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CHAPTER

1.

INTRODUCTION
To most flutists, Paul Taffanel is known for his Method and as the

"Father" of the French school of flute playing.
of this title,

Considering the import

little research has been done on him.

It is the goal of

this researcher to present a more complete picture of Taffanel than has

previously been seen.
To understand the significance of some of the things Taffanel did,
it is necessary to know what study at the Paris Conservatoire

was like.

Lessons were given in classes in which all levels of playing were repreThere was no individual study, and until 1945, there was only one

sented.

flute class.

The number in the class was usually 12, and entry into it was

by competitive audition.

These auditions were held every October, and

the Concours (public exam) was held each July.

Requirements for the

Concours included a set piece for each instrument (called Morceau de
Concours) and a piece of accompanied sightreading.
The jury was chaired by the Director of the Conservatoire, with

both internal and external jurors.

Taffanel sat in on at least two of

these juries before he became professor of flute at the Conservatoire.
The awards given were First or Second Prize or First or Second Certificate
of Merit.

A prize means playing against a certain standard,

tition between individual candidates.

not compe-

As a result, more than one First

Prize could be awarded, or it could be withheld altogether.

A First

2

Prize was really necessary for a successful musical career.
In Paris, there were many theatre and concert orchestras.

There

were also salons in which to play chamber music, but the best positions

available were in the Paris opéra and Opéra- Comique.

These were govern-

ment subsidised and had full-time employment and state pension on retirement.

There was also the Société des Concerts du Conservatoire which

gave annual Sunday concerts between November and April.
this orchestra was by election.

Membership into

The most successful flutist therefore was

one who had gained a First Prize and held positions at the Paris Opera

and Société des Concerts.

CHAPTER 2

BRIEF BIOGRAPHY OF PAUL TAFFANEL

Claude Paul Taffanel was born in Bordeaux, France on 16 September,
1844.

was a music teacher who played trumpet

His father, Jules Taffanel,

for 15 years at the Theatre of Bordeaux.

Garde Republicaine, which was

.the

He was also conductor of the

military band of that town.

The

environment was therefore most favorable for the development of the young
Taffanel in musical arts.

He began his study of the flute at age 7 with

his father, and at 9 made his public debut in a grand concert organized at
La Rochelle.

This performance was very successful.

Taffanel concertized

in Bordeaux in 1857, and one of his appearances at the Franklin Hall was

reviewed.
At the benefit concert recently given at the Franklin Hall, we had
occasion to hear a young boy, son of the well -known music teacher
Taffanel, who although only twelve years old, gave evidence of
unusual talent and ability as a flute virtuoso. It was a genuine
delight to listen to his beautiful tone and admire his remarkable
technical surety and facility.
Paul Guercy, an amateur flutist, took an interest in the young

Taffanel, and recommended that he study with Louis Dorus, first flute at
the Paris Opéra.

In 1858 Taffanel's family moved to Paris so that he could

have lessons with Dorus.

When Dorus was appointed Professor at the Conser-

vatoire in 1860, Taffanel joined his class and won the coveted Premier Prix

Leonardo DeLorenzo, My Complete Story of the Flinte (New York:
The Citadel Press, Inc., 1951) 153.
1.

3
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(First Prize)

that same year.

Desirous of continuing his musical stud-

ies, Taffanel entered the class of Henri Reber.

He took First Prize in

It is

harmony in 1862, and in 1865 First Prize in counterpoint and fugue.

interesting to note that while Taffanel was at the Conservatoire, Jules
Massanet was a school mate of his.

It was he, having been at the Conser-

vatoire longer that Taffanel, who gave him his first lessons in composition.

After gaining First Prize in flute in 1860, Taffanel was received
at the Société des Jeunes Artistes (Society of Young Artists)
by Pasdeloup at the Salle Herz.

group was in 1861.

directed

His first public appearance with this

From 1862 to 1864 Taffanel played in the orchestra at

the Opéra- Comique, and from 1864 to 1890 at the Paris Opéra.

first solo flute of that orchestra in 1876.
Société des Concerts du Conservatoire.

He became

In 1865 he was elected to the

In addition to the orchestras, he

undertook concert tours to Belgium, Switzerland,

Saint -Saens.

,

and to Russia with Camille

In 1893 he became Professor of Flute at the Paris Conser-

He retained that post until his death in 1908.

vatoire.

The world of chamber music owes him much.

In 1872 he founded the

Société Classique, a double quintet of strings and winds, with Jacques
Armingaud, Edouard Lalo and Leon Jacquard.

In 1879 he founded the Société

de Musique de Chambre pour Instruments á Vent (Society of Chamber Music for

Wind Instruments) which gave six concerts a year in Paris up to 1893.
repertoire included music by Handel, Mozart, Beethoven, Schubert, and
Schumann.

There were also numerous premieres of works by contemporary

French and foreign composers.

The
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After 26 years as flutist in the Opéra, he was named troisieme
chef d'orchestre (third conductor) of that orchestra, and in 1893 premiare
His production of Tannhäuser as well

chef d'orchestre (first conductor).

