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INTRODUCTION 

In modern flute pedagogy, students are inundated with repertoire that employs or 

builds on tonal and Romantic stylistic conventions through the study of French Conservatory      

solos des concours, orchestral excerpts, and Baroque and modern sonatas. Works that reject 

tonal conventions, such as the works of Edgard Varèse and Luciano Berio, are studied but 

generally much later in a student’s education. In New Directions in Music, David Cope provides 

a rough dichotomy by which most musical genres of the early- and mid-twentieth century can 

be organized: works that build on or use tonal conventions and hierarchies, or works that reject 

or break tonal hierarchies.1 Twentieth century flute pedagogy largely focuses on hierarchical 

works: pieces composed for the Paris Conservatory solos de concours, for example music by 

Philippe Gaubert, Eugène Bozza, and Paul Taffanel; United States composers such as Aaron 

Copland or Charles Griffes; or extended technique-focused works in tonal idioms such as Ian 

Clarke’s pieces. In a survey of the National Flute Association’s (NFA) repertoire guide (2009), 

and the Texas University Interscholastic League (UIL) level 1 approved solos list, twentieth 

century hierarchical works far outweigh avant-garde works.2 Of the avant-garde works 

identified in this document as stylistic bridges from Impressionism to Modernism, only the 

composers Edgard Varèse, Paul Hindemith, Kazuo Fukushima, and Arthur Honegger are 

included on both lists. Many works identified in personal interviews on the topic,3 such as Ruth 

 
1 Works that reject or break tonal hierarchies are referred to as “avant-garde” in this document.  
2 From the proposed repertoire list, NFA includes Debussy, Honegger, Hindemith, Varèse, Fukushima, Berio, Jolivet, 
Karg-Elert, Genzmer. UIL Level 1 includes Debussy, Fukushima, Hindemith, Honegger, Varèse.  
3 Personal interviews conducted by Anne Dearth Maker with Dr. Elizabeth McNutt, Dr. Joseph Klein, Prof. Molly 
Barth, Dr. Shannon Wettstein-Sadler, Dr. Lisa Bost, Ms. Shanna Pranaitis, and Dr. Kyle Hutchins in 2021 and 2022.  



 

2 

Crawford’s Diaphonic Suite No. 1 and Charles Koechlin’s flute works, are not included on either 

list.  

This lack of stylistic diversity in commonly studied works from the first half of the 

twentieth century can be problematic when students are approaching the avant-garde or 

modernist repertoire for the first time. A renaissance of writing for the flute followed World 

War II resulting in many solo works composed in a wide variety of styles. Several works 

originating at the Darmstadt Summer Courses, initiated in 1946, have become required pieces 

for national and international competitions, for example Luciano Berio’s Sequenza I (1958), 

Isang Yun’s Etudes (1974), and Brian Ferneyhough’s Cassandra’s Dream Song (1970).4 While 

these works are the logical continuation of musical innovations started in the early 1900s by 

Arnold Schoenberg, Claude Debussy, and the Futurists, flute works influenced by these styles 

are largely unstudied in modern pedagogy. Therefore, for many flutists, the Modernist works 

may seem to come out of nowhere; without the context of the prior fifty years of avant-garde 

musical development, they can be shocking.  

The twentieth century also developed a unique performance practice which contributes 

to the frustration and confusion many students experience when approaching avant-garde or 

Modernist works for the first time. While the idea of period performance is well developed for 

older styles, especially Baroque or Renaissance works, many performers are resistant to the 

idea that modern works require a specific performance practice. However, there are 

performance conventions accepted in Modernist works, such as Sequenza I, that would be 

 
4 The final round for the 2021 Kobe International Flute competition included all three of these works.  
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extremely out of place in the works of, for example, Philippe Gaubert, or even Berio’s 

contemporaries who worked in more tonal styles, such as Samuel Barber. 

Further exacerbating students’ unfamiliarity with Modernist works is the fact that many 

of the pieces in the twentieth century canon are extremely challenging. Luciano Berio’s 

Sequenza I and Bruno Maderna’s Honeyrêves (1961) were composed for Severino Gazzelloni, an 

extremely skilled flutist who was also an experienced and gifted new music performer. These 

works are simply too difficult for a typical undergraduate student. While there is a small body of 

works that could easily be learned in a reasonable time frame by undergraduate students, such 

as Bruno Maderna’s Divertimenti in Due Tempi (1953) and Ursula Mamlok’s Variations for Solo 

Flute (1961), they have largely fallen out of pedagogical use.  

