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THE FEATURES OF BECOMING A FLUTE AS AN ENSEMBLE
INSTRUMENT IN FRENCH MUSIC AT THE TURN OF THE XIX - XX
CENTURIES.

The purpose of the article is to reveal the main factors of the formation of French chamber music at the turn of X1X and
XX centuries, which influenced the development of the flute as an ensemble instrument. Methodology. The research is based on
the musical historical and musical-cultural approaches, which enable the identification of those events, facts and circumstances of
the existence of French chamber-instrumental music, which stimulated the active development of the flute as a member of the
chamber ensemble. Scientific novelty lies in the study of the development of the flute as an ensemble instrument in the French
musical culture at the turn of X1X and XX centuries — the historical period, which is often considered the «golden age» of the
flute. The flowering of the performing arts, as well as the active interest of the composers of France in this instrument, contributed
to the creation of a new ensemble repertoire for the flute, which is considered in the context of the general processes of updating
the forms of the existence of chamber-instrumental music in performing practice. Conclusions. Flute performance took an active
part in the overall development of French chamber ensemble music at the turn of XIX and XX centuries, this sphere of performing
practice occupied a significant place in the instrumental art of France. This was due to national cultural aspirations, which were
associated with the revival of the traditions of French music art, and with the leading trends of European professional music,
among them the «emancipation» of chamber genres in interaction with the style discoveries of modern times. These processes
stimulated the organization of all kinds of creative associations and groups that contributed to the formation of new conditions for
the existence of a flute as an ensemble instrument and its «access» to the general public from the usual context of the practice of
salon and home music making. The legacy of outstanding flutist performers and teachers, as well as the most famous
representatives of the French composer school, forms a large-scale layer of chamber-ensemble music, diverse in its genre-style
quality, in which the flute is represented in all the versatility of its technical and expressive possibilities.
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Jykauvka I'anna Onexcanopiena, konyepmmeticmep kageopu konyepmmeticmepcmea O0ecobkoi HayioHAbHOT MY3UUHOT
axaodemii imeni A. B. Hedxcoanogoi

Oco0MBOCTi cTaHOBJIeHHsI (ieiiTH sik aHcaMO.eBOro iHcTpyMeHTy y dpanuy3bkiii my3uni Ha mexi XIX — XX
CTOJITh.