Die Meistersinger found great acclaim in France as well as in other

countries.
Säens,

He also premiered new works by Massanet, Chabrier and Saint -

and directed new productions of operas by Berlioz, Verdi and Wagner.

In 1892 he was appointed conductor of the orchestra of the Société des

Concerts du Conservatoire.

Under his tireless energy, the Société rose

rapidly to new heights of glory by the perfection of his conducting and also
his choice of music for the programs.

During the Paris Exhibition of 1900, Taffanel was chosen by the
French government to direct a series of official concerts with the

Conservatoire choir and orchestra in the Trocadero Palace.

The exertions

in connection with this appointment were so extraordinary and fatiguing

that Taffanel was forced to resign his position as conductor of the Conser-

vatoire concerts.

He did, however,

remain as Professor of Flute.

Taffanel was made Chevalier de la Legion d'Honneur in 1889, which
is like being knighted in England, and was also an officer of the

L'Instruction publique (public schools).

Furthermore, he was decorated

with the Swedish Polar Star Order, the Italian Crown Order, the Russian St.
Anne Order and the Persian Order of the Lions and the Sun.

In addition to

these, in 1900 Taffanel was named a member of the Royal Swedish Academy of

Music.

Shortly after his death in Paris on 21 November, 1908, an article
titled "La carriere d'un artiste: Paul Taffanel" was published in Revue

6

musicale.

The entire article is full of praise for Taffanel, but the end

tells about the man.

Taffanel maintained all his life simplicity, modesty, which formed
some of the very great charms of his fascinating nature: obliging
for all, an open, untireable soul, he had maintained from his
southern origin a foundation of inexhaustible gaiety which at the
time of his suffering, alas: to throw himself down, changed to a
e
serene resignation; he had gained the sympathy of the world.
and
good.
loyal
silver
of
heart,
was a noble and grand artist,

"La carriere d'un artiste: Paul Taffanel," Revue musicale
659.
VIII 1908:
2.

CHAPTER 3

FATHER OF THE FRENCH SCHOOL

Taffanel is considered the Father of the French School of flute
playing, yet why he is is only superficially known.

One reason for this

title is that Taffanel helped purify the flute literature of the time.

The first half of the 19th century was the golden age of performers, with

Nicholson and Richardson in England, and Drouet,
France.

Tulou and Demersseman in

They had impressed everyone in England and on the continent with

their brilliant performances.

The flute became a fashionable instrument,

and to be thought a gentleman, you played it "after a fashion ".1

This

kept with the "romantic Byronically gloomy bearing then in vogue ".2

Pieces were virtuosic,
folk tunes and airs.

and were mostly themes and variations on operas,
The majority of music written during the first three -

quarters of the 19th century was like this.

Captain Macauly Fitzgibbon,

an amateur flutist of the time, said public taste was responsible for all
these flute fluffs.
The public taste was not educated:

it was the age of the air
variee.
The great professional soloists naturally played the kind
of music which pleased their auditors and pupils most.
Every
suitable or unsuitable operatic aria, every Welsh, Irish, Scottish,
or English tune was adapted by them for the flute, and tortured

1.
H. Macauly Fitzgibbon, The Story of the Flute (New York:
Charles Scribner's Sons, 1911+) 108.

2.

Fitzgibbon 108.
7
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into all sorts of interminable scales and exercises...with double tonguing, skips from the highest to the lowest notes and such -like
tricks; written to show off the executive skill of the performer
and to make the audience wonder how it was all done.

Louis Fleury, a student of Taffanel's, blamed the flutists themselves
because they were the ones who contributed most to the literature.

"The

moment flautists tried to compete with violinists, giving themselves over
to fireworks and the expression of hectic sentiment,

would have no more to do with them. "4

people of good taste

The following quote from a contem-

porary periodical titled Musical Opinion gives an idea of what the music
was like.
Air first, then common chord variation (staccato), 'runs' variation, slow movement with a turn between every other two notes,
and pump handle shakes that wring tears of agony from the flute
then the enormously difficult finale, in which you are up in the
air on one note, then drop with a bang, which nearly breaks you,
on to low C natural, only to bounce up again, hold on to a note,
shake it (wring its neck, in fact), scatter it in all directions
and come sailing down triumphantly on a chromatic (legato) with
a perfect whirlpool of foaming notes, only to be bumped and
pushed about until you are exhausted.-'
t

Another reason that flute music in the 19th century was not great
was that flutists couldn't decide which flute to play, the eight-key model
or the new Boehm flute.

When Boehm came out with his flute in 1832, the

Germans ignored it, the Lnglish tried to change it, and the French accepted
it.

(Boehm improved his 1832 model, and since 1847 the flute has remained

3.

Fitzgibbon 109.

4.
Louis Fleury, "The Flute and its Powers of Expression," Music
and Letters Vol.3 (1922): 384.
5.

Fitzgibbon 109 -110.
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essentially the same.)