This document proposes a progressive curriculum focused on twentieth century avant-

garde genres, beginning with early styles of atonality and culminating with post-World War II 

Modernism, and discusses stylistic conventions and performance practices of these avant-

garde works in order to help students and teachers build the aesthetic and stylistic competency 

required of the Modernist repertoire. My own experiences in both traditional and 

contemporary-focused university music degrees demonstrated the need for this document; I 

studied very few of these works during my collegiate education. Over the course of learning 

and performing many works in avant-garde styles professionally for over ten years, I used trial 

and error to develop these skills and a methodical way to approach Post-War Modernist 

repertoire.  

The first chapter establishes parameters of avant-garde works in the early twentieth 

century using David Cope’s framework of hierarchical and non-hierarchical music and discusses 
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major musical trends from 1900 to 1960. This chapter serves to contextualize flute repertoire 

within the wider trends of music history. Understanding how these various styles interacted 

and influenced later musical trends is vital to understanding the musical languages of much of 

the twentieth century—including many commonly studied, traditional works such as Aaron 

Copland’s Duo for Flute and Piano (1971).  

Chapter 2 outlines pedagogical challenges unique to works written in the twentieth 

century, including stylistic and musicianship difficulties, such as a high degree of rhythmic 

complexity and rapid dynamic changes. This list was compiled largely from a series of interviews 

conducted with noted new music performers who also teach at the collegiate level, in addition 

to other pedagogical research.  

Chapter 3 is a discussion of existing materials addressing performance practice in the 

twentieth century. There are few resources explicitly aimed at twentieth century performance, 

but many general technique and exercise books include exercises that can aid in the 

development of necessary technical skills required by avant-garde repertoire.  

Chapter 4 is a style guide for avant-garde works originating in the first two-thirds of the 

twentieth century. It is divided into two sections: pre-World War II performance conventions 

and post-World War II Modernist performance conventions. The style guide focuses largely on 

the un-notated interpretive aspects of performance such as vibrato use and interpretation of 

dynamics. It also discusses how to assess each individual work’s musical priorities in order to 

make appropriate interpretive decisions regarding breathing, extended techniques, tone color 

and quality, and rubato. 
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Chapter 5 is a curriculum guide for avant-garde works spanning 1913 to 1979. It is 

divided into units that explore one musical topic each: early atonality, rhythmic complexity, 

motivic structures, musical silence and stillness, timbre-based phrases, and Modernism. Each 

unit includes a discussion of the topic, a suggested repertoire list suitable for most 

undergraduate flute students, and suggested listening assignments. This chapter provides 

practical strategies for the problems discussed in Chapter 2 and includes musical examples that 

demonstrate how to apply the concepts discussed.  

Finally, Chapter 6 consists of performance guides for two avant-garde pieces: Diaphonic 

Suite No. 1 (1930) by Ruth Crawford and Variations for Solo Flute (1961) by Ursula Mamlok. The 

performance guides demonstrate how to approach the works based on the considerations 

outlined in the style guide, summarize the historical context of the works, and assess the 

musical priorities of each piece. The performance guides also include discussion of the unique 

challenges within the works and propose practice strategies for each.  

The curriculum guide and suggested repertoire list focuses on works from 1900 to 1979. 

Works written prior to 1900 are not stylistically appropriate or relevant to this guide; Claude 

Debussy’s Syrinx (1913) is the earliest work included in the repertoire list. The repertoire list is 

restricted to works composed prior to 1979 although most of the included works originated 

between 1910 and 1970. Repertoire beyond the 1970s is not included due to the breadth of 

musical styles, the increasing use of extended techniques, and the emergence of new aesthetic 

movements with different performance considerations than Post-War Modernism. Extended 

technique production and use is lightly discussed in Chapter 5; extended technique production 

and use has been adequately covered by a wealth of treatises, websites, and other published 
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materials. Finally, the curriculum guide only includes works for unaccompanied flute, flute and 

piano, and flute duets—with one exception, the flute solo from Milton Babbitt’s Composition 

for Four Instruments (1948). The curriculum is intended for use in a private lesson or studio 

setting and focuses on repertoire and ensembles already commonly used in those settings.  
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CHAPTER 1 