Mera craTTi — BUSBUTH OCHOBHI ()aKTOpU CTaHOBJIEHHs (paHily3bkol kamepHoi My3uku Ha Mexi XIX — XX croits, siki
BIUIMBAJM Ha PO3BHTOK (uieiiTH sIK aHcamOieBoro iHCTpyMeHTy. Mertomoaoris. JlochmiUKeHHS CHHPAEThCs HAa MY3WYHO-
ICTOPUYHUNA 1 MY3WYHO-KYJIbTYpPOJOTIYHMI MiAXOAM, IO IalOTh MOXKIMBICTD BHUSIBICHHS THX MOJiH, (akTiB i 0oOCTaBUH
noOyTyBaHHS (paHIy3bKOi KaMEpHO-iIHCTPYMEHTAJIbHOI MY3HKH, SKi CTHMYJIOBAIM AKTUBHHH PO3BUTOK (MIEHTH B SIKOCTI
y4JacHHKa KaMmepHoro ancam6Omo. HaykoBa HOBH3HA 1OIsITaE y IOCHIDKEHHI PO3BUTKY (DIEHTH sSIK aHCaMOJIEBOTO iHCTPYMEHTY Y
¢bpaHmy3bKiit My3uuHii KynbpTypi Ha Mexi XIX — XX cT. — TOro icropmyHOro mepiomy, SIKMH 4acTo BBaXKalOTh «30JIOTUM
CTONITTAM» (edTH. PO3KBIT BMKOHABCHKOTO MHCTENTBAa, a TAaKOXX aKTHBHUH iHTepec KoMmno3uTopiB @paHmii 10 1bOro
IHCTPYMEHTY CHPHSJIM CTBOPEHHIO HOBOTO aHCAMOJIEBOTO pernepTyapy jist GIIeiTH, SIKUil pO3IIISIa€ThCsl B KOHTEKCTI 3arajbHUX
MIPOIIeCiB OHOBIEHHS (OpM iCHYBaHHS KaMEpHO-IHCTPYMEHTAIbHOI MY3MKH Yy BHKOHABCBKil mpakTwili. BucHoBku. ®neiitose
BHKOHABCTBO NPHUIIMAaJ0 aKTUBHY y4YacTh y 3arajJbHOMY PO3BHUTKY (paHITy3bKOi KaMepHO-aHcamOIeBOi My3uKH Ha Mexi XIX —
XX cromiTh, I cepa BUKOHABCHKOI MPAKTUKH 3aifHsIa 3HAYHE MicIle B iHCTpyMeHTambHOMY MUCTeNTBi @panmii. Ile Oymo
00yMOBJIEHO 1 3arajJbHOHALIOHAJHPHUMHU KYyJIbTYPHHMH TIIParHEHHSAMH, SKi OynnM TOB’s3aHI 3 BiIPOKCHHSAM TPaaWIIii
(paHIly3pKOT0 MY3WYHOTO MHCTENTBA, i 3 MPOBIIHUMH TEHICHIISIMHA €BPOIEHCHKOI MpodeciHHol MY3WKH, Cepen SKUX —
«EeMaHCHIaLis» KaMEpHUX >KaHPIB Y B3a€EMOJIT 31 CTHIILOBUMH BIIKPUTTAMH cydacHOCTI. Lli mpomecy cTUMYyIIIoBaIM OpraHizariiio
BCUIIKUX TBOPYHMX 0O'€THAHB 1 KOJICKTHBIB, SIKi CHpWsUTM (POPMYBaHHIO HOBHX YMOB IT0OyTyBaHHsS (UIEHTH SIK aHCaMOJIEBOTO
IHCTPYMEHTY Ta 1 «BHXOIy» Ha IIUPOKY MyOJiKy 31 3BUYHOIO KOHTEKCTY IPAKTHKU CAJIOHHOTO 1 JOMAaIlHbOTO MY3HMKYBaHHS.
CrnagmuHa BUAATHUX (DICHTHUCTIB-BHKOHABIIB Ta TMEAAroriB, a TaKOX HAWBIIOMINIMX TPEACTAaBHUKIB (paHIy3pKO1
KOMITO3UTOPCHKOI HIKOJIM YTBOPIOE MAacCIUTaOHMH IJIACT KaMepHO-aHCaMOJICBOI MY3UKH, Pi3HOMAaHITHOI y CBOEMY >KaHPOBO-
CTHUIIBOBOMY SIKOCTI, B IKOMY (hiieiiTa npejcraBieHa y BCiii 6araTorpaHHOCTI CBOiX TEXHIYHHUX Ta BUPAKATBLHUX MOKITUBOCTEH.

KuiouoBi ciioBa: xamepHuii ancamo6mb, Qureita, aHcaMOJIEBHIA IHCTPYMEHT, JKaHpOBa cdepa, xKaHp.
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Oco0eHHOCTH CTaHOBJIEHUs (JIeHTHI KaKk aHCaMO0J1eBOr0 MHCTPYMEHTa BO (hpaHIly3cKoi My3bike Ha pyodexke XIX —
XX BekoB.

