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Repertoire for solo flute 1600 - 1850 
Students: Rachel Gain & Rebekah Norton 
 
Fall Semester 2020 
 
INSTRUCTOR: PAUL LEENHOUTS 
 
CLASSES: Room 231/Skype 
TUESDAYS: 1:30 - 2:30 pm 
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OFFICE PHONE: 940-565-2382 (w) / 512-6535839 (c) 
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Tue Aug 24:  1:30 - 2:30 pm Keller Six Divertissements pour une Flûte 
Tue Sep 01:  1:30 - 2:30 pm Wunderlich Six Grands Solo 
Tue Sep 08: 1:30 - 2:30 pm Kuhlau - 12 Variations and Solos for Flute, Op 10 
Tue Sep 15: 1:30 - 2:30 pm Taylor - Six Divertimentos for the German Flute 
Tue Sep 22: 1:30 - 2:30 pm Moldenit - Idea dell'Articolare 
Tue Sep 29: 1:30 - 2:30 pm Lafite - Airs variés pour une flûte seule 
Tue Oct 06:  1:30 - 2:30 pm  Drouet Méthode pour la flûte 
Tue Oct 13: 1:30 - 2:30 pm Delusse - L'Art de la Flûte Traversiere 
Tue Oct 20: 1:30 - 2:30 pm  Berbiguier Dix-huit Exercices 
Tue Oct 27: 1:30 - 2:30 pm Taylor - Six Divertimentos for the German Flute 
Tue Nov 03: 1:30 - 2:30 pm Mercadante - 20 Caprices pour Flûte 
Tue Nov 10:  1:30 - 2:30 pm Walckiers Délassements du Flûtiste, Op 47 
Tue Nov 17: 1:30 - 2:30 pm Jansen Twelve Favorite Scotch Airs 
 
 

  
Attendance will be graded as follows: 

 

No absences A+ 

One absence A 

Two absences B 

Three absences C 

Four or more absences F 
 
Absences for which a medical or court excuse is provided (professional letterhead required) will be recorded but not figured in the attendance 
grade. Likewise, one absence for which advance notice is given by phone or in person will not be figured in the attendance grade. 



SOLO FLUTE REPERTOIRE 
1600 - 1850 

 
 

 
 

Jacob Denner (1681 - 1735) 
Transverse Flute with c1 and d1 Foot Joint. Body ivory; keys brass, partially fire gilded, c. 1715 

Germanisches Nationalmuseum, Nürnberg, MI566 
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Works typeset by Rachel Gain: 
 
Keller - Six Divertissements pour une Flûte 05 Adagio 
Keller - Six Divertissements pour une Flûte 06 Introduzione 
 
Kuhlau - 12 Variations and Solos for Flute, Op 10 01 Femmes voulez vous éprouver 
Kuhlau - 12 Variations and Solos for Flute, Op 10 02 Lasset Frieden uns stiften 
Kuhlau - 12 Variations and Solos for Flute, Op 10 03 Capricio 
 
Lafite - Airs variés pour une flûte seule 01 Dieu damour 
Lafite - Airs variés pour une flûte seule 02 Je suis lindor 
Lafite - Airs variés pour une flûte seule 03 Le long dubois 
Lafite - Airs variés pour une flûte seule 04 Jupiter un jour en fureur 
Lafite - Airs variés pour une flûte seule 05 Je le compare avec louis 
Lafite - Airs variés pour une flûte seule 06 On dit qu'a 15 ans 
 
Moldenit - Idea dell'Articolare 05 Sonata V in E minor 
Moldenit - Idea dell'Articolare 06 Sonata VI in F major 
 
Taylor - Six Divertimentos for the German Flute 01 DIVERTIMENTO I 
Taylor - Six Divertimentos for the German Flute 02 DIVERTIMENTO II 
 
Wunderlich - Six Grands Solo 03 Solo 3 
Wunderlich - Six Grands Solo 04 Solo 4 
 
 
Works typeset by Rebekah Norton: 
 
Keller - Six Divertissements pour une Flûte 03 Potpourri 
Keller - Six Divertissements pour une Flûte 04 Rondeau Hongrois Introduzione 
 
Kuhlau - 12 Variations and Solos for Flute, Op 10 04 Es kann schon nicht alles so bleiben 
Kuhlau - 12 Variations and Solos for Flute, Op 10 05 In des Waldes düstern Gründen 
Kuhlau - 12 Variations and Solos for Flute, Op 10 06 Capricio 
 
Lafite - Airs variés pour une flûte seule 07 Dans un verger Colinete 
Lafite - Airs variés pour une flûte seule 08 Lison dormait dans un bocage 
Lafite - Airs variés pour une flûte seule 09 Sentir avec ardeur 
Lafite - Airs variés pour une flûte seule 10 Gentille boulangere 
Lafite - Airs variés pour une flûte seule 11 Des simples jeux de l'enfance 
Lafite - Airs variés pour une flûte seule 12 Rosine 
 
Moldenit - Idea dell'Articolare 03 Sonata III in A minor 
Moldenit - Idea dell'Articolare 04 Sonata IV in D major 
 
Taylor - Six Divertimentos for the German Flute 03 DIVERTIMENTO III 
Taylor - Six Divertimentos for the German Flute 04 DIVERTIMENTO IV 
 
Wunderlich - Six Grands Solo 05 Solo 5 
Wunderlich - Six Grands Solo 06 Solo 6 
 
 
All other works (368 pieces) typeset by Paul Leenhouts 
 
 
© Copyrighted Material 
Copying or distributing any content is expressly prohibited without prior written permission of the authors 



 
Carl Philipp Emanuel Bach 

(1714 - 1788) 
 

 
 

After Johann Philipp Bach (1752 - 1846) 
Portrait of Carl Philipp Emanuel Bach (Hamburg, c. 1780) 

Bach-Archiv Leipzig, Mus. P Bach, C. P. E. I, 1 
 
 
Carl Philipp Emanuel Bach wrote his Sonata in A minor for flute solo Wq 132 in Berlin in 1747 (cf. Verzeichniß des 
musikalischen Nachlasses des verstorbenen Capellmeisters Carl Philipp Emanuel Bach, Hamburg, 1790, p. 51); the 
composer had been employed in a permanent position as chamber harpsichordist of King Friedrich II in Berlin since 
1741. Bach seems to have devoted a great deal of time to his master’s instrument around 1747, for a number of his 
works for flute in various chamber scorings originated during this period. The solo Sonata in A minor, however, is 
the sole flute work that was printed and published during the composer’s lifetime; no autograph has survived. The 
Berlin publisher Georg Ludwig Winter released the first edition in the periodical Musikalisches Mancherley in 
1762/63. Winter also published a single edition of the work in 1763 (for the sources see the Comments at the end 
of the present edition). 
 
Due to the lack of source information, it is impossible to determine for whom the Sonata Wq 132 was intended, 
though the question has often been asked. Friedrich II would seem a likely candidate. It should be noted, however, 
that the solo was printed during the king’s lifetime, and works for the Prussian king were not allowed to be published 
and thereby made accessible to the public. Nevertheless, it is conceivable that the publication was made without 
the king’s awareness, seeing that the work was published much later, nearly 20 years after it was written. 
 



In 1783 Bach became acquainted with the blind flute virtuoso Friedrich Ludwig Dülon (1769 - 1826), who presumably 
played the solo piece to the composer, along with other things. Dülon described the episode in his autobiography 
and concluded his report with a cryptic quote by Bach, which one might interpret as a reference to the amateur 
flautist Friedrich II: “I played to Father Bach a solo of his invention, and after I had finished it, he said: ‘How strange 
it is: he for whom I wrote it could not play it; he for whom I didn’t, can’” (Dülons des blinden Flötenspielers Leben 
und Meynungen von ihm selbst bearbeitet, ed. by Christoph Martin Wieland, Zurich, 1807/08, vol. I, p. 152). 
 
Marion Beyer, Henle Verlag 
 
 
Sonata in A minor, H.562 / Wq 132 
Poco adagio - Allegro - Allegro 
 
Sonata 1 Flauto Traverso Solo Senza Basso Da C: F: E: Bach 
 
Det Kongelige Bibliotek på Slotsholmen, København, mu 6210.2926 
[Gieddes samling I, 26.] 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Johann Sebastian Bach 
(1685 - 1750) 

 

 
 

Johann Sebastian Bach (aged 61) 
Portrait by Elias Gottlob Haussmann, 1746 

Altes Rathaus (Old Town Hall), Leipzig, Germany 
 
 
The discoverer of the sole surviving manuscript, Karl Straube, believed it to be an autograph and this view was 
accepted by Alfred Einstein. However, more recently it has been shown that it was made by two copyists. Although 
their names are unknown, one appears to be identical with the principal scribe of another manuscript, P 267 
(containing the violin sonatas and partitas, BWV 1001–1006), which places this part of the copy of the Partita in the 
first half of the 1720s. The other scribe is the one now known as "Anonymous 5", an employee of Bach who must 
have accompanied him when Bach moved from Köthen to Leipzig in 1723. This scribe is known from authentically 
dated copies of the Cantatas BWV 186 (11 July 1723) and BWV 154 (9 January 1724). On the basis of watermarks 
and textual criticism, the greater part of the manuscript was probably copied in Leipzig in 1723–1724, while the 
copyist of the first five lines of the Partita suggest it may have been begun slightly earlier, between 1722 and 1723 
in Köthen. 
 
Hans-Peter Schmitz, "Partita A-moll für Flauto traverso solo, BWV 1013", in Johann Sebastian Bach, Neue Ausgabe sämtlicher 
Werke, Serie VI, Band 3 Werke für Flöte: Kritischer Bericht, 7–9 (Kassel, Basel, Paris, London, New York: Bärenreiter, 1963): 7–8. 
 
As is the case with so many of J.S. Bach's chamber works, we know virtually nothing about the circumstances in 
which the Partita in A minor for unaccompanied flute, BWV 1013 was composed. It was probably written sometime 
during the early 1720s, during the last few years of Bach's tenure as kapellmeister at Cöthen (a job that gave him 
ample freedom to explore secular chamber music), and at any rate could not have been composed before leaving 
Weimar in 1717. 
 



Bach's other works for unaccompanied instruments (other than keyboard and lute) -- the Suites for solo cello, BWV 
1007-1012 and the Sonatas and Partitas for solo violin, BWV 1001-1006 -- were all informed to one degree or another 
by his own skill as a string instrument performer (this is not to say that he was necessarily accomplished enough to 
perform them adequately; indeed, evidence indicates that he was not, and perhaps never tried). With the flute 
Partita, however, Bach was left almost entirely to his own ingenuity, as neither tradition nor personal familiarity 
could come into much play during the creation of so unlikely a work. 
 
It is a dance-suite proper in which each of the four most common species of the day -- Allemande, Courante, 
Sarabande, and Bourrée -- makes an appearance, and in which the same remarkable blend of actual tones and 
implied counterpoint that fuels the violin and cello works is found to be the driving force; it is music of uncommon 
charm and high Baroque grace. 
 
Lengthiest of the Partita's four movements is the opening allemande, whose running sixteenth-notes outline a broad 
binary design. As with those movements from the solo violin and cello works that are exclusively melodic (meaning 
only that no multiple-stopping of the strings is called for) -- such as the "Allemanda" from the D minor violin Partita, 
very similar in plan to this flute allemande -- there are frequent leaps from one register to another as Bach engages 
to make melodically plain the implied harmonic voices (bass, treble, etc.) around which the music is written. In each 
half, the approach to the cadence is made via some juicy, chromatically descending miniature arpeggios. 
 
The Courante movement (or, to follow Bach's title more exactly, Corrente), following the Allemande as tradition 
demands, is of the livelier Italian-derived variety, relatively quick-tempoed and in simple triple meter. Also true to 
tradition are the asymmetrical dimensions of the movement's two "halves": twenty-two bars, forty-one bars. Truly 
striking is the unexpected high D sharp that the flute hollers out near the end of the first half, by leap no less, and 
then leaves without ever resolving in the same register, forcing us to be content with an E natural an octave lower. 
 
After an aristocratic Sarabande of ingenious rhythmic flexibility, Bach concludes the Partita with a Bourrée Anglaise 
-- then in vogue throughout Europe, to judge from the many appearances of this particular subspecies of the bourrée 
that pop up in the music of Bach, Handel, and others. Probably the most immediately arresting of the four 
movements (the others are slower to give up their treasures, not less rich), it is built around the bourrée's typical 
"backwards" short-short-long rhythm, set up in this case as the counterbalance for more florid running sixteenth-
note passages and, as we approach the final cadence to A, some remarkably staid chromatic eighth notes. 
 
Blair Johnston, AllMusic.com 
 
Partita in A minor, BWV 1013 
Allemande - Corrente - Sarabande - Bourrée anglaise 
 
Original title: 
[caption title, f.18v:] Solo [mostly cut off:] pour la Flute traversiere par J S Bach 
Manuscript copy: c.1722-1723 
 
Copyists: Anonymus & Bernhard Christian Kayser (1705 - 1758) 
Staatsbibliothek zu Berlin - Preußischer Kulturbesitz, Musikabteilung, Mus.ms. Bach P 968 (7) 
(bound together with 3 sonatas & 3 partitas for violin, BWV 1001-1006) 
_____________________________________________________________________________________ 
 
 
 
 
 
 



Benoit Tranquille Berbiguier 
(1782 - 1838) 

 

 
 

Portrait of Benoit Tranquille Berbiguier 
Lithograph by Fr. Hahn 

Archivio Storico Ricordi ICON010658 
 
 Benoit (or Antoine) Tranquille Berbiguier was born on December 21st, 1782, at Caderousse in France. He was 
destined by his family for the bar, but his attention seems to have been chiefly occupied by music, as he learned 
without any instruction, to play the flute, the violin and the violoncello. At the age of twenty-three he left his native 
town, entered the Paris Conservatoire, and began to study the flute under Wunderlich and harmony under Berton. 
He followed the musical profession in Paris until 1823, when he left that city to avoid the conscription, a decree 
having been passed authorizing the raising of a levy of three hundred thousand men. In 1815 he joined the gardes 
de corps, in which he obtained the rank of lieutenant. He left the service in 1819, reestablished himself in Paris, and 
devoted the remainder of his life to music, but in 1830 he became involved in political troubles and was forced to 
quit the capital.  
 Berbiguier does not appear to have held any orchestral post of importance, but he was renowned as a solo-
player, and as a composer for his instrument he still ranks high. The late Frederick Hill, who was his pupil for some 
years, used to say that he was an exceedingly fine player and that his style was particularly grand, but that his tone 
was not altogether free from coarseness, and that in artistic finish his performance was far superior to Tulou's. 
Berbiguier's views on the subject of tone, and his efforts to induce his compatriots to strive to obtain a larger volume 
of sound than it was their wont to produce, were well known at that time, and it is not altogether improbable that 
the tone which was pronounced coarse, by many others besides Frederick Hill, was only thought so by those who 
had been accustomed to hear and to admire the "joueurs de flageolet" so contemptuously mentioned in Berbiguier's 
letter.  



Frederick Hill, who had long resided in Paris, could not endure a tone of any power or brilliancy in the lowest octave 
of the flute, and he accused Cornelius Ward of making flutes which had a "roaring tone in the lower notes," the fact 
being that the tone of Ward's flutes was rather weak than otherwise. Like many other flute-players of his time 
Berbiguier played left-handed. 
 As regards the music of this celebrated composer for the flute, the usual variety of opinions prevails the only 
point on which his critics agree being the inequality of his composition, as if anyone ever did, or ever will, write a 
number of works verging on two hundred, of equal merit. As might have been expected, some of his compositions 
are poor in comparison with the best, but, on the other hand, some of them are simply delightful, and although none 
that I have seen can be fairly pronounced music of the higher class, yet the melodies, with which all his works are 
replete, occasionally savor of positive inspiration. Unfortunately, most of Berbiguier's compositions are out of print, 
but some of them are still popular. His Eighteen Grand Studies have passed through at least six editions, and perhaps 
bad a larger sale than any flute music ever printed. Schilling says: 'It seems a strange thing that the Germans, who 
condemned his compositions should have printed only the worst of them. His best works were printed in Paris." 
 Berbiguier lived eight years in retirement at Pont le Voye in Blois. Fétis thus describes the last scenes of his life: 
“The sorrow caused by the death of his friend Hugues Desforges proved fatal to him. After following the remains of 
his friend to the grave, he remarked to his companions: 'dans huit jours vous viendrez ici pour moi!'" This prediction 
was verified. Berbiguier died on January 20, 1838.  

 
 A complete list of the works of this prolific composer would occupy more space than can well be afforded. The 
following are characteristic of his style and are among the best of them:  
 Concertos for flute and orchestra: No. l, in D; No. 2, Op. 12, in A; No. 3, Op. 18, in B minor; No. 4, Op. 26, in E 
minor; No. 5, Op. 27, in E minor; No. 6, Op. 29, in G minor; No. 7, Op. 30, in E flat; No. 8, Op. 44, in D; No. 9, Op. 54, 
in D; No. 10, Op. 64, in A minor; No. 11, Op. 74, in D.  
 First Symphonie pour deux flutes, avec Orchestra, Op. 5; Second Symphonic pour deux flutes, avec Orchestra, 
Op. 154. 
 Trios for flute, violin and alto: Trois Grands, Op. 37. 
 Trios for three flutes: Op. 13, 33 40, 51, 62 70 and 110 (this is a delightful little work, an original cavatina, 
dedicated to his pupil, Frederick Hill). 
 For flute and pianoforte: Sonata in C, Op. 43; Sonata in F Op. 79; 9 Themes variés; numerous melodies du 
salon; fantasias on operas; airs with variations. 
 Duets for two flutes: Three Duets, Op. 2 dedies a M. Colcough; three, Op. 4; three, Op. 15, a M. Chaix; three 
Op. 22; six duets, Op. 28, a M. Bonecorse; three, Op. 35, a M. de Froment; three, Op. 38 a M. Camus (a remarkably 
fine set); three, Op. 45, a M. Bisetsky· three, Op. 46, a M. Rebsomen (the one-handed flute player); three, Op. 47, a 
M. du Medic; three Op. 57, a M. de Rochefoucauld; three, Op. 58; six, Op. 59; three Op. 61, a M. du Lac (the 
composer's favorite set); six (operatic) Op. 66; three, Op. 1 a M. Dubusc; three, Op. 85, a M. de Ste. Hilaire; six 
(operatic), Op. 93; three, Op. 99, to George Rudall (first printed in London); 36 petits dues, Op. 72 ( invaluable for 
beginners); six, Op. 83; 48 preparatory duets, in 12 books. 
 Duets for flute and violin: three, Op. 32; three, Op. 76. 
 Numerous studies and solos, including the celebrated eighteen Grand Studies, originally forming part of the 
Methode (1820 circa), and Thirty Grand Preludes or Cadences, Op. 140. (R.S.R.) 
 
