
THE HISTORY AND PEDAGOGY OF THE AMERICAN FLUTE SCHOOL  1 
 

 

 

 

 

 

The History and Pedagogy of the American Flute School 

Hilary C. Janysek 

Ball State University 

 

 

 

 

  



THE HISTORY AND PEDAGOGY OF THE AMERICAN FLUTE SCHOOL  2 
 

Abstract 

American flutists usually have general knowledge about national styles of playing and 

noteworthy performers, but not necessarily the accompanying historical line and pedagogy. The 

sources that do trace performance history tend to focus on biographical and historical 

information, omitting the pedagogical. This paper serves to provide students with specific 

knowledge on this pertinent topic, focusing on the American Flute School and how it evolved 

from the French Flute School. By tracing my own and other American flutists’ lineage back to 

Paul Taffanel, we can see pedagogical trends in phrasing and embouchure that continue from 

Taffanel, through Georges Barrère, and to William Kincaid and his students. We can also notice 

unique American traits such as vibrato sensitivity, projection, and ensemble blending that have 

been codified as American traits.  
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The history of the flute is diversely filled with European practices, famous teachers, and 

pivotal performers. Europe, and specifically Paris, was the center of classical music culture and 

style. For many years after its birth, America struggled to find a distinct voice that spoke for its 

“melting pot” culture. But as music education became standardized and accessible in the 

eighteenth century, a unique cultural voice emerged, bringing with it, champions of the flute. In 

the 19th century, the leading school for pedagogy and performing was the Paris Conservatoire, 

led by Professor Paul Taffanel who held a teaching position there from 1893-1908. His teachings 

grew many noteworthy performers, some of who later gained positions in America, including 

Georges Barrère (New York Symphony Orchestra 1905-1928), who is widely known as the 

bridge between the American and French styles. His distinguished teaching style was reflected in 

the career of one of his American-born students, William Kincaid (Philadelphia Orchestra 1921-

1960). Kincaid’s style of performing and his pedagogy was codified to become the start of the 

American Flute School of playing. His sound could be identified as uniquely American, with a 

fuller and more robust tone, capable of a variety of colors and flawless technical facility. His 

pedagogy also included instruction on vibrato for the first time, having been largely avoided in 

French pedagogy. This paper seeks to trace the history of the leaders of the American Flute 

School, define an American Flute pedagogy, and discuss implications of this pedagogy in an 

international scope.  

Early America 

 To understand the context for which the traditions evolved, it is important to discuss the 

earliest musical traditions in America. America’s beginnings were marked by a multiplicity of 

religious, cultural, and musical traditions were transplanted from foreign countries. Flutes, fifes, 

and recorders came with these traditions, but were used for social and cultural activities. 
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According to Treat (1991), these instruments were wooden in various sizes with finger holes 

rather than keys as depicted in Figure 1 (pp. 15-16). 

 

Figure 1: Flutes from Martin Agricola’s Treatise in 1529 (Treat, 1991, p. 16). 

Transverse flutes were preferred over recorders because they were commonly depicted in 

iconography as accompanying dancing, folk song, and funeral processions, which made the 

instrument and its music part of cultural life.  

Treat (1991) found that it wasn’t until the beginning of the seventeenth century that 

Americans adopted what was known as the “German Flute,” or Hottetere’s one-keyed traverso, 

commonly played throughout Europe for Baroque solo and ensemble music. This change 

allowed the German flute to become a more accessible instrument that could be included in more 

compositions and eventually the teachings of instrumental music, led by the American music 

masters. 

 In the eighteenth century, the largest musical centers were Boston and Philadelphia. Both 

of these cities hosted public concerts, singing schools, and professional opportunities. Flutists in 

these areas tended to fall in one of three categories: amateur, general music teacher who 

happened to play and teach the flute among other instruments, or professional performer. As 

concert life began to bloom, it became “fashionable” to learn an instrument, especially for the 

upper class, and the flute was one of the most popular instruments for secular music and dance, 
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making it a likely choice (Treat, 1991). As some of the first entrepreneurs, music teachers (also 

known as music masters) advertised flute lessons as learning an “agreeable instrument” that 

would be taught by “an easy method.” Music master Robert Coe’s advertisement stated:  

That at the School house next door to the Widow Bittle’s, in Strawberry-alley, The 

Subscriber purposes, after the Hour of five in the Afternoons, to teach on that agreeable 

Instrument the GERMAN FLUTE, by and easy Method; and as some Gentlemen are 

afraid to undertake it by Reason of its taking more Wind then they can well spare, the 

Subscriber has invented a Mouth-piece, made either of Tin or Silver, and does not in the 

least alter the Tone of the Flute, but does the same as if blown by the nicest Lip (Treat, 

1991, pp. 40-41). 