[eab cTaTbu — BBIIBUTH OCHOBHBIE (DAaKTOPHI CTAHOBJICHMS (PpaHITy3CKOM KamMepHO# My3bIkd Ha pybexe XIX — XX BB.,
KOTOpBIC BIMSUIM Ha pa3BuTHe (iaelTsl kak aHcamOineBoro uHctpymMeHTa. Metomoqorusi. MccienoBanune onmpaercs Ha
MY3bIKaJIbHO-UCTOPHYECKUH M MY3BIKAIbHO-KYJIbTYPOJIOTHYECKHN TTOIXO/bI, JAIONIHe BO3MOXKHOCThH BBISBIICHUS TEX COOBITHH,
(akToB M 00CTOSATENBCTB ObITOBaHMA (paHIY3CKOW KaMEpHO-MHCTPYMEHTAILHON MY3BIKH, KOTOPbIE CTHMYJIMPOBAIN aKTHBHOE
pasButue (UICHTHI B KayecTBE y4acTHHKAa KaMepHoOro aHcam6Ois. Hay4uHasi HOBH3HA 3aKJIIOYaeTCsl B MCCIICJOBAHUM Pa3BUTHS
¢ueiiTel KaK aHcaM0JEeBOro MHCTPYMEHTa BO (DpaHIly3CKOMl My3bIKajdbHOW KynbType Ha pyoOexe XIX — XX BB. — Toro
HCTOPHYECKOTO TIEPHOJIa, KOTOPHIA YacTO CUUTAIOT «30JI0THIM BEKOM» (pieiThl. PacliBeT MCHONHUTEIBCKOTO HCKYCCTBA, @ TaKKe
aKTHBHBIH WHTEPEC KOMIIO3UTOPOB DpaHIUM K 3TOMY HHCTPYMEHTY CIIOCOOCTBOBAJIM CO3JAHHIO HOBOTO aHCaMOIEBOTO
penepTyapa st (IeHTHI, KOTOPBIA paccMaTpUBAeTCs B KOHTEKCTE OOIIMX IIPOLECCOB OOHOBJIECHHSA (DOPM CyIIECTBOBAHHSA
KaMEpPHO-UHCTPYMEHTAJIbHON MY3bIKM B HCIIOJHUTENIBCKON NpakTuke. BuiBoabl. PieliTOBOE HCHOJHUTEIBCTBO MPUHUMAIIO
aKTUBHOE ydyacTrhe B oOmmeM pa3BUTHH (paHITy3CKOH KaMepHO-aHcamOieBoil mMy3blku Ha pyoexke XIX — XX BB., 3Ta chepa
UCTIOTHUTENBCKOH MPAKTHUKHU 3aHsIIA 3HAYNTEIPHOE MECTO B HHCTPYMEHTAIBHOM HCKyccTBe DpaHIun. ITo 06110 00yCIOBICHO U
0O0IIeHAIMOHATBHBIMI KYJIBTYPHBIMH CTPEMJICHHUSMH, KOTOPbIE OBUIM CBS3aHBI C BO3POXKACHHEM TpaaWIMH (paHIly3cKoro
MY3bIKaJIbHOTO HCKYCCTBa, M C BEIYIIMMH TEHJICHLUMSIMH EBPOINEHCKONl mNpodeccHOHaNbHONH MY3BIKH, CpEId KOTOPBIX —
«OMaHCHUMNAIM» KaMEpHBIX KAHPOB BO B3aUMOJEWCTBUU CO CTHUJIEBBIMH OTKPBITHSIMHU COBPEMEHHOCTU. OTH IPOLECCHI
CTHUMYJIMPOBAJI  OPTaHHM3AI[MI0 BCEBO3MOXKHBIX TBOPYECKUX OOBEAMHEHUH M KOJUICKTHBOB, KOTOPHIE CIIOCOOCTBOBAIIH
(OpPMUPOBAHUIO HOBBIX YCJIOBUH OBITOBaHMS (IICHTHI Kak aHCAMOJIEBOTO MHCTPYMEHTA M €€ «BBIXOJa» Ha LIMPOKYIO MyOJINKY U3
MPUBBIYHOTO KOHTCKCTAa MPAKTUKKA CAJOHHOTO W AJOMAIIHETO MY3UIIUPOBAHMA. Hacnegme BBIJAIOIUXCA q)ﬂeﬁTHCTOB'
UCIIOJTHUTENICH M TeJaroroB, a TakKe CaMbIX W3BECTHBIX INpeJcTaBHTENeH (paHIy3CKOH KOMIIO3MTOPCKOHM IIKOJBI 00pasyer
MacIITaOHBIN IUIACT KaMEepHO-aHCaMOJIeBOH MY3BIKH, Pa3HOOOPa3HON B CBOEM JKaHPOBO-CTHIIEBOM KauecTBE, B KOTOPOM (uieiita
MIPE/ICTAaBIICHA BO BCEl MHOTOTPAaHHOCTH CBOMX TEXHHYECKUX M BBIPa3UTEIBHBIX BOZMOXHOCTEH.