Leonardo De Lorenzo, My Complete Story of the Flute: The Instrument, The Performer, The Music, revised and expanded ed. 
Lubbock, TX: Texas Tech University Press, 1992 
(Leonardo De Lorenzo 1875-1962 was principal flutist of the New York Philharmonic and flute faculty at the Eastman School of 
Music) 
 
Dix-Huit | EXERCICES | ou | ETUDES | dans tout le tons | Pour la Flûte |  
pour se former au mécanisme de toutes les petites | CLEFS | par T. Berbiguier. |  
Troisième Supplément à la Méthode de Flûte | du même Auteur. | 
Chez Breitkopf & Härtel à Leipsic. | Pr.1 Rthlr. [n.d. (1818) Plate 2889] 
University of North Carolina at Chapel Hill, b4901167 
 



[Exercice] N.o 1.  
En Ut majeur | in C dur. 
Pour se servir de la clef de Fa naturel. Für den Gebrauch der F-Klappe 
Allegro 
 
[Exercice] N.o 2. 
En La mineur | in A moll | Relatif d'Ut majeur | Parallelton von C dur 
Pour se servir de la clef de Sol # et de Fa naturel. Für den Gebrauch der Gis od. As- und der F-Klappe 
Allegro 
 
[Exercice] N.o 3. 
En Fa naturel | in F dur 
Pour se servir de la clef de Fa et de Si !. Zum Gebrauch der F- und der B-Klappe 
Allegro 
 
[Exercice] N.o 4. 
En Ré mineur | in D moll | Relatif de Fa majeur | Parallel-Tonart von F dur 
Pour se servir de la clef de Sol # avec celle de Si !. Zum Gebrauch der Gis- und der B-Klappe 
Allegro 
 
[Exercice] N.o 5. 
En Si ! majeur. | in B dur 
Pour se familiariser avec le doigté du Mi ! et celui de la clef de Si !. Um sich die Apllicatur von Es mit fer 
B Klappe eigen zu machen 
Allegro vivace 
 
[Exercice] N.o 6. 
En Sol mineur | in G moll | Relatif de Si ! majeur | Parallelton von B dur 
Pour habituer à couler le Si ! avec le Sol. Um das B mit dem G zu schleifen. 
Allegro 
 
[Exercice] N.o 7. 
En Mi ! majeur | in Es dur 
Pour se servir des trois petites clefs de Fa naturel. Zum Gebrauch der kleinen F, As und B Klappe 
Allegro 
 
[Exercice] N.o 8. 
En Ut mineur | in C moll | Relatif de Mi ! majeur | Parallel von Es dur 
Pour l'exercice des mêmes clefs que le précédent. Eine andere Uebung für dieselben Klappen. 
Allegro non troppo 
 
[Exercice] N.o 9. 
En La ! majeur | in As dur 
Pour se familiariser avec le doigté de Ré et des trois petites clefs ensemble. 
Um sich mit der Applicatur von Des und den 3 kleinen Klappen zugleich bekannt zu machen. 
Allegro 
 
 



[Exercice] N.o 10. 
En Fa mineur | in F moll | Relatif de La ! majeur | Parallel von As dur 
Même Exercice que pour le précédent; mais de plus, pour s'habituer à couler le Fa avec le La !. 
Andere Uebung zu dem selben Zweck, vorzüglich aber um das Schleifen des F mit dem As zu lernen. 
Moderato 
 
[Exercice] N.o 11. 
En Ré ! majeur | in Des dur 
Pour se familiariser avec le doigté de Sol !. Zur Uebung in der Applicatur von Ges 
Allegro 
 
[Exercice] N.o 12. 
En Si ! mineur | in B moll | Relatif de Ré ! majeur | Parallel von Des dur 
Même Exercice de doigté que pour le précédent. Andere Uebung in derselben. 
Prestissimo 
 
[Exercice] N.o 13. 
En La majeur | in A dur 
Pour se servir de la clef de Sol # dans le ton de La majeur. Zum Gebrauch der Gis Klappe in A dur. 
Allegro 
 
[Exercice] N.o 14. 
En Mi majeur | in E dur 
Même Exercice que pour le précédent. Zu derselben Uebung. 
Allegro 
 
[Exercice] N.o 15. 
En Si majeur | in H dur 
Pour se servir de la clef de La #, et de Sol #. Zur Uebung der Ais (od. B) und der Gis (od. As) Klappe 
Allegro 
 
[Exercice] N.o 16. 
En Si mineur | in H moll | Relatif de Ré majeur | Parallel von D dur 
Pour se servir de la clef de La #. Zum Gebrauch der Ais (oder B) Klappe 
Moderato 
 
[Exercice] N.o 17. 
En Fa # majeur | in Fis dur 
Pour se servir des clefs de Sol #, La # et Mi #. Zum Gebrauch der Gis (od. As, der Ais (od. B) u. der Eis (od. 
F) Klappe 
Allegro 
 
[Exercice] N.o 18. 
En Fa # mineur | in Fis moll | Relatif de La majeur | Parallel von A dur. 
Pour se servir de la clef de Mi # et de Sol #. Zum Gebrauch der Eis (F) und der Gis (As)-Klappe 
Allegro non troppo 
_____________________________________________________________________________________ 
 



Michel Blavet 
(1700 - 1768) 

 

 
 

Henri Millot (?-1756) 
Portrait of Michel Blavet (c.1720) 

Private Collection 
 
Michel Blavet (1700 - 1768), a composer and virtuoso flautist, was particularly interested in clarifying musical 
phrasing, and, as a result of his pedagogic efforts in several publications of his flute music, it is possible for modern 
scholars to extrapolate an outline of the basic principles for musical phrasing in France during the mid-eighteenth 
century. Highly acclaimed by Telemann, Marpurg, Quantz, Le Blanc, Daquin, and Voltaire, Blavet was, for a quarter 
of a century, considered by many as the premier flautist in all of Europe. In 1738 he served as principal flautist in the 
Musique du roi, in 1740 as first flute at the Opéra and from 1726 until 1768 performed at the prestigious Concert 
spirituel more often than any other European musician. In fact, Blavet was so associate with the Prussian court — 
an invitation that was, however, declined. 
 
Blavet has left us a small corpus of his own compositions: four stage works, five publications of instrumental music, 
and three collections of instrumental arrangements. Several of his publications — three collections of instrumental 
arrangements (Recueils de pièces) and his six sonatas for flute (Op. 2) — contain hundreds of carefully notated 
breathing marks, designating precisely where musical phrases occur. In his Avertissement for Op. 2, Blavet discloses 
his rationale for including these notated breathing marks — an altogether unusual procedure for his time. 
 
J'ay toujours remarqué dans les Ecoliers, de la difficulté à reprendre la respiration à propos; en sorte qu'ils confondent, le plus 
souvent, une frase avec 1'autre, ou ils interompent un chant, qui doit estre passé tout d'une haleine. Pour éviter cette confusion, 
j'ay imagine de mettre la lettre h, dans les endroits, où l’on doit respirer, sur tout dans les morceaux de chant, comme Rondeaux, 
ou autres petites pieces de caractère, dont toutte la grace depend de l'arengement des frases, de la netteté, et de la précision, 
que l’on ne peut trouver sans respirer à son aise, et dans les vris repos. 
 



"I have always noticed in pupils a difficulty in taking breath at the correct place, which makes them often confuse one phrase 
with the next, or interrupt a melody which should be expressed in one breath. In order to avoid this confusion, I have decided to 
put the letter "h" [halein, i.e., breath] in the places where one should breathe, especially in pieces such as Rondeaux and other 
little character pieces where gracefulness depends on the arrangement of the phrases, clarity, and precision which comes with 
breathing easily and in the correct place." 
 
Peterman, Lewis Emanuel (1991) "Michel Blavet's Breathing Marks: A Rare Source for Musical Phrasing in Eighteenth-Century 
France," Performance Practice Review: Vol. 4: No. 2, Article 4. DOI: 10.5642/perfpr.199104.02.04 
 
I.r RECUEIL DE PIECES | Petits Airs Brunettes, Menuets, &c. | Avec des Doubles et Variations, Accomodé 
pour les Flutes travers, | Violons, Pardessus de Viole &c. Par M. BLAVET ord.re de la mus. de la chambre 
du ROI, | di S. A. S. Monseigneur LE COMTE DE CLERMONT, | et de l'Académie roiale de musique. | Le 
tout recueilli et mis en ordre par M *** | Se vend 6.ll en blanc. | A PARIS, chez M. BLAVET au palais abatial 
de S.t Germanin des prés. | M. BOIVIN m.de rue S.t Honoré à la regle d'or; et | M. LE CLERC m.d rue du 
roule, à la croix d’or, | Avec Privilege du Roi. | Marin | sc. [s.d., c.1741] 
 
Bibliothèque de Besançon, S-19 L-RMUS T-07C E-7 
 
Two solo pieces in this collection: 
 
Flûte seule. 
Gigue en Rondeau. de Blavet 
 
Flûte seule. 
Rondeau. de Blavet 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Johann Martin Blochwitz 
(1687 - 1742) 

 
 
Johann Martin Blochwitz (1687 - 1742), not a very well-known name even amongst flutists, initially studied in Leipzig 
before he was employed as an oboist (1711) and then flutist (1717) in the Dresden Court Orchestra, where he 
performed as second flutist alongside Pierre-Gabriel Buffardin. Blochwitz composed many movements of dance 
music, some of them are collected under the title "Fantasier og Preludier. 8 Capricier og andre Stykker til Øvelse for 
Flöÿten af Quantz." a volume which was published in 1740 and is found at the Royal Library in Copenhagen. In 
addition to works by Johann Joachim Quantz it includes the dances of Blochwitz. 
 
Anna Garzuly Wahlgren (Associate Principal Flutist of the Gewandhaus Orchestra, Leipzig) 
 
The manuscript “Fantasier og Preludier” contains an important collection of Quantz’s unaccompanied fantasias, 
capricci and other works for flute. It contains also pieces by Johann Martin Blochwitz, who was flute player in 
Dresden, and Jean Daniel Braun, a German flute player who lived in Paris. The pieces by Quantz are written in a 
virtuosic style while the pieces of Blochwitz recall Bach’s writing for flute in the solo BWV 1013. 
 
“The Flute” by Ardell Powell. Yale University Press, New Haven, London, 2002. 
 
 
Fantasier og Preludier. | 8. Capricier og andre Stykker til | Øvelse for Flöÿten | af | Quanz. 
 
Det Kongelige Bibliotek, København, mu 6310.0860 [Giedde collection I.45, I,17] 
[authorship not ascertained] 
 
Courente 
[No. 42 Courente in E minor] 
Published as Bizaria [No. 25] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 1738) 
 
Sarabande 
[No. 43 Sarabande in G major] 
 
Allemande 
[No. 44 Allemande in E minor] 
Published as Allemanda [No. 15] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Allemande 
[No. 45 Allemande in E minor] 
Published as Allemanda [No. 20] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Giga 
[No. 46 Giga in E minor] 
Published as Giga [No. 21] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 1738) 
 
Giga 
[No. 47 Giga in E minor] 
 



Minuetto 
[No. 48 Minuetto in E minor] 
Published as Minuetto [No. 24] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Allegro 
[No. 49 Allegro in B minor] 
Published as Capriccio [No. 14] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Allegro 
[No. 50 Allegro in B minor] 
Published as Capricio [No. 11] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Adagio [QV 3:1 Anh. 2] 
[No. 51 Adagio in B minor] 
Published as Inventione [No. 9] in SONATE DE M.R BRAUN. A FLUTE TRAVERSIERE, Paris, 1740 by Jean Daniel Braun (1703? - 
1738) 
 
Giga 
[No. 52 Giga in B minor] 
 
Allegro 
[No. 53 Allegro in D major] 
 
Allegro 
[No. 54 Allegro in E minor] 
 
Presto 
[No. 55 Presto in E minor] 
 
Minuetto 
[No. 56 Minuetto in D major] 
 
Giga 
[No. 57 Giga in G major] 
 
Minuetto 
[No. 58 Minuetto in E minor] 
published as Menuet L’inconu from I.r RECUEIL DE PIECES ... Par M. BLAVET ..., Paris, [c.1741] p.78 
 
Giga 
[No. 59 Giga in C minor] 
 
Allegretto [QV 3:1 Anh. 1] 
[No. 60 Allegretto in G major] 
from Trommel-Märsche vom 24. Inf.-Regt. 1827. 
_____________________________________________________________________________________ 
 



Theobald Boehm 
(1794 - 1881) 

 

 
 

Michael Brandmüller (1793 - 1852) 
Theobald Böhm, königl. bayer. Kammermusikus 

Archivio Storico Ricordi 
 
 

 
 

Transverse Flute by THEOBALD BOEHM 
Munich, c.1840 

Bate Collection of Musical Instruments, Faculty of Music at Oxford University, Nr. 166 
 
Theobald Boehm, a Bavarian goldsmith, flutist, composer, and industrialist, invented the type of flute that became 
the basis for the modern instrument a little more than a century and a half ago. 
 
Between 1821 and 1831 Boehm traveled throughout Europe on concert tours, often performing his own 
compositions and, from 1828, playing on flutes made in his own workshop in Munich. On a visit to London in 1831 
he constructed an experimental flute that gave the fingers new mechanical means to control holes placed beyond 
their reach. He refined the concept of his new flute in the following year, and the "ring-key" flute of 1832 was taken 
up by a few prominent performers in Paris and later officially adopted at the Brussels Conservatoire. 
 
Boehm devised a metal flute with a new cylindrical bore in 1847, using a similar mechanism to that of the 1832 flute. 



 
Boehm's mechanism was applied with varying degrees of success to other woodwind instruments. He was also 
responsible for a variety of innovations in the manufacture of music boxes and the construction of pianos, a spark-
proof locomotive chimney, and a telescope for locating fires. 
 
flutehistory.com 
 
 
24 | CAPRICES | POUR | Flûte | COMPOSÉS et DÉDIÉS AUX AMATEURS | PAR |  
THÉOBALD BOEHM | Iére Flûte de la Chapelle de S. M. le Roi de Baviére. | A. J. | Œuv: 26.  Prix: 15.f |  
Paris, S. RICHAULT, Editeur Boulevart Poissonniére, 26, au Premier. |  
Mayence les fils B. Schott. Londres, Rudall Rose. | 10.975.R. [1851] 
 
Bibliothèque nationale de France, Paris, VM8 G-99 
 
N.o 1. Ut majeur. 
Vivace 
 
N.o 2. La § mineur. 
Allegro 
 
N.o 3. Fa majeur. 
Allegro moderato 
 
N.o 4. Ré mineur. 
Allegro 
 
N.o 5. Si ! majeur. 
Andante 
 
N.o 6. Sol mineur. 
Presto 
 
N.o 7. Mi ! majeur. 
Allegretto 
 
N.o 8. Ut mineur. 
Moderato 
 
N.o 9. La ! majeur. 
Allegro 
 
N.o 10. Fa mineur. 
Presto 
 
N.o 11. Ré ! majeur. 
Allegretto 
 



N.o 12. Si ! mineur. 
Moderato 
 
N.o 13. Ré majeur. 
Lento 
 
N.o 14. Mi ! mineur. 
Vivo 
 
N.o 16. La ! mineur. 
Andante cantabile 
 
N.o 17. Mi § majeur. 
Allegro 
 
N.o 18. Ut # mineur. 
Allegro 
 
N.o 19. La § majeur. 
Tempo di Valse 
 
N.o 20. Fa # mineur. 
Andante 
 
N.o 21. Ré majeur. 
Presto 
 
N.o 22. Si mineur. 
Allegro 
 
N.o 23. Sol majeur. 
Allegro 
 
N.o 24. Mi § mineur. 
Vivo 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 



Narcisse Bousquet 
(1800 - 1869) 

 

 
 

French flageolet by HUSSON & DUCHÊNE, Paris, 1839-48 
Royal College of Music, London, RCM0411 

Ebony; ivory mounts and mouthpiece; four silver keys with cupped covers and a marked shoulder. 
 
Narcisse Bousquet was a French flageolet player and composer who appears to have been active in both England 
and France in the first half of the century. Around 1855, Bousquet worked with Jules Prudence Rivière at the “Casino 
Paganini” and Philippe Perlot has found a reference to him working in Paris at the Bal Barthélémy between about 
1860 and 1865. 
 
The book “Le Polycorde ou Nouveau Traite Théorique et Pratique de Musique”, published in 1872 by J. Frédéric 
Giraud, describes a six-key French flageolet as the “Systéme Bousquet” so he may have been involved in the 
development of this type of instrument. 
 
Beyond this, very little is known about Bousquet and he does not appear in any of the usual sources for information 
about 19th Century French musicians. However, he left quite a large range of music, including some of the most 
interesting pieces for the French flageolet, such as his Caprices or 36 Etudes for the flageolet. 
 
The Pleasant Companion: The Flageolet Site 
http://www.flageolets.com/biographies/ 
 
The French flageolet is a near cousin to the recorder. However, it contains only 6 holes: 4 on top for the index and 
middle fingers of both hands, and two holes below for the thumbs. It is an instrument with a very long uninterrupted 
history which began in the Sixteenth Century and continued until the beginning of the Twentieth Century. 
 



Unlike the czakan whose repertoire was geared towards chamber music, demonstrating a very intimate style, the 
French flageolet was used in orchestral parts. It is believed that much of the repertoire which is played today by the 
piccolo was originally designed for the flageolet. 
 
The first flageolets were very similar to recorders in form. Only at the end of the Eighteenth Century did they begin 
to be built with a type of barrel on the upper part that, together with a windcap and a mouthpiece made of ivory, 
bone, or mother-of-pearl in the shape of an oboe reed (with no vibratory function nonetheless), practically doubling 
the instrument’s size. A small sea sponge piece was inserted into the windcap to create a more delicate and 
homogeneous sound to the instrument, while it also prevented condensation in the block, a problem which 
recorders of all types experienced. 
 
In the Nineteenth Century the instrument began to be built with keys until it reached its apogee with the Boehm 
system (the same used by clarinetists to this day). The flageolet was beloved in Paris and was an integral part of the 
instrumental formation for quadrilles which were played in big ball rooms along with the flute, violin, piano, and 
trumpet (the latter ad libitum). 
 
With the turn of the century and the decline of balls, the flageolet started to be used increasingly less often until it 
disappeared entirely. Besides its orchestral and ballroom repertoire, there is a considerable number of solo pieces 
dedicated to this instrument. Narcisse Bousquet was likely its most important exponent with excellent examples of 
virtuosity achieved by this instrument such as his Studies and Grands Caprices. 
 
Website The Biedermeiers: http://www.thebiedermeiers.com.br/en/french-flageolet/ 
 
Douze | Grands Caprices | POUR | FLAGEOLET | ou Flûte | PAR | N. BOUSQUET | PROFESSEUR. |  
Prix: 12.f | Separée 1.ère Suite ... 6.f | 2.me Suite ... 6.f | PARIS, | 
Chez N. BOUSQUET, Editeur de Musique, 45 Rue Bourbon-Villeneuve. (stamped 1864) 
 
Bibliothèque nationale de France, Paris, VM9-1495 
 
1.re SUITE. 
 
PREMIER CAPRICE 
C major 
Allegretto 
 
DEUXIEME CAPRICE 
A minor 
Allegretto 
 
TROISIÈME CAPRICE 
G major 
Moderato 
 
QUATRIÈME CAPRICE 
E minor 
Allegretto 
 
CINQUIÈME CAPRICE 
D major 
Moderato 



 
SIXIÈME CAPRICE 
B minor 
Allegretto 
 
2.me SUITE 
 
SEPTIÈME CAPRICE 
A major 
Allegretto 
 
HUITIÈME CAPRICE 
F-sharp minor 
Allegretto 
 
NEUVIÈME CAPRICE 
D minor 
Moderato 
 
DIXIÈME CAPRICE 
F major 
Allegretto 
 
ONZIÈME CAPRICE 
B-flat major 
Allegretto 
 
DOUZIÈME CAPRICE 
G minor 
Allegretto 
 
-------------------------------------- 
 
à son Elève M.r Guyot | 36 ÉTUDES | POUR | LE FLAGEOLET | PAR | NARCISSE BOUSQUET | PROFESSEUR 
| Divisées en Trois Suites. | Suite Chaque Suite Seule 6.f | L'Ouvrage complet 13. | A PARIS, chez 
L'AUTEUR, rue du Petit Carveau, 9. [n.d., 1851] 
 
Bibliothèque nationale de France, Paris, Richelieu - Musique - magasin, VM9-1494 
 
Étude Nr. 1 
B-flat major 
Allegro moderato 
 
Étude Nr. 2 
A minor 
Allegretto 
 
 



Étude Nr. 3 
F major 
Allegro moderato 
 
Étude Nr. 4 
D minor 
Moderato 
 
Étude Nr. 5 
D major 
Mouvement de valse 
 
Étude Nr. 6 
G major 
Moderato 
 
Étude Nr. 7 
F major 
Mouvement de valse 
 
Étude Nr. 8 
D minor 
Allegro moderato 
 
Étude Nr. 9 
B-flat major 
Mouvement de marche 
 
Étude Nr. 10 
F minor 
Allegretto 
 
Étude Nr. 11 
E-flat major 
Moderato 
 
Étude Nr. 12 
C minor 
Mouvement de valse 
 
Étude Nr. 13 
B-flat majr 
Allegro moderato 
 
Étude Nr. 14 
G minor 
Allegro moderato 
 



Étude Nr. 15 
F major 
Allegro moderato 
 
Étude Nr. 16 
D minor 
Tempo di bollero 
 
Étude Nr. 17 
C major 
Allegro moderato 
 
Étude Nr. 18 
A minor 
Allegretto 
 
Étude Nr. 19 
G major 
Allegro moderato 
 
Étude Nr. 20 
E minor 
Allegro moderato 
 
Étude Nr. 21 
D major 
Allegro 
 
Étude Nr. 22 
B minor 
Allegro moderato 
 
Étude Nr. 23 
A-flat major 
Allegro 
 
Étude Nr. 24 
C major 
Moderato 
 
Étude Nr. 25 
F-sharp minor 
Allegro 
 
Étude Nr. 26 
F major 
Andantino 
 



Étude Nr. 27 
D minor 
Moderato 
 
Étude Nr. 28 
B-flat major 
Allegro moderato 
 
Étude Nr. 29 
G minor 
Mouvement de valse 
 
Étude Nr. 30 
E-flat major 
Moderato 
 
Étude Nr. 31 
C minor 
Moderato 
 
Étude Nr. 32 
A-flat major 
Moderato 
 
Étude Nr. 33 
F minor 
Allegro agitato 
 
Étude Nr. 34 
C major 
Moderato 
 
Étude Nr. 35 
A minor 
Allegretto 
 
Étude Nr. 36 
C major 
Moderato 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 



Jean Daniel Braun 
(1703? - 1738) 

 
The details of Jean-Daniel Braun’s early life are unknown. He is thought to have been born in Alsace, probably in the 
late seventeenth century. The region had been part of France since the Treaty of Westphalia (1648), but culturally it 
remained strongly German. The earliest mention of Braun as a musician occurs in the autobiography of Johann 
Joachim Quantz, the renowned flute pedagogue. Quantz embarked on a three-year tour of Europe in the mid-1720s. 
He visited Paris from August 1726 to March 1727, and in his autobiography he lists a number of the most prominent 
Parisian musicians he met during his stay. Among the flutists he encountered were "die beyden Brüder Braun" (the 
two Braun brothers). 
Although Quantz’s identification is a bit ambiguous, it is certain that Jean-Daniel Braun was active as a flutist, 
composer, and music publisher in Paris in the late 1720s. On 19 March 1728, Braun obtained a royal privilege to print 
“plusieurs sonates et autres pièces instrumentales de sa composition” (several sonatas and other instrumental 
pieces of his composition). The privilege, which was registered on 2 April 1728, provided Braun protection for a 
period of ten years and identified him as “Musicien ordinaire de la musique de notre très cher Cousin le Duc 
d’Épernon” (regular musician for my [Louis XV’s] very dear cousin, the Duke of Epernon).  
Braun died in Paris on 24 February 1738. A final volume of his works containing a Sonata for Flute with Basso 
Continuo and these twenty-four short pieces for flute alone was published posthumously in 1740. Another Mr. Braun 
is listed among its publishers, and is identified as “Ordinaire de l’Académie Royale de Musique”. In all likelihood this 
is Jean-Daniel’s brother and fellow flutist, Jean-Frédéric Braun. 
The volume’s title page describes these works as being "composées exprès pour former l’embouchure et accoutumer 
la main aux difficultés, tant du même auteur que de divers autres" (c omposed specially to form the embouchure 
and get the hand used to the difficulties, from the same author as well as others). The description continues: "Ces 
mêmes Pièces peuvent se jouer également sur le Basson en suivant la Clef de Basse mise au commencement de 
chaque air (These pieces can also be played on the bassoon by following the bass clef at the beginning of each air).  
There has been some question regarding the authorship of some of the pieces in this collection. Eight of them also 
appear in an undated eighteenth-century manuscript of works attributed to Quantz, held by the Royal Library in 
Copenhagen. Quantz is known to have collected works from various sources for pedagogical use. On the other hand, 
it is possible that Braun copied pieces by Quantz for his own use, and Jean-Frédéric Braun later assumed that he had 
actually composed them. At this remove, it is impossible to establish authorship definitively. 
 