Another Philadelphia performer and teacher, John Stadler advertised his teaching in the Gazette:  

This is to inform the Public, That an Evening School for teaching young Gentlemen to 

play upon the German Flute will be opened by the Subscriber…where young Gentlemen 

may be taught, by an easy and regular Method, to play with Judgement and Taste, for the 

moderate Price of Six Shillings per Week, and Thirty Shillings Entrance Money, 

provided the Subscriber can procure six Scholars. The Hours of Attendance will be every 

Evening (Sundays excepted) from 6 to 8 o’clock (Treat, 1991, p. 42). 

These advertisements give us a look into musical culture and philosophy during this time and 

confirm that flute was a part of early American culture and teachers hoped to provide accessible 

music lessons that would be for entertainment and the development of aesthetic taste.  

 One performer in particular, William Brown, was so active on the concert scene that he 

was given the title of “America’s Preeminent Colonial Flutist,” (Treat, 1991, p. 62). He 

performed a variety of solo and chamber works in the late eighteenth century, many of which 
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were “in vogue” in Europe at the time, elevating the status of the flute as a serious concert-hall 

instrument (Treat, 1991, p. 54). In addition to these popular and artistic works, Brown also 

composed his own works, adding to the flute canon and setting the stage for the tradition of the 

flutist/composer that would become a tenant of the French Flute School in the following century.  

The French Flute School 

 In the nineteenth century, we must shift our focus to France, where the flute teachers 

pioneered instrument development, compositional techniques, and a new tone quality that 

became distinctly French.1 The Paris Conservatoire was founded in 1795 and became the center 

for flute teaching and performing, and a model for future American music schools. The 

Conservatoire accepted students by audition; contained departments in orchestral instruments, 

piano, organ, voice, theory, solfege, and composition; mandated instrumental group classes; and 

held the historic Concours du Prix which was a juried competition serving as a final exam. 

While American schools did not copy this structure exactly, concepts such as group 

masterclasses and juried performances were retained. The Paris Conservatoire originally held six 

positions for flute teachers, but has since narrowed that scope to two. With the exception of the 

first six teachers, all subsequent flute professors were Conservatoire graduates themselves (a 

concept that continues in teacher-student appointments in American orchestras), and many of 

them were also composers whose works are now standard repertoire, including Francois 

Devienne, Jean Louis Tulou, Paul Taffanel, and Philippe Gaubert. The most pertinent to 

American flute history is Paul Taffanel.2  

                                                           
1 There seems to be a lack of research on nineteenth-century flute activities in America, possibly due to the 
prominence of the French Flute school at the time. 
2 Many of the professors of flute at the Paris Conservatoire composed works for the yearly concours that could 
only be performed on the Boehm flute and demanded higher levels of technique and musicality from the 
performers. Their works are still popular jury and recital pieces today. 
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 Paul Taffanel is widely known as “The Father of the French Flute School.” The use of the 

word “school” in this context does not refer to the Conservatory or physical school, as he was the 

eleventh professor to be hired, but rather a distinct school of thought, performance style, and 

resulting pedagogy. A brief overview of the French school is necessary to understand the 

evolution of the American Flute school, which was led by one of Taffanel’s students, Georges 

Barrère.  

 The sound of the French Flute School is easily identifiable. Toff (2012) states that the 

tone was the essence of the French Flute style, and is described as “silvery, pure, sweet, and 

above all, refined” (p. 103). The word “silvery” is of utmost importance, because it was the 

Conservatoire teachers who led the switch from a wooden to a silver instrument. While Taffanel 

was not the first to adopt and advocate for the silver Boehm flute, unique sound quality and 

technical capabilities that could only be achieved on such an instrument became the core of the 

French style. 