The person who was principally responsible for the
As early as 1833 Dorus became con-

flute's acceptance was Louis Dorus.

vinced that Boehm's flute was superior,
two years.

In 1835 he performed a concert in public on it, and it was a

Yet there was still opposition

success.

and he practiced it secretly for

to

the new flute.

While Tulou

was professor at the Conservatoire, there were two schools of thought

regarding which flute to play.

Tulou preferred the eight -key model.

This lack of unity as to which mechanism was best led composers away from
the flute.

Instead,

they chose to write music for instruments that were

mechanically better developed.

It wasn't until Dorus took over at the

Conservatoire in 1860 the the Boehm flute became more accepted.
nately,

Unfortu-

the air and variation did not disappear with the new flute, rather

it made it easier to play these pieces.

One could play lots of notes in

lots of keys, not just the best keys on the eight -keyed flute.
that the Boehm flute was accepted,

Yet now

composers again turned their interest

to this instrument.

It was Taffanel who really brought about a change in flute music
and took the Boehm flute to new heights.

When he left the Conservatoire,

flute repertoire contained nothing but themes and variations.

As stated

before, Tulou held great sway, and he wrote many concertos and brilliant
solos.

Taffanel began by playing these pieces,

but he soon saw that these

works were "unworthy of himself and his public. "6

forgotten 18th century compositions.

6.

Fleury 384.

He began to search out

The Mozart concerti hadn't been

10

heard in Paris for over 50 years while Tulou's works were favored.

Taffanel brought to light the Bach Sonatas.

These are a staple of the

flute repertoire today, and it wasn't until he became Professor of Flute
in 1893 that they were taught at the Conservatoire.

real interpreter in Paul Taffanel.

These works found a

It is interesting to note that most of

his colleagues thought them "dull and badly written for the instrument. "7

Because of his desire to raise the standards of the flute repertoire, and
his total acceptance of the Boehm flute, he is considered to be the Father
of the French School.

7.

Fleury 384.

CHAPTER

TAFFANEL' S VIRTUOSITY

Between 1790 and 1850, there were no regular orchestras that gave
public performances of instrumental music, with the exception of the

Conservatoire concerts.

This organization was formed in 1828, and

included present and former students of the Conservatoire.

In 1861, Jules_

Pasdeloup, who graduated from the Conservatoire in piano, founded the

Concerts populaire.

This group gave inexpensive Sunday concerts of

instrumental music for the public.
Concerts populaire.

Taffanel became solo flute with the

In 1865, he was elected into the Société des

Concerts du Conservatoire.

When he became solo flute of that orchestra

in 1866, he gave his resignation to Pasdeloup.

During all this, Taffanel

also played in the orchestra of the Opéra Comique, and the Paris Opéra.

Taffanel had tremendous influence on the world of chamber music.
Before 1850, few instrumental chamber groups performed regularly, and
choral music was mostly for the opera and church.

Plus the Conservatoire

composition teachers pushed their students towards opera.
French composers had few outlets for their work.

Contemporary

After the Franco -

Prussian War, people had a new national awareness, and in 1871 the Société
nationale de musique francaise (National society of French music) was
founded.

This was formed by a group of young French musicians and com-

posers to perform works, both chamber and orchestral, by contemporary

11
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French composers.

Founders were Camille Saint -Säens and Romaine Bussine,

who was a voice professor at the Conservatoire.

In the initial group

were Cesar Franck, Gabriel Fauré, Jules Massanet, Theodore Dubois, and

Paul Taffanel.

Taffanel became interested in enlarging the repertoire for

chamber ensembles.

With Jules Armingaud, a violinist in the Opera

orchestra and Leon Jacquard, professor of cello at the Conservatoire,
he formed a chamber music society for double quintet of winds and strings.

This group, called the Société Classique, gave their first performance
in

1875
From the work Taffanel did with this ensemble, he thought wood-

wind performance and repertoire standards could be raised.
the deficiency of wind instruments,

attacks without the help of strings.

He realized

not being able to achieve precise
He also saw how beneficial it would

be for wind players to perfect their playing with music written especially

for them.

"He wanted to achieve precise attacks, flawless accuracy, and

a fusion of timbres in wind ensembles."'

In 1879, with the help of MM.

Gillet, Turban, Grisez and Espaignet, Taffanel founded the Société de

Musique de Chambre Pour Instruments á Vent (Society of Chamber Music for
Wind Instruments).

This organization became very successful.

It toured

Europe many times, playing in such cities as Strasbourg, Geneva, and
Lausanne, and helped raise the level of wind playing all over the continent.

All the members of the ensemble were individually competent, and

1.
Patricia Ahmed, The Flute Professors of the Paris Conservatoire, 1795-1908, M.A. thesis, North Texas State University, 1980
(University Microfilms, 1980) 95.
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together they had a sensitive ensemble rapport.

They performed new works

and transcriptions of music of earlier composers such as Beethoven and

They exploited sonorities of the instruments and played with such

Mozart.

sensitivity that audiences everywhere were thrilled and composers were
inspired.