David A. Wells - California State University, Sacramento 
 
 
SONATE | DE M.R BRAUN. | A FLUTE TRAVERSIERE | Et Basse. | Suivie de differentes Pieces sans Basse, | 
Composées Expres pour former l’embouchure et | Accoutumer la main aux dificultez, tant du même | 
Auteur que de divers autres. | Ces mêmes Pieces peuvent se jouer egalement sur | le Basson en suivant 
la Clef de Basse mise au | Commencement de chaque Air. | Prix …, | SE VEND A PARIS, / CHEZ ..., 1740 | 
Avec Privilege du Roy 
 
Library?  
 
[1] Rondeau 
E minor 
 
[2] Giga 
E minor 
 
[3] Minuetto 
E minor 



 
[4] Rondeau 
G major 
 
[5] [6] Minuetto - Minuetto 2 - Double 
G major / G minor / G major 
 
[7] Scherzo - Scherzo 2 
G major / G minor 
 
[8] Minuetto 
G major 
 
[9] Inventione 
B minor 
 
[10] Fantasia 
B minor 
 
[11] Capricio 
B minor 
 
[12] Concerto 
B minor 
 
[13] Inventione 
B minor 
 
[14] Capricio 
B minor 
 
[15] Allemanda 
E minor 
 
[16] Largo / Double 
E minor 
 
[17] Bizaria 
E minor 
 
[18] Lamenterole 
E minor 
 
[19] Aria 
E minor 
 
[20] Allemanda 
E minor 



 
[21] Giga 
E minor 
 
[22] Corrente 
E minor 
 
[23] Fantasia 
E minor 
 
[24] Minuetto 
E minor 
 
[25] Bizaria 
E minor 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Michel Corrette 
(1707- 1795) 

 

 
 

Allou fils del. / J. B. Robert Sculpsit. 
Title page illustration from 

Méthode pour apprendre aisément à joüer de la flute traversière [...], Paris, 1753 
by Michel Corrette (1707 - 1795) 

Bibliothèque nationale de France, Paris, RES VM8 G-1 
 

Qui des deux est ici le Maître 
Ce Livre acquis, peut disparoitre. 

(Who of the two is the Master here 
This acquired Book, can disappear) 

 
In his publication Méthode pour apprendre aisément à joüer de la flute traversière, Corrette assumes that a prelude 
always should be improvised and based on fast or slow passages, in movement by step or by leap, according to one’s 
inventiveness. He adds that good preluding requires specifying the mode and key of a piece and improvising in that 
key. Corrette recommends modulating and he pays a lot of attention to the role of the leading tone in the process 
of change of keys. He also adds two pieces of information which Hotteterre did not include. According to Corrette, 
a few initial bars of a piece may also perform the function of a prelude. Apart from that, he writes that when one 
plays without accompaniment, he can improvise a large prelude. 
 
Corrette includes 29 examples, some of which clearly refer to Hotteterre’s harmonic patterns for preludes. Most 
preludes are based on different types of simple melody and rhythm patterns repeated throughout a prelude, and 
some of them sound almost like studies to develop one’s interval playing skills. They are short and fully in one key. 
Their artistic value seems smaller as compared Hotteterre’s examples which stylistically resemble composed 
preludes, but at the initial stage of learning how to improvise, they can serve as a basis for building melody and 
rhythm patterns in order to create one’s own preludes. 
 
Ewa Gubiec: THE ART OF PRELUDING ON THE FLUTE IN THE 18TH CENTURY IN FRANCE 
 



METHODE | Pour apprendre aisément à jouër | DE LA | FLUTE TRAVERSIERE. | Avec des Principes de 
Musique, | et des Brunettes a I. et II. parties. | Ouvrage utile et Curieux, | Qui conduit en très peu de 
tems à la parfaite | connoissance de la Musique et a joüer a Livre | ouvert les Sonates et Concerto. | Prix 
4.tt | A PARIS, | Chez M.e Boivin rue S.t Honoré à la Règle d'Or. | le S.r Le Clerc rue du Roule à la Croix 
d'Or. | A LYON, | Chez M.r de Bretonne rue Merciere. | Avec Privilege du Roy. [1753] 
 
Bibliothèque nationale de France, Paris, RES VM8 G-1 
 
 
[p. 45] 
 

Chapitre XIII. 
De l'Art de Prèluder, 

 
Le Prèlude est un espece de Caprice qui se compose ordinai= 
rement sur le champ avantque de joüer une piece : on peut mê= 
me exprimer quelques mesures du commencement de la piece. 
Pour bien préluder, il faut observer si le Mode de la Musique 
que l'on va faire est Majeur ou Mineur, et préluder du même ton. 
Quand on joüe seul sans accompagnement, on peut compo= 
ser un grand Prélude. 
Pour lors on peut moduler sur tel ton que l'on voudra, faire 
des passages vites ou lents, par degrez conjoints ou disjoints, 
selon que cela se présente a l'imagination. 
Les 16 Prèludes suivans peuvent servir de modeles. 
Et comme un chant ne seroit pas assez varié s'il ne sortoit 
jamais du même ton, il est permis de passer dans un autre 
mode ; ce passage se fait par le moyen de la note sensible. 
Et la note sensible est toujours le demi-ton au dessous de 
la note du ton majeur ou mineur. 

 
Exemple 
 

 
 
Pour bien préluder, et même pour bien executer toutes sortes de Musique, il est neces= 
saire de connoitre le nom des intervalles qui se trouvent quelque fois par batteries, 
on compte toujours sur la note la plus basse. 
 
 
[p. 46] 



 
Modele pour préluder. 
 
1.r Prelude en ré 3.e Majeur. 
 
2.e Prélude en ré 3.e Mineure. 
 
3.e Prélude en sol 3.e Maj. 
 
4.e Prélude en sol 3.e Min. 
 
5.e Prélude par tierces en ré. 
 
6.e Prélude par tierces en ré Min. 
 
7.e Prélude. 
 
8.e Prélude. 
 
9.e Prélude par intervale de 4.e 
 
10.e Prélude. 
 
11.e Prélude par quinte. 
 
12.e Prélude par sixte. 
 
13.e Prélude par sixte. 
 
14.e Prélude par batteries de sixtes. 
 
15.e Prélude par interval de 7.e 
 
16.e Prélude par intervales d'Octaves. 
 
17.e Prélude. 
 
18.e Prélude. 
 
[p. 48] 
 
19.e Prelude. 
 
20.e Prelude. 
 
21.e Prelude. 
 
22.e Prelude. 



 
23.e Prelude. 
 
24.e Prelude. 
 
25.e Prelude. 
 
26.e Prélude en Duo 
 
27.e Prelude. 
Duo. 
 
28.e Prelude. 
Duo. 
 
29.e Prelude. 
[Duo.] 
 
[p. 49] 
 
Dans la Musique en partition des Motets, Cantates et Opera on trou= 
ve quelque fois le premier et le deuzieme Dessus notez sur la même 
portée ainsi le 1.r Dessus joüe les notes d'enhaut et le second dessus 
celles d'embas les quatre prèludes en Duo cy dessus peuvent ser= 
vir d'exemple. 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Monsieur (Charles) Delusse 
(c.1720 - c.1774) 

 

 
 

Charles Delusse (c.1720 - c.1774) 
Position des mains sur la flûte 

L'art de la flute traversiere […], Paris, 1760 
 
 
De Lusse (sometimes stylized as Delusse, and referred to as Charles by Fétis) was a French flautist, composer and 
writer on music, born c. 1720-5 and alive until at least 1774. He published several works in Paris between 1751 and 
1757, and was likely active there as a performer and teacher around the same time. His works and innovations made 
him an influential in the French flute scene. 
In Paris in 1761, De Lusse published his treatise entitled L’art de la flute traversière. The work begins with guidance 
on playing the flute, ornamentation and articulation, and basic exercises, before quickly moving on to short preludes 
in an unusually high range and broad range of keys, and virtuosic caprices full of technically difficult arpeggios and 
runs. While most of the contents were standard fare for treatises on playing the flute, the work ends with an unusual 
addition: the last page consists of a composition by De Lusse entitled “Air à la Grecque” which is “in the diatonic, 
chromatic and enharmonic genera”. The use of ancient Greek genera was likely inspired by his membership in the 
“Societé d’Apollon" which, according to Marcello Castellani’s introduction to a facsimile of the treatise, “probably 
had the aim of increasing, with an Enlightenment spirit, the diffusion of the arts and sciences, referring to the culture 
of classical Greece.” 
 
Delusse, and Marcello Castellani. L’art de la flûte traversière. Archivum musicum. L’art de la flûte traversière 52. Firenze: Studio 
per edizioni scelte, 1997. Translated by Rachel Gain. 
 



De Lusse is only mentioned as Monsieur Delusse or MDL in contemporary printed music. The first ame Charles was 
first mentioned in 1837 by François-Joseph Fétis. Since he is also assigned an extensive activity as an instrument 
maker there, it is reasonable to assume that Fétis has been mistaken for the flute and oboe maker Ch. De Lusse. 
Whether de Lusse is related to this Parisian Family of woodwind instrument makers is not documented. De Lusse's 
first vocal composition appeared in print in 1743, and the first flute compositions followed in 1751. In 1758 he 
became a member of the Paris Opéra-Comique orchestra and the following year his comic opera L'amant statue 
premiered. De Lusse, who also worked as a flute teacher and wrote a flute school ( L'art de la flûte traversière ), 
contributed the explanatory article Musique for the illustrated volume of the encyclopedia by Diderot and 
d'Alembert in 1769 . After 1774 he is no longer mentioned. De Lusse's compositions - including flute sonatas as well 
as songs and romances - are partly influenced by the Mannheim School. 
 
Translation of German article 
https://de.wikipedia.org/wiki/Charles_de_Lusse 
 
L'ART | DE LA | FLUTE TRAVERSIERE | Par | M.r de Lusse (Il faut un titre gravé) | Paris | 1760 
 
Library of Congress, Washington, D.C., ML30.4b no. 86 
 
I. CAPRICE 
C major 
Allegro 
 
[CAPRICE] II 
G major 
Allegro 
 
[CAPRICE] III 
D major 
Allegro 
 
[CAPRICE] IV 
A major 
Adagio - Allegro 
 
[CAPRICE] V 
E major 
Adagio - Presto 
 
[CAPRICE] VI 
B-flat major 
Andante - Presto - Allegro 
 
[CAPRICE] VII 
F major 
Vivace- Adagio - Allegro 
 
[CAPRICE] VIII 
B minor 
Allegro - Andante - Presto 



 
[CAPRICE] IX 
E minor 
Allegro - Andante 
 
[CAPRICE] X 
A minor 
Allegro - Andante 
 
[CAPRICE] XI 
D minor 
Allegro - Andante 
 
[CAPRICE] XII 
G minor 
Andante - Allegro 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Niccolò Dôthel 
(1721 - 1810) 

 

 
 

Italian artist (possibly Neapolitan School, possibly Angelo Crescimbeni) 
A Musician, 18th century (possibly Niccolò Dôthel) 

Brooklyn Museum, New York, 17.36 
 
Niccolò Dôthel, an excellent flutist born in Lunéville, France, carries out his entire career in Italy, in the Grand Duchy 
of Tuscany, both in the court orchestra and in the military band; through his work as a musician and teacher, and 
with his publications, he makes a substantial contribution to the diffusion of the transverse flute. 
Niccolò Dôthel, son of an oboist serving in Nancy at the Court of Lorraine, arrives with his father in Florence following 
Francesco Stefano, named Grand Duke of Tuscany. From 1736 he played in the military band and in the Cappella di 
Corte, here his presence is documented until 1807, moreover, from 1765 to 1798, he is part of the Teatro della 
Pergola orchestra. In Florence Dothel gives life to a flute school; among his students we remember Mattias 
Stabingher, author of the first known works (Opera 6) written for four flutes without a bass part. 
Niccolò Dôthel leaves many compositions for flute, all published in Paris, London and Amsterdam, except the Six 
Quartets for flute or two violins, viola and cello, printed in Florence by Ranieri del Vivo. 
 
https://www.riverberisonori.it/en/book-author/dothel-niccolo-en/ 
 
Nicolas Dôthel was a French flautist and composer alive 1721-1810. Dôthel’s career was entirely situated in Italy, 
where he was in the court orchestra and military band of the Grand Duchy of Tuscany. His name is recorded in 
various manners, and probably began as D’hôtel (French for “of hotel”). He composed large output of flute music; 
Prince von Esterhazy’s catalog lists 95 works written for flute before 1760, including concerti, sonatas, duets and 
trios. His compositions were published in Paris, London, Amsterdam, and Florence, prized in Germany (according to 
Fétis), and have been noted as displaying “originality and contrapuntal skill, notably in the canons and flute trios.” 
He was an influential flute teacher in northern Italy. 



Dôthel’s 28 Studi per il flauto are each in a different key, covering all 24 major and minor keys, with some duplication 
for enharmonic keys such as C# major and D! major. A variety of styles are covered, including minuets, arias, and 
allegro movements; of note is the simplified style, slower tempo, and shorter length of the studies in more 
challenging keys, compared to the more intricate, virtuosic style and fast tempo of some of the studies in simpler 
keys. 
 
Delius, Nikolaus. "Dôthel [D’Hautell, D’hotel, D’hôtel, Dhotel, Dothel, Dötel, Dottel], Nicolas." Grove Music 
Online. 2001; Accessed 22 Nov. 2020.  
https://www-oxfordmusiconline-com.proxy1.lib.uwo.ca/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000047030. 
 
 
STUDI | PER IL FLAUTO | in Tutti j Tuoni è Modi | COMPOSTI DAL SIG.r | DOTHEL | Primo Flauto et 
Maestro di Concerto di S. A. R. Leopoldo I | Granduca di Toscana. | Prix 4.ff 4.S | A PARIS | Madame 
Berault M.de de Musique rue de la Comédie francoise | fauxbourg St Germain au Dieu de l'Harmonie | Et 
aux adresses ordinaires | A. P. D. R. [1777] 
 
Bibliothèque nationale de France, Paris, A-33887 
 
[No. 1] Ut Majeur [C major] 
Tempo Comodo 
 
[No. 2] Ut Mineur [C minor] 
Tempo Comodo 
 
[No. 3] Ut Majeur [C-sharp major] 
Tempo di Minuetto 
 
[No. 4] Ut Mineur [C-sharp minor] 
Allegretto 
 
[No. 5] Re Majeur [D major] 
Allegro 
 
[No. 6] Re Mineur [D minor] 
Allegretto 
 
[No. 7] Re Majeur [D-flat major] 
Aria 
 
[No. 8] Re Mineur [D-sharp minor] 
Aria 
 
[No. 9] Mi Majeur [E major] 
Allegro Comodo 
 
[No. 10] Mi Mineur [E minor] 
Allegro 
 



[No. 11] Mi Majeur [E-flat major] 
Allegro 
 
[No. 12] Mi Mineur [E-flat minor] 
Minueto 
 
[No. 13] Fa Majeur [F major] 
Comodo 
 
[No. 14] Fa Mineur [F minor] 
Allegro 
 
[No. 15] Fa Majeur [F-sharp major] 
Minuetto 
 
[No. 16] Fa Mineur [F-sharp minor] 
Allegro 
 
[No. 17] Sol Majeur [G major] 
Allegro 
 
[No. 18] Sol Mineur [G minor] 
Comodo 
 
[No. 19] Sol Majeur [G-flat major] 
Minueto 
 
[No. 20] Sol Mineur [G-sharp minor] 
Andantino 
 
[No. 21] La Majeur [A major] 
Allegro 
 
[No. 22] La Mineur [A minor] 
Allegretto 
 
[No. 23] La Majeur [A-flat major] 
Minueto 
 
[No. 24] La Mineur [A-flat minor] 
Tempo di Minueto 
 
[No. 25] Si Majeur [B-flat major] 
Allegro 
 
[No. 26] Si Mineur [B minor] 
Allegretto 
 



[No. 27] Si Majeur [B major] 
Allegro 
 
[No. 28] Si Mineur [B-flat minor] 
Minueto 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Louis François Philippe Drouet 
(1792 - 1873) 

 

 
 

after Mulnier (? - ?) 
Lithograph by François le Villain, active 1819-1822 

'L. DROUET, | Première Flûte de la Musique du Roi. [1820] 
Bibliothèque nationale de France, Paris, Est.DrouetF3001 

 



 
 

Louis François Philippe Drouet (1792 - 1873) 
Flute in C, Ivory, 8 silver keys and ferrules 

DROUET / LONDON [1818-19] 
DLC Music Division, Library of Congress, Washington, DC, DCM 0393 

 



Drouet, Louis Francois Philippe, the famous flute virtuoso, was born in Amsterdam in 1792. his father, a refugee, left 
France, of which country he was native, because of the turmoil occasioned by the Revolution. As a child Drouet was 
regarded as a flute-playing prodigy. He appears to have been self-taught. It is stated that his serious study of the 
flute began in 1807 after a great success at a concert of Rode’s in Amsterdam. As early as 1808, when only sixteen 
years of age, he received an appointment as solo flutist to the King of Holland; three years later he accepted an 
invitation from Napoleon I to become Imperial Court Flutist at Paris. He soon acquired continental celebrity and 
made many successful concert journeys through Europe. Although the tone he produced was not large, his general 
technic was excellent and his double-tonguing remarkably brilliant and characteristic. In 1815 he came to London 
and established a flute-making business. This he carried on until 1819 when it was given up owing, it has been stated, 
to the number of bogus “Drouet” flutes put upon the market by trade rivals. Drouet made his first appearance at 
the Philharmonic, London, on March 25, 1816. he played at other places in the British capital in 1817, 1829, 1830 
and 1832. The 1829 visit was made in company with Mendelssohn who joined the flutist in the concert venture. The 
first appearance of this celebrity in London was made in 1841-1842, at Buckingham Palace, on which occasion he 
played before Queen Victoria and Prince Albert. During his active career as a flute virtuoso Drouet was responsible 
for a vast amount of flute music – concertos, fantasias, studies, duets, trios, etc., etc. His Robin Adair, God Save the 
Queen, and Rule Britannia enjoyed wide popularity. It is stated that he assisted Queen Hortense in composing the 
music to the song Partant pour la Syrie. Captain Gordon (he of the Boehm – Gordon controversy) and the King of 
Holland were two of his pupils. In 1836 in succession to Kaspard Kummer, he became Chapel Master to the Duke of 
Saxe-Coburg-Gotha and thenceforth his wandering about Europe was restricted. For years little was heard from him 
outside of Germany. He did not adopt the Boehm flute, indeed, it has often been said that he was opposed to its 
use, but no evidence has yet been adduced to prove this. On the contrary, as may be seen hereunder, when he 
became acquainted with the Boehm he was most favourably impressed with its value as a musical instrument. 
In 1854 Drouet ceased to be Chapel Master and during that year he visited America. In New York he found himself 
in the congenial society of Philip Ernst, at that date probably the most eminent flute-player in America. Ernst lent 
him a Boehm flute. This was returned with a letter the full text of which is here given: 
 
To Messrs. Philip Ernst & Son 
New York June 6th, 1854. 
 