KaroueBble ci1oBa: kamMepHBIi aHcaMOIIb, (iieiita, aHcaMOIEBBIif HHCTPYMEHT, )KaHpoBas cdepa, >KaHp.

Relevance of research. Flute performances are one of the original manifestations of
French musical culture since ancient times. The French flute school today is considered to be
a recognized leader in the European music world, and the volume repertoire, created by the
creative efforts of prominent composers and performers of France, is widely sought after
both for didactic purposes and in concert practice. Examples of ensemble music with the
participation of flutes that are presented in French music on the verge of the XIX - XX
centuries, suggest that this genre-style sphere of composer and performing practice is
distinguished by a variety of creative approaches to the expressive potential of flute. This
diversity is closely linked to the general context of the French professional music
development at this historic stage, and the evolution of chamber instrumentalism in
particular. Therefore, the works of French authors differ in genre diversity, a wide range of
kinds and types of ensemble compositions (mixed, homogeneous), which consisted of a
peculiar sound image of flute, depending on its functions in the ensemble and the style
preferences of the composer.

However, for today in the Ukrainian musicology, this area of French flute music
remains unexplored. Accordingly, it did not become the subject of special scientific interest
and problems related to the ensemble specific flute in the French musical culture of the

specified period. Therefore, the subject of this article is relevant in terms of scientific



development of musical material, constantly present in the practical activities of modern
Ukrainian flutists.

Analysis of research and publications. Quite fragmentary development of flute as an
ensemble tool at the turn of the nineteenth and twentieth centuries is discussed in the
dissertation of V. Zakharova [3] that considers the French flute culture as a complex
phenomenon of the national tradition. In the monographic studies devoted to individual
French composers of this time - F. Poulenc, D. Miyo, G. Fore, K. Debussy, M. Ravel, etc. -
some of the chamber and ensemble pieces with the participation of flutes are mentioned, and
their stylistic features are considered. Also, these musicological works contain scattered and
very small materials about the place and role of flute performances in the general stylistic
processes of French instrumentalism. Special research on the development of flute as an
ensemble instrument in the French musical art of the late XIX - early XX centuries showed
that there is currently no national musicology.

The scientific novelty is the study of the development of flutes as an ensemble
instrument in the French musical culture on the verge of the XIX -XX centuries, the
historical period that is often considered to be the "golden age" of flute. The flowering of
performing arts, as well as the active interest of French composers in this instrument,
contributed to the creation of a new ensemble repertoire for flute, which is considered in the
context of the general processes of updating the forms of the existence of chamber and
instrumental music in performing practice.

The purpose of the article is to identify the main factors of the formation of French
chamber music on the verge of the XIX - XX centuries, which influenced the development of
flute as an ensemble instrument.

The main material. In the works of the French composers of the last third of the XIX
and early XX centuries, chamber and ensemble pieces with flute participations are widely
represented, as they constitute a significant place of their creative heritage and demonstrate
the active development of flute art at that time. First of all, this is due to the dynamics of the
development of national performing traditions, which, since the Baroque period, have gained
fame and recognition in the European world.

