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ABSTRACT
This thesis accompanies my senior lecture recital as a demonstration of research on The
“Modern” French Flute School. The recital itself was the practical and artistic representation of
my creative work as a flutist and musician, while the lecture portion of the recital was focused on
informing the audience of the historical importance of the performed works and their context
within the lives of important figures associated with The French Flute School. Each performed
work was selected based on the premise that it was dedicated to one of four important figures:
Paul Taffanel, Georges Barrère, Marcel Moyse, and Jean-Pierre Rampal. This research allows
for an enhanced understanding of the crucial role these figures played on the development of the
flute as a reputable solo and ensemble instrument that is capable of both versatility and
virtuosity. The recital works themselves represent a variety of genres, including a morceau de
concours (competition piece) for the Paris Conservatoire, a sonata, a concerto, and two
unaccompanied works for flute. The final outcome of the performance, accompanying lecture,
and more in-depth research is divulged in this thesis and serves as a representation of my artistic,
musical, and academic abilities.
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CHAPTER I: INTRODUCTION
Background and Purpose
As an undergraduate student, I am fortunate to have had the opportunity to study my two
passions: music and French. It seemed only appropriate then, that I should delve deeper into the
world of French flute music. This project is the culmination of my research and knowledge base
that has been developed for the past five years. As a flutist, it has been a joy to select, prepare,
study, and perform the works programmed for my senior recital. As a French scholar, it was
equally fulfilling to further explore the back-story of the traditional “Modern” French Flute
School that began in the late 19th century with a man named Paul Taffanel. My overall goal with
this project was to be able to paint a picture for the audience about the time and place associated
with this movement and why the works in the lecture recital program are of significant
importance to understanding the development of the flute as a solo instrument in the past 150
years.
Overview of the Project
The purpose of this creative project was to study the compositions dedicated to
innovative flutist-teachers involved with the turn of the 19th century/early 20th century “Modern”
French Flute School at the Paris Conservatoire. My research focuses on the contributions of
these individuals to the flute world: Paul Taffanel, Georges Barrère, Marcel Moyse, and JeanPierre Rampal. Each has left his mark on the flute world, inspiring and leading generations of
flute players for more than a century.
My focus for the project was to present and share the research demonstrated in this work
in a lecture recital that includes a showcase of five significant compositions from the flute
repertoire, each one written for and dedicated to one of these flutists. This written thesis is the
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tangible evidence of the research presented during the lecture recital. The recital repertoire
includes Georges Enesco’s Cantabile et Presto, a piece composed for the Paris Conservatoire
concours (annual competition); Francis Poulenc’s Sonate pour flûte et piano; Edgard Varèse’s
Density 21.5 paired with Claude Debussy’s Syrinx pour flûte seule; and Jacques Ibert’s Concerto
for Flute and Orchestra, all of which are well known by the wider fluting population. My
experience from studying abroad in Paris during the Spring 2011 semester has also provided
essential insight for this project, as well as an understanding of French language, culture, and
history, which has been the springboard for preparing this research and repertoire with critical
analysis.

2

CHAPTER II: THE “MODERN” FRENCH FLUTE SCHOOL
The “Modern” French Flute School
To begin, one may ask the question, “What is the French Flute School?” The “Modern”
French Flute School refers to the tradition stemming from students of professors becoming
professors themselves at the Paris Conservatoire, continuing the pedagogical traditions of a
certain lineage of flute players by passing on knowledge from one generation to the next as
demonstrated in figure 1. This being said, one musical historian in particular, Claude Dorgeuille,
deems the term “school” in this instance as somewhat vague and unnecessary (11). What is
really meant by the term is to help describe a particular resurgence of fine flute playing
beginning with the innovations of the Boehm system flute in the 19th century, which was, of
course, first adopted by the French flutists of the day (Dorgeuille 11). Dorgeuille also argues
that from a historical perspective, it is easy to lump certain figures together to create this idea of
a “school” (11). However, in general, this terminology and categorization is not really
recognized by most French flutists, but rather as a movement of the late 19th century when
physical and musical innovations took place regarding the flute (Dorgeuille 11).
Despite the fact that the French do not endorse the label of “school,” it can be argued that
there are particular characteristics that unify the group identified as the “French Flute School.”
The five principle characteristics include: the establishment that is the Paris Conservatoire, the
hub of musical education in France; the continued pedagogical lineage of professors and
students; promotion of the silver Boehm system flute; expansion and refinement of the available
flute repertoire; and promotion of the flute as a solo instrument, viewed as an equal in virtuosity
to string instruments and the piano.