HISTORICAL CONTEXT FOR AVANT-GARDE FLUTE REPERTOIRE: 1900-1970 

David Cope’s dichotomy between music that builds on or uses tonal conventions and 

music that rejects or breaks tonal hierarchies works well to categorize musical genres in the 

early- and mid-twentieth century. Cope cites musical Impressionism, the works of Béla Bartók 

(1881-1945), and many of Paul Hindemith’s (1895-1963) pieces as works that build on or 

employ tonal musical conventions, such as the idea of a key center, consonance/dissonance 

relationships, triadic harmony, and tonal hierarchies.5 Conversely, composers of the Second 

Viennese School, Alexander Scriabin, and Edgard Varèse are cited as examples of artists who 

eschewed these conventions. The twentieth century is notoriously difficult to categorize and is 

more often characterized as a plurality of styles rather than any unified genre. As with any 

large-scale generalizations, the actuality of music history is messy and convoluted, with 

overlapping composers and genres. For example, Paul Hindemith wrote both hierarchical and 

avant-garde works; the Acht Stücke (1927) is an atonal avant-garde work that relies heavily on 

motives, while the Sonata for Flute (1936) largely uses familiar forms and triadic harmony. 

Similarly, André Jolivet’s early work, Cinq Incantations (1936), is more motivic and free-form 

than his later piece, Chant de Linos (1944), a Paris Conservatory solo des concours that is largely 

tonal.  

A crucial element when determining performance practice is to contextualize a work 

within music history; knowing how composers were placed within musical circles provides vital 

 
5 David Cope, New Directions in Music, (New York: Dubuque, Iowa: Wm. C. Brown Publishers, 1971), 1-24. 
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information about how to interpret their works. For example, the Second Viennese School’s 

works often look very “modern” but should largely be played using Romantic performance 

conventions due to their composition date (prior to World War II); using the same conventions 

in Kazuo Fukushima’s Mei (1962) would obscure the piece’s subtle timbre changes. 

The main genres included in the following style guide and curriculum are: 

Impressionism, American Ultra-Modernism, the Second Viennese School, the general inter-war 

avant-garde, Modernism, and the wider post-war avant-garde. Other major historical styles or 

composers that provide context to these genres include Expressionism, Anton Webern, 

Futurism, and early Electronic Music.  

A rough chronology of these styles is as follows: Impressionism, Futurism, 

Expressionism, Ultra-Modernists, the Second Viennese School (including Anton Webern), inter-

war avant-garde (Europe and America), Modernism, Electronic Music, and the post-war avant-

garde. However, many of these styles overlapped, developing at similar times in various 

locations. These movements can be grouped more logically to show their relationships as 

follows: Impressionism and European inter-war avant-garde; Ultra-Modernists and the 

American inter-war avant-garde; Expressionism, the Second Viennese School, and Modernism; 

Futurism, inter-war-avant-garde, and Electronic Music.  

Europe 

One of the earliest musical movements to break with traditional tonal harmony was 

Impressionism, which developed in the 1880s, primarily in the work of Claude Debussy (1862-

1918). Impressionism as a term was borrowed from the visual art movement to describe music 

that aimed to evoke similar “impressions” of a subject. The style continued, notably in Maurice 
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Ravel’s (1875-1937) works and developed into a distinct aesthetic, sometimes called Neo-

Impressionism,6 which persisted within the French compositional style. Elements of Neo-

Impressionism are heard in composers such as Charles Koechlin (1867-1950), Albert Roussel 

(1869-1937), and Vincent D’Indy (1851-1931). Many Impressionist works preserve the use of 

triadic harmony but remove much of its traditional functionality. For instance, Debussy’s works 

will often use extended major or minor chords without exhibiting the characteristic dominant-

tonic motion that is universal in earlier Western styles. Another important characteristic is the 

use of symmetrical scales, such as whole tone scales. The lack of a leading tone in these scales 

gives the music a “floaty” quality and distinct lack of forward momentum. Significant flute 

works in this style include Prélude à l’Après-midi d’un faune (1894) and Syrinx (1913) by Claude 

Debussy, and Three Sonatines op. 184 (1942) by Charles Koechlin.  