Flute performances have a long history in the French musical culture: from the
Baroque era, when the flute is firmly entrenched in the orchestra of J.-B. Lulli, France was

famous for its flute musicians, whose creative efforts let the flute gradually go out on the



concert variety as a solo and ensemble instrument. Professional activity of M. de la Barr, J.
Otterer, P.-G. Buffarden, J.-K. Nodo, M. Blave, F. Ro, A. Yugo, F. Deviena, J. Giyu, J.-L.
Tuliu, L.-F. Dr. A. Berbihie, J. A. Altes, J. O. Demersman, L. Flori, L. Dorius, P. Tuffanel,
A. Aenebene, L. Flery, J. Barrer, R. Le Roua, F. Gober, L. Lafreorans was aimed at
capturing the expressive and technical potential of flute, which put it in line with other "first"
instruments of European music of the XIX - XX centuries - such as violin and piano. We see
that even at the quantitative level of masters of flute performances the apparent importance
of this area of instrumentalism in the history of French music becomes evident (we note that
only the largest representatives of flute art are listed here, the "second series" of which would
be much more numerous). It is also known that some of the famous European flutists
transposed the traditions of the French flute school into the performing arts of their country,
studying at the famous French masters of flute art (for example, |. Quantz was taught by P.
G. Buffarden, the Italian P. Grassi became famous in Paris). In connection with these
circumstances, some researchers rightly speak of the existence of a distinctive French flute
culture [3].

Intense enrichment of the flute repertoire on the verge of the XIX - XX centuries due
to both subjective factors and objective stylistic tendencies are characteristic of the European
musical art of the epoch of modernism. The first, of course, includes the peculiarities of the
national context of the development of flute art in France: the Paris Conservatory, which
opened in 1795, was originally focused on the training of professional performers in wind
instruments. This fact determines the priority of the brass performance in French
professional music, its entrenchment in the national musical tradition. For others, the
common European context of the evolution of instrumental music, which was marked by a
creative installation to update musical genres, forms, styles, in general, classical musical
stylistic norms and canons in a complex and contradictory period of modernism. In
particular, it also concerned the genre of chamber and instrumental music, in which the flute
actively participated as an ensemble instrument. Launched much earlier in the work of
French performers, the process of creating a repertoire for various instrumental compositions
involving flutes, reached its climax in the mid-nineteen XI1X century, and in the first decades
of the XX century, it became quite a significant and representative link of composer

creativity for the national specificity. Almost all of the listed flutists acted as a composer



who created numerous works for his instrument, taking into account the stylistic trends of the
development of modern musical art and the main cultural aspirations of French music.

Objectively, the active creative interest of the French composers of the first decades of
the XX century to the ensemble variant of the flute organically fits into the common stylistic
processes of European professional music on the verge of the X1X - XX centuries. Among
these processes, researchers are usually deliberately dedicated to the allocation of a
completely special genre and style of chamber and ensemble music, which was often a kind
of "field of experiments" for many composers and performers. Crystallization of new
principles of musical thinking, new approaches to interpreting the expressiveness of
instruments, new timbre combinations took place precisely in this area. According to B.
Asafiev, "... the reduction of the orchestral apparatus to a minimum of participants ... with
the maximum increase in the use of characteristic features, timbres and dynamic properties
of individual instruments, associated with changes in social conditions: the output of a
characteristic type salon chamber ensemble in conditions of large-scale concert events".
Therefore, "chamberness becomes a prominent place and symphonic and theatrical-
instrumental style ..." [1, p. 154].

It is about the allocation of chamber instrumental music in a completely special genre
sphere, which became a kind of creative laboratory for many composers: it formed new ideas
of musical expressiveness, new technical possibilities of instruments, and new principles of
ensemble performance. A new understanding of Chamber Ensemble music is presented in
opuses of P. Hindemith, A. Webern, F. Poulenc, A. Roussel and many other composers. In
connection with this, musicologists talk about "... the exclusive role of chamber and
ensemble culture as the speaker of the most important spiritual and stylistic features of the
twentieth century" [2, p. 46]. Moreover, it is in relation to French music, which at the
beginning of the last century was at the forefront of artistic modernism and generated the
most vivid and original ideas of the "new" art. It is enough only to recall the creative settings
of the famous "Six" composers to ascertain the progressive aspirations of French composers.
In addition, the limit of centuries is the time of creativity of K. Debussy and M. Ravel, who
stood at the origins of musical aesthetics of the XX century. The last third of the XIX
century for French music, on the one hand, is the time of finding new ways of development;
on the other hand, it is connected with the appeal to the traditions of its musical culture, the

revival of the "national spirit."