3

In order to understand these unifying characteristics, it is important to establish a base
knowledge of how the Paris Conservatoire operated in the mid-19th century, and how certain
changes during that time influenced the flute’s future. Subsequently, to the extent that is
necessary, information will be presented that illustrates the lineage of professors and students as
well as demonstrates the unifying characteristics presented previously through the lives of four
important figures of the “French Flute School:” Paul Taffanel, Georges Barrère, Marcel Moyse,
and Jean-Pierre Rampal.
The Paris Conservatoire of the Late 19th Century
The structure of the Conservatoire de Paris included a musical foundation built on the
knowledge of solfège and the perfecting of technique and sound on one’s primary instrument
(Dorgeuille 49). Dorgeuille described beautiful tone as the “most immediate striking quality
shared by the flautists who built the reputation of the French School…possessing tone with quite
personal characteristics of timbre, like a singer” (49). From 1860 onward, two other important
hallmarks of this school were legato quality that was based on lip control and breath support, and
pedagogically being an unsurpassed model of technical perfection (Dorgeuille 49).
Unlike most structures of American music schools, lessons were held in groups rather
than privately, and the professor would teach in a master class style (Dorgeuille 9). In this way,
students benefited from the professor’s instruction and were given the opportunity to learn from
their peers through observation. Students at the conservatory in the 19th century were of varying
levels, some civilian musicians also serving in the French army, and others destined to become
professionals in highly regarded Parisian musical circles (Blakeman 16).
Auditions for entry to the Conservatoire were held in October of every year, and the
number of spots available in a class determined the acceptance rate (Dorgeuille 9). In July, at the
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end of each academic year, eligible students could participate in the annual public concours, or
competition, in which a jury assessed the performances of students and awarded them different
merit-based “prizes” (Dorgeuille 9). The premier prix was every student’s goal, marking the
student’s graduation from the Conservatoire in a particular class (9). The lesser prizes included
the deuxième prix, premier accessit, and deuxième accessit (9). It was also not unusual for the
jury to deny awarding first prizes in some years, which maintained the excellence and rigorous
standards of the Conservatoire (9).
The Beginnings of Change: Flute in the 19th Century
The challenges flutists faced in the mid-1800s included a limited amount of superior
repertoire for the flute, and the constantly changing physical structure of the instrument itself.
Virtuosic 19th century repertoire was all that was available to the flute, so a few decades of
theme-and-variations and less “serious” music gave the flute a second-rate reputation as a solo
instrument; it was not taken seriously in the way string instruments and the piano were by major
composers (Rampal 79-80). A change in repertoire selection did not really occur until Paul
Taffanel became professor of flute in 1894, when he introduced his students to Baroque and
Classical repertoire that up to that point had rarely been performed (Blakeman 36). Perhaps part
of the reason for the limited genre of repertoire was due to the mechanical limitations of the
instrument itself, and the lack of agility and ease of technique (Dorgeuille 16). The significant
change that improved the flute came with the inspired German inventor and musician, Theobald
Boehm (“Theobald Boehm” 4).
The year 1860 marked the appointment of a new flute professor at the Conservatoire, a
flutist named Louis Dorus (Dorgeuille 69). Dorus was a pioneer performer of the Boehm system
flute, which had come into existence beginning in the early 1830s (Dorgeuille 14). Dorus also
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required that his students at the Conservatoire learn to play this innovative flute, rather than an
earlier pre-Boehm model, since at this point in history, several flute options were available, some
with fewer or more tone holes, and all usually made of wood with conical bores (Blakeman 11).
The final version of Boehm’s flute in 1847 included several changes to the previously
popular instruments available. First, he created a mechanical means to alter fingerings instead of
merely tone holes in a wooden tube; he discovered that larger tone holes would produce a richer
and more vibrant sound (“Theobald Boehm” 5). This led him to add key mechanisms to cover
the larger tone holes so that the fingers could ergonomically manage the instrument (“Theobald
Boehm” 5). Boehm also experimented with materials, concluding that silver and brass flutes
sounded more vibrant than wood flutes (Valette 29). In his 1832 version, the flute began as a
conical-bored instrument, but by 1847 he had adopted a cylindrical-bored flute where the tubing
of the instrument was the same size from the body through the foot joint (“Theobald Boehm” 5).
The French, and primarily Dorus, were the first to embrace these innovations and the
brand new instrument, followed closely by the British (“Theobald Boehm” 4). However, the rise
in national pride in the late 19th century had the Germans scoffing at the new flute. Highly
regarded composers like Richard Wagner claimed that the silver made the instrument sound
more like a trumpet, deeming it displeasing to the ear (“Theobald Boehm” 4).
Nevertheless, these were the changes that slowly started to shape the flute’s future. The
following chapters explore the lives of four of the most influential flutists to come out of the
French flute school, beginning with Paul Taffanel, a student in Dorus’ first Conservatoire class
of 1860. So as to grasp a better understanding of the style endorsed by the Modern French Flute
School, there will also be a short description of the pieces chosen for the lecture recital portion of
this project that were dedicated to each flutist.
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Figure 1: Illustrates the lineage of professors and students to the extent that is necessary for this project.
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CHAPTER III: PAUL TAFFANEL (1844-1908)
“Father of the French Flute School”
Paul Taffanel was born in Bordeaux, a southwest port city in France (Blakeman 5). As a
young musician, Taffanel’s father, Jules Taffanel, was his first and possibly most influential
teacher; he was described as having the ability to play every instrument and was himself an
instrument maker (Blakeman 6). Jules Taffanel exposed his son to solfège and likely made his