Founded in 1909 by Filippo Marinetti, Futurism was initially a visual art movement as 

well and was obsessed with machines, speed, and industry.7 Music quickly followed the other 

arts; Luigi Russolo’s (1885-1947) Art of Noises (1913) argued for the inclusion of all noises in 

music. Russolo constructed many noise machines, such as the scoppiatore (“exploder”) and 

ululatore (“howler”),8 exhibited between 1913 and 1921 around Europe but destroyed in Paris 

during World War II. The movement’s music never gained widespread popularity, but its effect 

on contemporary composers was profound. Sergey Diaghilev’s enthusiasm for Futurist 

 
6 Grove Music Online, s.v. “Impressionism,” by Jann Pasler, 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.50026. 
7 Grove Music Online, s.v. “Futurism,” by Flora Dennis and Jonathan Powell, 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.10420. 
8 Grove Music Online, s.v. “Luigi Russolo,” by Flora Dennis, 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.24174.  

https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.50026
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.50026
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.10420
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.10420
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performance brought it to the attention of Sergey Prokofiev (1891-1953), Maurice Ravel, and 

Igor Stravinsky (1882-1971), and Arthur Honegger (1892-1955), George Antheil (1900-1959), 

and Edgard Varèse (1883-1965) all expressed admiration of Futurist theories.9 Later musical 

ideas, particularly Musique Concrète, John Cage’s (1912-1992) use of all sounds as musical 

material, and the creation of the prepared piano owe some credit to Futurist experiments and 

theories. The Futurist interest in noise and sounds of industry and mechanization may be 

credited with the expanding timbres of traditional orchestral instruments, such as the inclusion 

of key clicks and air sounds within the flute repertoire.10 While no Futurist repertoire exists for 

the flute, and most of the music used sound machines rather than traditional orchestral 

instruments, works of Edgard Varèse, Arthur Honegger, and John Cage show their influence.  

The Second Viennese School refers collectively to Arnold Schoenberg (1874-1951), 

Anton Webern (1883-1945), and Alban Berg (1885-1935) but can also include Schoenberg’s 

students before World War I and Schoenberg’s Berlin students (in the late 1920s).11 The group 

is unified by their exploration of atonality, joint publications, and use of Schoenberg’s 12-tone 

method in the 1920s. These composers were the main musical representatives of 

Expressionism (1900-1930s), a multi-art movement in Germany in which “an extravagant and 

apparently chaotic surface conveys turbulence in the composer’s psyche.”12 The music in this 

style is generally freely atonal, as in Arnold Schoenberg’s Pierrot Lunaire, op. 21 (1912). Many 

 
9 Grove Music, “Futurism,” 2001. 
10 Nancy Toff, The Flute Book, 3rd ed. (New York: Oxford University Press, 2012), 267.  
11 Grove Music Online, s.v. “Second Viennese School,” 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.53872. 
12 Grove Music Online, s.v. “Expressionism,” by David Fanning, 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.09141. 

https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.53872
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.53872
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.09141
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.09141
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Expressionist works have a focus on the psyche or “inner reality” in the words of Wassily 

Kandinsky, a visual artist in the movement.13  

Schoenberg’s development of the 12-Tone Method, introduced in the early 1920s, and 

Webern and Berg’s enthusiastic adoption of it, cemented this trio’s place in music history. 

Serialism slowly spread out from Germany, first used outside of Schoenberg’s circle by Luigi 

Dallapiccola (1904-1975) in Italy. There is not one particular style associated with serialism, just 

as there is not just one style associated with common practice harmony, as demonstrated by 

the stark differences in Schoenberg’s, Berg’s, and Webern’s 12-tone compositions. 

Schoenberg’s development of the 12-Tone Method was, in large part, to enable the use of 

large-scale formal structures in atonal composition. His serial works are generally more 

structured than his earlier works and often use traditional forms.14 Webern had an admiration 

and interest in Renaissance polyphony.15 His serial music often makes use of small melodic 

fragments which are then reinterpreted throughout a piece. Webern’s short forms, sparse-ness 

of style, use of timbre,16 and pointillism resonated with later composers. He became the 

ideological inspiration for many composers in the Darmstadt School and the post-World War II 

avant-garde.17 While each of these three composers wrote chamber works, there are few using 

the flute, though Schoenberg’s Wind Quintet, op. 26 (1923-24) is one of the earliest works using 

the 12-Tone Method. Felix Greissle arranged Schoenberg’s Wind Quintet for flute or violin and 

 
13 Grove Music, “Expressionism,” 2001.   
14 Paul Griffiths, A Concise History of Avant-garde Music, (New York: Oxford University Press, 1978), 92. 
15 Griffiths, Avant-garde, 97. 
16 Grove Music Online, s.v. “Klangfarbenmelodie,” 2001. https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.15094 
17 Griffiths, Avant-garde, 143-144.  