Regarding the flute performance in France, this trend has become decisive in terms of
organizing the forms of music for wind instruments, its release to the general public and the
allocation to an independent and self-sufficient genre area. As you know, the last third of the
XIX century - this is the time of the height of instrumental music in France. Such prominent
representatives of the French composer's school as K. Debussy, C. Saint-Saens, E. Lalo, V.
d'Endi, S. Frank, H. Fore, E. Chosson, M. Ravel and representatives of the "Six" with active
interest in chamber and instrumental music. The shift in the composer's interest in theatrical
music to instrumental and chamber-instrumental genres was greatly facilitated by the
organization of the National Musical Society, which was founded in Paris in 1871, and
aimed at consolidating young composers and performers in the name of "Gallic art". At the
head of this community there were the largest figures of French music of the XI1X century: C.
Saint-Saens, S. Frank and G. Fore, convinced of the need to update and approve national
musical traditions and saw their goal of promoting talented young musicians. Under the
auspices of the National Musical Society, new symphony orchestras and several chamber
ensembles were organized in which prominent teachers of the Paris Conservatory and well-
known virtuoso performers worked.

The development of chamber and instrumental creativity of the French composers was
inextricably linked with the activities of prominent performers of that time: and here one can
speak not only about the touring stars of European instrumentalism, which are often visited
in Paris, but also about the flowering of performing and teaching schools in France.

These processes allowed C. Saint-Saens to say in his article "The Music Movement"
(1897) that "... in the modern world of music, one phenomenon dominates: the emancipation
of instrumental music; until now - vassal of vocal music, now it suddenly flies, reveals a new
world, acts as a rival to its old wizard "[5, p. 270]. Back in the 1930's, the school of virtuoso
flourished, attracting a whole galaxy of brilliant instrumentalists to France, which in Paris,
the European capital of the arts of that time, gave a lot of concerts and caused a wide
resonance in society. But the public interest often concerned only the personalities of
musicians and did not lead to the popularization of instrumental music (in particular,
chamber music). The works of chamber genres did not go out onto a big stage outside the
interior at that time. Until 1870, only a quartet operated by J. P. Moren, an outstanding

violinist and educator, who, together with cellist P. Shevyiar, founded the "Sosiete Maurin-



Chevillard" (an ensemble specializing in the performance of Beethoven's late quartets), was
permanently functioning.

After the organization of the National Music Society, except for the symphony groups,
various musical associations that performed chamber and instrumental pieces began to be
created. E. Lémuén was a pioneer in the field of chamber music in Paris, a French engineer
and mathematician, a great music critic, the founder of “La Trompette” (1860). From the
very beginning this collective was an amateur quartet, but gradually, having achieved
significant successes to the general public, he attracted the attention of both listeners and
professional performers and composers. It is known that it was C. Saint-Saens who
supported his development very much and, actually, he introduced a trumpet into the
chamber ensemble as an instrument, writing for the "La Trompette" Septet for piano,
trumpet, two violins, viola, cello and double bass. Later, W. d'Endi created "Suite in d" for a
trumpet, two flutes and string instruments. “La Trompette” played an important role in
popularizing chamber ensemble music, and R. Rolland called the father of chamber music in
Paris its founder [4].

In the world of flute performances, various societies and groups were created. The
purpose of them was the output of chamber-ensemble performances from the home-salon
space to the "big" stage. Thus, in 1879 P. Tuffanel founded “Société de musique de chambre
pour instruments a vent” (Chamber Music Society for Wind Instruments), which performed
exclusively chamber and instrumental compositions of classical composers and
contemporary French authors. An outstanding French flautist, professor at the Paris
Conservatoire F. Hobber was a regular participant in the Société des Instruments a Vents de
Paris (Paris Ensemble of Wind Instruments), later renamed not less prominent student R. Le
Roua. The pupil of P. Tuffanel J. Barrer, whose creative destiny was associated with both
France and America, was one of the founders of the ensemble "Société Moderne
d'Instruments a Vent" (New Society of Wind Instruments). And in 1905 the leader of this
collective became known throughout Europe. It was L.-F. Fliory, also a pupil of P. Tuffanel.

