams 
Tremolo 
Whistle tones 

for new njO,,.,mn,,,r<: 

htm> Retrieved 6 
a flutter', Music Teacher. Vol. p,32, 

uses 

so-

a 

in 

scores are 

common 
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176 

as 

can 
177 
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it on 

I think when I was here before overseas, music was 
not so I think were afraid of it. We didn't know about it. 
For a very time we wouldn't CD's or who would these in 
South Africa. We didn't have that contact. And when I went overseas, but before I went I 

'Chant de Linois' which was my main exposure, I heard all these 
For the exams we'd have a like written for the exam and 
,::"""nlln,..,r,,, must it. That was Berio's I had no and a 
few lessons. I didn't know where to start. I don't know if ever seen the score. It has 
no bar lines. time lines. There is no time Then I ordered a 
Peter lukas-Graf and I listened to this thousands of times and it 
but these never sound the same. You first have to learn it 
strict but it to listen because it you an idea. Otherwise you have no idea what 
it's like. Because it's a lot of hard work. It takes hours to out one bar. If you learn it 
for the first time it takes long ... It's not difficult some 

and I my first multiphonics in that 

interview, 2 March 2010. 
Personal interview. The Baxter 27 November 

1 

as 
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November 2007, 

179 

181 

182 

is 

It was 
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as a 
183 

2010, 
received on 16 

182 Jara 'In search of sound - an interview with Patrick Gallois'. Flute talk. Vol. 19, No.2, 1 
p.9. 

183 16 November 2007. 
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some edltlclns 

one re~)rOdUice.187 

184 p.9. 
185 Johann Joachim I...lUdfllL, On the flute 

and [1 p.57. 
186 and edited 

oboe. London: Barrie & KOI:::kllff, [1 1 
p. 13. 187 

Edward R. 

David La!;ocki), Pritlr.ir,IA.<: of the 
p.43. 

1 

London: Faber 

recorder & 
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To me, music has been about communication and whether it means 
you could express it with your heart is a different matter. I can't conceive of time 
with notes and say now I've written a of music. I hear a lot of music that sounds like 
that but to me it is 2 

can never 

4 

are r~1·1~, ... tl\ 

are 

Leonard B. 
3. 

2 Hendrik 
2003. 

3 John 
Preface. 

4 [1 

and shakuhachi 
have made me aware of the mental and 

a/l Westerners who embark on any serious of 
on our own individual to overcome 

barriers. Nowhere are these barriers more 

'A universe of universals'. The of JUSICO/(JGV Vol. 16, No.1, 1 p. 

Personal interview. South African 21 November 

How musical is man? Seattle: of [1 p. x 

2000, p. x. 
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than in the of socialized that is central to the of 
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is in 

ever-

T~r'Tnl.~ 6 

5 

6 

7 

an 

on as 

commercial missionaries and administrators with 
music of their time does not match the of African 

"""'''''''''' were and scalar and melodic 
ntp,rnr'I"t",.r1 via the habits of the transcriber's home culture, In addition 

filter inherent in the Western notational itself. some of the 1 
notations can be 
could be reconstructed. 

it was 

'The shakuhachi as a tool: a "",r, .... ,,, Buddhist instrument in the West', 
Asian music, Vol. No.2, p. 101, 
Gerhard of African music, Wilhelmshaven: F. NOl9tzl91 1 p. 21, 

p.30. 
p,30. 
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serves as a is 
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LelJerldoirf 'Contemporary notation for the shakuhachi: A for COI11DOSE~rs' 

10 
Pe,·slJE~ctilves of new music. Vol. No.2, 1 pp.232-233. 

rl"'fininln African music and a person cannot assume that all Africans are live 
on the African continent or from there. 
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it nQt~nn"lcc: 

Fred and lee The music of Africa: an introduction. london: 
South African music: a of traditions and tr""n.,tnrrn, 

Kafi (edited by Anri Meki Nzewi and Kofi 
African music'. Musical arts in Africa: theory, and education. Pretoria: 

p.3. 
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Sometimes it's difficult to out what a composer wants. When Pierre Boulez 
what he writes for is but many composers are unclear. Only if we 
understand the music can we it. Some composers think that don't need to 

to the The first time I the concerto for I 
but he said it was not what he wrote. I asked him to 

He said that it was but it was not what he wrote. 
I understood in his music. I find this to be the 

a 15 

was Pef;ea lAI,..,C>Tn 

a on 

Jara 'In search of sound - an interview with Patrick Gallois'. Flute talk. Vol. 19, No.2, 1 
p.9. 