Gentlemen: 
With many thanks I would return the instrument which you have had the politeness to lend me. Although I have 
known for some time of Mr. Boehm’s new flute, it was not until now, owing to my arduous duties as Chapel Master, 
that I was induced to make a thorough trial of its superior merits. 
I find its mechanism by far less complicated than I had imagined and the fingering remarkably simple. But what 
pleases me more is the great ease with which each note can be produced and the perfectness of tune and tone of the 
whole scale. It offers also to the tasteful player the possibility of blowing loud and soft without getting out of tune. 
These have appeared to me the most prominent features of Mr. Boehm’s valuable invention and they will no doubt 
insure its general adoption by our rising flutists, and especially those who would secure a good degree of execution 
at the expense of as little time and labour as possible. 
 
Yours respectfully, 
 
L Drouet. 
 
The above letter was published together with a number of flute studies especially written for the Boehm flute by 
Drouet. These flute studies were issued by Ernst to subscribers whose names are detailed in a list within the volume. 
In this list the names of the most prominent American flute-players of that date may be found. The copy of this work 
which I have used was formerly the property of W.N. Habersham, of Savannah, Georgia, U.S.A. 
After his return from America to Europe, Drouet lived in Gotha and Frankfort. He died in Berne, Switzerland, 
September 30, 1873. (John Finn.) 
 
Leonardo de Lorenzo: My Complete Story of the Flute (1992).  
pp.113 - 115 



 
MÉTHODE | Pour la Flûte, | ou Traité complet & raisonni | pour apprendre à jouer de cet Instrument. |  
Ouvrage dédié | À S. M. LE ROI DE PRUSSE, | Composé & Rédigé | PAR | L. DROUËT | première Flúte de 
la Musique particuliere du Roi de France, et ci devant Directeur géneral des Theâtres Royaux de Naples. | 
Prix : 30 F. | Proprieté des Editeurs. | Cette Méthode est divisée en deux parties qui se vendent 
séparément savoir | la première 24.f et la seconde 12.f | Paris, chez I. Pleyel et fils aîné, Boulevard 
Montmartre | 1977 A et B. [n.d.] 
 
Bibliothèque nationale de France, Paris, VM8 G-36 
 
4.ème PARTIE 
EXERCISES de tous genres, pour le Son, les DOIGTS, les CLEFS et la LANGUE. 
 
N.o 1. [in C major] 
Allegro 
 
N.o 2. [in A minor] 
Allegro 
 
N.o 3. [in F major] 
Moderato 
 
N.o 4. [in D minor] 
Allegro 
 
N.o 5. [in B-flat major] 
Allegro moderato 
 
N.o 6. [in G minor] 
Allegro moderato 
 
N.o 7. [in E-flat major] 
Allegro 
 
N.o 8. [in C minor] 
Adagio 
 
N.o 9. [in G major] 
Allegro 
 
N.o 10. [in E minor] 
Allegro moderato 
 
N.o 11. [in Dmajor] 
Allegro 
 
N.o 12. [in B minor] 
Allegro 



 
N.o 13. [in A major] 
Allegro moderato 
 
N.o 14. [in F-sharp minor] 
Allegro moderato 
 
N.o 15. [in E major] 
Allegro 
 
N.o 16. [in C-sharp minor] 
Adagio cantabile 
 
N.o 17. [in B minor] 
Allegro 
 
N.o 18. [in G-sharp minor] 
Moderato 
 
N.o 19. [in F-sharp major] 
Moderato 
 
N.o 20. [in D-sharp minor] 
Adagio 
 
N.o 21. [in A-flat major] 
Andante 
 
N.o 22. [in F minor] 
Andante 
 
N.o 23. [in D-flat major] 
Andante 
 
N.o 24. [in B-flat minor] 
Allegro 
 
N.o 25. [in C major] 
Pour les Notes de passage augmentées. 
Allegro 
 
N.o 40. [in C major] 
[untitled] 
 
N.o 41. [in E-flat major] 
Allegro 
 
 



N.o 42. [in E major] 
Allegro 
 
N.o 43. [in D major] 
MODULATIONS. 
Moderato 
 
N.o 44. [in C major] 
Allegro 
 
N.o 45. [in G major] 
Pour les Flûtes qui descendent jusqu'au Si, et pour celles, 
qui descendent jusqu'au Sol. 
Andante 
 
N.o 46. [in G major] 
BRODERIES. 
Adagio 
 
GRAND EXERCICE [in C major] 
Allegro 
[at the end] Labor improbus omnia vincit. 
[Steady work overcomes all] 
VIRGILE. 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Christian Karl Hartmann 
(1750 - 1804) 

 
(b Altenburg, Saxony, 1750; d Paris, 1804). German flautist, clarinetist and composer, active in France. After serving 
the Duke of Saxony he moved to Paris about 1774 and became a member of the Opéra orchestra. From 1776 to 1782 
he belonged to several masonic lodges, notable for their chamber groups (or colonnes d’harmonie). He left Paris in 
1783 for a long journey across Europe, passing through The Hague, Hamburg (1786), St Petersburg and Erlangen 
(1790), and returning to Paris in 1792. With E.J. Floquet, the bassoonist Tulou and other instrumentalists whom he 
knew from the masonic lodges, he took part in founding the Paris Conservatoire, where he was a flute instructor; 
when it was reorganized in 1800, he was dismissed. He spent his remaining years in Paris. 
 
oxfordmusiconline.com 
 
In the years following Catherine’s decree of 1783, European flautists visited St. Petersburg on tour. Christian Carl 
Hartmann travelled from Paris to give a concert there on 5th October 1786 and Friedrich Ludwig Dulon (1769-1826) 
arrived via Konigsberg in 1793. Apparently, he stayed long enough to take up an engagement offered by Grand Duke 
Alexander Pavlovich at a salary of 1000 roubles. 
 
A Flute for the Tsar Flautists of the Imperial Theatre, St. Petersburg by Stuart Scott 
 
Christian Karl Hartmann (1750-1804) was a German composer, virtuoso flautist, and clarinetist, active in France. His 
first stretch in Paris spanned 1774 to 1783, and he was a member of the Paris Opera’s orchestra and several masonic 
lodges. After a journey across Europe, he returned to Paris in 1792. He was a founding member of the Paris 
Conservatoire, and taught flute there until 1800. His compositions for the flute were virtuosic displays of the 
instrument, and include concerti, duos, sonatas, airs, and preludes. 
Hartmann’s Caprice in D major was published in Paris. It is a prime example of virtuosic flute writing, consisting of 
quick scales, arpeggios, and pedal note figurations, covering the flute’s range and featuring wide leaps. The work is 
composed without barlines, encouraging the use of rubato and enabling the performer to show off in technically 
difficult fast passages.  
 
Cotte, Roger J.V. "Hartmann, Christian Karl." Grove Music Online. 2001; Accessed 23 Nov. 2020. https://www-
oxfordmusiconline-com.proxy1.lib.uwo.ca/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-
0000012477. 
 
 
CAPRICE | pour la flutte traversiere par Mr hartmann. | 
A Paris Chez le Sr Borrelly Md de musique rue St jacques   prix 12 S [n.d.] 
 
Caprice in D major 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 



Anton Heberle 
(c.1780 - after 1816) 

 

 
 

Czakan 
Austrian, c.1820 

Germanisches National Museum, Nürnberg, MIR237 
 



Anton Heberle, inventor of the csakan, also played the transverse flute, for which he wrote 2 concerti and other 
compositions. Heberle invented an axe-like walking stick and musical instrument called the csakan, also called a flute 
douce. It eventually lost its inconvenient walking stick form and additional holes and keys were added to improve its 
range and facility, until it became a keyed recorder. He is first heard of playing a concert in Leipzig in July 1806 and 
last heard of playing a concert in Veszprem, Hungary in May 1816. Between 1807 and 1811, he probably spent most 
of his time in Wien/Vienna, Austria, where his works appeared in print through the publishing house Chemische 
Druckerey. He wrote works for the csakan or flute douce, 8 volumes of lighter pieces, a fantasy, a sonata, a Sonata 
brillante, all solo works. He also wrote 2 volumes of small duets, a concertino with string trio and 2 horns and a set 
of variations with string quartet and 2 horns. Possibly, Anton Heberle moved from Wien to Veszprem, Hungary in 
1812. He played the flute, csakan, flageolet and other woodwind instruments. 
 
https://sites.rootsweb.com/~gregheberle/AdobePDF/Well-known-Heberle-PDFs/Anton-Heberle.pdf 
 
SONATE | pour le | Csakan ou Flûte | douce | dedié à | SON AMI LEBER | par | A. HEBERLE | 
Vienne | Au Magasin de l'imprimerie chimique / R. priv. sur le Graben | No. 897 [n.d., published May 
1808] 
 
Helikon Library, Keszthely (Hungary), 712/VIII 
 
Sonata pour le Csakan ou Flûte douce 
 
Allegro - Larghetto - Menuetto - Trio - Andante con Variazioni - I.ma Variazioni - II.da Variazioni - III.za 
Variazioni - IV.ta Variazioni - Tempo di Minuetto 
 
--- 
 
SONATE | Brillante | pour le | CSÁKAN | ou flûte Douce | par | ANT: HEBERLE | 
VIENNE | Au Magasin de l'imprimerie chimique I: R. priv | sur le Graben | No. 1480 [n.d., 1810] 
 
Library? 
 
Sonata brillante 
 
I. Adagio - II. Rondo Presto - III. Allegro molto a la Menuetto 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
Jacques-Martin Hotteterre 'Le Romain' 

(1674 - 1763) 
 

 
 

Bernard Picart (1673 - 1733) 
Engraving of Jacques Hotteterre, 1707 

Principes de la flute traversière, ou flute d'Allemagne; de la flute à bec, ou flute douce; et du hautbois; Divisez en differents Traitez [...] 
Bibliothèque nationale de France, Paris, VM8 G-113 

 
 

 
 

Jacques (Martin) Hotteterre dit le Romain (1674 - 1763) 
Flûte traversière [1707-1727?] 

Musée de la musique, Paris, E.999.6.1 
 
 



Jacques Hotteterre "Le Romain" was one of the 6 children of Martin Hotteterre (d.1712) and Marie Crespy. Martin 
was himself one of the two sons of Jean Hotteterre I (d.c.1691) and Marguerite Delalande. Jacques's grandfather 
Jean I and his two brothers, Nicolas I (d.1693) and Louis I (d.1669) were the sons of Loys de Haulteterre (d.c.1625) 
and Jehanne Gabriel. 
 
The details of Hotteterre's life are sketchy. He was the son of Martin Hotteterre and Marie Crespy, born in Paris on 
29 September 1674. He may have have held a post in the royal music as basse de hautbois et basse de violon, 
perhaps as early as 1689, and officially from 1692--or perhaps the "Jacques Hotteterre" named in this post was a 
relative of the same name, previously employed at the English court. 
 
The significance of the nickname "le Romain" has recently (Franci, 2002) been illuminated by the revelation that 
Jacques lived in Rome early in his career and spent two years (1698-1700) on the payroll of Prince Francesco 
Ruspoli, one of the era's most powerful Roman merchants, before adopting the moniker some time between 1705 
and 1707. By 1708, according to the title page of his Pièces pour la flûte traversière, he was "flûte de la Chambre du 
Roy". In 1717 he inherited, conditional on payment of a very large fee, René Pignon Descoteaux's position as 
"Joueur de Fluste de la musique de chambre". Jacques appears to have been a fashionable teacher of aristocratic 
amateurs, perhaps with an international reputation, due partly perhaps to his method book of 1707 for flute, 
recorder and oboe, which was reprinted, translated and plagiarized in subsequent decades. His L'Art de préluder 
sur la flûte traversière (1719) is a rare document of the manner in which preludes and practice studies could be 
improvised. 
 
Jacques composed two books of pieces (suites) for flute and continuo, a book of trio sonatas (two flutes and bass), 
and three suites for two unaccompanied flutes or other instruments. He was noted as a participant in court 
performances in 1720 and 1721, and in 1743 was included in a list of the most famous musicians in France. He 
married Marie Geneviève Charpentier on 31 March 1728; the couple had six children. 
 
flutehistory.com 
 
Jacques Martin Hotteterre "Le Romain" (1674-1763) was and still is an iconic figure in the flute world. He is known 
as a woodwind player, teacher, musical-instrument maker, writer, and composer. The Hotteterre family were all 
musicians and instrument makers, credited with early prototypes of many baroque woodwind instruments; 
Hotteterre was the most famed and celebrated of the family. He spent most of his life in Paris and held many 
prestigious positions there, including teaching the flute to several aristocrats. A few years of his early career were 
spent in Rome, hence the nickname “Le Romain.” A notable part of his output still used today is his two flute 
treatises: L'art de préluder sur la flûte traversière, sur la flûte-à-bec, sur le haubois, et autres instruments de dessus 
(1719) and Principes de la flûte traversière (1707). The former teaches the art of preluding via frameworks and 
examples to learn and emulate, while the latter is a highly-successful pedagogical treatise (reprinted several times) 
explaining the mechanics of playing the flute, oboe, and recorder, in addition to covering ornamentation. He 
additionally published several books of suites for one or two flutes with basso continuo and some other chamber 
music. 
While his compositions are less celebrated than his pedagogical works, they hold merit. Tula Giannini notes that he 
was equally comfortable composing in the French and Italian styles, and writes: “A composer capable of expressing 
both pastoral and passion, Jacques's works are filled with the innocence and charm associated with song texts of the 
time, while his sonatas display a purely musical expression. A master of early Baroque style, his scoring is beautifully 
crafted to display the best qualities of the flute.” 
His Ecos (named Echoes in the table of contents) is the only piece for flute without bass in his Première livre de pieces 
for the flute. It is likely that the piece was added in the second edition of the work, as the engraving for the piece 
does not match the style of the rest of the livre. Ecos uses dynamic markings of fort (strong) and doux (sweet) to 
create an echo effect, hence the title. The fort and doux markings alternate, with the doux material always copying 
(or echoing) the fort material, as an echo would. The first half is in common time and mostly uses dotted rhythms, 
characteristically French ornamentations, and very frequent changes of dynamic marking. The second half is more 
dancelike with its 3/8 time signature and regular phrasing, and the echoed statements are longer, with the exception 
of an acceleration in the measures leading to the final cadence. 



 
Giannini, T.  (2001). Hotteterre family. Grove Music Online. Retrieved 23 Nov. 2020, from https://www-oxfordmusiconline-
com.proxy1.lib.uwo.ca/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-0000013401. 
 
 
PREMIER LIVRE | DE PIECES | Pour la Flûte-traversière et autres instruments, | Avec la Basse, | DEDIEES 
AU ROY. | Par M.r Hotteterre le Romain | Flûte de la Chambre du Roy. | ŒUVRE SECOND. NOUVELLE 
EDITION | Gravée sur l'Imprimé, et augmentée de plusieurs agréments, et d'une démonstration de la 
manière qu'ils | se doivent faire ; Ensemble une Basse adjoutée aux Pieces à deux Flûtes pages 38. et 40. 
| Se vend a Paris. | CHEZ L'Auteur, rüe Dauphine au coin de la rüe contr'escarpe chez M.r Commissaire 
Chaud. | Le Sieur Foucault marchand rüe Saint Honoré a l'enseigne de la regle d'or. | Avec Privilége du 
Roy. 1715. [p. 42-43] 
 
ECOS. [in G major] 
Pour la Flûte traversiere seule. 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Louis Charles Jansen 
(1774 - 1840) 

 
 
Louis Jansen (1774 - 1840), composer, pianist, brother of English-German famous female pianist Therese Jansen 
Bartolozzi, for whom Clementi J. L. Dussek and Haydn composed several works. Haydn himself befriended with the 
family was her best man at her wedding in London 1795. 
 
https://www.musikantiquariat-stoeger.de/ 
 
An earlier article of mine (not yet published, but posted at my academia.edu page) presented the English 
composer/pianist, Louis Charles Jansen (1774-1840), and his four sets of twelve “favorite airs” for flute solo 
(unaccompanied), English, Irish, Scotch, and Welsh, published in London by George Walker ca. 1800. All forty-eight 
airs are provided with sets of variations. Jansen was very successful in the earlier part of his life, was a friend of 
Domenico Corri and Maria Clementi, a student of both Clementi and Haydn, and a prolific composer. There is an 
extensive and distressing obituary in the Gentleman’s Magazine from 1840 (included in my previous article), which 
tracks his downward trajectory, including being abandoned by his wife, and “habits of intemperance”. When 
preparing the article on his “favorite airs”, I was unaware of the existence of a much larger similar collection by 
Jansen, also published by George Walker (ca. 1820?), divided into twelve numbers printed in folio size. This is the 
Flute Cabinet, consisting of Airs, Rondos, and Variations, selected and arranged as solos and duets for the German 
Flute. Each number contains twelve to fourteen pages of music, coming to a total of 164 pages, as well as a complete 
table of contents for the set included at the end. At the beginning there is a preface (evidently written by the 
publisher, not the composer), including thirty agents distributing the publication (all in England, except for one in 
Edinburgh). Of the dozens of items, only three melodies are also found in the Favorite Airs (The Request, St. Patrick’s 
Day in the Morning, and Ar hyd y nos (Poor Mary Ann, also known as All through the night). This collection evidently 
survives only in the collection of the British Library, and has recently been digitized in its entirety. The brief catalog 
entry gives no idea of the wealth of contents in this set. 
Jansen’s writing for the flute is retrospective in several respects. Most notably, the tessitura is quite low, with the 
third octave of the instrument (from D above the staff upwards) very little used. This would be normal for flute music 
written in the late Baroque (Telemann, Boismortier), when any notes above E were rarely found (and particularly 
the weak high F), but for a composer who is almost contemporary with Tulou (b. 1786) or Berbiguier (b. 1782), this 
is quite unusual. Jansen’s choice of keys is also quite restricted, with most of the works having key signatures of no 
sharps/flats, one sharp, or two sharps, with fewer on the flat side (one or two flats, with no pieces in three flats). 
Only one work is in three sharps (A major). These characteristics indicate to me that Jansen’s target audience would 
likely have been skilled amateur flutists who were likely to still have been playing on older or older-style instruments, 
with one key (the e-flat key), and probably bores that made playing in the third octave more difficult. The complexity 
of the elaborate variations, however, does not suggest the simple, amateur end of the market. The largest ofthe 
pieces included here usually have the simple air followed by three increasing difficult variations (making an attractive 
piece of moderate length and difficulty). One might compare this with the extensive variation sets from the period 
by professional flutists such as Bucher or Jusdorf, which often had as many as a dozen or even two dozen variations 
(the latter is the case for the op. 1 variations on Gestern Abend war Vetter Michel da). 
 
The Flute Cabinet of Louis Jansen by Tom Moore  
https://www.academia.edu/37247709/The_Flute_Cabinet_of_Louis_Jansen 
 
 
TWELVE | Favorite Scotch | AIRS OR | MELODIES, | Arranged with Variations | AS | SOLOS, | For the | 
GERMAN-FLUTE, | BY | Louis Jansen. | Ent. at Sta. Hall Price 4.s | LONDON | Printed & Sold by G. Walker 
Publisher of Books of Music 105 & 106 G.t Portland Street. [1815?] 
 
British Library, London, g.280.g.(4.) 
 