In addition to the instrument choice, Taffanel’s French heritage influenced his 

embouchure formation. Taffanel’s embouchure, modeled without the flute in Figure 2 is 

reflective of the French language, utilizing relaxed and slightly forward lips, and delicate control 

of tone colors.3 In his method book, Grands Exercises Journaliers de Mécanisme, he describes 

embouchure formation. To make sound on the instrument, he instructs the student to:  

Bring the lips together until they meet without pressing; then stretch them so that the lips 

rest lightly against the teeth leaving a small space between them. (The mouth must be 

closed before this position is adopted. The Teeth must be kept almost in the position they 

occupy when the mouth is half open. Place the embouchure on the edge of the lower lip 

                                                           
3 Embouchure diss.  
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so that this covers about a quarter of the hole of the embouchure (Taffanel & Gaubert, 

1928, p. 5).  

According to Toff (2005) students at the Paris Conservatoire often had reflections of Taffanel’s 

sound in their own, which has been described by Dorgeuille (1986) as “perfectly homogenous 

throughout the entire range of the instrument” with a “powerful and brassy low register” (p. 16-

17).  

 

Figure 2: Taffanel Demonstrating his Embouchure (Dorgeuille, 1986, p. 19). 

As a teacher, Taffanel was dedicated to his students and their success, producing a long 

line of successful performers and teachers. One of these students was Georges Barrère. Barrère 

began as a student at the Paris Conservatoire studying with Henri Altès, Taffanel’s predecessor, 

who enforced strict technical practice and routine. Barrère admitted that he was not very good 

while studying with Altès and did not quite understand his teaching methods, resulting in low 

marks at the concours. After Taffanel was hired in 1893, he took on Barrère as a student, 

marking a turning point in his career. Barrère responded much better to Taffanel’s focus on 

musicality within technical studies and inclusion of classic repertoire such as Mozart Concerti 

and Bach Sonatas (Taffanel was one of the first to include these pieces in his pedagogy).  
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Barrère himself described Taffanel as a master at assigning repertoire that would help 

students progress surely and rapidly and valued musicianship over everything else. Taffanel 

trusted the students to do technical work, such as scales, on their own so they could dedicate 

lesson time to working out the details of phrasing and tone. One of the first pieces of advice 

listed in his method book stated “when 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” (Taffanel and Gaubert, 1928, n.p.). He was also known to 

enforce rhythmic authenticity over excessive rubato, and as Barrère recalled, “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” (Dorgeuille, 1986, p. 83). His emphasis on 

musicality and interpretation is still alive in his lineage of flute students today. 

Georges Barrère: A Bridge 

 The lineage of Taffanel continued to America through one student’s advocacy and 

pedagogy, Georges Barrère. While still under Taffanel’s mentorship, Barrère began establishing 

himself in France, having been hired for the Société National de Musique (SNM), conducted by 

Gustave Douret. While in this position, Barrère forged a relationship with Claude Debussy, and 

premiered his Prélude à l’après-midi d’un faune. This performance established his name as a 

professional performer, before he graduated the conservatoire. Shortly after the performance, he 

continued to win first prize at the concours, graduate from the Conservatoire, and start an 

ensemble society, similar to one created by Taffanel years before. This society contained all 

Conservatoire graduates, performed new compositions for chamber ensembles, and was 

instrumental in codifying the French woodwind sound that he would bring to America years later 

(Toff, 2005).  
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 In 1905, Barrère was invited by conductor Walter Damrosch to be the principal flute and 

soloist with the New York Symphony, and was awarded a teaching position at the Institute of 

Music and Art (which later became Juilliard), forever changing the American flute tradition. He 

held this position until the orchestra disbanded in 1928, and according to Toff (2005), he became 

known as the World’s Greatest Flute Player (p. 169). Hints of Taffanel’s playing and sound 

quality were present in his, and he worked closely with the Haynes flute company to promote the 

playing of the silver flute throughout the United States, where a majority of flutists still played 

on the traverso.4 Fair (2003) found that as early as 1911, the Boston Symphony Orchestra had 

switched to silver flutes, and by 1914, the New York Philharmonic used silver as well. In 

addition to the type of instrument, Barrère published an article in The Flutist in 1921 that 

confirms a continuation of Taffanel’s pedagogy in his musicality and repertoire by stating:  