Monard 
March 2010. 

, Private e-mail received on 2 and 15 
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Texture refers to the interaction of 
the result of the number and relative 
and timbre 

19 

Music 

to twentieth 

1 

same 
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scores 

that sound with one another. Texture is 
of the individual 

as 

is 

and 
set 

in and nr""r'TIr'"" London: Faber and 

music. New York: W.W. p. 
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Aural skills 
""",,,,,,',.0 level musicians. Oxford: Oxford 

p.54. 
James pp. 97-98. 

flute tunes from East an 
. African Music. Vol. 1, No.2, 1 
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Functional harmonies are a a sense of motion and 
of tonal Intervals and are identified by their location in a 

and minor scale. For non-tonal there needs to be new and interval names 
that don't on a diatonic basis. 

Edwin The art of flute Miami: 1970, p. 39. 
p. 41 

J. H. Kwabena and African music: modes 
Collected papers volume one. Accra: Afram Publications 

(2005), p. 352. 
p.13. 
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Increased increased levels of distant harmonic 
use of modal and non-diatonic avoidance of functional 

and the increased of motives as determinants of and 

ltis , ....... ",., .. t"" 
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p.13. 

Refer to ..... n',.,.n.,. A for a copy of the score Incantesimo. 
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The idea is that the flute is a kind of 
used in rituals. It's used to call up the 

and appears and then 

instrument one of the first woodwinds 
This in the central ",,,,,!'ton,., 

at the end. It's an evocation 
of the flute and its sound. 

The flute for me is very with the clarinet it is the most versatile of the 
woodwinds. I and colours and like flutter 

on was no 

on 

was aware it 
35 

it 

a 

it was 

it. 37 

21 November 2003. 
21 November 2003. 
21 November 2003. 

Incantesimo. 
21 November 2003. 
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Music npn~lrtm 2001. 
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In Incantesimo the composer makes use of y.. harmonics and flutter Here 
the flute is used to create an It is more than 

beautiful To me, personally, this is almost like a chant. .. 
someone in a trance. The is calm and then little little one worked up and 

it dies away into 38 

is a 
39 

the of the flute to evoke an 
"","'<::T'\I"" of an The 
based on the microtonal inflections of a low 

and into which it subsides after its 

is a 

over me 

38 

39 

40 

41 
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43 

44 

1. Ritual recitation of charms of 
ritual recitation' a 
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It transcends The 
trick. How the whole 

Liesl 
2003. 

is there to 

Personal interview. The Baxter 

interview. 2 March 2010. 
New music indaba 2008. 

2007. 
S. Berube ef a/., 'Incantation'. The American 

New York: p. 700. 
No Incantation. 
March 2010. 

21 November 2003. 

1 

effect. 2a. A formula used in 
utterance without 

2. The formula 

is very much about the 
evolves must not even sound 

the tone and the 

27 November 

received on 16 November 

COlleere dictionary 
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I like the sound of the tremolo on the flute. It was the kind of effect I wanted which 
was a kind of Sometimes you write for an instrument you don't know and 
it doesn't come off. You realise you haven't written for the instrument. 

tremolos are to execute and take but the end result is 

use 
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are vital in the sense that I wanted it to be an like 
in the but not If you have a melodic line it becomes 

When you have effects like tremolo or like it 
dissolves the tactile of the music into a kind of Like a kind of 

It's not of this world, This idea comes from the 

21 November 2003, 
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ourselves to with a full of colours with 
and relaxed embouchure should be constant. research on the different musical 
terms used in the as well as the of the title is a very useful The 
entire mood of the is contained in the name of the 55 

,,,,.,',nr,,, in African music is based on the choice and ,,"", .... "".>t of tones derived from the 
sound of the word. Unlike the Western diatonic which is a 
standardized sound and does not derive from western the African sound is 

.... nTrn .. ·'1r 21 November 2003. 
2 March 2010. 