very first flute (Blakeman 7). In 1858 the Taffanel family moved to Paris, France’s cultural and
musical hub (Blakeman 9). It was in Paris that thirteen-year-old Paul Taffanel began taking flute
lessons with a local flute teacher named Louis Dorus (Blakeman 9). After studying with Dorus
for two years, he was accepted into Dorus’ very first class as professor of flute at the Paris
Conservatoire (Blakeman 14). In this same year, 1860, the young Taffanel received his premier
prix, the highest award at the annual Conservatoire concours, marking his entry into the
professional music world as a highly accomplished flutist (Blakeman 15).
At this point, Taffanel’s musical journey was only just beginning. Throughout his life he
was active as an orchestral performer, a chamber musician, and a soloist, while also conducting
professionally and composing avocationally. Upon establishing himself as a serious flutist,
Taffanel performed with the Opéra Orchestra and the Société des concerts (Blakeman 20-21).
The Société was run by the Conservatoire and was where most of their recent graduates and
professors performed (20-21). In 1871, he helped form the Société nationale de musique along
with other notable musicians of the time, including Camille Saint-Saëns and Gabriel Fauré
(Blakeman 39). The purpose of this group was to foster the composition and performance of
French music commissioned by living composers (39).
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On his own initiative, Taffanel formed a second similar group in 1879 called the Société
de Musique de Chambre pour Instruments à Vents, the Society of Chamber Music for Wind
Instruments (Blakeman 44). This group focused on building the repertoire available for wind
chamber musicians, which was a musical medium with limited formal repertoire (44). In the
Belle Époque, the idea of wind chamber music still appeared to be a new one, and the Société
introduced the possibility that wind instruments could be accepted with the same regard as string
instruments at the time (Blakeman 92).
Taffanel enjoyed success as a flutist and was praised for his solo, chamber and orchestral
engagements throughout his career (Blakeman 155). However, it was not until 1893 that he was
appointed professor of flute at the Conservatoire, succeeding his pedagogical and artistic rival,
Henri Altès (Blakeman 180). With Taffanel came changes in pedagogy as well as the
expectations held for his studio. His focal teaching points revolved around an ideology of sound,
technical production, and expansion of repertoire. His five priorities for successfully playing the
flute included a focus on sonorité (tone quality), intonation, breathing, finger technique, and
style (Dorgeuille 41). According to Blakeman, “The sound itself sums up a major part of
Taffanel’s aesthetic of the flute” (35).
He was beloved as a teacher and mentor as much as he was a flute player, especially by
his students. Members of his first and later classes led successful musical lives and made
profound contributions to flute playing and pedagogy. Some of his most well known students
include Georges Barrère, Philippe Gaubert, and Louis Fleury, who were part of his 1894 class;
he also later taught Marcel Moyse, among others (Blakeman 183).
Thanks in large part to his dedicated students, Taffanel’s pedagogical legacy was
preserved in three ways. First, his Méthode de flûte was finalized and published posthumously
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by Philippe Gaubert in 1923 (Blakeman 206). This work in itself has served a century of flute
players as a guide for building a solid technical foundation for flute playing. Second, in 1925
Louis Fleury completed and published Taffanel’s treatise on the flute’s history and construction
for Albert Lavignac’s Encyclopédie de la Musique (Blakeman 209). And lastly, student reports
exist that describe first-hand accounts of his teaching, inimitable sound, and musicality as a flute
player.
Taffanel’s contributions to the flute world are numerous. One perspective on his playing
is revealed in a review in Blakeman’s biographical work on Taffanel: “…This flute is a
revelation. The audience could not get over it. Imagine: an intelligent flute, a distinguished,
musical flute. That has never been seen before” (118). The innovations of his playing and
teaching were not overlooked during his lifetime and have continued to impact the way flute is
taught today.
He is also credited with “purifying” the solo flute repertoire by insisting that students
learn music by earlier composers of the Baroque and Classical periods like Gluck, Bach and
Mozart which were not commonly performed at the time (Blakeman 36). Taffanel wanted to
give more breadth to the flute repertoire to include more than the flashy, but somewhat substance
lacking, most popular 19th century music that was less varied in musical content (36). Previously
at the Conservatoire under Altès’ instruction, students performed solos composed by Altès
himself and Tulou, another former professor (Blakeman 186). Upon Taffanel’s appointment, he
began commissioning additional works by living composers for his students to perform for the
annual concours (Blakeman 187). These works are still performed frequently and are considered
staples in the flute repertoire today. The most well known works of this type include: Gabriel
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Fauré’s Fantasie, Louis Gannes’ Andante et scherzo, Cécile Chaminade’s Concertino, and
Georges Enesco’s Cantabile et Presto.
Georges Enesco, Cantabile et Presto (1904)
Georges Enesco’s Cantabile et Presto was first used as a morceau de concours or
competition piece in 1904; it was used in subsequent concours in 1921 and 1950 (Dorgeuille 7275). Taffanel requested commissioned pieces of five to six minutes in length, with two
contrasting sections, “Andante followed by an Allegro…to test the examinees on matters of
phrasing, expression, tone control, and virtuosity” (Blakeman 187). Enesco’s Cantabile et
Presto is structured this way, as evidenced by the title, with a first section that is lyrical and
expressive, and a second section that shows off the player’s technical prowess.
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CHAPTER IV: GEORGES BARRÈRE (1876-1944)
“A musical envoy from France”
Georges Barrère was born in Bordeaux in 1876 to a nonmusical family (Dorgeuille 79).
However, that did not stop him from becoming involved in a fife and drum corps as a flutist, a
role he took seriously and in which he excelled (Dorgeuille 80). He and his family moved to
Paris in 1888, and shortly thereafter he began studying at the Conservatoire with Henri Altès
(80). The young Barrère respected his teacher but felt he could not develop his own artistic style
and was somewhat stifled by Altès’ pedagogical methods (Dorgeuille 81). In his own words,
“Altès was a great teacher but I did not progress as I should under his tutorship” (81).