When I am a soloist with the New York Symphony, I always make up my programme so 

it compares favourably with that of any other soloist. I like to play a suite or concerto by 

Bach, a concerto by Mozart, “Orpheus” by Gluck or the modern compositions of Widor, 

Fauré, G. Hüe, Enesco, Ch. T. Griffes, Caplet and Saint-Saëns...Such programmes help to 

elevate the standard of flute-playing instead of encouraging easy success by playing 

compositions cleverly written for the flute by flute-players who are more interested in 

pyrotechnical display than in real musical worth. I know well that soloists on other 

instruments indulge in such false demonstrations but we must not follow their bad 

example. Our mission is to serve Music – not ourselves. We must always avoid technique 

and bear in mind nobility and dignity of expression and right sense of proportion 

(Dorgeuille, 1986, p.92). 

                                                           
4 In 1935, he also premiered the platinum flute, darkening his sound and inspiring others, such as William Kincaid, 
to use platinum flutes in the twentieth century.  
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Barrère clearly shares his teacher’s distaste in “cheap tricks” and exaggerated expression. His 

final statement about technique is also indicative of his relationship with his former teacher, 

Altès, who required students to spend countless hours on finger exercises and scale patterns in 

practice and in lessons (Toff, 2005). This technical method is further evidenced by the numerous 

technical exercises found in his self-composed method book, Méthode complete de flute, which 

was published in 1880 for the Boehm system. Figure 3 is an example of such exercises, found in 

the section that roughly translates to “for the technical facility of trills.” 

 

Figure 3: Excerpt of a technical exercise from Altès’s method book. 

Despite his French origins, Barrère was also a prominent voice in the development of a 

distinctive American compositional style. He often collaborated with composers (and composed 

a few works himself) and made a point to perform at least one new American piece at each 

concert. This approach to concertizing gave composers incentive to write for flute and ensured 

that pieces such as Griffes’s Poem, and Foote’s Night Music had a place in future curricula 

throughout the United States. He also founded the New York Flute Club, which still exists today, 

serving as a meeting ground for professionals, students, and amateurs and a platform for new and 

classic musical performances.  

Finally, he shared the dedication to teaching that Taffanel reflected in a statement 

according to Fair (2003):  
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I enjoy teaching because the art of the flute has such tremendous possibilities and I 

should like to see it reach its Parnassus before long. I want to train excellent flute players 

for all the leading orchestras so that composers listening will realize these possibilities 

and give the flute interesting things to do. There is something noble about the art of 

teaching, for it is an art in itself. To prepare something for the next generation is far more 

satisfying than the momentary thrill that accompanies a performance. Teaching should 

almost be a religion. That is my belief (p. 28). 

It is apparent that he was dedicated to teaching in Fair’s 2003 study of American flutists, 

revealing that 91% of flutists who completed the study were able to trace their flute ancestry 

back to Barrère. Even though Fair (2003) records almost 200 students, one American-born 

student, William Kincaid, stood out to continue the French legacy in an American way, 

becoming known as “The Father of the American Flute School.”  

William Kincaid: Proud to be American 

While Kincaid did not study in France, he was able to receive Conservatoire training 

from Barrère and adapt his style to America’s music culture. Similar to his teacher’s experience, 

Kincaid was invited by Damrosch to perform with the New York Symphony as second flute 

alongside his teacher. After French flutist André Maquarre was dismissed mid-rehearsal from the 

Philadelphia Symphony Orchestra, Barrère recommended Kincaid for the principal flute position 

in 1921, where he remained for almost forty years. During that time, he also taught at the Curtis 

Institute, helping to propel American performance to higher levels. According to Toff (2012), 

Kincaid began to develop a sound that was distinct from the French school. She states:   

The true American style appeared with the first generation of American-born orchestra 

principals, led by William Kincaid, revered elder statesman of the school. Kincaid’s tone 



THE HISTORY AND PEDAGOGY OF THE AMERICAN FLUTE SCHOOL  13 
 

was rich and robust, with great projection. Sometimes described as ‘virile,’ it was heavier 

and darker than the traditional French sound. Like Barrère, Kincaid had a magnificent 

repertory of tone colors at his disposal, and he was an extremely careful but devoted and 

effective partisan of vibrato (p. 105).  