Alan P. 'Characteristics of African music', Journal of the international folk music council. 
Vol. 11,1 p.13. 
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no written music tradition. This 
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Leslie R. Saunders and Joy Nwosu 'Conversations on African music'. Music 
educators Vol. 71, NO.9, 1 

p.9. 
1 p.52. 

2005, pp. 345-346. 
A of musical arts-Informed African tnrllrJanrll 

Vol. 4: Illuminations, reflections and Pretoria: 
p. 10. 
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Zaire (1971-1 was the former name and even to that it was known as the 
(1908-1960), it is known as the Democratic of No 'The 

of ... ""-""-. 

Private e-mail received on 20 October 2007, 
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Flute Poem 1 (V) 

Flute Poem 2 (VI) 

Flute Poem 3 (VII) 

Flute Poem 4 
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"e'''aTI\IIT\I is that no two created 
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'" 11''11 H. 'Performance pr::lctice: ethlnomusicological p.erspecti\les' 

oerlaglue. Music in Africa: the Mcmdmg 
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Blacking gives a breakdown of his transcriptions and periormance notes, which have 

been summarised as follows 62 

• 
• 

• 
• 

• 

• 

• 

Slurs indicate notes played without separate tongue: 

If groups of ~hree or five notes are played in one or half a beat with separate 
tonguing, they are bracketed with a straight line E g Tune V. bar 23, 

Note values remain constant despite time signature changes, 

Rallentandl and rests have almost all boon written out in full: 

Bar lines were insertod merely for clarity and convenience and as far as 
posslblo follow tho underlying shape of phrases and rhythm of the musIc; 

The following sign was used where it was not possible for the music to remain 
metrically rigid: for example. in Tune VI at the beginning of the piece_ At bar 4 
the transcription changes to 3/4; 

Coostant changes in time signature are not to be misunderstood as rhythmic 
Intricacy oj 

Blacking attempted to transcribe exac~y what he heard on the recording and put that 

Into Western notation He has given tempi, tonality, form phrasing and overall 

structure to these transcriptions Blacking indicates that in essence the nature of the 

~oce is improvisatory s< 

Nzewl does not offer transcnption or performance notes but focuses on a visual 

analytical process Nze.vl uses -the flshbone principle of textural and formal unity'sS in 

his analysis of the FOllr FIllte Tunos, The 'visual-graphic representation' used by 

Nze.vi as an analyllcal model for the Four Fluto TUlles will not be diSCUSSed in this 

study and neither will the fishbone principle 

The purpose of transcribing the Four Flute Tunos differed for Blacking and Nzewi 

Blacking sought to produce an almost exact replica of what he heard on the 

" 

" 
" 
" 

The sum mary c' Blacking s t'a~SC'lplion notes perta'" to the F",-I! Fhltc T uncs to be sC'ullnlsed 
Tran~criptlon no~es that do nOi dpprl to :Ilis study have been omitted, Blading gives deta j ed 
ootes on tre lull tran~crip~io~s of all e:gh: fiute tllnes: tile"" may be found :n Blacking's a1:cle 
entl~led Eighl Flute tunes from Buleml)(J, E"si Belgian Conr;~ 
Blacking, 1955, p 25 
Blad:ng, 1955, p 27 
Nzewl 2J07, p 2 
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87 
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89 

too much that the tempi and the 
and form which I have made, are the of ears and a mind 

Ir ...... "\"''''n musical traditions. Katsuba if he were able to 
these and as nonsense; it is 

when we think of melodic line he may be thinking in terms of m€:as;am 
he derives from his on and off the holes of the flute <:l,..t-nr,nI 

or 

even 

are as 

a It a 

1 

or 

is 

4 is 
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IlQ 

91 

92 

93 

a 

is an on or 
91 

is 

a 

one. 

or 

is no 

II 

p.52. 
Justinian Tamusuza: 