Other wind quintets started to form, as they, the Societe, had

revived an important genre.
cated to this ensemble.

Several works were commissioned by and dedi-

Some of these pieces include: Charles Gounod

Petite Symphonie, Edouard Lalo Aubade, Charles Lefebvre Suite, and

Perilhou Divertissement.2
When the Société was about to give its first concert, this charming announcement was made in Le Menestral, a contemporary periodical of
the arts.

The wind instruments of the Societe des Concerts are going to
raise the standard of rebellion against string instruments, to
whom they have always been sacrificed. The flute is tired of
quarreling with them; the clarinet is tired of throwing in the
void his melancholy lament; the oboe doesn't wish to moon and
the bassoon says here, finally, is enough time for it to growl
and to obtain the satisfaction to which it has the right.
Now,
to get revenge one time of these tyrannical bow hairs, and to
know the vengeance will be complete. Messieurs Taffanel, Gillet,
Turban, Dupont, Espaignet and Villaufret, of the Societe des
Concerts are joining together, the result being a presentation
this winter, six concerts of chamber music devoted to works for
wind instruments alone or with piano.

3

These concerts were performed in the salons Pleyel Wolff, and the price
of the subscription for all six was one louis.

2.

Paul Taffanel and Louis Fleury,

"La Flute ", Encyclopedie de
vol.3, (Paris:

la Musique et Dictionnaire du Conservatoire, Part 2,
Delagrave, 1913-1931) 1526.
3.

"Concerts Annonces," Le Menestral 26 Janvier,

1879: 72.
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Despite the numerous obligations which retained him in Paris,
Taffanel traveled frequently,

not only with the Société de Musique de

Chambre, but as a virtuoso soloist.

prestige not known before him.

In this respect, he enjoyed a

The flute virtuosos of the first half of

the 19th century had, it is true,

known great success, but to Taffanel

goes the honor of having cleansed the repertoire of the flute virtuosos.
The sonatas of Bach, the concertos of Mozart, and in general, all that

consitituted the riches of the 18th century repertoire, were close to

unknown before Taffanel brought them to light.

He was heard as a

soloist in all the capitals of Europe, and there was immense prestige
attached to his name.

After his second tour to Russia in 1889, the

French government awarded him the Croix de Chevalier de la Legion
d'Honneur (Cross of the Knights of the Legion of Honor).
As to what Taffanel's playing was like, we have to rely on

contemporary accounts, and they all agree.

His playing was elegant,

supple and sensible,

and his prodigious virtuosity was made apparent as

little as possible.

He detested pomposity, and professed absolute

respect for the subject.

He had dedicated a considerable amount of

time to the study of acoustic problems and the emission of sound.
tone was characterized by brilliance and a velvet purity.

His

He projected

more volume than pre -Boehm flutists, even though his emphasis was not on
volume but simplicity of line and phrasing.4

Taffanel's said this about his playing.

4.

Taffanel and Fleury 1526.

Louis Fleury, a student of

15
Elegance, flexibility and sensitivity were the hallmarks of
Taffanel's artistry, and his phenomenal virtuosity was made as
inconspicuous as possible. He hated affection, believing that
the text of the music should be respected absolutely, and
beneath the supple fluency of his playing there was a rigorous
adherence to accuracy of pulse ad rhythm. His tone was
captivating, and also very full.

Taffanel's lower register was often referred to as powerful and
brassy, but another of his students,

Philippe Gaubert, said that it was

very full, and that he had a homogenous tone throughout the entire range
of his instrument.

"This was a fundamental quality common to the great

flautists of the French School. "6

Georges Barrere, another student of Taffanel, sums up his playing
best.

Quality as well as quantity of tone and fine technique were only
a small part of his splendid characteristics as a flute -player.
His musicianship, his style particularly, was hightly inspirational.
He loathed cheap sentimentality, excessive expression,
endless vibrato or shaking of tone, in a word, all the cheap
tricks which are as undignified as they are unmusical.'

5.

Taffanel and Fleury 1526.

6.
Claude Dorgeuille, The French Flute School 1860 -1950, trans.
and ed. by Edward Blakeman (London:
Tony Bingham, 1986) 16.
7.

Claude Dorgeuille 83.

CHAPTER 5

TAFFANEL'S TEACHING

Taffanel took over the direction of the flute class in 1893 when
he was 49,

and he taught at the Conservatoire for 15 years.

once to his class a remarkable impetus.

He gave at

He kept the traditional master

class system for tutelage, yet he individualized the instruction so each

student could work at his own level.
progress.

This enabled them to make steady

Taffanel was a brilliant, inspiring and exacting teacher.

Students came to him from all over Europe, and they spoke of him as a
wonderful musician and a generous man.

Louis Fleury, who finished the

flute article in Lavignac after Taffanel's death said "His classes were
quite outstanding.

Taffanel had much broader ideas (than Altes) to

bring to the Conservatoire, with an infinitely skillful and flexible
style of teaching.