The turning point in Barrère’s life came with the appointment of Paul Taffanel as flute
instructor at the Conservatoire in 1893 (Dorgeuille 81). Barrère found his teaching style much
more compatible with his own needs as a student stating that, “…his musicianship, his style
particularly, was highly inspirational” (Dorgeuille 83). Barrère earned his premier prix in 1895,
and was granted permission to stay an extra year at the Conservatoire just to study with Taffanel
(83).
In Paris, Barrère had success as a Conservatoire student and graduate. One of his
breakthrough performances was premiering Claude Debussy’s Prélude à l’après-midi d’un faune
with the orchestra of the Société Nationale in 1894 (Toff 19). At the time, it was one of
Debussy’s most well received works and subsequently became a staple excerpt in orchestral flute
literature (19). Barrère performed with the Colonne (Toff 33) and Opéra Orchestras, and he
reestablished Taffanel’s original society for wind chamber music, renaming it the Société
Modern d’Instruments à Vents, or SMIV (Toff 25). The society commissioned chamber works
by living composers, very much like the society after which it was formed (Blakeman 193).
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In 1905, Barrère’s career path took an interesting turn. An American conductor and
manager, Walter Damrosch, traveled to Paris to contract five French wind players in order to
bring his wind section in the New York Symphony Orchestra up to a higher standard (Toff 8081). At the time, three official symphony orchestras existed in the United States: The Boston
Symphony Orchestra, which was first-rate and most highly regarded, the New York
Philharmonic and the New York Symphony Orchestra (Toff 78). Barrère, seeing no end in sight
to the possible paths his career could take him, consented and traveled to New York City that
spring.
Barrère’s influence on flute playing the United States was immediate and extraordinary.
The silver flute was adopted unanimously by professionals and students alike (Toff 90).
American flute makers at the William S. Haynes Company heard Barrère’s silver flute and were
inspired by its sound and resonance (Toff 101). Among them was a jeweler and future employee
at Haynes, Verne Q. Powell (101).
With Walter Damrosch as his employer, Barrère helped build a reputation and a place for
the flute in the musical world through many outlets during his lifetime. At the opening of the
Institute of Musical Art in New York City (known today as The Julliard School), Barrère was the
obvious choice for flute professor (Toff 191). Damrosch wanted a “thoroughly American school
of music,” with private instead of group instruction as in the European tradition (191). Barrère
also established a similar society to the one he had left behind in France, named the New York
Symphony Wind Instrument club (Toff 105). The woodwind quintet was formed from the five
principal players in the orchestra. The Barrère Ensemble was also established, and both groups
performed around the country (105).
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In continuing the tradition of commissioning new and substantial music for the flute,
Barrère performed in music festivals run by an important American patron of music, Elizabeth
Sprague Coolidge (Toff 188). He frequently held flute recitals held at the Library of Congress,
constantly promoting the flute as a solo instrument (188).
In December 1920, Barrère founded the New York Flute Club after reading a few flute
quartets with fellow flutists (Toff 189). This was the sixth such organization in the country, and
is one of the few original organizations still in existence today (189). The purpose of the club
upon its forming was to encourage the composition and dissemination of music for the flute and
to spread the news of interest to flutists by means of a publication (189). The Flutist Quarterly,
published still today, is an example of one such professional flute journal.
One of the most memorable events of Barrère’s career was with his purchase of the single
best-known flute made in the 20th century, a platinum-iridium alloy flute made by William S.
Haynes (Toff 277). Since Boehm’s reconstruction of the flute, experimentation with materials
continued to be of interest to flute makers, silver and gold being the most popular materials used
for flute construction. The dawning of a platinum flute was incredibly ground breaking,
especially considering the price and the difference in timbre from silver and gold flutes. The
advantages from Barrère’s perspective were the richness of sound in the low register and the
brilliant quality of notes in the high register (Toff 278). It was the development of this flute that
prompted the composition of Edgard Varèse’s Density 21.5.
Edgard Varèse, Density 21.5 (1936/1946)
Density 21.5 was written at Barrère’s request to introduce his new platinum flute, the
density of pure platinum being 21.5 grams per cubic centimeter (Toff 278). Disappointingly, the
1936 premier was not well received, and the piece was not programmed with frequency until the
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1960s, in part because of the work’s overly innovative qualities (278). Ironically, it is the solo
work most often associated with Barrère though he premiered nearly 200 new flute works during
his lifetime (Toff 278-279).
The characteristics of the piece include the use of extremes both in terms of the flute
register (the full range of the flute being C4-D7), and the contrast in dynamics. It was also the
first piece in the literature to include audible key slaps, which would be referred to by later 20th
century composers as an “extended technique.” Varèse’s compositions greatly influenced the
possibility of stretching the instrument’s limits with the use of extended techniques, later
explored extensively by flutist-composer Robert Dick in the 1950s and 1960s.
Varèse hinted, years after the premier of the piece, that he had had Claude Debussy’s
Syrinx in mind while composing Density 21.5 and that the two works could be performed
together (Baron 121). Syrinx, composed in 1913, was dedicated to Louis Fleury, a
contemporary of Barrère and another student of Taffanel (Baron 121). There are, in fact, several
shared ideas in the works. The first three notes of the main melody of the pieces make use of the
same intervals (Baron 122). There is also the presence of whole tone scales and consequently
the interval of a tritone – tritones can be built on every step of the whole tone scales (Baron 122123). In the case of Density 21.5, the tritones are used to identify the whole tone collection,
which functions as a tonal reference in the work (Baron 123). Structurally, the pieces are also
similar in that they have two main sections, with a return to the opening material near the end of
the piece (Baron 124).