[1] HIGHLAND LADDIE 
Larghetto - Var. 1. - Var. 2. - Var. 3. 
D major 
 
[2] MY LOVE SHE’S BUT A LASSIE YET 
Andantino - Var. 1. - Var. 2. - Var. 3. 
F major 
 
[3] O WHISTLE AND I’LL COME TO YOU MY LAD 
Var. 1. - Var. 2. 
C major 
 
[4] YE BANKS AND BRAES 
Var. 1. - Var. 2. 
A major 
 
[5] THERE’S NAE LUCK 
Var. 1. - Var. 2. - Var. 3. 
D major 
 
[6] TWEED SIDE 
Var. 1. - Var. 2. 
A major 
 
[7] LEWIE GORDON 
Var. 1. - Var. 2. - Var. 3. 
D major 
 
[8] MY AIN KIND DEARY 
Var. 1. - Var. 2. - Var. 3. 
G major 
 
[9] GREEN GROW THE RUSHES 
Var. 1. - Var. 2. - Var. 3. - Coda 
F major 
 
[10] ROSLINE CASTLE 
Var. 1. - Var. 2. 
D minor 
 
[11] WHITE COCKADE 
Var. 1. - Var. 2. - Var. 3. 
F major 
 
[12] ROY’S WIFE 
Var. 1. - Var. 2. - Var. 3. 
D major 
 



Carl Keller 
(1784 - 1855) 

 

 
 



 
 
Donaueschingen, 22. XII. 1825., 1825. 2 SS. 4to. An einen namentlich nicht genannten Adressaten: "Von ganzem 
Herzen wünsche ich dass Ihre Briefe Ihre völlige Wiederherstellung bewirkt haben möchte, und ich hoffe es auch, 
den Zerstreuung ist gewiß für viele Leiden das beste, dass einzige Mittel. Nur muß ich beklagen dass Sie uns bez. 
dieser Gelegenheit nicht das Vergnügen machten uns zu besuchen, gewiß hätten Sie in unserem kleinen 
Donaueschingen auch einige Zeit recht angenehm hinbringen sollen, und die freundlichste Aufnahme hätten Sie 
gewiß erwarten dürfen. Beiliegend übersende ich Ihnen nun wieder ein Heft Divertissements für eine Flöte, und ich 
glaube hoffen zu dürfen dass sie allen Liebhabern willkommen sein werden, denn gewiß habe ich keine Mühe 



gespart, und sie mit möglichster Überlegung geschrieben damit sie ihrem Zweck vollkommen entsprechen möchten. 
Den Titel habe ich diesmal deutsch gemacht, und ich denke Sie werden ihn ebenfalls zweckmäßig finden. Das früher 
geschriebene No: 3.) habe ich wieder heraus genommen, und ein anderes gemacht, Sie finden diese Nummer nun 
als Beilage und werden Sie schon gehörig einschalten lassen, ich habe nichts zum umwenden eingerichtet, indem 
ich wohl weiß dass Ihre Herrn Stecher viel besser als ich mit dergleichen umzugehen wissen [ ]". 
 
Keller wurde 1817 Hofmusiker und später Theaterkapellmeister in Donaueschingen. 
 
Donaueschingen, 22. XII. 1825., 1825. 2 pp. 4to. To an addressee who is not named: "With all my heart I wish that 
your letters would have brought about your complete recovery, and I also hope so, the diversion is certainly the 
best, the only means for many ailments. I only have to complain that you have us regarding this opportunity did not 
have the pleasure of visiting us, you should certainly have spent a pleasant time in our little Donaueschingen, and 
you should certainly have expected the friendliest reception. Enclosed I am now sending you another booklet of 
Divertissements for a Flute, and I think I can hope that they will be welcome to all lovers, because I have certainly 
spared no effort, and written them with the greatest possible thought so that they might serve their purpose 
perfectly. This time I made the title German, and I think you will find it useful too. The previously written No: 3.) I 
took out again and made another one, you will now find this number as a supplement and you will have it switched 
on properly, I have not set up anything to turn around, as I know that your Mr. Stecher a lot know how to deal with 
such things better than I do [] ".  
 
Keller became court musician in 1817 and later theater conductor in Donaueschingen. 
 
Antiquariat INLIBRIS Gilhofer Nfg. GmbH (Vienna, A, Austria) 
 

 
 

Das Fürstliche Hoftheater zu Donaueschingen (1845)  
Das Fürstlich-Fürstenbergische Hoftheater zu Donaueschingen 1775 - 1850 

Badische Landesbibliothek, Karlsruhe 
https://digital.blb-karlsruhe.de/blbihd/content/pageview/4403920 

 
 



Since there is so little information about Keller available, it is worth concluding with a complete translation of the 
obituary, contributed by a student of the master. 
 
The composer of songs, Carl Keller, died on July 19 at 8 o’clock after a long illness in Schaffhausen, Switzerland. He 
was born in Dessau in 1784, and thus reached the age of 71! He was also one of the few who had still received a 
certificate of instruction as a skilled musician. Such letters were formerly provided to tower musicians by the 
Kapellmeistern of the good old days. As a young man he entered the Chapel in Berlin, daring to take his first step 
into the wide world of music, full of intrigue. He often told his circle of friends of the terror he felt when he watched 
the crowds in the city and thought about his future. “Ah, a city which receives so many, will also receive you, and 
where so many eat, you will not go hungry!” That was his cheering thought as he made his first attempts to find a 
position. His courage did not disappoint him. Heaven’s blessing was with his brave heart to the end, but alas, the 
poet’s words came true: “the human heart must little by little be broken”. In the days of King Jerome v the young 
artist came to Kassel, where he experienced the joys of a victorious artist, but suffered by the thought that he did 
not serve a German prince. Upon Jerome’s expulsion he certainly lost his daily bread, but rejoiced at the thought 
that his heart depended on Blücher [Gebhard Leberecht von Blücher, contemporary Prussian general] and 
Germany’s glory. Keller was in Kassel for seven years, then in Stuttgart for two years, until he found a carefree and 
comfortable position with the princes of Fürstenberg as a chamber musician, which was sweetened by his marriage 
to a lovely daughter of the Court Actor of the Duke of Baden, Mayerhofer. At Donaueschingen his Lieder began to 
follow, to pour forth “all of Germany”, fresh and inward. Here he also composed much for the flute, and songs that 
were adopted by the people. Who does not know the polonaise: „Kennst du der Liebe Sehnen?" and the song of the 
canteen: „Helft Leutchen mir vom Wagen!" or “Land meiner seligsten Gefühle!" He loved to worked and worked 
until the end of his life; for we have a guitar method and a flute method by him in the press. In 1848 there was a 
notable impact on the princely Chapel; most of the musicians were pensioned off, and only a chamber music 
ensemble remained. Keller, a devoted servant of his Prince Carl Egon, whom he would always refer to as “my dear 
Prince”, had painfully to leave Donaueschingen, because he wanted to supplement his pension through income from 
teaching lessons. He moved to the nearby Schaffhausen, where the leading families had welcomed him in happier 
summer months. Keller was noble in nature, through and through. His songs were sung gladly everywhere, and made 
his reputation. His true heart beat its last on foreign soil; thus, grant his name a place in your esteemed newspaper, 
a place for the amiable singer, who passed away on July 19th, without the German press yet reporting it!  
A grateful student 
 
The Fantasies, op. 28, Fantasies, op. 41, and Brilliant Solos for unaccompanied flute by Charles Keller 
By Tom Moore 
 
 
Fantaisie in C minor 
(Allegro from Nr. 1 of "Trois Fantaisies pour une flûte" op. 51). 
 
Originale | von | Carl Keller | Flötist in Diensten Seiner | Durchlaucht des Fürsten von | Fürstenberg zu 
Donaueschingen 
 
Donaueschingen. | den 13ten September 1840. Carl Keller 
 
Staatsbibliothek zu Berlin - Preußischer Kulturbesitz, Musikabteilung, Mus.ms.autogr. Keller, K. 1 M 
 
Flauto. 
 
Allegro 
 
--- 
 



Six | DIVERTISSEMENTS | pour | une Flûte | composés et dédiés | Aux Amateurs | Par | CHARLS KELLER. 
| PROPRIETE DE L'EDITEUR. | Leipzig, au Bureau de Musique de C. F. Peters | Pr. 18 gr. | [n.d., Plate 
1766] 
 
Det Kongelige Bibliotek, København, U. 42 
 
N.o 1. FANTASIA [in D minor/major] 
Adagio 
 
N.o 2. Romanze [in E minor/major] 
Andante 
 
N.o 3. Potpourri [in C major, E major, A minor] 
Allegro - Allegretto - Var. 1. - Var. 2. - Moderato - Allegro alla Polacca 
 
N.o 4. Rondeau Hongrois INTRODUZIONE [in G minor/major]  
Poco Adagio - Allegretto 
 
N.o 5. Adagio [in E-flat major] 
Adagio 
 
N.o 6. INTRODUZIONE [in G major] 
Adagio - Tema, Allegretto - Var. 1 - Var. 2 - Var. 3, Con espressione - Var. 4, Allegro - Più mosso 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Friedrich Kuhlau 
(1786 - 1832) 

 

 
 

Peter Copmann (1794 - 1850) after 
Christian Horneman (1765 - 1844) 
Portrait of Friedrich Kuhlau, 1832 

Private collection?  
Sold at Bruun Rasmussen Auctions on December 11, 2003 for DKK 4,500 (EUR 605) (Lot 727/1690) 

 
Friedrich Kuhlau was a German-Danish composer in the Golden Age. He is best remembered for his piano music, 
Elverhøj written in 1828. A work of Danish National Romantic history viewed as a tribute to the Monarchy, this song 
was used for royal wedding celebrations. He was nickname Beethoven of the Flute , although he never played that 
instrument. He was good friends and greatly influenced by Beethoven and was responsible for introducing 
Beethoven music to the people of Denmark. He was born in the town of Uelzen, Germany. At age 7 he lost his right 
eye falling on ice caused complete blindness in that eye. His grandfather and father were military musically trained 
oboists. He finished school at 14, at the Katharineum gymnasium in Brunswick. He moved to Hamburg in 1802 and 
studied the piano with scholar C.F.G. Schwencke. At age 18 he débuts as a pianist in 1804. In 1810 he gave piano 
recitals and had his first compositions for the piano and flute published. Throughout his career he composed songs 
for the flute to earn money but he could not play the flute. He lived in Germany until Napoleons army invaded and 
took over control of Hamburg. He fled to Copenhagen, Denmark never to return in 1810. In 1811 he started 
performing as a concert pianist and earned his living by being a piano teacher and composer. In 1812 he was 
appointed to a no salaried position as a musician in the Danish Court because he was not a citizen. In 1813 he became 
a Danish citizen. His first major success came when he wrote the score for the singspiel The Robber's Castle. His 
success won him a position as singing teacher at the Royal Theater. Although he had moderate success more often 
than not came more than his share of failed stage works. During his travels to Vienna he became friends with 
Beethoven. In 1828 he was awarded an honorary professorship. His last years were troubled filled with financial 
problems, illness and loss, the deaths of both parents. Tragedy occurred in 1831 during a house fire which destroyed 
most of his life’s work. And as a result of the fire he suffered a chest disease for which he never recovered from 
causing him to die the following year in 1832. 
 
The Kennedy Center, Washington, D.C. 



Friedrich Kuhlau (1786-1832) was a German-Danish composer and concert pianist, born in Uelzen to a family of 
musicians. His biography is scattered with interesting events, such as losing an eye in his childhood and fleeing to 
Copenhagen to avoid conscription. He began his career as a pianist in Hamburg in 1804, and around this time began 
composing to supplement his income. He eventually settled in Denmark, becoming a citizen in 1813. Kuhlau befriend 
Beethoven upon travelling to Vienna, and became a great advocate for the performance of his works.  
Kuhlau had a very large compositional output; more than 200 published works survive today, despite the fact that 
his house once burned down, destroying all of his unpublished manuscripts. His output includes operas, string music, 
and works for piano in all genres. While he himself did not play the flute, a great number of his works are for the 
instrument, including sonatas, variations, duos, trios, quartets, fantaisies, and divertissements, leading to him being 
given the nickname “the Beethoven of the flute.” 
Kuhlau composed in a cosmopolitan late Classical-early Romantic style, and his works were admired for their 
pedagogical value. Variations et solos pour la Flute op. 10 consists of 12 movements, including 7 variation forms—
each with a French or German title presumably representing the songs from which the themes were taken—and one 
rondo and four Capricio movements. The movements are very melodic, and vary greatly in their level difficulty and 
virtuosity. Kuhlau’s Trois Fantaisies pour une flûte consists of three multi-movement fantasias. Their style is 
characteristically free and improvisatory, with figurations regularly alternating between fragments of melody, long 
runs, broken chords, and rhythmically free ornaments. They have movements of chromaticism and pleasant 
dissonance, and the phrases and sections skillfully build up and release tension. 
 
 
 
[12] VARIATIONS | et SOLOS | Pour la Flute | composés | par | F. KUHLAU | Proprieté de l'Editeur. op.10 
| HAMBOURG, | Chez Auguste Cranz. | Pr. 1 Rth. [c.1810] 
 
Det Kongelige Bibliotek, København, mu 6406.0253 
 
N.o 1. Femmes voulez vous éprouver 
[D major/minor] 
Allegretto - Vari 1 - Vari 2 - Vari 3 alla Polacca - Vari 4 
 
N.o 2. Lasset Frieden uns stiften 
[A major/minor] 
Larghetto - Vari 1 - Vari 2 - Vari 3, più adagio - Vari 4, Allegro - Tempo 1mo 
 
N.o 3. Capricio 
[D minor/major] 
Adagio - Polonaise, Allegro 
 
N.o 4. Es kann schon nicht alles so bleiben 
[G major] 
Allegretto - Vari 1 - Vari 2 - Vari 3 - Vari 4 
 
N.o 5. In des Waldes düstern Gründen 
[G major/minor] 
Allegretto - [Vari 1 - Vari 2 - Vari 3 - Vari 4 - Vari 5] 
 
N.o 6. CAPRICIO 
[C minor/major] 
Allegro - con espressione - Adagio - Tempo primo 



 
N.o 7. RONDO 
[E minor] 
Allegro 
 
N.o 8. Was ist der Mensch? 
[D major] 
Andante - meno Allegro – Adagio - Allegro 
 
N.o 9. Capricio 
[D minor/major] 
Allegretto con molto espressione 
 
N.o 10. On ne saurait trop embellir: Rondeau d'Une Folie 
[G major] 
Allegro - [Vari 1 - Vari 2 - Vari 3 - Vari 4 - Vari 5] 
 
N.o 11 Mich fliehen alle Freuden 
['Nel cor più non mi sento' from the opera 'La molinara' by Giovanni Paisiello (1740 - 1816)] 
[G major] 
Larghetto - [Vari 1] - Allegro [Vari 2] Tempo I.mo [Vari 3] - [Vari 4] 
 
N.o 12 [Capricio] 
[D major] 
Allegro assai 
 
--- 
 
Trois | FANTAISIES | pour | une Flûte | composées par | F. KUHLAU | 
N.o 1  10 gr. | Leipzig, au Bureau de Musique de C. F. Peters. | Proprieté de l'Editeur. [Op. 38, 1821] 
 
Bayerische Staatsbibliothek, München, 4 Mus.pr. 23405-1 
 
FANTASIA I. 
[D major/minor] 
Adagio - Allegro agitato - Ariette con Variazioni, Andante 
 
FANTASIA II. 
[G minor/major] 
Tempo giusto - Ariette con variazioni, Andante con moto 
 
FANTASIA III. 
[C major] 
Adagio - Allegro vivace - Romanza con variazioni, Andantino quasi allegretto 
_____________________________________________________________________________________ 
 
 
 



Joseph Lafite 
(late 18th c.) 

 

 
 

Magazin des Buch=und Kunst=handels […], 
Leipzig, Breitkopf, 1782, p. 137 

 

 
 

Joseph Lafite 
Airs variés pour une flûte seule […], 1782 

Title page [detail] 
 
 



Joseph Lafite is a very obscure figure, with very little information existing about him beyond the front matter of the 
he works he published. In Bordeaux in 1782, he self-published a collection of pieces entitled “Airs variés pour une 
flûte seule, ou avec accompagnement d’un violon et basse, Dédiés aux amateurs.” Collections of airs and variations 
for flute were rare in late eighteenth-century France, and Lafite’s collection is particularly extensive. 
Each of the twenty-six airs are based on a pre-existing French song, which are named in the score. Most of the 
melodies originate from French operas, although some are well-known tunes or are from Mozart and other sources. 
At least one variation is provided for each melody, and in some cases a prelude (or two) is notated at the end. The 
charming song tunes and simple variations make for very pleasant light music, suitable for the amateur musician. 
The dedication of the volume reads “Messieurs, To dedicate, today, a lyrical work to Amateurs, is to believe that it 
is worthy of fixing the attention of people of taste and connoisseurs. In presenting to you this Collection of 
variations on airs which are familiar to you, I have yielded to the invitations which have been made to me by a 
great number of persons, and to the desire which I myself had of consecrating to you the homage of my feeble 
talents; if this is a temerity on my part, and if I have deceived myself in my expectations I will say with the 
celebrated La Fontaine –  
 If I have not won the prize of pleasing you, 
 I will at least have the honor of having undertaken to do so.  
 I have the honor of being, with the admiration that your taste and your talents inspire me with, your very 
humble and very obedient Servant.” (trans. Tom Moore). 
 
Tom Moore, “The Airs variés pour une flûte seule by Joseph Lafite” 
 
 
AIRS VARIÉS POUR UNE FLÛTE SEULE | OU AVEC ACCOMPAGNEMENT D'UN VIOLON ET BASSE |  
Dediés aux Amateurs : | PAR M.R JOSEPH LAFITE | A Bordeaus chez l'auteur Sur les Fossés des tanneurs | 
et chez M.r Bouillon a la Bourse | Prix 6.ff [1782] 
 
Bibliothèque nationale de France, Paris, VM COIRAULT-418 
N.o 1. 
Dieu damour 
[C major] 
[Air] - Premiere Variation - 2e V. - 3e Variation - Prelude Coulé - Prelude 
pour dettacher les notes barées par 3 ou par 6, il faut employer, le triple coup de langue qui se fait comme si on 
articulait les mots tu gu tu; ce qui ne peut se faire qu’avec vitesse. voyéz LEXEMPLE cy dessous 
 
N.o 2. 
Je suis lindor 
[C major] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 3. 
Le long dubois 
[C major] 
[Air] - Variation 
 
N.o 4. 
Jupiter un jour en fureur 
[C major] 
Moderato - Premiere Variation - 2e Variation - 3e Variation - Prelude 
pour détacher les notes barrées par 4, il faut employer le double coup de langue qui se fait avec vitesse comme si 
on voulait articular les mots, tu gu tu tu, qui imitent le chant de la perdrix 



 
N.o 5. 
Je le compare avec louis 
[C major] 
[Air] - Premiere Variation - 2e Variation - 3e Variation 
 
N.o 6. 
On dit qu'a 15 ans 
[G major] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 7. 
Dans un verger Colinete 
[E minor] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 8. 
Lison dormoit dans un bocage 
[G major] 
[Air] - Premiere Variation - 2e Variation - 3e Variation - Prelude, Presto 
 
N.o 9. 
Sentir avec ardeur 
[G minor] 
[Air] - majore - Premiere Variation - 2e Variation - Prelude 
 
N.o 10. 
Gentille boulangere 
[G minor] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 11. 
des Simples jeux de l'enfance 
[G major] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 12. 
Rosine 
[G minor] 
[Air] - Premiere Variation - 2e Variation - Prelude 
 
No 13 
Faut attendre avec patience 
[G major] 
[Air] - Premiere Variation - 2e Variation - 3e Variation - Prelude 
 
 
 



No 14 
Sans un petit brin d'amour 
[G major] 
[Air] - Premiere Variation - 2e Variation - Prelude 
 
No 15 
Tandis que tout sommeille 
[B minor] 
[Air] - Premiere Variation - 2e Variation - 3e Variation 
 
N.o 16. 
C'est la fille a Simonete 
[E minor] 
[Air] - Premiere Variation - 2e Variation - 3e Variation - Prelude - Prelude 
 
N.o 17 
Javote en fin vous grandissés 
[E minor] 
[Air] - 1e Variation - 2e Variation 
 
No 18 
Un jour sur la fougere 
[E minor] 
[Air] - 1e Variation - 2e Variation 
 
N.o 19. 
N'alles pas au bois 
[D major] 
Adagio - 1e Variation - 2e Variation 
 
N.o 20 
Au bien supreme 
[D minor] 
[Air] - Variation 
 
N.o 21 
Au bord d'une fontaine 
[D minor] 
D’albaneze - Variation 
 
N.o 22 
Le connaistu ma chere Eleonore 
[D major] 
[Air] - Premiere Variation - 2e Variation - 3e Variation 
 
 
 
 



N.o 23 
La lumiere la plus pure 
[D major] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 24 
Chantes dansés 
[D minor] 
[Air] - Premiere Variation - 2e Variation 
 
N.o 25 
Ah vous dirai je maman 
[D major] 
Moderato - 1e Variation - 2e Variation - 3e Variation - 4e Variation - 5e Variation - 6e Variation - 7e 
Variation 
 
N.o 26 
Charmante fleur 
[D major] 
[Air] - Premiere Variation - 2e Variation - 3e Variation 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Giuseppe Saverio Raffaele Mercadante 
(1795 - 1870) 

 

 
 

Andrea Cefaly (1827 - 1907) 
Portrait of Saverio Mercadante [detail] 

Museo di San Martino, Naples 
 
 
The Italian opera composer Saverio Mercadante (1795 - 1870) studied music in Naples and at first showed an interest 
in instrumental composition. The encouragement of Rossini led him to compose for the opera, where he won 
considerable success with his seventh such work, in 1821. He worked for a time in Vienna, in Madrid and in Lisbon, 
but re-established himself in Italy in 1831. In the early 1840s he seemed the most important composer of Italian 
opera, now influenced by Meyerbeer in Paris and introducing new elements of drama into the form. In later life he 
seems to have been jealous of the success of Verdi, who came to dominate Italian opera in the second half of the 
century. 
 