He left us to take the initiative,

helping each one

to make the most of himself and imposing no system."1

Taffanel's inquiring sensitivity led his students to look for a
beautiful line in a wider range of compositions than ever before explored.
He taught them to find things even in etudes.

He gave generously of his

time, often staying after class to hear his students play solos, and

then he would play for them.

He continued to be helpful and interested

in his students even after they left the Conservatoire.2

1.

Taffanel and Fleury 1526.

2.

Ahmed 103.
16

Shortly before
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his death, he confided to a colleague that he treasured his flute classes
at the Conservatoire.

George Barrere, a student of Taffanel's, said this

about his teaching.
He was very careful to assign to his pupils such work as would
enable them to progress surely and rapidly. Unlike Altes, he
did not pay such strict attention to school routine. Many times
we would stay after class to listen to solos which he would play
for us in his own inimitable style. While he was teaching one
pupil the remainder of the class would listen attentively to
every observation or suggestion made to improve our friend's
work.
Scales and exercises were assigned but when Taffanel
knew the pupil was conscientious, he did not use the recitation period in which to listen to technical works but would
spend the entire time teaching an Andersen study in which he led
us to find many beautiful things which would otherwise have passed
unnoticed, even though we thoroughly mastered the technical
difficulties of the study. Each pupil was a musical son and I
doubt if there is in the whole world any flute -player who has sat
at the feet of Taffanel who does not bear in his heart the
loveliest memories of that great master and who does not entertain the greategt veneration and respect for him both as a man
and a musician.

Taffanel was asked to contribute an article on the flute for the

Encyclopédie de la Musique et Dictionnaire du Conservatoire (Encyclopedia of Music and Dictionary of the Conservatory)

.

Most of this 43-

page article deals with the history of the instrument, music for the
flute, and famous flute -players of the past.

article is titled "The Art of the Flutist ".

The final section of the

Taffanel states at once that

this is not a method study for the flute, yet he discusses items perti-

nent to every flute player.
his celebrated Method.

Some of these things are also covered in

In this article he discusses sound (meaning tone),

accuracy of pitch, breathing and style.

3.

Claude Dorgeuille 83-84.

Tone is a major concern among

18
the French,

and Taffanel said that all technical practice which neglects

the quality of sound is disastrous.

One of his exercises to produce a

pure sound is one that William Kincaid advocated for his students.

As

alot of air is wasted when playing the flute, Taffanel wanted as much to
be used for playing as possible.

front of a lighted candle

,

He would have the player "stand in

placed very near the embouchure.

The

flutist who manages to play without tarnishing the mirror or without
causing the flame to flicker will have attained the ultimate goal.

Such

an exercise can help in improving production."4
In the section on pitch accuracy, Taffanel says that "Many

amateur musicians would be surprised to hear, on the same note, a
change of pitch at least 1/4 of a tone in each direction, by the means
of more or less pressure of the lips and the opening, more or less, of

the embouchure. "5

an inconvenience,

He then says that for bad musicians, this could be
but for good musicians, it's an advantage because they

can, by the sole means of their lips, obtain absolute accuracy of pitch.

Breathing is a major point in the art of a flutist.

Taffanel

said that the flute rarely "demands the use of air beyond the norm.

Certain doctors estimate that playing the flute is good for the lungs
and one American practioner recommended it not too long ago as a preventive for tuberculosis. "6

He also says that breathing is done not only

4.

Taffanel and Fleury 1523.

5.

Taffanel and Fleury 1523.

6.

Taffanel and Fleury 1524.

19

for replenishing the lungs,

but as a means of expression.

The flutist

must avoid breathing which is contrary to the musical phrase.
it to taking a breath at the end of a sentence.

He likens

"In short, it is

adviseable to remember from the above that breathing is not only the
base of sound production,

but is also an essential element of style. "7

The last section is on style.

Taffanel says

It seems to us that with solid technique and with sound rich and
varied, the exact observance of the author's desires will lead
to the ideal interpretation, one that places the instrument at
the service of the music and not the music at that of the
virtuoso. But, it is evident that these principles demand more
from art and science, on he part of the instrumentalist, than
on uncoordinated fantasy.
Taffanel died before he could finish this article, and his

student Louis Fleury completed it after his death.

Fleury had been work-

ing on it with him, and ended it with a brief biography of his beloved

teacher.

While professor at the Conservatoire, Taffanel compiled materials
which he used in his teaching with the intent of publishing a flute method.
He wanted to write a treatise on the flute which would for flutists have

been equivalent to Baillot's work for violinists The Art of the Violin.
The materials "included a number of daily exercise routines and etudes

which he taught his students to play from memory.

Eventually many of

these exercises were put into writing and kept in a large cabinet at the

7.

Taffanel and Fleury 1524.

8.

Taffanel and Fleury 1525.
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Conservatoire where his students could come and borrow them for their

practicing."9
completed.