While there are recordings of Kincaid to analyze his sound, the flute community is extremely 

lucky to have a first-hand account of Kincaid’s pedagogy. John Krell, a former student of 

Kincaid’s, recorded his pedagogy in his book, Kincaidiana (1997), addressing how this new 

sound was taught to his students. 

 First, Kincaid asserts that each person’s tone is unique based upon their physical makeup. 

But regardless of lip structure, the “best” embouchure was created by “a simultaneous stretch 

and pucker” of the lips “like trying to smile and whistle at the same time.” In contrast to his 

French predecessors, Kincaid also suggested flexible jaw movement with check inflation as well. 

In examining the photograph in Figure 4 of Kincaid’s embouchure (and compared to Taffanel’s), 

it seems to take a downward shape with the upper lip stretched downward, but retaining a soft 

lower lip.  

 

Figure 4: Kincaid’s flute embouchure (Krell, 1997). 
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In regards to tone, Krell (1997) stated that Kincaid instructed his students to search for a 

“centered” tone which would achieve a “dark but lively quality that would take the pressure of a 

supported sound and at the same time avoid the sometimes piercing and strident character of an 

overly bright sound” (p. 9). Once the fundamental tone is achieved, then students must develop a 

variety of tone qualities appropriate for different styles, characters, and periods, able to express 

“life impressions such as motion, tension, relaxation, excitement, repose, anguish, joy, beauty, 

etc.” (Krell, 1997, p. 7). This was done my manipulating the intensity of the sound, reflected by 

the amount of overtone or harmonic content audible in the sound. Figure 5 represents a 

demonstration of how an increase in harmonic content (also referred to as intensity) naturally 

creates an increase in dynamics, but should be practiced as separate entities.  

 

Figure 5: Kincaid’s representation of intensity and dynamics (Krell, 1997, p. 10). 

Krell emphasizes that intensity is what effects projection. According to Krell (1997), Kincaid 

lectured about the difficulty of practicing projection because “flutists are so close to the sound 

that they can never truly hear themselves any more than they can truly hear the sound of their 

own voices” (p. 11). Kincaid would relate projection to actors or public speakers when a whisper 

must be heard in the upper balcony. To learn how to listen for this, Kincaid suggested practicing 
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in a “dead” room reducing reverberation, practice facing a corner, or to have someone close your 

ears as you play (Krell, 1997, p. 11).  

 Prior to Kincaid’s teaching, instruction in flute did not include vibrato. The French 

teachers believed vibrato was a naturally-occurring form of expression linked with phrasing and 

students could develop it by simply listening to their teacher. As a result, much of the French 

vibrato was very rapid and narrow. Kincaid took a different stance on the topic, believing that 

some students did have a naturally-occurring vibrato and some didn’t, but either way, it could be 

taught to be controlled. According to Krell (1997) Kincaid taught that vibrato should be like “the 

frosting on the cake” and is produced by a “combination of the delicate vibration of the throat 

and the elastic reinforcement of the diaphragm, acting together and sympathetically” (p. 15). 

Students should practice controlling their vibrato by practicing pulsations with a metronome 

(four or five pulses per beat), increasing in speed until a natural sound is developed. Kincaid’s 

pedagogy of vibrato starkly contrasted the French’s constantly rapid vibrato. He used vibrato to 

further emphasize lyrical passages and rhythmic vitality, giving the following recommendations, 

according to Krell (1997): 

In general, use vibrato with circumspection. Vibrate on the longer notes and avoid it in 

running passages; it adds a liquid quality but destroys the line and continuity in the 

process. Occasionally, a fast quiver of vibrato on a dotted eighth note in a rapid tempo 

will add to the vitality of the rhythm. A touch of quick vibrato can be used to gently 

underline the skeletal notes in embellished figurations, or a caressing pulsation can make 

an accent subtly expressive. In other words, its uses are varied and infinite. 
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This sentiment is still shared by many American flutists today, and the topic of vibrato is 

addressed far more often now than in previous generations, encouraging flutists to use a variety 

of widths and speeds to emphasize the un-notated musicality and interpretation.  