Operas 
Mercadante wrote some 60 operas. Of these Il giuramento (The Oath) is possibly the most significant, the first to 
show those new dramatic elements, responding to the text which, like Ponchielli’s Gioconda, was based on Victor 
Hugo’s Angelo. 
 
Orchestral Music 
Mercadante was able to return to orchestral composition after his appointment in 1840 as director of the Naples 
Conservatory. His early works include six flute concertos, with subsequent tributes, as occasion arose, to Bellini, 
Donizetti and finally Rossini. 
 
naxos.com 
 
20 CAPRICES | (Etudes de Concert) | POUR | FLÛTE | (Boehm et ordinaire) | PAR | SAVERIO 
MERCADANTE | Nouvelle Eidtion revue et corrigée | PAR | ALFRED PIGUET | Déposé à Paris. Proprieté 
pour tous Pays. | Tous Droits réservés. Déposé selon les Traites internationaux. | 
EDITION - C. SCHMIDL & C.O - LEIPZIG | Copyright 1910 by C.SCHMIDL & C.o 



 
Caprice 1 in C major 
DO MAGGIORE - DO MAJEUR - C DUR 
Allegretto 
 
Caprice 2 in A minor 
LA MINORE - LA MINEUR - A MOLL 
Largo - Poco più vivo - Tempo I.o 
 
Caprice 3 in E minor 
MI MINORE - MI MINEUR - E MOLL 
Moderato 
 
Caprice 4 in G major 
SOL MAGGIORE - SOL MAJEUR - G DUR 
Andante cantabile 
 
Caprice 5 in D minor 
RE MINORE - RE MINEUR - D MOLL 
Moderato 
 
Caprice 6 in F major 
FA MAGGIORE - FA MAJEUR - F DUR 
Allegretto 
 
Caprice 7 in E minor 
MI MINORE - MI MINEUR - E MOLL 
Largo espressivo 
 
Caprice 8 in G major 
SOL MAGGIORE - SOL MAJEUR - G DUR 
Allegretto 
 
Caprice 9 in G minor 
SOL MINORE - SOL MINEUR - G MOLL 
Largo 
 
Caprice 10 in B-flat major 
SI ! MAGGIORE - SI ! MAJEUR - B DUR 
Moderato 
 
Caprice 11 in B minor 
SI MINORE - SI MINEUR - H MOLL 
Moderato 
 
Caprice 12 in C minor 
DO MINORE - DO MINEUR - C MOLL 
Moderato 



 
Caprice 13 in D major 
RE MAGGIORE - RE MAJEUR - D DUR 
Moderato 
 
Caprice 14 in B minor 
SI MINORE - SI MINEUR - B MOLL 
Sostenuto 
 
Caprice 15 in D major 
RE MAGGIORE - RE MAJEUR - D DUR 
Allegretto 
 
Caprice 16 in A major 
LA MAGGIORE - LA MAJEUR - A DUR 
Moderato 
 
Caprice 17 in F-sharp minor 
FA # MINORE - FA # MINEUR - FIS MOLL 
Moderato 
 
Caprice 18 in E-flat major 
MI ! MAGGIORE - MI ! MAJEUR - ES DUR 
Moderato 
 
Caprice 19 in E major 
MI MAGGIORE - MI MAJEUR - E DUR 
Allegretto 
 
Caprice 20 in C-sharp minor 
DO # MINORE - DO # MINEUR - CIS MOLL 
Moderato 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Joachim Erasmus Moldenit 
(c.1708 - 1760?) 

 
 
Joachim Erasmus Moldenit (c.1706 or 1708-1760?) was a Danish flutist and composer, known for his heated 
discussion he had with Johann Joachim Quantz, renowned German flutist, on how to play this instrument. 
 
Moldenit wrote two collections of pieces for flute, the Six Sonatas for flute and basso continuo with a discourse on 
the way of sonar the flute (Hamburg, 1753) and Idea Dell’Articolare, which contains six sonatas for solo flute. The 
Six sonatas, as the title indicates, are preceded by four theoretical pages in which the author expresses his ideas on 
articulation, criticizing in a polemical way, without naming him directly, Quantz, who the previous year had published 
his Versuch. Quantz then responded to the provocation, first through Friedrich Wilhelm Marpurg and later 
personally, probably in order not to lose the authority that was recognized in the flute. 
Moldenit's flute pieces require an exceptionally wide range that would seem impossible for the Baroque flute: the 
extension of this instrument starts in fact from D3 and ends at A5, while the extension of Moldenit would start from 
A1 (in Idea Dell’Articolare) and would reach D6 (in the Six sonatas), but the author has unfortunately left us no 
explanation in this regard; although the extension in the acute can somehow be achieved, it remains a mystery how 
Moldenit managed to obtain the notes below D3. 
 
translated from it.wikipedia.org 
 
 
In a document of 30 November 1753 published by Marpurg, Quantz challenges Moldenit to a duel: “Herr von 
Moldenit can have the pleasure of hearing the XII Telemannian fantasias played with the tongue stroke ti or di or tiri 
or did’ll as often as he wants. I, however, would be most desirous to hear Herr von Moldenit use his lower-lip pipi to 
warble these sonatas. I thus challenge Herr von Moldenit – it is the fairest of all challenges” (Marpurg, Beyträge, vol. 
III, Berlin, 1757/58, p. 546; cf. also Ingeborg Allihn, Georg Philipp Telemann und Johann Joachim Quantz, in: 
Magdeburger Telemann-Studien III, Magdeburg, 1971, pp. 3–48). 
 
Preface Henle Verlag 
Marion Beyer 
 
 
IDEA DELL'ARTICOLARE | RAPPRESENTATA | NELLE SEI SONATE DA TRAVERSIERE SOLO | DI | MOLDENIT. 
| Est modus in rebus, sunt certi denique fines, | Quos ultra citraque nequit consistere rectum. | Horat. | 
IN HAMBURGO, APRESSO DI LIBRARI E DELL' AUTORE STESSO. [n.d.] 
 
(There is an optimal condition in all things. There are therefore precise boundaries beyond which one 
cannot find the right thing. Horace, Satires 1.1.106) 
 
Det Kongelige Bibliotek, København, Gieddes samling I,10. 
 
 
SONATA I. 
[D minor] 
Andante - Allegro - Scherzando 
 
SONATA II 
[B-flat major] 
Adagio - Allegretto - Tempo giusto 
 



SONATA III. 
[A minor] 
Affettuoso - Allegro - Allegro Allegro 
 
SONATA IV. 
[D major] 
Arioso - Allegro ma non tanto - Grazioso 
 
SONATA V. 
[E minor] 
Cantabile - Allegro - Presto 
 
SONATA VI. 
[F major] 
Largo - Allegro - Tempo di Minoetto - Il Rosignuolo. 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Johann Joachim Quantz 
(1697 - 1773) 

 

 
 

Johann Friedrich Gerhard († 1754) 
Portrait of Johann Joachim Quantz, 1735 

Neues Schloss Bayreuth 
 
 Johann Joachim Quantz (1697-1773) was one of the first professional flute players in 18th-century Europe. 
He began as a town musician, trained to play all instruments, but after gaining a post as an oboist in the prestigious 
Dresden court ensemble, he began to specialize in the flute in 1719. He traveled to Italy, France, and England to 
broaden his musical education, then returned to Dresden. In 1741 he entered the service of Frederick the Great of 
Prussia, where he remained until his death, composing, performing, and making flutes for the king. His Essay on 
flute-playing (1752) made his famous throughout Europe and attracted pupils who formed a "school" of flute-playing 
which remained influential for another hundred years. 
 Quantz's Essay of 1752 is less a tutor for the flute than a compendium covering musical taste and execution 
on all sorts of instruments. Because of this broad scope it became and has remained the most widely-known 
instrumental method of the 18th century, except perhaps for C.P.E. Bach's keyboard treatise. But compared with 
the work of later writers such as Tromlitz, its instructions on how to play the flute itself are tantalizingly brief: only 
50 pages of the original 334 are devoted to flute-playing. But in contrast to other superficial methods that promised 
effortless and speedy mastery of an instrument, Quantz designed his Essay 'to train a skilled and intelligent musician, 
and not just a mechanical flute-player'. 
 The tutor was written for the two-keyed flute that Quantz favored and built, using separate fingerings for 
sharps and flats, but he gave only brief hints on how to use these keys as he was well aware that most of his readers 
used one-keyed flutes. His instructions on tonguing were by far the most sophisticated to date, including the 
technique of double-tonguing, which he was the first to mention in writing. 
 Quantz began making flutes in 1739, and built as many as eighteen instruments for Frederick the Great 
during his employment. Due to Frederick's habit of giving these flutes away as a mark of special favor, many of them 
survived as heirlooms in Prussian noble families, and are today preserved in museums in Germany, the US, and 
Japan. Quantz's flutes are unlike other baroque flutes in a number of interesting ways. In 1726 he invented a second 
key, for D#, to the one for E! already present on all flutes. Making a distinction between these and other enharmonic 
pairs was important to Quantz's idea of playing in tune. 



 Quantz wrote over 300 concertos and many sonatas, most of which have never been published. Despite its 
excellence the Quantz flute had a very limited influence in 18th-century Europe. It was well known in Berlin 
Enlightenment circles, but as Quantz was not a commercial instrument-maker few people had the opportunity to 
own or even play one. The tuning slide was taken up by a few instrument-makers at the end of the 18th century, but 
was not a generally popular device. Serious flutists such as Friedrich Ludwig Dulon (1769-1826) and Johann George 
Tromlitz (1735-1805) used flutes with both D# and E! keys, but again they were in a minority. 
Ouantz's ideas about music remained influential until the end of the 18th century due to the wide distribution of his 
book. His name, at least, was not forgotten in the 19th century because of his association with Frederick the Great of 
Prussia, considered by many at that time as the founder of the German state. 
 
flutehistory.com 
 
 
Fantasier og Preludier. | 8. Capricier og andre Stykker til | Øvelse for Flöÿten | af | Quanz 
 
Det Kongelige Bibliotek, København, mu 6310.0860 [Giedde collection I.45, I,17] 
 
[1] Fantasia in D major 
QV. 3:1.5 
Fantasia per il Flauto Traverso senza Basso 
 
[2] Presto in B minor 
QV. 3:1.23 
Presto 
 
[3] Fantasia in E minor 
QV. 3:1.9 
Fantasia 
 
[5] Capricio in D major 
QV. 3:1.6 
Capricio 
 
[6] Fantasia in C major 
QV. 3:1.1 
Fantasia Presto 
 
[7] Fantasia in B minor 
QV. 3:1.24 
Fantasia 
 
[8] Capricio in D major 
QV. 3:1.4 
Capricio 
 
[9] Fantasia in C major 
QV. 3:1.2 
Fantasie 
 



[10] Vivace alla Francese 
QV. 3:1.3 
alla Francese Vivace 
 
[11] Fantasia in E minor 
QV. 3:1.11 
Fantasia 
 
[12] Capricio in G major 
QV. 3:1.13 
Capricio 
 
[13] Presto in G major 
QV. 3:1.18 
Presto 
 
[14] Minuetto in B-flat major 
QV. 3:1.20 
Minuetto 
 
[15] Praeludium in D major 
QV. 3:1.7 
Praeludium 
 
[16] Capricio I in D minor 
QV. 3:1.8 
Capricio 1 
 
[17] Capricie II in E minor 
QV. 3:1.10 
Capricie II 
 
[18] Capricie III in F major 
QV. 3:1.12 
Capricie III 
 
[19] Capricie IV in G major 
QV. 3:1.15 
Capricie IV 
 
[20] Capricie V in G major 
QV. 3:1.17 
Capricie V Presto 
 
[21] Capricie VI in G major 
QV. 3:1.14 
Capricie VI 
 



[22] Capricie VII in A minor 
QV. 3:1.19 
Capricie VII 
 
[23] Capricie VIII in B-flat major 
QV. 3:1.21 
Capricie VIII 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Jean-Jacques Rousseau 
(1712 - 1778) 

(Arranger) 
 

 
 

Allan Ramsay (1733 - 1784) 
Jean-Jacques Rousseau, 1766 

Scottish National Gallery, Edinburgh, NG 820 
Rousseau, the famous French-Swiss social philosopher and moralist wears the fur hat and fur trimmed jacket of his favorite Armenian costume. 

This attire had aroused the curiosity of London society following Rousseau's arrival in Britain in 1766.  
Rousseau's revolutionary views on society, education and religion had caused him to flee from persecution by the Swiss and French authorities. 

Ramsay painted this portrait as a gift for his close friend David Hume, Rousseau's host in London. 
 
Derivative works of Vivaldi's Four Seasons concerti include arrangements, transcriptions, covers, remixes, samples, 
and parodies in music—themes in theater and opera, soundtracks in films (or video games), and choreography in 
ballet (along with contemporary dance, figure skating, rhythmic gymnastics, synchronized swimming, etc.)—either 
in their entirety, single movements, or medleys. Antonio Vivaldi appears to have started this trend of adapting music 
from The Four Seasons, and since then it has expanded into many aspects of the performing arts. 
 
In 1726 Vivaldi re-scored the Allegro movement from the "Spring" concerto, both as the opening sinfonia (third 
movement), and chorus (adding lyrics) for his opera Dorilla in Tempe. 
 
J.S. Bach used the theme of the first movement of the "Spring" concerto for the third movement (aria) of his cantata 
Wer weiß, wie nahe mir mein Ende? (BWV 27). 
 
Nicolas Chédeville arranged the concerti (as "Le printemps, ou Les saisons amusantes") for hurdy-gurdy or musette, 
violin, flute, and continuo in 1739. 
 
In 1765 Michel Corrette composed and published a choral motet, Laudate Dominum de Coelis, subtitled Motet à 
Grand Chœur arrangé dans le Concerto de Printemps de Vivaldi. The work, for choir and orchestra, consists of the 
words of Psalm 116 set to the music from the Spring concerto with vocal soloists singing the solo concerto parts. 
 
Hopkins, Translated by Bill (1970). Antonio Vivaldi; his life and work. Berkeley: University of California Press. p. 87. 



LE | PRINTEMS | DE | VIVALDI | arrangé pour une Flute | sans accompagnement | PAR | M. J. J. 
ROUSSEAU | en 1775 | Prix. 1.th 16.f | A PARIS | Chez BIGNON, Place du Louvre, près l'Académie de 
Peinture, A l'Accord parfait, | Et A la Salle de L'OPERA. | A. P. D. R. 
 
Bibliothèque nationale de France, Paris, K-10104 
 
Arrangement for flute solo of Vivaldi's Concerto in E major 'La Primavera' 'Le Quattro Stagioni', 
Concerto Op. 8. No. 1, RV 269, Il Cimento dell'Armonia e dell'Inventione [The Contest of Harmony and 
Invention] 
 
Allegro - Largo - Allegro 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Filippo Ruge 
(c.1725 - 1767) 

 

 
 

Carle or Charles-André van Loo (1705 - 1765), 
also attributed to Andrea Soldi (1703 - 1771) 

Alexandre Joseph le Riche de la Pouplinière de Cheveigné, holding a flute, 1739 
(The medallion hanging on the column probably represents Thérèse des Hayes) 

Médiathèque Cité de la Musique 
 
Filippo Ruge, a virtuoso transverse flute player and tutor in aristocratic Roman circles, member of the Congregation 
of St. Cecilia from 1744, prolific composer often showing true excellence of expression (acknowledged as such and 
as a flute soloist at the “Concert Spirituel” - the most prestigious concert of the 1752 season in Paris), editor and 
promoter of Italian music in Paris, organizer of concerts and probably also conductor of an orchestra, was certainly 
one of the most fashionable Italian musicians in the French capital city between 1752 and 1759, as evidenced by the 
positive comments published about him in French newspapers of the time. 
 
In 1753, also in Paris, he performed at lavish concerts organised by the famous patron Alexandre-Jean-Joseph Le 
Riche de La Pouplinière, who in 1739 commissioned the artist Carle Van Loo to paint him holding a transverse flute 
in his hands. 
 
Brilliant Classics 
 



The press was good to Ruge. The positive reviews of his performances in the 1750's no doubt attracted the attention 
of the famous music loving impresario, wealthy lawyer and tax man, Alexandre Joseph le Riche de la Pouplinière de 
Cheveigné. de la Pouplinière often hosted concerts and lavish gatherings in both his Paris mansion and his country 
house, and when Ruge received an invitation to perform, he joined the ranks of Voltaire, Rameau and Rousseau, and 
various other musicians, artists and poets whom de la Pouplinière had befriended. Ruge composed in a variety of 
genres: both large scale symphonic works and small-scale chamber music. Some of his more intimate music, like the 
arietta, "Vana di tua bellezza" for two sopranos and two flutes, may have been just the ticket for a concert at the de 
la Pouplinière residence. 
 
https://indianapublicmedia.org/harmonia/filippo-ruge.php 
 
Italian composer and flautist. He may possibly have sojourned in London when Walsh began publishing five sets of 
his chamber pieces for flute (1751–4). By 1753 he and his wife, a singer, had settled in Paris. His name appears in 
the Paris press for the first time in March of that year when he performed one of his own flute concertos as a soloist 
in the Concert Spirituel. The programme included a symphony by ‘Romano’, undoubtedly of Ruge’s composition as 
well. At this time he and his wife performed in the famous musical salon of La Pouplinière. After 1755 Ruge organized 
a series of concerts at his home in the rue Plâtrière, where he also taught music. In July 1755 he published Au dessert, 
a set of six vocal duos, and in August of the same year he took out a privilege général of ten years for instrumental 
compositions. The following year saw the publication of Sei sinfonie op.1, the fourth of which contained a 
programmatic movement called ‘La tempesta’. This symphony and a later one entitled ‘La nova tempesta’, or ‘La 
tempête suivie du calme’, published separately by Venier in 1761, were performed with considerable success at the 
Concert Spirituel. It is possible that between 1757 and 1761 Ruge entered the service of the Marquis of Seignelay; a 
manuscript collection discovered near the ruins of the Seignelay château contains some 40 flute compositions by 
Ruge, as well as a thematic catalogue in his hand giving the incipits of 111 symphonies and overtures, including five 
of his own and one by his son. Evidently Ruge brought a considerable repertory of Italian music with him from Rome; 
this music was the repertory of most of his concert appearances, and was further disseminated with the publication, 
in collaboration with Venier in 1757, of Sei sinfonie nuove de vari autori italiani (by Conforti, Crespi, Galuppi, 
Jommelli, Latilla and Mazzoni). After his last known composition, Duetti a due flauti traversi o due mandolini o due 
violini, published by Grangé in 1767, historical notices of him cease. 
Ruge was an important agent in the diffusion and popularization of Italian music and musical style in 18th-century 
France. His symphonies are typical of the Italian pre-Classical tradition evident in the works of G.B. Sammartini; the 
Mannheim school mannerisms then coming into vogue are largely absent. The usual fast–slow–fast order of 
movements is maintained, with slow movements often attractively lyrical. In the flute works, lyricism again prevails 
over technical display. Although there are few contemporary references to Ruge as a flautist, his appearance as 
soloist at the Concert Spirituel implies technical prowess of a high order. 
 
oxfordmusiconline.com 
 
 
Capricci per Flauto | Traverso | Del Sig:re Filippo Rugge 
 
Biblioteca del Conservatorio di Musica Niccolò Paganini, Genova, [n.d.] 
 