Retrieved 26 
John says that 'the words "call and are often used to describe the structure of 
African music of an nature. I do not find these terms sufficiently exact to cover all 
"";:,~,<:;v,;) of this African musical form'. 1 p.29. 
Saunders et al., p. 58. 
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p,29, 
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In this constitutes himself into a 
chorus roles in a voice, It is multi-thematic, As much as the 
abstract creative stimulation it compels A 
evoked the alternation of 
hoUtense balance the cool/calm is 

nuances 

a 

In 

a 

it 

In an one 

is 

in 

a 

95 

96 
Nzewi p,8, 
Saunders et at"~ p, 57, 

1 

96 
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rfittor'on,l"o is 

a 
97 

as as 

n~rtrlrrY'!:II'''''':I' 98 

:syrlcopat:lOn ap~)ealrs in 

97 

98 

99 

100 

101 

It should be em:ph;asi;~ed syrlcopation 4 ... 1..""' .... below are , __ ,,, __ acc:ordlinQ to 
Western musical traditions. 1\II"'f"Innnlln int,::..n.""t them as there is 
evidence from certain of Africa 
Western ear may be the result of a dift'erEmt. nh,,'~ir.:::I1 ""/"'In,...""nt 

synlco~)atE!d to the 
therefore not a 

case of to the African nF>rfnrrnF>r 

it was 

a 
1:::S1(~c~"n!::.rs w~=!st.~rn ears were tr~ln<=l,rf 

101 

use 

p,350, 
p,3, 

p,45, 
p,44, 
p,26, 

1 
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is 

102 Saunders et a/., p. 58. 
103 

104 
p.7. 

p.40. 

is . It is 

103 

or 

numerous 

1 

102 

It 
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a common 

it 

as 1 

as it nears 

is 

is a .... 011"1'<:111"> 
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105 

106 

as 

It was difficult to imitate the 
classical articulation which is very clear and 
the classical ideal of a pure, centred I tried to 
more overtones and 'buzz' in the sound. 

are no 

F 

in a more it is 

sense 

same 

on 

that some form of flutter 
So I my whole around in my mouth for the 

that for me came the closest to effect. For some of the faster 
articulated with my between my because the traditional 't' 
sounded too 'clean' For bar 5, I tried to use the sound 'doh' to articulate. 

2009. 
2009. 

1 

is 

D 

as 

a 

a 

2 

but that didn't sound 
and 

Bar 7) I 
the front teeth 

11 1 

even 

is 
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107 

108 

109 

110 

use 

107 
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108 

It a 

are oaf,ea on 

The 
akin 

can on 

with the flute tone. This while 
more and much than the normal 

it, and those who cannot are 
of the two melodic 

and since the 
""""TI\J''''''' relaxed in order to the flute while the and 

2009. 
p.27. 
p.45. 

the forceful throat tone. It is a real criterion of 
and and a difficult method of 

The Bashi Mulizi and its music: an end-blown flute from the 1-1<>11"1,,,,,/"1 

The Journal of American folklore. Vol. 70, No. 276, 1 p. 144. 
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DE 

can 
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114 

112 

111 p.27. 
p.46. 

113 Saunders et aI., p. 58. 
114 1 p.49. 

itis 

are 

is 

Flute Poem 2 Flute Poem 3 
d- 1 f- 1 
d-f1 d-d1 

are more 

is 7 in 1 in 

is a 
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113 

same 
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116 
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is .n", .... """"n 1 

8 

.... n.cHl 3 is more 

as 

on 

A cultural scale cannot be as or hexatonic on the basis of an 
isolated of music or range of notes on an instrument. A corpus of 

of music in the culture must be studied to determine a cultural scale <:"<;:'l'>1'Tl 

one is ~IVil~\J'S an 

1 
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so I vUIJIUI 

sure it is POSSIIOIE~. \1'111"\,,,, .. .,,. 
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in it 

ov,roM,non tE~chlnicIUE!S as are a 
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h", .. m",n,i", tinl'lorinl'l on 

rOI"",r,rl i n,I'I 121 

The communicate terseness of cornp()sitional 

even 

120 

121 

122 

grammar, sonic and 
IYIU" ,''', formal cathartic r.:::II"iprlr.inln 

distinct structural ,..h~.r;::,,'t.,r and sonic im~" .. .,'r\l 
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recurrence. 

ml'\tl\J'O in 
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as 

1 was a 

ru.u".", are 

Not to say that there aren't talented but theirs is not music 
which travels very much of it stuck in the mould of the mid-
twentieth condition not so different from our own and that South 
African be at the forums that are available in this 

123 Christina 
124 No 

vnl,nnr,n Takemitsu's voice'. Flute talk. Vol. 19, No.8, p. 11. 
S-YMGClindex-e. htm> Retrieved 

22 March 2010. 
125 No Kobe Club. 

Retrieved 7 March 2010. 
126 Michael 'ISCM world music in Yokohama'. South African of ISIOOfO(7V Vol. 