The Paris instrumental quintet, an ensemble that operated in Paris from 1922 to 1958,
played a very significant role in the making of chamber music for wind instruments. Some of
the Parisian musicians wanted to perform a very little known Sonata for flute , viola and
harps by K. Debussy, and organized a creative team. The founders of the Quintet are the

harpist M. Granzhani and the flutist R. Le Roua, among the participants there were G.



Krynel, a student of F. Gober. The repertoire of this ensemble consisted of works written
specifically for him (such composers as A. Onegger, J. lber, V. d'Endi, A. Roussel, G.
Pierne, S. Keuklen, G. Roparts, J. Kras, R. Kazadezius, A. Tomasi, M. Turnie, A. Joliwe, F.
Malipiero, F. Schmitt, S. Scott, etc. collaborated with the Quintet).

Turning to chamber or ensemble works with the participation of French composers
from the late XIX and early XX centuries, it becomes apparent that a significant number of
them are distinguished by genre and stylistic diversity. The quantitative factor in this case is
due to the intense development of flute performance in France at that time, which stimulated
its further development throughout the last century (as well as today) - the French flute
school is undoubtedly the leader in the world.

Here are some examples of ensemble works with flutes created during this period,
which we compiled according to the typological indices of instrumental compositions, which
allows us to discover the versatility of the flute as an ensemble tool.

For example, the most common variant of the chamber ensemble is a piano flute - for
this type of ensemble, French composers and performers created a lot of works of different
genres. Among the most famous there are "Nocturne and Alegro Scherzando", "Fantazia",
"Greek Divertissement™ for 2 flutes and a piano (or a harp), "Ballad", two sketches called
"Evening in the Valley" and "Oriental”, "Romance", "Siciliana"”, "On the Water", "Lullaby",
"Madrigal”, 3 sonatas, "Sonatina”, Suite by F. Gober; "Andante Pastoral and Scherzando",
"Great fantasy", Fantasy on topics from the opera by K.M. Weber "Free Archer" by P.
Tuffanel; "Neapolitan Song"”, "Venetian Carnival”, Fantasia on topics from operas by J.
Verdi "Traviata", "Rigoletto”, "Ball masquerade”, Fantasia on the topic "Il pleut, il pleut
Bergere" for a flute-piccolo and a piano, Great concert duet for 2 flutes and piano,
introduction and polonaise by P.-A. Zhenen; 2 Sonatas, two concert solo, "Italian concert", 6
small plays, Aria with variations of "Tremolo", Concert play, Balladine play and romance
"Simplicité", "In honor of Tula" ("Hommage a Tulou"), Great Concert Fantasy on the topics
from the opera "Oberon" by K. M. Weber, Brilliant Duo on topics from the opera by J.
Rossini "Wilhelm Tell" for 2 flutes and a piano, Concert fantasy for 2 flutes and a piano of J.
Demersman; Sonata "Flute of Pan™ by J. Mukhe; "A brilliant fantasy on topics from the
opera by J. Bizet "Carmen" by F. Born; Suite by B. Godard, Sonatini by L. Durey and J.
Iber, Sonata by F. Poulenc, Sonatina by D. Miio, "Fantasia" by G. Fore, Concertino of S.



Shamind, a striking example of flute music of the XX century is a cycle of four plays A.
Rousselle "Players in the Flute", his "Andante and Scherzo".

It is also necessary to mention some of the author's translations for the flute of popular
musical compositions that were performed at that time by the prominent French flutists and
aimed at expanding the technical capabilities and expressive features of the instrument. For
example, L. Laflorans translated six flute and piano pieces by F. Chopin, the first violin
sonata of E. Grieg, several plays by K. Debussy and others. This practice allowed the flute to
capture the expressive means inherent in other instruments, such as violin and piano, which
were the "kings" of virtuoso style of the XIX century.