15

CHAPTER V: MARCEL MOYSE (1889-1984)
Biography and Musical Career
Marcel Moyse was born an orphan in St. Amour, France, a town in between Lyon and
Geneva near the French-Swiss border (McCutchan 25). After being raised by an adoptive
family, his biological grandparents heard of his whereabouts and brought him to live with them
in Besançon, where he began attending many musical performances, especially operas
(McCutchan 36). It was in Besançon that he began taking flute lessons at the municipal school at
the age of ten (McCutchan 37).
In 1904, when Moyse was 14, his musician uncle invited him to live in Paris, where he
was able to study with Adolphe Hennebains, a former student of Paul Taffanel’s and a flutist at
the Opéra (McCutchan 43). With aspirations to one day attend the Conservatoire, Moyse audited
M. Taffanel’s flute class, and a year later he completed a successful audition and was admitted in
1905 (McCutchan 56). He was very successful and was awarded his premier prix in 1906,
coinciding with Gabriel Fauré’s first year as the head of the Conservatoire (McCutchan 66).
As a professional flutist, Moyse was a successful performer within Parisian musical
circles. However, despite his status as “professional” and “accomplished” at the age of 18, he
elected to do further flute study with Philippe Gaubert, another former student of Taffanel
(McCutchan 72). This was in part because Moyse desired success as a soloist as well as an
ensemble musician, and at the time, it was impractical to expect the flute to stand up to the likes
of other solo instruments (McCutchan 74).
Some of Moyse’s greatest accomplishments pre-World War I include premiering works
as principal flutist with the seasonal orchestra organized for the Ballets Russes, such as Igor
Stravinsky’s Petrushka and The Rite of Spring, and Maurice Ravel’s Daphnis et Chloé
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(McCutchan 77). These works were choreographed by the famed Russian Serge Diaghilev with
star dancer Nijinsky who had danced the role of Pan in the ballet version of Debussy’s Prélude à
l’après-midi d’un faune (77). Moyse also toured the United States for the first time with singer
Nellie Melba, whom he adored, from 1913-1914 (McCutchan 92). Despite the war, the 1910s
and 1920s were the decades of Moyse’s performing high points (McCutchan 115).
Moyse succeeded Philippe Gaubert, his former teacher, as professor of flute at the
Conservatoire, serving from 1932-1939 (McCtuchan 119). Additionally, he formed a family
ensemble of his own called The Moyse Trio (McCutchan 128). His son Louis played the piano,
and his future daughter-in-law and family friend Blanche Honneger played both the violin and
the viola (McCutchan 129). The trio experienced much success in France and later in America.
For the Moyses, musical life changed for the worse with World War II. The family
decided to quietly remain in St. Amour rather than in Paris; even though he was not Jewish,
Moyse was worried that he would be mistaken for a Jew because his name means “Moses”
(McCutchan 153-154). Unfortunately, after the war, Moyse lost his positions in Parisian musical
circles and ensembles due to his extended absence (McCutchan 162). So, after unsuccessfully
moving his family from Morocco to Argentina, the Moyses immigrated to America in September
1949, where they were immediately welcomed (McCutchan 172). From then on, Moyse toured
with The Moyse Trio, taught lessons and held master classes around the country, and helped to
organize the Marlboro summer festivals until his death at age 95 (McCutchan 207).
Jacques Ibert, Concerto for Flute and Orchestra (1934)
With the dawn of audio recording, the flute being the purest and easiest wind instrument
to record, Moyse began using some vibrato in his sound to enhance the sound quality of the flute
(McCutchan 115). This choice was important; up until that point in the 1920s and 1930s, flutists
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especially discouraged the use of vibrato because it implied unevenness of breath and tone
(McCutchan 115). For the playing of Jacques Ibert’s Concerto for Flute and Orchestra, Moyse’s
style of playing marked the transition to a more modern flute sound, a practice that has continued
into the current era of performance.
The concerto was premiered by Moyse in 1934 with Gaubert as conductor of the Société
des Concerts, an orchestra in which Moyse was an active participant (McCutchan 143). The
performance and the work itself signified an important moment of rebirth of the flute as a solo
instrument. Moyse recorded the concerto the following year, making dissemination of the work
and Moyse’s flute playing to a larger audience an easier feat (McCutchan 143).
The concert consists of three movements: Allegro, Andante, and Allegro scherzando.
The first movement is very intense, with a driving melody that can nevertheless be equally light
and energetic in nature. The second movement has a beautiful, full melody with harmonic
interest that carries the movement forward musically. The third movement is a charming dance,
with an almost joking nature about it that ends energetically.
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CHAPTER VI: JEAN-PIERRE RAMPAL (1922-2000)
Biography and Musical Career
Marseilles-born Jean-Pierre Rampal came from a musical family, his father Joseph
Rampal having studied at the Paris Conservatoire, earning his premier prix in 1919, a few years
before Jean-Pierre was born (Rampal 5). His father subsequently taught flute at the Marseilles
Conservatory where the young Rampal would eventually take his first musical lessons (Rampal
6). Despite being certified in medicine and his mother’s insistence that he become a doctor, flute
took precedence and helped keep him alive through the Second World War (Rampal 51).
Prior to World War II, Rampal studied medicine and would have eventually become a
doctor, but the dawning of the war and the necessity to serve his country interrupted his life plans
(Rampal 34). While working in a French camp in January 1944, Rampal set up an audition at the
Paris Conservatoire at the suggestion and prodding of a clarinetist friend (Rampal 37). By means
of stealth, they escaped to German-occupied Paris (37). Though Rampal had no real intention of
attending the Conservatoire – he really just wanted to see if he would be admitted as a point of