 

12 

piano in 1926. That piece, along with Webern’s Concerto for Nine Instruments, op. 24, (1934) 

are among the few 12-tone pieces from these composers in the flute repertoire. 

Elsewhere in Europe, outside of the influence of the Second Viennese School, there was 

a plurality of styles and innovation during the interwar period. Paris was the most important 

hub of avant-garde music for flute repertoire, and while Italy and northern Europe had musical 

scenes with their own styles, there is little flute repertoire stemming from these traditions. 

Olivier Messiaen (1908-1992), André Jolivet (1905-1974), and Charles Koechlin were each active 

in Paris in the first half of the twentieth century. The legacy of Impressionism is audible in the 

aesthetics of these composers; Koechlin is sometimes considered a Neo-Impressionist, as noted 

above. André Jolivet and Olivier Messiaen were members of La Jeune France, founded in 1936 

by Yves Baudrier (1906-1988), and were heavily influenced by Edgard Varèse, who was Jolivet’s 

teacher in the 1920s. Jolivet’s works show his interest in primitivism and ritual, utilizing a high 

degree of repetition. Messiaen considered rhythm to be one of the most important aspects of 

music;18 he developed a method of using rhythmic cells and elements of Hindu and ancient 

Greek rhythmic concepts in his works. Following World War II, he transcribed bird songs and 

used them as the basis of his melodic material in works such as Oiseaux Exotiques (1955-6) and 

his only flute and piano work, Le Merle Noir (1951). Messiaen was an important composition 

teacher as well. His students include Pierre Boulez (1925-2016) and Karlheinz Stockhausen 

(1928-2007), some of the most influential voices in the development of Post-War Modernism.  

 
18 Griffiths, Avant-garde, 130. 
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United States 

“[Ultra-modernists] represent the first generation of American composers to step out 

from the shadow of European models, to create a self-consciously independent American 

music.”19 American Ultra-Modernism (1920s-30s) includes composers Ruth Crawford20 (1901-

1953), Carl Ruggles (1876-1971), and Henry Cowell (1897-1965). This group, centered in New 

York City, was interested in developing a new classical music that broke with Romantic and 

European traditions. Charles Seeger’s theory of dissonant counterpoint, based largely on 

motivic transformation (called neumes),21 was a key influence on Ruth Crawford and Henry 

Cowell, both of whom studied with him. Carl Ruggles also composed primarily non-tonal or 

atonal music and was “the most schoenbergian of the New York composers”22 in his use of 

dissonant counterpoint. While these composers were aware of the Second Viennese School, 

they largely used other methods of organizing atonality. Henry Cowell and Ruth Crawford both 

wrote for the flute; however, Cowell’s flute works were mostly composed after he abandoned 

Ultra-Modernism and are in more populist styles. Ruth Crawford’s solo flute work, Diaphonic 

Suite No. 1 (1930), is representative of the trends and musical ideals of the group. Clarity was 

considered an important characteristic in the new American Modern style23 and this work’s 

organization and structures are clearly audible.  

 
19 Joseph N. Straus, The Music of Ruth Crawford, (Cambridge: Cambridge University Press, 1995), 1.  
20 Ruth Crawford Seeger is referred to as Ruth Crawford in this document to distinguish between her and husband, 
Charles Seeger.  
21 A more thorough discussion of Seeger’s theories is included in Chapter 6.  
22 Griffiths, Avant-garde, 114.  
23 Judith Tick, Ruth Crawford Seeger: A Composer’s Search for American Music, (New York: Oxford University Press, 
1997), 202.  
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The American inter-war avant-garde is a diverse category that is somewhat of an 

umbrella term for the work and music of composers active in new music circles such as Henry 

Brant (1913-2008), Edgard Varèse (1883-1965), Aaron Copland (1900-1990), Wallingford 

Riegger (1885-1961), and Virgil Thomson (1896-1989). These composers worked more 

independently than (for example) the Ultra-Modernists, and so they did not develop an easily 

defined genre unified by style, technique, or aesthetic. All were aware of, and affected by, the 

innovations in music happening in Europe. Edgard Varèse was an important figure in New York 

City’s new music community, co-founding the International Composers’ Guild with Carlos 