Capriccio I in G major 
No 1 
 
Capriccio II in D major 
N:o 2. 
 
Capriccio III in G major 
N:o 3. 



 
Capriccio IV in G major 
N:o 4. 
 
Capriccio V in G major 
N:o 5. 
 
Capriccio VI in D major 
N:o 6. 
 
Capriccio VII in D major 
N:o 7. 
 
Capriccio VIII in G major 
N:o 8. 
 
Capriccio IX in E minor 
N:o 9. 
 
Capriccio X in D major 
N:o 10. [Nr. 11 in Ms.] 
 
Capriccio XI in C major 
N:o 11. [Nr. 12 in Ms.] 
 
Capriccio XII in G major 
N:o 12. [Nr. 13 in Ms.] 
 
Capriccio XIII in G major 
N:o 13. [Nr. 14 in Ms.] 
 
Capriccio XIV in G major 
N:o 14. [Nr. 15 in Ms.] 
 
Capriccio XV in D major 
N:o 15. [Nr. 16 in Ms.] 
 
Capriccio XVI in C major 
N:o 16. [Nr. 17 in Ms.] 
 
Capriccio XVII in G minor 
N:o 17. [Nr. 18 in Ms.] 
_____________________________________________________________________________________ 
 
 
 
 
 



Anton Thadäus Johann Nepomuk Stamitz 
(1750 - c.1798) 

 

 
 

Birth record of Antonín Stamic, November 27, 1750 
SOA Zámrsk, Matrika narozených v Německém (Havlíčkově) 

Brodě (1744-1776), sign. 2325, ukn 2081, str. 87. 
 
Anton Thadäus Johann Nepomuk Stamitz (1750 - c. 1798-1809) was a German composer and violinist. Anton was 
born during a family visit to Deutschbrod, and baptised there on 27 November 1750. He and his brother Carl received 
their first violin instruction from their father Johann. After their father's death in 1757 they were taken on as students 
by Christian Cannabich, who had been a student of their father's. Both were by this time already violinists in the 
Mannheimer Kapelle and participated in its development. 
 
In 1770, with his brother Carl, he visited Paris and established himself there. Between 1782 and 1789 he played in 
the King's court orchestra in Versailles, and obtained the title ordinaire de la musique du roi. He was the violin teacher 
of Rodolphe Kreutzer. 
His biography after the French Revolution in 1798 is not known, but he probably died in Paris or Versailles. He may 
have died as late as 1809. 
 
bbc.co.uk 
 



Caprices | DE FLUTE | En forme d'étude | PAR | les Meilleurs Maîtres | Français et Etrangers. | 
Œuvre 2.eme | Prix 4. l 16.s | A PARIS | Chez M. BAILLON, Editeur et M.d de Musique, à la Muse Lyrique, | 
Rue du petit Repesoir, près la Place des Victoires, ci-devant Rue des petits Champs. | Ecrit par Ribiere 
 
Bibliothèque nationale de France, Paris, VM9-3006 
 
Caprices de Flutes par Antoine Stamitz ordinaires de la Chapelle du Roy 
 
Flauto Solo 
 
[1] Caprice 
A major 
 
[2] Rondeau 
G major/minor 
 
[3] Caprice de Flûte en forme de Sonate 
G major 
Allegro Spiritoso 
 
[4] Allemande 
G major 
 
[5] Caprice de Flutte en forme de Sonnate 
A major 
Allegro moderato 
 
[6] Caprice de Flutte 
A minor 
Amoroso 
 
[7] Rondeau 
A major 
 
[8] Caprice de flutte en forme de Sonate 
G major 
Allegro moderato 
 
[9] Caprice de Flute Par M.r L *** 
B-flat major 
Allegretto 
_____________________________________________________________________________________ 
 
 
 
 
 
 



Samuel Taylor 
(fl. 1780 - 1810) 

 
Principal flute player at the London Theatres Royal. Unlikely to be Samuel Priestly Taylor (1779-1875) who moved 
to New York in 1806.  
 
IMSLP 
 
Six | DIVERTIMENTOS | for the | German Flute | Selected from the most popular | English, Scotch, 
Welch, Irish, | German & Russian | Melodies, | with | PRELUDES, RONDOS, CADENZAS, | and | DOUBLE 
STOPS | Arranged expressly for the Use of the Amateur & Pupil, | by affording opportunities to both of 
pleasing their Auditors, | and Friends, in public or in private, | By | Samuel Taylor, | Principal Flute Player 
of the | THEATRES ROYAL DRURY LANE | & HAY MARKET. | Ent.d at Stationers Hall. Price 5.s | London, | 
Printed for the Author N.o 18, Gloucester Street, Queen Square, Holborn, | & Publish'd by | Button & 
Whitaker [n.d.] [1810] 
 
Bayerische Staatsbibliothek, München, 4 Mus.pr. 63825 
 
DIVERTIMENTO I 
F major 
Prelude - "Hope told a flatt'ring tale.", Siciliano - RONDO, Allegro 
 
DIVERTIMENTO II 
German 
C major 
Prelude - German Hymn, Adagio - RONDO, Allegro, Waltz - Minore 
 
DIVERTIMENTO III 
Russian 
D minor/major 
Prelude, Allegro - Andante - RONDO, Allegro 
 
DIVERTIMENTO IV 
Welch 
G major 
Prelude, Allegro - Andante - Minore - RONDO, Allegro - Minore 
 
DIVERTIMENTO V 
Scotch 
A major 
Prelude, Allegro - Andante, Affettuoso - Minore - RONDO, Allegro 
 
DIVERTIMENTO VI 
Irish 
G major 
Prelude, Allegro - Gra ma chree., Adagio - Minore - RONDO, Allegro 
_____________________________________________________________________________________ 
 



Georg Philipp Telemann 
(1681 - 1767) 

 

 
 

Georg Lichtensteger (1700 - 1781) 
Engraving of Georg Philipp Telemann, c.1745 

Herzog August Bibliothek, Wolfenbüttel 
 
A relatively large amount of Georg Philipp Telemann’s oeuvre was published during his lifetime. Telemann personally 
contributed to the diffusion of his works through a sizable number of prints that he published himself. His twelve 
Fantasias for flute solo TWV 40:2–13 (first announced under the title “12. Fantaisies à Travers. sans Basse”) enjoy an 
exceptional popularity, and are Telemann’s contribution to a Baroque musical genre that comprises only a few 
works. The twelve Fantasias for flute have been handed down through a single surviving copy of the first edition 
(Conservatoire royal de Bruxelles). 
 
It is introduced by a title page which bears the misleading designation “Fantasie per il Violino, senza Basso”. There 
is hardly any doubt, however, that the work was conceived for flute. This can be inferred from the limited tessitura 
d1 –e3, the key schemes suited to the flute (A a b B! C d D e E f# G g) and the lack of double stops and chords. 
Moreover, Telemann refers to 12 fantasias for transverse flute without bass in his work catalogue, published 
together with an autobiography in Johann Mattheson’s Grundlage einer Ehren-Pforte (Hamburg, 1740, p. 308). 
 
In all likelihood, the misleading title page belongs to the first edition of Telemann’s twelve Violin Fantasias TWV 
40:14–25 (unfortunately no longer extant), and was only bound into the musical text of the Brussels copy by mistake. 
Restoration work on the source in April/May 2000 revealed that it was probably rebound in the 19th century, which 
makes it impossible to reconstruct its original state. 
 



The dating of the flute Fantasias raises several questions. Most of the evidence suggests that the pieces were 
published around 1732/33. In the Grundlage einer Ehren-Pforte the Fantasias are listed under works published 
between 1731 and 1733. The Fantasias first turn up in catalogues in 1733 (Catalogue des Oeuvres en Musique de Mr. 
Telemann, Amsterdam, 1733); however, they are not found in a comparable catalogue of 1732 (in: Neue Zeitungen 
von Gelehrten Sachen, Leipzig, 17 March 1732). Yet there is a major aspect speaking against a dating in the early 
1730s: the substandard musical engraving. Other works engraved by Telemann himself – for example, the Sonate 
metodiche published in 1728, and especially works from the 1730s, such as the Fantaisies pour le Clavessin (1732/33) 
or the Fantasie per il Violino (1735) – clearly reveal a much greater mastery of the engraver’s craft than do the twelve 
Fantasias for solo flute. The appearance of the engraving points, rather, to an origin in the second half of the 1720s. 
The Fantasias for solo flute would thus stand among Telemann’s first attempts as a music engraver. 
 
Telemann places one fantasia on each printed page, which entails a sometimes extremely cramped notation on the 
one hand, but on the other affords the player a comfortable overview of the compact form. The Fantasias are 
generally laid out in three or four movements. One can often recognise models derived from dance pieces (e. g. 
Fantasia 10, Presto: Gavotte; Fantasia 5, Allegro I: Gigue; Fantasia 8, Largo: Allemande; Fantasia 10, Moderato: 
Minuet); thanks to the remarkable variety and combination of their movements, these self-contained pieces offer a 
high degree of musical individuality within very limited confines. The term “fantasia” can be understood as referring 
to the compositional layout, for example in the astonishing brevity of the movements, the often surprising endings 
of pieces and the unconventional combination of various formal elements and national musical styles (Fantasia 2 
follows the model of an Italian church sonata, Fantasia 7 is a French overture with a closing movement of Polish 
inspiration. 
 
The ambivalent genre term might perhaps also refer to the instrumentation. Telemann always designates cycles for 
unaccompanied solo instruments as fantasias (see the cycles for harpsichord solo TWV 33:1–36, violin solo TWV 
40:14– 25, and viola da gamba solo TWV 40:26–37). The key scheme – the tonalities are limited to those which can 
be comfortably played on the transverse flute tuned in D major – identifies the Fantasias as a cycle. They were 
possibly devised as study pieces in which the pupil could familiarize himself with various contemporary forms, 
musical styles and keys. 
 
In the very successful instructional work Versuch einer Anweisung die Flöte traversiere zu spielen by the Berlin flautist 
Johann Joachim Quantz (1697– 1773), published in 1752, the author explicitly mentions several works by Telemann 
and draws musical examples from among them. The admiration that Quantz had for Telemann also reflected the 
composer’s general popularity. The twelve Fantasias became an important subject of dispute in the conflict between 
Quantz and his pupil Joachim von Moldenit that has been handed down in Marpurg’s Historisch-Kritische Beyträge; 
the two men could not see eye to eye over articulation technique (Historisch-Kritische Beyträge, ed. by Friedrich 
Wilhelm Marpurg, Berlin, 1754 ff.). The pedagogical origins of Telemann’s Fantasias allowed an exemplary discussion 
about fundamental problems of flute technique. In a document of 30 November 1753 published by Marpurg, Quantz 
challenges Moldenit to a duel: “Herr von Moldenit can have the pleasure of hearing the XII Telemannian fantasias 
played with the tongue stroke ti or di or tiri or did’ll as often as he wants. I, however, would be most desirous to hear 
Herr von Moldenit use his lower-lip pipi to warble these sonatas. I thus challenge Herr von Moldenit – it is the fairest 
of all challenges” (Marpurg, Beyträge, vol. III, Berlin, 1757/58, p. 546; cf. also Ingeborg Allihn, Georg Philipp Telemann 
und Johann Joachim Quantz, in: Magdeburger Telemann-Studien III, Magdeburg, 1971, pp. 3–48). 
 
Preface Henle Verlag 
Marion Beyer 
 
 
 
 
 
 
 



“12. Fantaisies à Travers. sans Basse” 
Self-published by G.P. Telemann, Hamburg, n.d. [1732-33] 
 
Sole copy in Brussels contains wrong title page: 
"Fantasie | per il | VIOLINO | senza Basso." 
 
Conservatoire royal de Bruxelles, Bibliothèque - Koninklijk Conservatorium Brussel, Bibliotheek, littera T 
5823 W 
 
Fantasia No. 1 in A major 
FANTASIA 1. 
TWV 40:2 
Vivace - Allegro 
 
Fantasia No. 2 in A minor 
FANTASIA 2. 
TWV 40:3 
Grave - Vivace - Adagio - Allegro 
 
Fantasia No. 3 in B minor 
FANTASIA 3. 
TWV 40:4 
Largo - Vivace - Largo - Vivace - Allegro 
 
Fantasia No. 4 in B-Flat major 
FANTASIA 4. 
TWV 40:5 
Andante - Allegro - Presto 
 
Fantasia No. 5 in C major 
FANTASIA 5. 
TWV 40:6 
Presto - Largo - Presto - Dolce - Allegro - Allegro 
 
Fantasia No. 6 in D minor 
FANTASIA 6. 
TWV 40:7 
Dolce - Allegro - Spirituoso 
 
Fantasia No. 7 in D major 
FANTASIA 7. 
TWV 40:8 
Alla francese - Presto 
 
Fantasia No. 8 in E minor 
FANTASIA 8. 
TWV 40:9 
Largo - Spirituoso - Allegro 



 
Fantasia No. 9 in E major 
FANTASIA 9. 
TWV 40:10 
Affettuoso - Allegro - Grave - Vivace 
 
Fantasia No. 10 in F-Sharp minor 
FANTASIA X. 
TWV 40:11 
A Tempo giusto - Presto - Moderato 
 
Fantasia No. 11 in G major 
FANTASIA Xi. 
TWV 40:12 
Allegro - Adagio - Vivace - Allegro 
 
Fantasia No. 12 in G minor 
FANTASIA Xii. 
TWV 40:13 
Grave - Allegro - Grave - Allegro - Dolce - Allegro - Presto 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Andreas Traeg 
(1748 - 1807) 

 
Andreas Traeg * December 2nd, 1748 Gochsheim, † September 30th, 1807 Guntramsdorf / Lower Austria. Musician, 
composer. Probably came to Vienna with his mother and siblings. The profession is valet, then secretary, then “civil 
servant” and only later (1798) “musicus”. Judging by his compositions, he must have worked as a flautist and 
guitarist. Several of his works have been published by Traeg. On the occasion of his mother's probate treaty (1798), 
he lived in the Freihaus auf der Wieden (Vienna IV). He died as an inspector at the Guntramsdorfer paper factory. 
 
https://www.musiklexikon.ac.at/ml/musik_T/Traeg_Familie.xml  
 
Brother of music publisher Johann Traeg (1747-1805) 
 
IMSLP 
 
 
FANTAISIE | pour | une Flute | composée | par | ANDRÉ TRAEG | 
op: 2. | N. 87  186  S. 20 x=n | à Vienne chez Iéan Traeg dans la Singerstrasse [n.d.] 
 
British Library, London 
Gesellschaft der Musikfreunde in Wien, Archiv 
 
Fantaisie in G major 
Fantaisie moderato 
 
Literature: 
 
Weinmann, Alexander: 
Zur Familiengeschichte der Musiker- und Verlegerfamilie Johann Traeg 
Mit weiteren Beiträgen von R. Till u. G. Reingrabner. In: Wiener Geschichtsblätter. Hrsg. vom Verein für Geschichte 
der Stadt Wien. 21. (81.) Jahrgang 1966, Nr. 4. Wien 1966. S. 97-128. gr-8°. 
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Johann George Tromlitz 
(1725 - 1805) 

 

 
 

Daniel Caffé (1750 - 1815) 
Portrait of Johann George Tromlitz, c.1803 

Museum für Musikinstrumente der Universität Leipzig, Inv.-Nr. 5515 
 
In 1785 the Leipzig flute virtuoso, teacher, author, and flute maker Johann George Tromlitz (1725-1805) announced 
the development of a new kind of flute. After a lifetime's experience of playing and making flutes, and a few years 
of experiment on improving the design of his instruments, he had developed a type he could rightfully claim as the 
most technically advanced flute of his time. 
 
The Tromlitz flute appeared at the beginning of a period of rapid and energetic experimentation in flute design that 
culminated in the modern flute, and until very recently it attracted notice only as a stage in that evolution. As such 
it made a notable gain: Tromlitz's flute of 1785 provided the first practical model in which each of the twelve 
semitones of the chromatic scale was produced by a separate tonehole not shared by any other note. No more 
significant acoustical advance was made in flute design until, in 1832, Theobald Boehm, who with his friend Carl von 
Schafhäutl (1803-1890) indiscriminately called all the keyed flutes of the time 'Tromlitz' flutes, employed elaborate 
keywork to assign more acoustically correct positions to the toneholes than those the unaided fingers could reach. 
 
Yet today's interest in the historical performance of classical music invites our closer attention to the musical 
properties of the instrument itself. Tromlitz developed his flute in pursuit of certain particular ideas about tone and 
intonation, ideas he also expressed in writing, as well as in performances that attracted comments from his 
contemporaries. Thus Tromlitz's flutes, publications, and playing provide a rich store of information from several 
different perspectives not only about how he himself played, but also about what his contemporaries heard in his 
playing, and about his reasons for playing the way he did. 
 



Tone and performance style 
 
In 1754 Tromlitz joined the Grosses Konzert, a private music club formed in Leipzig in 1743 from the Collegium 
Musicum that had been founded by Telemann and directed for a time by J. S. Bach. Over the next 20 years he 
appeared with the orchestra, as well as in solo billing with stars such as the singer Gertrud Elisabeth Schmeling and 
the keyboard player Johann Wilhelm Hässler, not only in Leipzig but also on tours as far afield as St Petersburg. These 
performances made him famous for a soloistic style of playing the flute that at that time was considered new, at 
least for the flute. Tromlitz's obituary in the Allgemeine Musikalische Zeitung recalled that, 
 

As a virtuoso he was distinguished by 
perfection, but still more by complete purity 
of intonation and security of tone, as by 
precision in performance. He was also one 
of the first, and in respect of the influence 
he had, the first, to introduce the now usual 
bravura- and concerto-style way of playing 
the flute, and especially the strong, cutting 
tone best suited to it. . . 

Als Virtuos war er durch Fertigkeit, noch 
mehr aber durch vollkommene Reinheit und 
Sicherheit des Tones, wie durch Genauigkeit 
im Spiel ausgezeichnet. Er war auch einer 
der Ersten, und in Absicht der Einfluss der 
Erste, die die jetzt gewöhnliche bravour- 
und konzertmässige Behandlung der Flöte 
und vornemlich den dazu am besten 
geeigneten starken, scharfen Ton . . . 
einfuhrten . . . hat. 

 
A still more evocative description of Tromlitz's tone is given by an anonymous reviewer of his book of 1800 about 
the new keyed flute, Über die Flöten mit mehrern Klappen: 
 

Anyone who still remembers the author's 
public appearances as a flute-player knows . 
. . that he melted the tone of the flute and 
the oboe into one another. 

Wer sich noch daran errinert, wie der 
Verfasser als Flötenspieler öffentlich 
auftrat, der weiß . . ., daß er der Ton derl 
Föte und der Oboe ineinander Verschmolz.  

 
Tromlitz spoke for himself about tone in his pamphlet of 1786 on flute-playing, in Chapter 6 of his tutor for the two-
keyed flute, published in 1791, and in an essay of 1800 in the Allgemeine Musikalische Zeitung. In the latest of these 
works he described his ideal flute tone as "bright, metallic, firm, well focused, strong and brilliant" [hell, von viel 
Metall, voll, singend, sanft und beigsam], and in the earliest wrote that: 
 

a good flutist must have a strong low 
register and a weak high one. . . The high 
register of the flute carries much more than 
the low, therefore one must certainly seek 
to soften the high so that it does not shriek 
like a fife, but at the same time the tone 
must not be made too repressed and 
fearful; the low register must be more 
penetrating and fuller, but still so that both, 
high and low, stand in an equal relation. 

. . . man sagt: 'ein guter Flötenist muß eine 
starke Tiefe und schwache Höhe haben.'. . . 
Die Höhe auf der Flöte sticht weit mehr 
durch, als die Tiefe, daheo muß man zwar 
die Höhe zu mildern suchen, daß sie nicht 
wie eine Querpfeife schreyt, aber den Ton 
muß auch nicht zu sehr gedrückt und 
ängstlich gemacht werden; die Tiefe muß 
schärfer und vller werden, aber doch so, daß 
beydes, Höhe und Tiefe, in einem gleichen 
Verhältnisse stehen. 

 
In Saxony during the 1760s and 70s this style of playing may have been unusual enough to attract special notice, but 
by the 1790s it had become widespread, certainly among professional players and traveling soloists. 
 