pride – being accepted in the first round actually turned out to be a blessing (Rampal 41). The
threat of deportation to a German work camp persuaded Rampal to accept his position at the
Conservatoire where he could be well protected by the institution, essentially avoiding any kind
of deportation or draft (Rampal 43).
This was probably one of the best decisions Rampal made in his young life. Despite
living illegally in France’s capital, he studied flute with Gaston Crunelle and was awarded his
premier prix in July of 1944 for André Jolivet’s Chant de Linos (Rampal 48). He would later
recognize this experience as the launching of his flute career, a profession his mother had hoped
he would avoid due to the inconsistency of available work.
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Nevertheless, Rampal was destined to do great things with the flute and for the flute. In
post-war France he was involved in chamber music with the Quintette à Vent Français (a
woodwind quintet), Vichy’s Opéra Orchestra, and the Paris Opéra Orchestra (Rampal 64, 87,
104). In addition, with the growing popularity of recording, he had much success as a soloist
working alongside his close friend and colleague, the Parisian pianist Robert Veyron-Lacroix
with whom he collaborated for 35 years (Rampal 81).
Inevitably, due to his casual charm and hopeful demeanor, Rampal would eventually
launch one of the most memorable and groundbreaking solo careers on his instrument that
revamped the flute’s image within a wider musical world. His breakthrough performance as a
soloist in France came in the early 1950s at the Théâtre des Champs-Elysées, a venue in which
only the crème de la crème performed, namely pianist Arthur Rubenstein and famous string
players of the day (Rampal 98). Rampal’s first performance there proved that a flute recital
could be a success, despite the fact that it was not a common solo instrument. Part of this
success was undoubtedly due in part to his promotion of older, lesser-known works by Bach,
Mozart and Telemann (a professional decision similar to M. Taffanel’s teaching).
As a teacher, Rampal thoroughly disliked giving private lessons because he was so
accustomed to the French tradition of group lessons, in which students learned from the
professor as well as one another (Rampal 178). He was unanimously appointed professor of
flute at the Paris Conservatoire in 1969, where he taught until 1981, continuing the traditional
French format of lessons. His impact as a soloist and promoter of the flute is undeniable,
evidenced by the dozens of his beloved recordings, recitals and master classes; Rampal had the
foresight to understand the possibilities in store for the late 20th century flute.
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Francis Poulenc, Sonate pour flûte et piano (1957)
In the 1950s, Jean-Pierre Rampal felt his rising success as a solo flutist in Europe and
was very anxious to test his luck with audiences abroad, especially in America. In 1957, Rampal
got a call from his close friend, the composer Francis Poulenc (a fellow Southern Frenchman),
who shared that he was going to be writing a flute sonata paid for by the Elizabeth Sprague
Coolidge Foundation at the Library of Congress in Washington, D.C. (Rampal 125-126).
Interestingly, the same Elizabeth Sprague Coolidge had a profound professional relationship with
Georges Barrère; the two worked together to commission major works for the flute during both
of their lifetimes.
The collaboration of composer-pianist and flutist continued in Paris, with Rampal’s input
essential for the success and idiomatic performance of Poulenc’s work (Rampal 127). The debut
of the Sonate took place in January 1958, with the first performance in America scheduled for a
month later (Rampal 127-128). Success was almost immediate, and according to Rampal, “The
sonata itself was responsible for launching my career in the United States” (Rampal 128).
The Sonate consists of three movements: Allegretto malincolico, Cantilena: Assez lent,
and Presto giocoso. The first movement is a character piece, with questioning passages and
mood changes in a conversation shared equally between the flute and piano. The second
movement presents a melancholy but beautiful melody, that emulates the smooth and liquid
qualities of French speech. The third movement is exciting and lively, ending with a flourish.
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CHAPTER VII: REFLECTIONS ON THE LECTURE RECITAL
Preparing a recital is an involved process that requires planning, time management,
dedication, self-discipline, and passion. It is impossible to eliminate one of these, as each is
essential for the success of the performance. In the first stages of planning, choosing appropriate
works for the recital is fundamental; variety in repertoire allows the musician to demonstrate
musicianship through pieces of differing characters. The difficulty with this recital was that the
selected repertoire was confined to fit under the umbrella of The “Modern” French Flute School,
a period that began in the mid-1800s. Stylistically, this limited the repertoire from which to
choose. Nevertheless, I was pleased to be able to prepare works of different genres, even though
they were all composed in the last century.
Balancing practice with research was also a new venture for me. Reading extensively
about each of the four figures mentioned in this thesis was time consuming but also gratifying. I
became much more informed about the historical context and purpose for which the pieces were
written, as well as the significance they each had in the development of the flute in the past
century and a half. Gaining this kind of knowledge also gave me a more informed approach to
learning and practicing the pieces. In the end, it was necessary to omit the third movement of the
Ibert Flute Concerto for purposes of preparation time for the recital, and in consideration of the
audience; a program of that duration runs the risk of being too lengthy.
The recital itself was an overall success. However, it goes without saying that certain
moments in each work could have been more successful with more rigorous preparation. Rarely
is a live performance perfect, of course, due to circumstantial factors like nervousness or
disruptions in the audience or onstage. These challenges can be overcome, however, allowing
for a successful representation of the music and an overall sense of accomplishment in conveying