Also the works for flute and piano should be paid special attention, which were
created by flutists-performers in the cuisine style, whose traditions remained relevant to
composer's work at the turn of the century because they were associated with the chamber
nature of ensemble musicianship. In this regard, A. Altez's salon pieces, which are
unfortunately not very well known to Ukrainian performers, are particularly revealing.

Another group consists of ensembles written for flute, stringed instruments and pianos
(in which a harp, an instrument that has its own history in the French musical tradition, can
often be present). They are much smaller, but each of them represents the originality of the
heterogeneous timbral combination. Among them, the most popular performers of F. Gober's
play are "Bright Morning"”, "Autumn Evening", "Serenade"”, "Romantic Poem" for flute,
cello and piano; his own cycle "Antique Medals" for flute, violin and piano.

A separate genre group consists of compositions for the timbre-homogeneous chamber
ensemble, for all sorts of wind instruments. Among them one can select works, the
instrumental-classical genre definition of which is declared by the composer in the title:
Quintet by P. Tuffanel, "Divertissement for the wind quintet”, Chamber Symphony for 10
wind chamber number 5 and Chamber Symphony "Pastoral" Ne 2, Two sketches for wind
quintet by D. Miyo; Three short plays for J. Iber's wind quintet; Sextet for flute, oboe,
clarinet, horn, bassoon and piano by F. Poulenc.

In the creative work of the French composers, we find chamber ensembles in which
the application of the timbral and acoustic properties of the fairly different instruments that
make up the ensemble is demonstrated. These works fit into the contemporary context of
European musical art of that time, which is characterized by all kinds of experiments with

the sound of musical instruments and timbre colors. Of course, the chamber genre was the



most productive in terms of mastering new expressive capabilities. Examples of such
samples include Capriccio for 10 instruments and Le Jardin de Samos for flute, clarinet,
trumpet, violin, cello and percussion by J. Iber, Serenade for flute, violin, viola, cello and
harp by A. Roussel, Sonata for flute, harp and alto by K. Debussy, Introductions for harp,
string quartet, flute and clarinet by M. Ravel.

In the same passage of experimental works, which differ in their originality,
outstanding samples of the chamber vocal ensemble were created, in which the voice is
combined either with a flute or with varied instrumental voices: "Soir paen" on the words of
A. Samen and "Evening" for flute , voice and piano by F. Gober; Two poems by Ronsar for
flute and soprano by A. Roussel; Negro Rhapsody for baritone and instrumental ensemble
(piano, string quartet, flute and clarinet), vocal cycle "Bestiary or Cortez Orpheus"” (on verses
by G. Appoliner), which exists in two versions: for voice and piano, as well as for voice and
instrumental ensemble (string quartet, flute, clarinet, bassoon), "Four poems by Max Jacob"
for tenor and brass quintet, "Peasant songs" in poems by M. Famer (in two versions: for
voice and piano, for voice and chamber music Orchestra) by F. Poulenc.

Conclusions. Flute performances took an active part in the overall development of
French Chamber Ensemble music on the verge of the XIX -XX centuries; this field of
practice has occupied a significant place in the instrumental art of France. It is connected
with this historical period that the development of the national French flute school as a world
leader and the significant expansion of the ensemble repertory with the participation of flute
is connected. This was due to the nationwide cultural aspirations that were associated with
the revival of the traditions of French musical art, and with the leading tendencies of
European professional music, among which there are "emancipation” of chamber genres in
conjunction with stylistic discoveries of our time. These processes stimulated the
organization of all kinds of creative associations and collectives that contributed to the
formation of new conditions for the existence of flute as an ensemble instrument and its
release to a wide audience from the usual context of practice of salon and home music.

Prominent performers and educators, as well as the largest representatives of the
French composer school, actively participated in the creation of the ensemble repertoire.
Their legacy forms a large layer of chamber-ensemble music that is diverse in its genre-style
quality, in which the flute is represented in all its multifaceted technical and expressive

capabilities.
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