Unfortunately, Taffanel died before the method was

Philippe Gaubert, a student of Taffanel's was asked by him to

help putting the method together.
documents,

When Taffanel died, there were sketches,

ideas for studies and exercises, finished and drafted works

that Gaubert collected, edited, and put together in the method.

been said that Gaubert added some of his own exercises,

It has

yet Marcel Moyse,

who was also a student of Taffanel's, helped Gaubert with the editing,
and said that all the material in the method was Taffanel's.
The Foreword of the Method expresses Taffanel's thoughts.

In no way is a work able to replace the teaching of good professors.
Any method, however perfect, remains incomplete in this respect.
This work is not designed to take the place of a master in the
teaching of so complex an instrument as the flute; it is offered
to the student at the beginning of his studies as a constant
support, by the help of which he will be able to profit more
fully from the lessons of his master.
The professor may even
derive from it ideas that he will judge worthy of use, and
observations that will help him further in perfecting his teachOur dearest ambition would be to contribute our share to
ing.
the progress of tii6 art of our beautiful instrument, however
modest it may be.
The organizational scheme of the Method reflects many similarities
to prior methods written by Paris Conservatoire professors.

complete.

It is very

It shows how to assemble the flute, and proper body and

finger position.

All of these have illustrations.

In the General

Remarks, Taffanel says to pay attention to intonation and tone.

"When

9.
Penelope Peterson Fischer, Philippe Gaubert (1879-1941):
His Life and Contributions as Flutist, Editor, Teacher, Conductor, and
Composer, M.A. thesis, 1982 (University Microfilms International 1982) 115.

Paul Taffanel and Philippe Gaubert, foreword
10.
Complete de Flute (Paris: Alphonse Leduc, 1923).

,

Methode

21.

practicing all exercises or studies whatever the degree of difficulty,
the student will always remember this rule: tone, purity of sound and

intonation must go before concern in fingering."11
The Method is divided into eight parts.
tone,

The first deals with

articulation, sharps and flats, scales, and breathing.

covers ornaments.

The second

This section is rather outmoded in light of recent

research, but his emphasis on simplicity of line and beauty of tone was
far ahead of his time.

Part three deals with tonguing, including

double and triple tonguing.

The French always seem to have marvelous

and it has been thought that perhaps it is related to the

articulation,

French language.

Their tongues are placed farther forward when they

speak than Americans or Germans, and this may make a difference in

articulating.
Parts four, five and six have studies, either daily exercises,
progressive studies or ones for virtuosity.
Method.

It is on Style.

Part seven is unique to this

In the section titled Advice, Taffanel writes

The breath is the soul of the flute, and the culminating point in
the art of playing.
The disciplined breath must be a docile
agent, now supple, now powerful, which the flutist should be able
to govern with the same dexterity as that with which a violinist wields his bow.
It is the motion force behind the sound and
the spirit which animates it, gives it life and becomes a voice
capable of expressing all the emotions. The lips, the tongue,
the fingers are only its servants; it is by the breath alone
that an artist can communicate to the world outside the most
exclusive nuances the thousand inflexions of the music with its
infinite variety .12

11.

Taffanel and Gaubert, general remarks.

12.

Taffanel and Gaubert
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of
Part seven also discusses vibrato and the French opposition
it.

Taffanel writes
There should be no vibrato or any form of quaver, an artifice
used by inferior instrumentalists and musicians. It is with the
Vibratone that the player conveys the music to the listener.
spoils
and
instrument
of
the
character
to distorts that natural
It
is a
ear.
a
sensitive
the interpretation fatiguing quickly
to
use
of
taste
lack
unpardonable
serious error and shows
The
these vulgar methods to interpret the great composers.
by
only
is
it
strict:
rules for their interpretation are
purity of line, by charm, deep feeling and heartfelt sincerity
All true
that the greatest heights of style may pe reached.
artists should work towards this ideal.13

As recordings of Taffanel's students demonstrate, though, they did use

what we call vibrato.

No doubt Taffanel objected to the use of

chevrotement (meaning an ugly laryngel vibrato, like a nanny-goat).
Part eight is titled "Difficult Passages from some wellknown

orchestral works ".
orchestral excerpts.

This was the first Conservatoire method to include

Not all the pieces are in the current flute

repertoire, but some that are still used are Beethoven Leonore #3,
Debussy Prelude á l'apres midi d'un faune, and Mendelssohn Scherzo.

Ravel's Daphnis and Chlóe is also included, but this was added by
Gaubert as Taffanel died in 1908 and the Ravel wasn't written until
1914.
The Taffanel- Gaubert Method was immediately successful with

flutists everywhere.

It was reprinted in 1958 with the original French

text and translations of it in English, German, and Spanish.
of the best methods available,

13.

and still in use today.

Taffanel and Gaubert 186.
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CHAPTER 6

TAFFANEL THE CONDUCTOR

As

A little known facet of Taffanel's career is conducting.

head of the Société de Musique de Chambre, he gained experience in that
area.