 The final element of sound that was unique to American orchestral and ensemble playing 

was an emphasis on blending colors rather than contrasting, creating a fluidity of sound and new 

orchestral timbres. Kincaid advised that flutists should try to match other instrument qualities to 

fully maintain the musical line as it passes throughout the orchestra, and “there should be a 

consensus of vibrato style in each section of an orchestra or ensemble; it takes only one 

instrument with a machine-gun or heart throb vibrato to destroy the blend of an entire section and 

disconcert the tuning” (Krell, 1997, p. 17). This pedagogy is echoed in instrumental studios 

throughout the United States today in orchestral excerpt and chamber music preparation. 

Recently, I have performed and studied Brahms’s Symphony No. 1, in which there is a flute solo 

in the fourth movement that immediately follows a horn solo with the same statement. Both 

flutists and hornists are commonly advised to perform the solo attempting to imitate the other 

instruments’ tone quality. For flutists, this means a dark, warm, and heroic tone quality, featuring 

less vibrato than a flutist might normally play. In European orchestras, the blend between the 

soloist tends to be a bit more contrasting than American orchestras, due in part to Kincaid’s 

pedagogy.  

 In terms of technique, Kincaid seems to follow Barrère’s pedagogy of finding the micro-

musical moments in technical passages. Krell (1997) states:  

Even though at this speed we are dealing with fractions of seconds, fluid finger technique 

depends on what transpires during that micro-second of finger movement. Although it is 

usually unobserved or ignored, something does happen to the sound, however transient, 
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when a key is opened or closed. It is the performer’s job to fill up this space with musical 

sound. 

Kincaid also advocated the use of the Taffanel and Gaubert Daily Exercise book rather than 

Altès’s method for technical development. Additionally, in his own method book, The Advanced 

Flutist, Kincaid incorporates intervallic and harmonic exercises, pointing out their applicability 

by including excerpts from standard repertoire. The two excerpts in Figure 6.1 and 6.2 are found 

in his method book following arpeggio and interval exercises to “demonstrate the practical 

application of the material just covered” (Kincaid and Polin, 1975, p.10). 

 

Figure 6.1: C. Polin, “Sea Gulls,” mm. 1-12. 

 

Figure 6.2: M. Blavet, Rondeau, “Theme.” 
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 In addition to his teachings on tone, vibrato, and technique, Krell (1997) included 

Kincaid’s teachings on phrasing, rhythm, articulation, and style, some of which were derived 

from the French oboist Marcel Tabuteau and string pedagogy. While these elements are still a 

vital part of flute pedagogy, they are not necessarily classified as unique to the American Flute 

tradition, and therefore will not be discussed within the scope of this paper.  

 Throughout his time as instructor at the Curtis Institute, Kincaid taught over 150 students, 

and Fair (2003) highlights two individuals who continued his legacy as orchestral players and 

university teachers: Joseph Mariano (Rochester Philharmonic and Eastman School of Music) and 

Julius Baker (Pittsburg Symphony, New York Philharmonic, Julliard, Curtis, and Carnegie 

Mellon University). Although they both had similar beginnings with Kincaid, their teaching and 

performing went in separate directions, while still preserving the American Flute School.  

Julius Baker 

 Julius Baker turned to a more commercial career, producing many recordings that flutists 

still hold dear to this day. His sound retained the dark tone quality that Kincaid advocated for, 

but seemed to revert back to the French style of vibrato. Baker’s rapid vibrato is so identifiable 

that it is said he vibrates every single sixteenth note. Yet, he somehow retains the idea of 

intensity, altering his vibrato slightly within tone colors to achieve the desired effect. While there 

does not seem to be materials specific to his vibrato pedagogy, the long tone section of his 

method book Daily Exercises for the Flute indicate that the half note patterns as in Figure 5 are 

to be played “with even vibrato” to achieve “uniformity of tone, volume and vibrato.”  
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Figure 5: J Baker, Excerpt from “The High Tone Study.”   