Ardal Powell 
'Mozart und die Tromlitz-Flöte', Tibia 26.3 (2001) 
 



 In 1750 Tromlitz received the degree of Imperial Public Notary at Leipzig University. At about this time he 
began to make flutes. In 1754 he became principal flautist of the Grosses Conzert, a forerunner of the Gewandhaus 
orchestra. His career, interrupted by the disbanding of the orchestra during the Seven Years War, included solo tours 
as far afield as St Petersburg. J.F. Reichardt's accounts of his own travels (published 1774–6) took note of Tromlitz 
and only three other Leipzig virtuosos. Tromlitz left the orchestra in 1776 and devoted himself to teaching, writing, 
composition and flute making. He recorded his ideas and teaching methods in several texts which shed much light 
on late 18th-century flute playing and performing practice. His Kurze Abhandlung vom Flötenspielen (1786) 
announced his rejection of merely average standards of performing and instrument making; this was to become a 
constant theme of his. He introduced the elements at the core of his ideal: clarity of articulation and expression; 
perfect intonation in a system having both large (5-comma) and small (4-comma) semitones, for which the E! and 
D# keys invented by J.J. Quantz in 1726 were essential; the appropriate choice of music for the hall and audience; 
and the total technical control and emotional involvement of the performer. 
 These themes were developed in the 1791 Ausführlicher und gründlicher Unterricht die Flöte zu spielen. This 
monumental work, the most comprehensive of the 18th-century flute tutors, was designed to give complete 
instruction without the aid of a teacher. It covered in detail all aspects of flute playing: intonation, articulation, flute 
maintenance, posture and breathing, dynamics, ornaments, musical style, cadenzas and the flute's construction. The 
two chapters on articulation, for single and double tonguing, were at the time the most thorough written treatment 
of the subject for any instrument. Each subject was reduced to a set of well-thought-out rules and richly illustrated 
with examples. Though Tromlitz advocated a methodical approach to playing, his view was that once correctness 
had become second nature the performer's personal taste should be given free rein, especially in articulation and 
ornamentation. 
 In 1800 Über die Flöten mit mehrern Klappen was published as a supplement to the 1791 tutor. It gave a 
detailed and methodical explanation of the use of the keys on a flute of Tromlitz's own design, which had taken as 
its point of departure the three keys (B!, G# and F) added to the instrument by London makers as early as the 1750s. 
Tromlitz first announced flutes with added keys in 1781. Between 1783 and 1785 he developed the essential points 
of his new design, a c″ thumb key and a duplicate key for F, the latter invented in 1783 by the father of the virtuoso 
F.L. Dülan. Tromlitz's flute of 1785 employed these two keys as well as the B!, G# and short F keys. By 1796 the 
system had been completed by applying a second lever, for the right index finger, to the B! key controlled by the 
left thumb. Tromlitz's original contributions were the ‘long’ B!, and the c″/b!′ arrangement for the left thumb, 
which was to be adopted by Theobald Boehm in 1832 in preference to several other possibilities developed in the 
meantime including a c″ key for the right index finger. A c′ foot joint was available, but Tromlitz discouraged its use 
because of its detrimental effect on the flute's tone. The instrument was voiced and tuned using specialized and 
innovative tooling to maximize its focussed, even tone. The eight-keyed Tromlitz flute, like the two-keyed one, was 
intended to play scrupulously in tune in all 24 keys with a full set of major and minor semitones, even when 
accompanied by an equal-tempered keyboard. A critique of the Tromlitz flute, reflecting the belief that equal 
temperament was the better tuning system for melody instruments, was published anonymously by H.W.T. 
Pottgiesser in 1803. Towards the end of his life Tromlitz began the invention of a chromatic flute with only one key, 
probably still with a conical bore, a design in which he no longer insisted on separate enharmonic fingerings. He 
discontinued this experiment because he felt he would not live to see it to fruition, or to see players accept its 
unfamiliar fingering patterns.  
 Contemporary accounts of Tromlitz's playing are uniformly positive, stressing his perfect intonation, 
brilliance and precision, and strong, trumpet-like tone. He was reputed to have been one of the first in Germany to 
practice a bravura style of concerto playing and to espouse the strong and cutting tone best suited to this style. 
Tromlitz's compositions are not considered of much importance today, except for the light they shed on his musical 
taste. His obituary states that he had pupils from all regions. Despite his influence as a performer and teacher and 
his achievements as a flute maker, Tromlitz's effect on his world was overshadowed by that of major commercial 
instrument makers of the time. Though some players prized his flutes, and such makers as F.G.A. Kirst (Potsdam) 
and J.H.W. Grenser (Dresden) imitated aspects of his work, his contributions were not widely understood until after 
his death, when they were an important catalyst for many of the elaborate key systems of the early 19th century, 
including those of Boehm. 
 
oxfordmusiconline.com 
 



SEI | PARTITE | per il | Flauto Traverso Solo | Senza accompagnamento |  
da | Giovanni Giorgio | Tromlitz | in | Lipsia 
 
Det Kongelige Bibliotek, København, mu 6210.0129 
 
Partita I in D major 
Allegro moderato - Andante - Allegro assai - Menuet I - Menuet II - Polonaise 
 
Partita II in G major 
Allegretto - Arioso - Presto - Menuet I Alt. - Menuet II - Polonaise 
 
Partita III in F major 
Un poco Allegro - Andante - Allegrezza - Menuet I Altern. - Menuet II - Polonaise 
 
Partita IV in A major 
Allegro moderato - Grazioso - Allegro assai - Menuet I - Menuet II - Polonaise 
 
Partita V in E minor 
Largo - Allegro assai - Menuet con Variationi - Var.1 - Var. 2 - Var.3 - Var. 4 - Var. 5 - Var. 6 - Var. 7 
 
Partita VI in C major 
Allegro - Andante molto - Un poco Presto - Menuet 1. Altern. - Menuet 2. - Polonaise 
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Aurelio Virgiliano 
(fl. c.1580 - 1600) 

 

 
 

IL DOLCIMELO D'AVRELIO VIRGILIANO 
MODI DA SONAR LE TRAVERSE 

Venice, c.1600 
Museo internazionale e biblioteca della musica, Bologna, Ms. C. 33 

 
The manuscript of the treatise ‘Il dolcimelo’ by Aurelio Virgiliano (fl. c.1580-1600) appears to have been intended 
for publication, but was not completed. Some pages are blank in the manuscript save for an instrument name, as if 
awaiting a fingering chart or further instructions. The only completed fingering charts are for the flauto (recorder), 
traversa (transverse flute) and cornetto (cornett). Apart from illustrations and fingering charts for these instruments, 
and a page of basic rules for performing diminutions, there are no other instructions. The fingering chart for a 
traversa is for a tenor in D, labelled ‘Modi da sonar le traverse’, with a range of 19 notes notated as d-a’’ (as normal, 
this chart is notated an octave below sounding pitch). The chart includes only fingerings for a modal scale beginning 
on D, with F natural and B! (this scale can be described in theoretical terms as being in transposed Dorian mode, or 
G-Dorian). There are no fingerings for B natural, or any other chromatic fingerings. This implies that Virgiliano, like 
Jambe de Fer, considered jeu de b mol, or transposed modes with a B! to be the best ones for the flute. 
 
To the right of the fingerings are instructions for transposition: next to f is a C clef with ‘alla 5a bassa per §; next to 
g is a C clef with ‘alla quarta bassa per § .!’,, next to c’, a C clef with ‘in tuono per ! e per §,’ and a G2 clef with ‘alla 
quinta bassa per §’; next to d’ is a G2 clef with ‘alla quarta bassa per !’, next to f’, a C2 clef with ‘alla quarta alta per 
§’, and finally, next to g’, a G2 clef with ‘a suo luogo per §’. These annotations indicate transpositions – a fourth 
higher or lower and a fifth lower – similar to those recommended by Agricola. These are fewer than those he gave 
for cornett and recorder, where transpositions by a by a tone, third, fourth, fifth, sixth and seventh are indicated, 
and show that flutes were more limited than other instruments were in the number of transpositions they could 
achieve Following the book of instructions is a set of 13 Ricercate, presumably written by Virgiliano himself. Each is 
carefully labelled with the preferred instrumentation: recorder (flauto), cornett, violin, flute (traversa), viola da 
gamba and lute. 



 
Virgiliano’s ‘Ricercata sesta per traversa’ in Il Dolcimelo, is one of thirteen solo pieces written interchangeably for 
violin, cornett, recorder and flute, but it is the only one designated for traversa as the first choice of instrument. 
Although the title makes no direct reference to battle music, the music imitates military signals. Virgiliano used 
similar patterns to Arbeau in a somewhat freer way, with dotted rhythms and running six-note quaver figures. 
 
Nancy Hadden 
From Swiss Flutes to Consorts: History, Music and Playing Techniques of the Transverse Flute in Switzerland, Germany and 
France ca. 1470-1640 
The University of Leeds, School of Music, September 2010 
 
 
IL DOLCIMELO | D'AVRELIO VIRGILIANO:- | Dove | Si contengono uariati Passaggi, e Diminuti= | 
oni cosi per uoci, come per | tutte sorte d'instrumen= | ti musicale; con loro | accordi, e mo= | di di 
sonare :- [Venice, c.1600] 
 
Museo internazionale e biblioteca della musica, Bologna, Ms. C. 33 
 
Ricercar 1 
Ricercar facile di Flauto, Cornetto, Violino, Traversa e simili 
 
Ricercata 4 
Ricercata per cometto, Violino, Traversa et altri instrumenti 
 
Ricercata 6 
Ricercata per Traversa, Violino, cometto et altri instrumenti 
 
Ricercar 7 
per Flauto, Cometto, Violino, Traversa e simili in Battaglia 
 
Ricercar 8 
per Flauto, Cornetto, Violino, Traversa e simili 
 
Ricercar 9 
per Flauto, Cornetta, Violino, Traversa e simili 
 
Ricercar 10 
per Flauto, Cornetta, Violino, Traversa e simili 
 
Ricercar 12 
Ricercar di Flauto, Cometto, Violino, Traversa e simili 
 
Ricercar 14 
Ricercar di Flauto, Cometto, Violino, Traversa e simili 
 
Ricercar 16 
Ricercar di Cornetta, Violino, Traversa; e simili 
_____________________________________________________________________________________ 
 



Carl Jakob Wagner 
(1772 - 1822) 

 

 
 

Portrait of Carl Jakob Wagner 
Illustration from 

Philipp Schweitzer, Darmstädter Musikleben im 19. Jahrhundert, Darmstadt 1975 
 
 
Carl Jakob Wagner (Darmstadt, Hessen, Germany, 22 February 1772 - 25 November 1825) was a German composer 
and horn player. A student of Johann Gottlieb Portmann (1739 - 1798) and Georg Joseph Vogler (1749 - 1814), he 
was a member of the Darmstadt Orchestra from 1790 and later became concertmaster, undertaking numerous trips. 
Finally, he was appointed as chapel master of the Darmstadt Court and composed operas for the theater of his 
hometown: Pygmalion, Der Zahnartz, Herod, Nitetis & Chimene, as well as several dramatic cantatas; two 
symphonies; Die Jungfrau von Orleans and Götz von Berlichingen. He also composed sonatas for violin, trios for flute, 
violin and cello; 40 horn duets, works for flute and violin and variations for piano. 
 
Espasa Encyclopedia (European-American Illustrated Universal Encyclopedia), Volume no. 69, p. 1451 
 
 
Thema mit Variationen | für | Eine Flöte | auf dem | DACH | beim Mondschein zu blasen | von | C. 
Wagner. | No 2. | Mainz | in der Grhzl: Hess: Hofmusikhandlung von B. Schott. [1817] 
 
Bayerische Staatsbibliothek, München, Mus.Schott.Ha 1122-1 
 
 



(‘Theme with variations for a flute, to be blown on the roof by moonlight’, based on the notes D-A-C-H) 
 
Thema, Andantino - Var:1. - Var:2. - Var:3. 
D major 
 
--- 
 
Six Variations | pour la Flute seule | composées par | [crossed out:] p | Charles Wagner | N.o [crossed 
out: 6] 7. [c. 1820] 
 
Bayerische Staatsbibliothek, München, Mus.Schott.Ha 1479 
 
Andantino - Var. I. - Var II. - Var III - Var IV - Var V., Adagio - Var VI, Tempo Imo 
G major/minor 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Eugène Walckiers 
(1793 - 1866) 

 

 
 

Photograph of Eugène Walckiers (1793 - 1866) 
Inscription: 1793-1866 / Eugène Walckiers / The greatest / Composer for / Flute 
Library of Congress, Washington DC, Dayton C. Miller Collection, Box Number: W 

 
The Délassemens du Flûtiste pour Flûte seule, op. 47 of Eugène Walckiers (1793-1866), a noted student of Tulou, is 
a mixed bag containing “Solos, Airs variés, Rondeaux, Romances, Valses, Boléros, etc.”, these all being genres 
particularly appropriate for the solo flute, with the most serious genres listed first - the solo or sonata, followed by 
the set of elaborate variations - and then lighter items like rondos, romances (popular songs), and finally waltzes and 
boleros. The set includes two waltz items, the first being a waltz and trio in constant eighth-note motion, taken from 
the section of exercises of the author’s flute method (op. 30), with the trio in the subdominant. The second item is 
more unusual, being a set of interconnected waltzes in differing tonalities (A, D, F, B-flat, and E-flat, with a coda to 
return the set to a final conclusion in the original tonic). The first two waltzes are explicitly A-B-A in form, with D.C. 
and Fin marked. Waltzes 3 and 4 are simple binary (the first of these two has an additional two measures after the 
double bar, presumably indicating that the set had its origin in a work with piano accompaniment). Waltz 5 has two 
sections, the first in E-flat, and the second in C minor, but rather than repeating the sections in the tonic, the music 
continues into the coda in C major, and then returns to A major. 
 
Tom Moore 
 
 



Délassements du Flûtiste | Solos, Airs variés, Rondeaux, | Romances, | Valses, Boléros, &c. | pour FLÛTE 
seule | PAR | EUG. WALCKIERS. | Op: 47. 1.ere Livraison Pr: 6.f | Paris, Chez l'Auteur, Rue des Prouvaires, 
10. | Ant. Walckiers, Rue Boucher, 1 (bis) | Schlesinger, Rue de Richelieu, 97. | Propriété de L'Auteur. 
Déposé à la Direction. [1834] 
 
Bibliothèque nationale de France, département Musique, VM9-3202 (1 & 2) 
 
Délassements du Flûtiste. 
1.re Livraison. 
 
1. SOLO 
Moderato - Animez - Plus animé - 1.o Tempo - Animez un peu - 1.o Tempo - 1.o Tempo - Animez 
B minor 
 
2. ROMANCE 
Andante quasi Adagio 
C minor/major 
 
3. AU CLAIR DE LA LUNE  
Varié. 
Andante - Var: 1., Allegretto - Var: 2., Allegro molto - Var: 3., Allegro scherzo - Var: 4., Moderato - Var: 5. 
et Coda., Allegro vivo - Adagio - Allegro molto vivo 
A major 
 
4. RONDO AUVERGNAT 
 
Programme. Un Auvergnat, plein de cette douce chaleur qu'on achète chez le marchand de vin, embouche sa 
Musette, et fait résommer un chant de son pays. Au moment où notre virtuose s'abandonne à toute sa verve, 
arrivent les chiens du quartier; attirés par cette musique burlesque, ils viennent mêler leur voix à ses accens. Quoi 
qu'habitué à cette sorte d'accompagnement, notre Auvergnat la trouve peu de son goût; aussi, ses accens sont 
devenus moins vifs, moins animés; ils sont même plaintifs. Bientôt, cependant, narguant le chagrin, il reprend 
gaîment son refrein, sur lequel il s'éloigue lentement. 
Avis. Pour mieux imiter la Musette, il sera bien de tourner l'embouchure en dedans. 
 
Performance. A native of Auvergne, full of that sweet warmth that one buys from the wine merchant, mouths his 
Musette, and plays a song from his country. At the moment when our virtuoso surrenders to all his verve, the 
neighborhood dogs arrive; attracted by this burlesque music, they come to mix their voices with its accents. 
Although used to this kind of accompaniment, our Auvergne finds it little to his liking; also, its accents have 
become less lively, less animated; they are even plaintive. Soon, however, taunting the grief, he cheerfully resumes 
his song, on which he slowly moves away. 
Notice. To better imitate the Musette, it will be good to turn the mouthpiece inwards. 
 
Allegro non tanto - Allegro - quasi Andantino - 1.o Tempo - Moins vite - quasi Andantino - 1.o Tempo  
G major/minor 
 
5. VALSE 
Allegretto - Trio 
F major / B-flat major 
 



6. RONDO 
Allegretto molto moderato 
A major / D major 
 
Délassements du Flûtiste. 
2.me Livraison. 
 
7. MARCHE 
D major / E-flat major 
 
8. Andantino 
E-flat major / A-flat major 
 
9. VALSES 
1.re Valse - 2.me Valse - 3.me Valse - 4.me Valse - 5.me Valse - Coda 
A major/minor / D major/minor / B-flat major / E-flat major / C major 
 
10. RONDO PASTORAL 
Allegretto moderato 
D minor/major 
 
11. GALOP 
Allegro 
C major / F major 
 
12. CAVATINE du PIRATE  
Varié. 
Andantino - Var: 1., Allegretto - Var: 2., Brillante - Var: 3., Adagio non troppo - FINAL, Allegretto - 
Brillante 
F major/minor  
_____________________________________________________________________________________ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Johann Georg Wunderlich 
(1755 - 1819) 

 
In 1803, Johann-Georg Wunderlich became the sole flute professor [at the Paris Conservatoire] when his colleagues 
died within a few weeks of each other; Devienne went insane and died two weeks before Hugot “went mad, stabbed 
himself, and jumped from a fourth-storey window while working on an official Conservatoire method to replace 
Devienne’s.” Hugot’s work on the first official Conservatoire flute method book was completed and published by 
Wunderlich in 1804 as Méthode de flute du Conservatoire. The Hugot-Wunderlich method provided fingering and 
trill charts for the old one-key flute but focused mainly on fingering, exercises, and techniques for the four-keyed 
flute. This method highlighted the improved intonation of the four-key flute in the early part of the decade and 
provides evidence that Conservatoire musicians were acclimating to equal temperament. 
 
Wunderlich taught at the Conservatoire until his retirement in 1819, and his pupils included Paul Hippolyte Camus 
(1796-1869), who later became an early advocate of the ring-key flute, and Jean-Louis Tulou (1786-1865), who 
became a flute professor at the Conservatoire. Wunderlich’s successor, Joseph Guillou (1787-1850), was appointed 
in 1819, and as a student of Devienne, Guillou became the first flute professor to have been educated in the 
Conservatoire system. Since the most talented students were educated at the Conservatoire and then dominated 
the Parisian music scene, it was common that the professors themselves were also products of the institution. 
 
Dorothy Glick 
Paul Taffanel and the Construction of the French Flute School 
University of Kansas 
 
Johann Georg (Jean-Georges) Wunderlich (1755-1819), German flautist and composer active in France. He was the 
son of an oboist in service to the Margrave of Ansbach. He studied the flute with his father and at the age of 20 went 
to Paris to study with Félix Rault, a flautist at the Concert Spirituel. Wunderlich appeared as a soloist as early as 1776. 
He was a member of the Concert Spirituel orchestra from 1778 to 1783, performed a solo concerto there on 7 June 
1778 and appeared regularly as a soloist in 1779. He joined the Opéra orchestra in 1781 as second flautist and rose 
to principal in 1787, by which time he had entered the king’s service. At the end of the century he was one of the 
most famous flautists in France. In 1795, on the founding of the Paris Conservatoire, he became a professor of flute, 
teaching such celebrated flautists as Berbiguier, Camus and Tulou. Wunderlich continued to play in the Opéra 
orchestra until 1813 (when he was succeeded by Tulou) and remained at the Conservatoire for three more years. 
His flute method (actually a completion of sketches left by Hugot) was influential on the Continent throughout the 
19th century. 
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SOLO I.o 
E-flat major 
Allegro Fieramente - Andante - Rondo, Allegro moderato 
 
SOLO 2.o 
A minor 
Allegro con moto - Andante, un poco adagio - Rondo, Allegro moderato 



 
SOLO 3.o 
C minor 
Allegro risoluto - Adagio ma non tanto - Rondo moderato [Scherzando - Majeur] 
 
SOLO 4.o 
D major 
Con Grazia - Un poco andante - Rondo, Moderato [Mineur] 
 
SOLO 5.o 
C major 
Allegro Moderato - Scherzando. - Andante Molto - Rondo Grazioso [Mineur] 
 
SOLO 6.o 
E-flat major 
Allegro con expression - TEMPO di Siciliano - Rondo Grazioso [Mineur] 
_____________________________________________________________________________________ 
 
 