Salzedo in 1921. Varèse’s works are considered “a precursor to electronic music”24 and he was 

profoundly influenced by the Futurists’ love of urban and mechanical sounds. Varèse was 

fascinated with electronic means of sound production and, once the technology became 

available, combined acoustic instruments with tape, such as in Déserts (1954). The flute 

repertoire from this period ranges in styles from Edgard Varèse’s Density 21.5 (1936/46), which 

includes such innovations in the flute repertoire as key clicks and the use of D7, to Virgil 

Thomson’s Sonata for Flute Alone (1943), which retains a largely consonant musical language 

but experiments with motivic development. These composers are largely focused on the 

combination of new techniques and sonorities with traditional sensibilities.  

Electronic Music 

A major innovation of the twentieth century is the advent of electronic music, such as 

amplification, tape music, and later in the century, audio processing. The first piece combining a 

 
24 Grove Music Online, s.v. “Edgard Varèse,” by Paul Griffiths, 2001, https://doi-
org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.29042.  

https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.29042
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.29042
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live, acoustic flutist with a pre-composed tape was Bruno Maderna’s (1920-1973) Musica Su 

Due Dimensioni (1952); this work shows the influence of previous decades’ tape pieces. 

Composers created the earliest tape works by splicing together recordings of real-world sounds 

as in Pierre Schaffer’s (1910-1995) Etude aux Chemins de Fer (1948), which used recordings of 

trains. By the late 1950s, composers such as Karlheinz Stockhausen were constructing pieces 

purely out of synthesized sounds created by manipulating the tape itself. Tape composition had 

a profound impact on musical composition, even for composers who did not create tape pieces, 

due to the new relationship composers could have with sound: they could directly shape the 

exact sounds, timbres, and effects desired in the manner of painters or sculptures.25 Tape 

pieces allowed for a high degree of rhythmic control, allowing more complexity and 

instantaneous, dramatic changes in timbre, register, and volume. This desire for high contrast 

can be heard in the works of contemporary acoustic compositions by Milton Babbitt (1916-

2011), Luciano Berio (1925-2003), and Mario Davidovsky (1934-2019).   

Post-War Modernism 

Musical Modernism has its roots in the idea that a twentieth century musical style must 

be used to portray the experiences of the twentieth century. While “modernism” is used to 

describe various composers or aesthetics through the first half of the twentieth century, Post-

War Modernism is generally used to refer to the aesthetic, developed following World War II, 

of highly serialized music, largely through the influence of Pierre Boulez (in France) and Milton 

Babbitt (in the United States). Paul Griffiths speculates that the revival of serialism was 

 
25 Griffiths, Avant-garde, 157.  
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connected to the desire to “start afresh and construct anew”26 following World War II. This 

aesthetic was further developed and disseminated through the Darmstadt Summer Courses, 

where Karlheinz Stockhausen and Pierre Boulez taught throughout the 1950s. An innovation 

upon Schoenberg’s 12-Tone Method, which emerged independently in America and Europe, 

was the serialization of all elements of music such as dynamics, durations, and articulation. 

Both Boulez and Stockhausen saw Webern as the intellectual predecessor for the movement, 

“untainted by the Romantic decadence of Schoenberg and Berg.”27 Webern was an important 

aesthetic landmark for the composers of this generation; his concise and highly planned style 

can be heard in various composers’ works including Pierre Boulez and Luigi Nono (1924-1990). 

Growing out of Darmstadt and Modernism is a general post-war avant-garde which has many 

of the same characteristics: atonality, if not necessarily serialism; a high level of notated details; 

disjunct melodies; and the use of processes to guide composition. New ideas which developed 

in the 1950s and 60s, both at Darmstadt and outside of the courses’ influence, include: 

exploring indeterminacy, rhythmic complexity, silence, and the fusing of non-western and 

western genres. Tōru Takemitsu (1930-1996), Kazuo Fukushima (b. 1930), and Isang Yun (1917-

1995) all started to be known internationally and have their works performed in Europe by the 

late 1950s, combining many elements of Modernism with the sounds of Japanese and Korean 

flutes. The works of Pierre Boulez, Karlheinz Stockhausen, Luciano Berio, Bruno Maderna, and 

Milton Babbitt were instrumental in shaping the Post-War Modernist aesthetic. The influence 

of this style is felt in the works of Charles Wuorinen (1938-2020), Ursula Mamlok (1923-2016), 

 
26 Griffiths, Avant-garde, 142. 
27 Ibid., 144.  
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Donald Martino (1931-2005), Mario Davidovsky, and Giacinto Scelsi (1905-1988).       