In 1887 he was appointed troisieme chef d'orchestre (third

conductor) at the Paris Opéra, and he proved to be sensitive and demanding.

Taffanel's interest and experience with works of new composers was

valuable as the Opéra was finally doing new works.

"He brought to the

preparation of new works a perception, a care of the perfection which
one rarely finds. "1

Taffanel concerned himself with all the aspects of

a stellar performance.

He would correct orchestra parts,

the

nuances, and mark bowings in order to reduce to a minimum the time for

first readings of compositions.

"His constant care was to render the

least intentions of the composer."2

Between 1893 when he became first

conductor and his retirement in 1906, he directed such works as Wagner's
Tannhá.user, Die Meistersinger, Sigfried and Tristan und Isolde.

He

also revived Weber's Der Freischutz, and conducted the first perfor-

mances of Massanet's

This and Verdi's Otello.

In 1892 Jules Garcin retired as conductor of the Société des
Concerts du Conservatoire, and Taffanel was appointed to this position.

Under his direction, the classics were interpreted with a perfection

1.

Revue musicale 657

2.

Revue musicale 657
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never before heard.

He thought that the role of the orchestra was not

to "serve on the field of battle of

new schools of music "3 but to render

impeccable performances of works of unquestionable value.

He introduced

the students to old masters and contemporary French composers, such as

Bach, Mozart, Beethoven, Brahms, Franck and Gounod.

He was a meticulous

conductor, rehearsing until he thought the work was ready to perform.
Here is part of a review of Taffanel's first concert at the Conservatoire.
A certain emotion was reigning at the Conservatoire on Sunday 27

November 1892. It was the first concert of the 1892 -93 season
(the 66th year since its founding) and M. Paul Taffanel took
the stick of authority. We asked ourselves how this impeccable
virtuoso would conduct this admirable orchestra, and even though
he is third conductor at the Opera, Taffanel achieved completely.
A little bit nervous at the beginning, he revealed qualities
that well inaugurated his direction.
He is his own master, he
conducts with alot of freedom, and without affectation. Right
away he took charge of the orchestra. Taffanel is not only an
excellent measure beater, but also a scientist, and an intelligent musician. We are assured from his point of view of his
choice of the pieces that were done, he will follow his
direction so well indicated by his loveable and erudite
predecessor M. Jules Garcin.4

Taffanel was also asked to write an article on conducting for
Lavignac.

This he did finish before his death.

whether or not conducting can be taught.

In it, he questions

A conducting class at the

Conservatoire had been suggested, but Taffanel said it had not yet been
realized.

He doubted that it would be successful.

To become a good

conductor, Taffanel felt that the individual must have a natural gift
and practice.

3.

Revue musicale 658.

4.
Hugues Imbert, Medaillons Contemporains
Fischbacher, 1902) 394 -395.

(Paris: Librairie
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Taffanel writes
But how does one practice conducting? This is a true difficulty because as we have already said, it is impossible to
permanently have an orchestra at the disposition of a future
conductor.
It is therefore best to sieze any opportunity which
comes about (create one if possible) to direct a group of
musicians, be it of modest importance, beginning with few
meetings.
In the beginning, there will be some awkwardness, some
unfortunate haste, some lack of preparation of the "gesture"
which will lead to uncertainty in attacks, some indecision
(hesitation) which will make the performance weak and
confused; also, it will be necessary to bring much attention
to all of the movements, analyse them and be aware of the
effect produced in their performance.
The scrupulous observation of experienced conductors
will greatly help the progress, from the point of view of
conducting, especially when this concerns a work that one
will have studied.
Finally, the most effective preparation is the one which
consists of the performance of chamber music, when one is the
conductor. The first violinist of a quartet finds himself
in the bes "school" for one day becoming an orchestra
conductor.
To Taffanel, the music was the most important thing.

He

writes
From the beginning, it will be possible for the conductor,
even in the absence of the master, to be a faithful interpreter; he will know how to pace the work, he will distinctly
see the passages that should and should not be emphasized,
he will not be exposed to committing musical mistranslations; finally he will have a glear vision of the interpretation desired by the author.

5.
Paul Taffanel, L'Art de Diriger, Encyclopedie de la
Musique et Dictionnaire du Conservatoire, Part 2, vol. 4, (Paris:
Delagrave, 1913 -1931) 2130.
6.

Paul Taffanel 2130.

CHAPTER 7

TAFFANEL'S COMPOSITIONS

The duties of the theatre, concerts and teaching kept Taffanel

from giving himself completely to what he would have wished as a composer.

He transcribed many older works, such as Chopin's Nocturne op.15

no.2.

It is interesting that he also wrote some themes and variations on
There was still a link with the old school.

operas.

One reason for this

may be that Taffanel was inspired by the singers he heard at the Opéra.
He was interested in what little expressions

closely.

they did, and he listened

He took time and delight in creating melodies, and tried to

imitate singers and exercise the fingers at the same time.