21, 2001, p. 92. 
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It is 

idioms. He has interests in Ud'Jdl'\U 

both of which flute-like instruments are 1Y1,.., .... .-t<'n 

and he has 
and Gazzelloni. 

come 

133 

as: 

of 

129 

is one 
131 

is 

127 

128 
p.23. 
'Woodwind: a flutter'. Music teacher. Vol. No. 10, 1 p.34. 

129 Kate Walsh. Invocation sleeve notes. 

Retrieved 8 March 2010. 
130 

Rn,';VC::IOf:lrJfl'OlrJ of world music: East 

131 
p.550. 

html> Retrieved 14 
132 in Fukushima's Mei'. Flute talk. Vol. 18, No.3, November 

133 Private e-mail received on 30 October 2007. 

171 

a 
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In essence 

on in 1 

sh,r:1kllh;";Jcf11 was 

is 

""n,r"\u,'n as nOjr]-Kan 135 

1c::.l'1l1m,~ is more 

It is 

To understand the aesthetic of his 
traditional Noh 

of Western 
tAr.hni,nlll"'~ and nr'-l,nh,;" 

137 

as 

one should be familiar with the sounds of 
and the ex~)erilmelntal 

into the use of extended 

in 

• Is it pm;SIOle 

134 Mihoko Wcltarlabe, 'The essence of Mei'. The flutist aU,'JITfWV Vol. No.3, p.16. 
135 W:;!t;:!nl'lhA p. 19. 
136 Elda Tate is Professor of Music at Northern lI.IIi(~hi(l;:!n Inh/Ar'c:itv and one of her spE3cic~ltiE3S 

Ja~)anlese flutes such as the shakuhachi and 
Mi(~hi'7an Untve~sltv Music - h3lcUlj'v and Staff. Elda Tate 

Retrieved 23 March 2010. 
137 Elda Tate (et'3tel@nmUl.eclu), Private cornm,unicaltion 
138 Helen of cOJ'ltemr,lon3ry 

received on 30 October 2007. 
the voice. Kazuo 

Fukushima. <hlttp:Ublledsole2~~.bl!ogsp()t.C:OIT1/2IJ1()/01Iirltel·pfEetatiorl-0~C(Jntemlporary-n1u~;ic.htl 
Retrieved 27 March 2010. 
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139 Jan Vinci 

are 
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139 

can 

an uncommon 
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), Private e-mail f.nrr ..... .".nrli"l .... nf. ... received on 27 March 2010. 
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140 Refer to Two. 
141 Kazumi Artist Interview. From the Noh 

to innovator Yukihiro Isso. 
March 2010. 

1 

in sense 

over 
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the way I the 
the way I used to 

it is a 

music scene. 
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same 

2/1.html> Retrieved 7 
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142 

an as 

a 

There are many times that a f'f"I''Yl.."n",.>r' 

lines. As we the 
limited our instrument. On the other 
receive whatever music hear. There is 

for us every [ ... ] If you 
you will become more 

way for Mozart as for Stockhausen [ ... J If we 

is 

paper, and five 
else. We are also 

to read and 
but it is a 

every of music from the 1""'Yln,,,,,,<,,'., 
because we don't the flute the same 

the music for the ease of 
it on the it may deviate too far from the nno"l m ':;;a , 

were 

it was never 

as 

are 

as 

p.9. 
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it 
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uncover in 

In 

is 

In 

in It is 
144 

is 
146 

1 a 

143 Refer to 
144 Vinci, p. 14. 
145 1 p. 4. 

p. 14. 

C for a copy of the score Mei. 