22

musical ideas to the audience. I have learned and gained much knowledge from working on this
project, and I was immensely thrilled that I was able to share my own passions with others
through the presentation of a lecture recital.
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APPENDIX A
Lecture Recital Program
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APPENDIX B
Audio Recording of the Lecture Recital*

*Audio Recording is on file at the Schreyer Honors College
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APPENDIX C
Lecture Recital PowerPoint
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APPENDIX D
Research Notes from Lecture Recital
FIRST SLIDE: What is the Modern French flute school?
o Tradition: students of teachers at the Conservatoire become teachers (lineage)
o Vague label used to describe a particular resurgence of fine flute playing,
beginning the Boehm system flute in the 19th century
o Not really recognized by most French flutists as a “school”
o Particular characteristics that unify the group
! Location: Paris Conservatoire, professors and students
! Promotion of the silver Boehm system flute
! Expansion and refinement of available flute repertoire
! Promotion of the flute as a solo instrument
NEXT SLIDE – TAFFANEL’S CONSERVATOIRE CLASS
(Barrère, fourth from the left, Taffanel seated in the middle)
NEXT SLIDE
•

PROFESSORS – lineage: three of the four became profs

NEXT SLIDE – The Paris Conservatory, 1860
•
•
•

Concours at the end of each year (Prix and accessit)
Group lessons
Importance of solfège and perfecting technique and sound

NEXT SLIDE: The Beginnings of Change
•
•

Limited quality repertoire: 19th century virtuosic music
Theobald Boehm’s system for the flute (finalized in 1847):
o Mechanical means to alter fingerings instead of holes in wood
o 1832 version= conical-bored wooden flute using ring-keys; ended up as a
cylindrical-bored flute
o Larger tone holes with key mechanisms produced a richer and more vibrant sound
o Silver and brass flutes sounded more vibrant than wood flutes
o French first, British second. Germans - Wagner claimed it sounded more like a
trumpet than a flute, which was displeasing to the ear.
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NEXT SLIDE – TAFFANEL
•
•

•

Bordeaux: Lessons with father, Jules Taffanel, who could “play every instrument”
and was an instrument maker himself (he likely made Taffanel’s very first flute)
Paris: Studied with Dorus for two years, and continued at the Conservatoire in 1860
o premier prix in 1860
o Chamber and orchestral performer; conductor and composer
o Flutist: Opéra orchestra and the Société des concerts
o 1871 – helped found the Société nationale de musique
! Promoted French music with works commissioned by living French
composers
o 1879 –the Société de Musique de Chambre pour Instruments à Vent (Society of
Chamber Music for Wind Instruments)
Professor of flute, 1893-1908, until his death
o Succeeded Henri Altès; the two had an uneasy relationship due to pedagogical
and artistic differences
o Most well-known students:
! Georges Barrère, Philippe Gaubert, Louis Fleury, and later Marcel Moyse
o Changes as professor: sound, production, repertoire
o His pedagogical legacy was preserved in two ways:
! His Méthode de flûte with Philippe Gaubert
! A treatise on the flute’s history and construction for Encyclopédie de la
Musique, or music encyclopedia; published posthumously; completed by
Louis Fleury
! Students’ comments: he had an inimitable sound and musicality
o “Purified” the solo flute repertoire: Gluck, Bach, Mozart
o Commissioned works by living composers for the concours

NEXT SLIDE – ENESCO
•
•
•

Romanian composer and well-known violinist
Morceau de concours commissioned by Taffanel
Two parts: the lyrical cantabile and the technically challenging, exciting presto
o Standard form of a morceau de concours piece, with a lyrical and expressive
section and a section that shows off the player’s technique

NEXT SLIDE – BARRÈRE
•
•
•

Bordeaux: fife and drum corps
1890: entered the Paris Conservatoire
Altès: respected Altès but felt he could not develop his own artistic style and was
somewhat stifled by his teacher’s strict methods
o Claimed that the day he met Paul Taffanel in 1893 was the turning point in his life
o Premier prix in 1895, but stayed an extra year to study further with Taffanel
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•
•

o Premiered Debussy’s Prélude à l’après-midi d’un faune with the orchestra of the
Société Nationale in 1894
Formed “Société Moderne d’Instruments à Vents,” after Taffanel’s society
o Commissioned chamber works by living composers
1905 – America
o New York Symphony Orchestra - Walter Damrosch = manager and conductor
o Influence on flute playing in the U.S.
! Silver flute adopted unanimously by professionals and students
! The Institute of Musical Art in NYC, AKA Julliard
! New York Symphony Wind Instrument Club, and the Barrère Ensemble
o Performed in music festivals run by an important American patron of music,
Elizabeth Sprague Coolidge
o Promoting the flute as a solo instrument
o 1920 – founder of the New York Flute Club
o 1935 - Purchased the single best-known flute made in the 20th century: a
platinum-iridium alloy flute
! Advantages = richness in sound in the low register and brilliancy of sound
in the high register