Taffanel's original compositions include cadenzas for both

Mozart concerti, Andante pastorale et scherzettino, the set piece for
the 1907 Concours,

Allegretto Scherzando, a piece written for th accom-

panied sightreading at the 1892 Concours, and the Quintette pour instru-

ments a vent.

Taffanel's real contribution to flute literature is not as a
composer, but as an inspiration to other composers.

Much of the music

written for the flute between 1870 and 1895 was written with Taffanel in
mind.

The dedications show evidence of this, and the compositions bear,

for the most part, a reflection of his style.

Some of the composers who

wrote for him were Benjamin Godard, Charles Widor, Camille Saint -Siens,

26

27
and Gabriel Faure.

His Societe de Musique de Chambre had revived the

genre of the woodwind quintet which had been dormant for almost 50
years.

The group commissioned new works from such composers as Charles

Lefebvre, Gabriel Pierne, and Charles Gounod.
Taffanel was the last of the French romantic tradition as a
composer, but he was the start of a new era in which the flute again

became an instrument worthy of serious attention.
the Qui

me tte

he founded.

His best known work,

pour instruments á vent, was written in 1879 for the group
It demonstrates the skill in composition that Taffanel

showed when he was a student at the Conservatoire.

He explores the full

range and sonorities of each instrument, and the solos are idiomatic.

lf

The first movement, marked allegro con moto, is in sonata form.

It always moves forward to new melodies, and has rich harmonies.
texture is very thick, with the voices kept close together.

The

In the

recapitulation, the second theme changes mode; instead of being in G
minor, it is in G major.

It returns to G minor for the coda.

unifying device for this movement is

A

rhythmic motive.
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Figure 1.

Rhythmic motive, 1st movement of Quintette pour
instruments a vent, bassoon and clarinet

The second movement, marked Andante, is in ABA form.

movement the horn really gets to shine.

In this

It starts with a pastoral solo,

and to create a more dreamy, romantic mood, Taffanel exploits the horn's
low register.

o
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Horn solo, 2nd movement of Quintette pour
instruments á vent

The third movement, marked vivace, is a real tour de force for

all the instruments.

It has a rocking effect, partly because of the

meter which is 6/8, and partly because of the rests and accents.

7

r[
Figure

3.

;LT IL,movement of Quintette pour instruments
oboe and clarinet

a vent,

Taffanel does the same thing in the recapitulation of this movement as he
did in the first.

When the second theme comes in, he changes modes, but

stays in G major until the end of the piece.
This piece is truly virtuosic for all five instruments,

Taffanel's skills as a composer.

and shows

CHAPTER 8

TAFFANEL'S LEGACY

Perhaps Taffanel's greatest gift is his legacy.

Two of his best

students, Georges Laurent and Georges Barrére emigrated to the United

States early in the 20th century.

These two men influenced the style of

flute playing in this country.

When Georges Laurent auditioned for Taffanel, there were only
two spots open and 25 applicants.

He was one of the two accepted.

"He

must have been a serious -minded little chap either by nature of necessity
because he realized fully that with this privelage to study with Taffanel
came also the absolute need to sacrifice all outside interests and

concentrate his entire energy on his studies."1

Laurent first came to the United States in 1921 as solo flute of
the Boston Symphony Orchestra,

For him, Taffanel was the source of the concept of his flute

in 1952.

sound.

and he kept the position until he retired

The emphasis was on the beauty of tone, which was very pure, no

"whiskers ".

To get more sonority in his sound, Laurent used an embou-

chure offset to the left, which was the style used by Taffanel.

Georges Barrare studied first with Henri Altes, and then with
Taffanel.

Barrare said "If it was not for Taffanel,

I

would probably

not be tooting today upon what the wood -flute players so irreverently

1.

yeLorenzo 199.
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called the 'gas -pipe'. "2
1895.

He gained First Prize at the Conservatoire in

Walter Damrosch, conductor of the New York Symphony Society,

invited him to be first flute of that orchestra.

Barrare then joined the

New York Philharmonic Orchestra when the two were merged in 1928.

William Kincaid is perhaps Georges Barrére's best-known student.
Both he and Barrare played platinum flutes, and as a result, Kincaid's
tone was rich, dark, and had great projection.

As it was heavier and

bolder than the French sound, Kincaid, who played principal flute in the

Philadelphia Orchestra, soon eclipsed the more intimate sound of Georges
Laurent in Boston.
volume.

The French emphasis was on sound and style, not

This diverted many American flutists from the French style.

From

this, the so- called American school of flute playing arose.

Some of Kincaid's students include John Krell, Elaine Shaffer,

Maurice Sharp, Julius Baker, narold Bennett, Donald Peck, and Jean -Louis
Kashy.

To conclude, Taffanel was a consumate musician, loved and admired
by his students, friends and colleagues.

Georges Barrare.
I

His highest praise comes from

"Taffanel was not only the best flutist in Europe, but

doubt if anyone can ever fill his

place."3

David Ewen, Living Musicians (New York:
2.
Company, 191+0) 35.
3.

DeLorenzo 187.

The H. W. Wilson
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