146 

1 
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it. 147 

as an 

a 
148 

was 

was on 

were 

in as 

are 

never even a 
149 

occurs a 

are mere 151 

147 p.14. 
148 p.551. 
149 p.551. 
150 p.14. 
151 Tatsuo 'Noh' music'. Journal of the American USII:;O/C)U/c;a <:r1r""'TI/ Vol. 

10, No.3, 1 

177 



Univ
ers

ity
 of

 C
ap

e T
ow

n

a 

152 

153 

152 

as 

are 

1 

on 

a 

uses 

is more 

is 

F 

it 

are 



Univ
ers

ity
 of

 C
ap

e T
ow

n

in 

154 

155 

156 

p.14. 
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can 
158 

In E 

as a 

a 159 

a 

In traditional shakuhachi and upon 
of and the use of 'non-tonal' breath sounds and 

158 V inci, p. 14. 
159 V . incl, pp. 14-15. 
160 'The 'Shakuhachi' is also sometimes referred to as 

and notation in . The Garland 
and Korea. Vol. 7, New York: 

of world music: East Asia­
p.578. 

Music of tradition and innovation. 
.html> Retrieved 13 October 2007. 
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163 

164 

an Irnlnr'll;-~I'It asp1ect 

'Mei' was one of the first well-known for flute novel 
tf!c:hnlimlf!5; such as and The composer also took the 
flute to its very limit of which concerns of volume and use of He wanted 
to show that the flute was of more than beautiful melodies ... that this 
instrument can also create such as anger, hate etc. It is written in an 
Pl(ITPI11Plv atml:)sr)hElric way. The melodic line is at times but 
ch~male character vivid, and insisting. 

are some are 

came 

In the Sub-Saharan African music I constitutes a scientific of 
one of the fundamental truths of life: all matter is a manifestation of in the process 
of the process of your to submit to the musical you eXlper'ierlce 
a sense of with other humans and the world of nature. This is a my:stical 
truth. In a sense, the reinforces all you have learnt. The idea of po:ssElssion 
has some relevance and the of [ ... J. I am sure 
that many Western composers understand this without themselves in African or 
Asian music. Such was my my that I needed to find 

Private e-mail cOll1rrlUnlicaltion, received on 25 2004. 
South African music: a of traditions and Santa R:::!I"h:::!r:::! 

p. xxv. 
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of music at UNISA He the Four flute 
tunes on the recorder in in 2002. He indicated that 'the recorder is the 
closest resemblance to the African flute in terms of its 
nn.=>n •. nl"llO:>'" structure' He also indicates that he made use of several extended on 
the recorder in order to emulate 1\11\J\/nnnnlln'~ nuances. Chatradari 

received on 9 2010, 
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Appendix C 

Katsuba Mwongolo 

Four Flute Tunes 

Transcribed by John Blacking 1 

John Blacking, 'Eight flute tunes from Butembo, East Belgian Congo: An analysis in two parts, 
musical and physical.' African Music. Vol. 1, no. 2,1955, pp. 24-52. The handwritten format 
(transcribed by Blacking) is included to highlight the differences between Blacking and Nzewi's 
transcriptions as detailed in the dissertation. Blacking's transcriptions were of eight flute tunes, 
four of which are not included in this example but precede numbers 5-8, hence the different 
numbering in comparison to Nzewi's numbering. 
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Appendix D 

Kazuo Fukushima 

Me; 
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A discussion of flute performance syllabi of UNISA, ABRSM and 
Trinity Guildhall, with particular reference to works using extended 

flute techniques 



Univ
ers

ity
 of

 C
ap

e T
ow

n

It was necessary to look into the repertoire lists of the flute syllabi of UNISA 

(University of South Africa), the Associated Board of the Royal School of Music 

(ABRSM) and Trinity Guildhall (previously known as Trinity College of London),1 as 

these three examination institutions are represented in South Africa. Students in 

other parts of Africa and Asia also prepare their students for the ABRSM and Trinity 

Guildhall examinations. Many South African flute players and teachers use these 

syllabi as a reference guide for selecting performance pieces. They often form part of 

the repertoire covered by flute players throughout the year as they progress and they 

sets technical proficiency standards across the globe. Successful completion of 

music grade levels via one of these examining bodies is also a point of reference 

when music applicants apply for admission to music degrees offered by universities 

in South Africa. 