One can assume this method was similar to Kincaid’s of starting with four pulsations per 

metronome beat and increasing in speed until a “natural” pulsation was reached. It is interesting 

to point out that Baker’s metronome marking was 104 BPM, whereas Kincaid suggested 60 

BPM. This is likely because Baker’s “natural” pulsation was much faster than Kincaid’s.  

 Another French tendency is reflected in Baker’s choice of technical exercises. His 

method book is divided into two parts: exercises and duets. In the first part, titled exercises, nine 

out of the ten sections are technical. These include scale patterns (quintachords and two-octave 

scales) diatonic and chromatic interval studies, and various seventh chord arpeggio patterns. He 

does include some repertoire connections, as Kincaid did, but very few. The excerpts that he 

does include seem to lack the direct connection to the exercises that Kincaid provided as well.  

 As a teacher, he did continue the tradition of appointing his students to succeed him. 

After his retirement from the New York Philharmonic in 1983, he appointed one of his former 

students Jeanne Baxtresser, who enjoyed a long tenure with the orchestra, eventually took over 

Bakers post at Carnegie Mellon as well, and published a series of orchestral excerpt books, the 

most popular of which, Orchestral Excerpts for Flute (2008), has become the premiere book for 

orchestral excerpt study.  
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Joseph Mariano 

In contrast to Baker, Joseph Mariano was famous for his teaching methods and made 

very few recordings. According to Fair (2003) his students speak of his playing as “fascinating, 

inspiring,” and at “an artistic level that made you sure he had known the music for years” even 

when premiering new works (p. 68). His collaboration with American composers like Howard 

Hansen solidified the American style of playing.  

 Fair (2003) also takes account of his teaching style through an interview with his former 

student and successor (and current teacher) at the Eastman School of Music, Bonita Boyd. She 

respected that he definitely put the music and artistic expression before fame. She described 

lessons with him in the following manner:  

He taught without verbalizing it, that great things happen musically when you take  

chances, use your sound, and let the music speak for itself in beauty and simplicity of line 

(Fair, 2003, pp. 68-69). 

This sentiment seems to be a combination of Taffanel’s original thoughts on expressive 

interpretation and Kincaid’s attention to intensity. 

Conclusion 

My own flute heritage traces back to Mariano (and thus Kincaid, Barrère, and Taffanel) 

through both of my primary teachers: Dr. Mihoko Watanabe (having studied with Bonita Boyd) 

and Dr. Adah Toland Jones (having studied with Mariano at Eastman). Through their teachings I 

have observed this intense observation of phrasing and lyrical quality which is the foundation of 

the American Flute School. Additionally, my studies with Dr. Mihoko Watanabe have been 

largely centered around varying harmonic content in my sound to create a variety of tone colors, 

as Kincaid suggests. Through this heritage, I have been able to achieve a variety of tone colors, 
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each with projection, intensity, and flexible dynamics. I am also able to mold my sound to 

imitate the French style when appropriate, but retain my American heritage of vibrato sensitivity 

and variety. 

The American Flute School was shaped by the works of the teachers of the Paris 

Conservatory, and were shaped to become a sound that is unique to the nation. There is a clear 

difference between the French sound that is pure and silvery with narrow vibrato and the 

American sound that is dark and robust with a wider and more varied vibrato. Historians are able 

to trace this change from the late eighteenth century American concert traditions, to today, as our 

style and sound continues to evolve. The National Flute Association held in the US each year is 

the premiere flute organization in the world, hosting international exchanges. Because of their 

work, a new international style has begun to emerge, and according to Toff (2012) is a synthesis 

of French and American playing styles. Perhaps Baker was responsible for the inception, as he 

was the first foreign flutist to perform in Japan and exhibited attributes of both groups, but 

research in this area is still lacking.  

 As an American flutist in the twenty-first century, I have been deeply impacted by the 

pedagogies and philosophies of the American Flute School. I think that future students will 

continue to benefit from their teachings as fewer high school students seem to have the inherent 

musicality that comes with singing or extensive listening to classical music. A knowledge and 

understanding of these national styles can aid students to finding their unique flute voice, 

whether it be French, American, or international.  
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