NEXT SLIDE – DENSITY AND SYRINX
•
•
•
•

•

Written at Barrère’s request; the density of pure platinum is 21.5
Premier not well-received; not programmed much until the 1960s
Ironically, it is the solo work most often associated with Barrère
Characteristics
o Extreme registers and extreme dynamic contrasts (low C – high D in the third
octave)
o 1st piece in the literature with audible key slaps (“extended
technique”)…influenced flutist/composer Robert Dick
Varèse hinted years later that he had had Debussy’s Syrinx for solo flute in mind
while composing Density
o Syrinx, composed 1913 and dedicated to Louis Fleury
! Greek mythology: Syrinx = nymph pursued by Pan = a satyr, or half
man/half goat. Syrinx is saved from Pan by the water nymphs, who turn
her into reeds. Pan created his “pan flute” out of these reeds.
o Shared ideas in the works:
! First three notes of the main melody = same intervals
! Whole tone scales and the interval of the tritone (tritones can be built on
every step of the whole-tone scales)
! Density, the tritones are used to identify the whole-tone collection, which
= tonal reference in the work
! Structurally similar = two main sections, with return to opening material
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NEXT SLIDE – MARCEL MOYSE
o Born an orphan in St. Amour, France
o Besançon: flute lessons, municipal music school at age 10
• 1904 - moved to Paris to live with his uncle at age 14
o studied with Hennebains, former student of Altès
• First audited M. Taffanel’s flute class, and then after a successful audition, was
admitted in 1905
o Premier prix in 1906
o Studied with Philippe Gaubert
o Premiered works such as Stravinsky’s Petrushka and The Rite of Spring and Ravel’s
Daphnis et Chloé with the seasonal orchestra organized for the Ballets Russes
o 1920/30s were the years of Moyse’s performing high point
o Recording became more common, the flute was considered the purest and easiest
wind instrument to record
o Founded The Moyse Trio:
o Marcel - flute,
o His son Louis – piano
o Future daughter-in-law Blanche Honegger - violin and viola
o Succeeded Gaubert as professor of flute from 1932-1939
o Moved to America after WWII, and was welcomed into the professional world, with
French flutists like Barrère having paved the way
o Taught privately in the Marlboro, Vermont area and in NYC and performed regularly
with The Moyse Trio
o 1959, became an American citizen
NEXT SLIDE – IBERT FLUTE CONCERTO
•
•
•
•
•
•

1934 premier with Gaubert conducting the Société des Concerts
Rebirth of the flute as a solo instrument
He recorded the concerto the following year
The height of his career as a soloist and influential musician in Parisian circles
Allegro: very intense, driving melody that can be equally light and energetic
Andante: beautiful, full melody with harmonic interest that carries the movement
forward musically

NEXT SLIDE – JEAN-PIERRE RAMPAL
!
!

His father’s influence (Joseph Rampal, first prize in 1919 but Marseilles-based flutist and
teacher at the Marseilles Conservatory)
The War and escape to Paris to study at the Conservatory
o 1944 - set up audition Conservatoire and by means of stealth, escaped to Paris
o Accepted entrance offer because otherwise he would have been deported to a
German work camp
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!
!
!
!

o Studied with Gaston Crunelle
o Premier Prix in 1944
Flutist involved in Chamber music but destined for a solo career
Post-war recording career and the beginning of solo career onstage with Parisian pianist
Robert Veyron-Lacroix, collaborator of 35 years
Breakthrough as a soloist in France came with a performance in the early 1950s at the
Théâtre de Champs-Elysées
Named professor at the Paris Conservatoire in 1969-1981
o Similarly to Taffanel, he promoted the playing of earlier Baroque and Classical
music by Bach, Teleman, and Mozart

NEXT SLIDE – POULENC
•
•

1950s, Jean-Pierre Rampal had success as a soloist in Europe and was anxious to test
his luck in America
In 1957, he got a call from composer Francis Poulenc saying he was going to write a
flute sonata, paid for by the Elizabeth Sprague Coolidge Foundation at the Library of
Congress in Washington, D.C.
o Elizabeth Coolidge was a patron of chamber music
o Collaboration on the work between the composer/pianist and flutist in Paris
o American premier in 1958
o “The sonata itself was responsible for launching my career in the United States.”
o Three movements:
! Allegretto malincolico:
• Character and conversation between the flute and piano
! Cantilena: Assez lent:
• Beautiful melody that emulates the smooth and fluid qualities of
French speech
! Presto giocoso:
• Exciting and lively, ending with a flourish

NEXT SLIDE – PHOTOS
•

The ideals and teachings of the “French school” exist today thanks to the musical,
artistic, and pedagogical contributions of these four men
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