UNISA, ABRSM and Trinity Guildhall list a small number of prescribed pieces 

employing extended techniques. 2 

In the ABRSM (2008-2013) Examination Grade List 1-8 there are no flute 

compositions specifically employing extended techniques. There are, however, 

compositions by contemporary composers such as Ian Clarke and Richard Rodney 

Bennett, both of whom have previously composed pieces employing extended 

techniques. 3 The DipABRSM (Diploma of the Associated Board of the Royal School 

of Music) includes DenSity 21.5 by Varese as the only piece employing extended 

2 

3 

These examining bodies were faced with some criticism in the past In 1987 J.D. Drury criticised 
the British examination bodies as sidelining non-notated or partially notated music, such as Jazz, 
popular music and African music. He felt they were too restrictive and did not expose young 
music learners to music other than art music. J.D. Drury, 'Musicology at University level in South 
Africa'. South African Journal of Musicology, Vol. 7,1987, pp. 66-67. Of course, at present such 
styles have been incorporated into their syllabi with compositions by composers such as Mike 
Mower and James Rae, who both include aspects of jazz and contemporary styles in their 
compositions. The syllabi have adapted their repertoire lists to match changing styles in music 
and include a number of pieces by contemporary composers, but with reference to the current 
inclusion of pieces with extended flute techniques, growth has been minimal. 
The complete lists of prescribed pieces for each examining body can be found at the following 
websites: Unisa: <http://www.unisa.ac.za/Default.asp?Cmd=ViewContent&ContentID=11538> 
Trinity Guildhall: <http://www.trinitycollege.co.uk/site/?id=1052> 
Associated Board of the Royal School of Music: <http://www.abrsm.orgl?page=home>. Retrieved 
14 August 2010. 
A search of the following websites revealed this. Phyllis Avidan Louke, Extended techniques. 
<http://palouke.home.comcast.net/-palouke/RepExtendedTechniques.htm>, Helen Bledsoe, 
Graded repertoire with extended techniques for unaccompanied flute, piccolo, alto and bass 
flute. <http://www.helenbledsoe.com/erep.html>. No author, Flute solos. 
<http://www.nsbma.org/Pages/Solo.Ensemble/PiccoloSolo.htm> Retrieved 9 February 2010. 
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techniques. The lRSM (licentiate of the Royal school of Music) list contains no 

pieces employing extended techniques. The FRSM (Fellowship of the Royal School 

of Music) list contains two pieces employing extended techniques, namely Berio's 

Sequenz a for solo flute and Robert Dick's Afterlight for solo flute. The lists do include 

contemporary composers such as Anne Boyd, Mike Mower and Dave Heath. 

The Trinity Guildhall (2007-2011)4 examination syllabus contains one composition 

entitled The great train race for solo flute by Ian Clarke. The great train race is 

subtitled 'The flute as you don't normally hear it' and has a version for the Band C 

foot flutes. It has been received well by players and audiences alike and contains 

techniques such as 'residual/breathy fast tonguing, multiphonics, singing & playing, 

lip bending, explosive harmonics and an optional circular breathing section,.5 The 

syllabus also gives candidates the option of performing certain prescribed pieces on 

the piccolo or alto flute, or their own composition. The option for performance on the 

piccolo and alto flute starts at Grade Six level. 

In comparison, the UNISA syllabus6 contains a few flute pieces using extended 

techniques. Among the prescribed pieces for the UNISA Grade VIII syllabus (2001 

until further notice), one was found to employ extended techniques, namely Density 

21.5 by Varese. Even though the syllabus includes flute compositions by South 

African composers such as S. Grove, P. Loeb van Zuilenberg and M. Marais, these 

works do not contain extended techniques. UNISA does extend the option of 

selecting a candidate's own choice work and the only specification is that it is of a 

suitable technical standard. Whether or not pieces with extended techniques are to 

be included is certainly not prescribed or mentioned. The personal choice piece 

option presents a good opportunity for performers to include pieces employing 

4 

5 

Trinity Guildhall: woodwind syllabus- including jazz: flute, clarinet and saxophone 2007-2011. 
London: Trinity College of London, 2007, pp. 20-36. 
Ian Clarke. The great train race. <http://www.ianciarke.netlthe%20great%20train%20race.html> 
Retrieved 19 March 2010. 
Hendrik Hofmeyr has indicated that the UNISA examining syllabus is one of the best platforms 
for South African composers to gain recognition and for flute players to gain exposure to 
extended techniques and South African flute music, but lists a number of reasons why there is a 
lack of inclusion of more works by South African composers. According to Hofmeyr, it boils down 
to personal preference on the part of the individuals selecting the pieces for the syllabus and the 
people they know. He also indicates that two of his piano pieces and two cello pieces have been 
included in the UNISA syllabus, but he has not applied for anything else to be included. Personal 
interview with Hofmeyr, November 2003. 

228 



Univ
ers

ity
 of

 C
ap

e T
ow

n

extended techniques, but if players have not been exposed to extended techniques 

or are not inclined to playing pieces with extended techniques, it is highly improbable 

that players will select a piece containing extended techniques, based on 

discussions with flute players in the preliminary study. 

There may be several reasons why such a small number of pieces utilising extended 

techniques has been included in the UNISA syllabus: 

.. Usually, rendering a flawless performance of some extended techniques often 
requires many years' experience in flute playing. Flexibility in the embouchure, 
moving between registers with ease, controlled dynamic levels and generally 
a good sense of intonation are only a few of the things needed in order to 
attempt and then successfully execute many of the extended techniques; 

.. Extended techniques could place unnecessary demands on otherwise good 
flute players; 

.. Extended flute techniques could be seen as frivolous by many conservative 
musicians, such as composers, performers and concert goers who regard any 
music beyond the historical Classical and Romantic periods as frivolous and 
possibly even foreign; 

.. From a South African perspective, South African composers rarely, if ever, 
include these techniques in their works because of they are financially risky 
and there is a lack of demand. 7 

The lack of the inclusion of extended flute techniques is not the only problem in the 

South African UNISA flute examination syllabus. Another factor to consider is the 

number of specially commissioned flute works with the specific purpose of being 

included in the examination syllabus. In 1981 Stefans Grove was commissioned to 

write 13 compositions for selected wind instruments, of which the flute was one. 

These pieces were to be included in the UNISA wind syllabus. Certain restrictions 

were imposed, such as the fact that the compositions were to be purely for 

educational and evaluation purposes, and even though there might not have been a 

specification to include extended techniques, there was certainly no directive to 

exclude such techniques. This confirmed by the use of a timbral trillltimbral tremolo, 

which is considered an extended technique, in Grove's composition for bassoon, Vir 

'n winterdag. 8 

7 

8 
Formulated from data gathered through interviews. 
John Hinch, 'Stefans Grove: Winds of change'. Journal of the Musical Arts in Africa. Vol. 1, 2004, 
pp.24-27. 
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Peter Klatzow indicated in an interview with Stephanus Muller that there is an 

important gap in the promotion of, and exposure to, the works of South African 

composers. This has special bearing on young and upcoming composers who still 

need to break into the market and establish themselves. In support of promoting new 

composers and their music, he says that the South African College of Music, 

University of Cape Town, presents a few composers' concerts each year to give a 

platform to budding student-composers. He indicates that the problem in South 

Africa is not that composers are not composing, but rather that they are not heard. 

And when something is not heard, it's as if it doesn't exist. He adds: 

If we had a greater culture of promoting South African music, recording South African 
music, then I think that these things would become much more visible and we would 
know who really is working. By the same token the fact that the performances do not 
materialise is very discouraging to a younger composer. They have to then create 
situations in which their music is played and performed and those may not have great 
public visibility either. 9 

Hendrik Hofmeyr supports Klatzow's observation about South African compositions 

and highlights the problem with reference to non-exposure of South African music 

abroad: 'Overseas people don't know that there is South African "art music". It only 

exists when it is being played. If they can't see, hear and play it, then it does not 

exist'.l0 Including South African flute pieces in the abovementioned syllabi would 

result in greater exposure for South African composers. 

9 

10 
Stephanus Muller, 'Interview with Peter Klatzow'. Muziki. Vol. 3, No.2, 2006, p. 59. 
Personal interview with Hendrik Hofmeyr, 21 November 2003. 
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