The discussed stylistic trends provide context and allow performers to see the 

relationships between various composers and artistic movements, an important factor when 

determining performance practice, which is discussed in Chapter 4. However, the style guide 

(Chapter 4) and curriculum guide (Chapter 5) are not organized using musical and artistic 

movements. Chapter 4 focuses on broader performance trends utilized by performers working 

in the early- to mid-twentieth century and Chapter 5 is organized by the technical and aesthetic 

characteristics of individual works such as rhythm, disjunct melodies, and twentieth century 

phrase shapes.  

While there are many works which help to bridge these styles, there is a distinct lack of 

solo or flute and piano works from the interwar period employing avant-garde styles or 

elements, particularly among the German and Eastern European composers, and United States 

Ultra-Modernists. Similar to the Romantic era, many of the best examples of the early 

twentieth century avant-garde are within the chamber or orchestral literature. One of the best 

known twentieth century chamber works including the flute is Arnold Schoenberg’s Pierrot 

Lunaire, op. 21 (1912). Pierrot, for a sextet of flute/piccolo, violin/viola, clarinet/bass clarinet, 

cello, piano, and soprano is an excellent example of musical Expressionism. However, neither 

Schoenberg nor any of his peers wrote a solo flute or flute and piano work. There is one 

movement of Pierrot for flute and soprano duet, but this is not commonly performed outside of 

the entire work. The orchestral literature also has many examples of the early twentieth 

century avant-garde, such as Stravinsky’s Le Sacre du printemps (1913), Alban Berg’s Wozzeck 

(premiered 1925), and Luigi Dallapiccola’s Volo di Notte (1940).   



 

18 

CHAPTER 2 

PEDAGOGICAL CHALLENGES OF AVANT-GARDE REPERTOIRE 

The music of the early and mid-twentieth century is notable for its innovation, its lack of 

stylistic unity, and its rejection of prior centuries’ musical conventions. This creates unique 

pedagogical challenges for students and teachers studying these pieces, including technical and 

stylistic challenges, such as difficulty identifying phrases or in creating an interpretive 

framework.   

To discover the aspects of these works which are most problematic for students, I 

conducted a series of personal interviews with Prof. Molly Barth, Dr. Lisa Bost-Sandburg, Dr. 

Kyle Hutchins, Dr. Joseph Klein, Dr. Elizabeth McNutt, Ms. Shanna Pranaitis, Dr. Rachel Rudich, 

and Dr. Shannon Wettstein-Sadler. This group includes instrumentalists teaching at the 

collegiate and high school levels and a composer teaching at the collegiate level. Each was 

selected, in large part, because they teach in traditional programs that do not necessarily have 

a contemporary music focus. Klein was included because of his experience teaching 

Contemporary Materials and Techniques I and II, a course for aspiring composition majors 

designed to introduce students to the styles and innovations of twentieth and twenty-first 

century avant-garde music. In the interviews, each discussed how they use early twentieth 

century works in their pedagogy, what they consider to be the landmark works of 1900 to 1960, 

and strategies for introducing students to stylistically unfamiliar works. These discussions 

revealed that there is a gap in the pedagogy; many of the interviewees, largely due to time 

constraints, focus their twentieth century pedagogy on the extended technique repertoire. 

Several interviewees work primarily with undergraduates and cited the lack of technically 
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accessible works in avant-garde styles.  

Over the course of the interviews, several pedagogical challenges were identified, which 

can be summarized as either challenges with technical skills or challenges with stylistic skills. 

The main technical challenges include rhythmic complexity, unfamiliar finger patterns, and 

dynamic flexibility. The main stylistic challenges include difficulty conceptualizing unfamiliar 

structures and forms, lack of familiarity with non-tonal phrasing, and understanding the shift in 

musical priorities between various works. Another hurdle regarding several post-war avant-

garde works is fear of discomfort; these works require unfamiliar finger patterns and are not 

sight-readable; it takes hours of effort before the students can perform them convincingly.  

Rhythmic complexity is one of the defining characteristics of the twentieth century 

avant-garde in both pre- and post-war works. Many pedagogues, including Rudich, Bost-

Sandberg, Wettstein-Sadler, and McNutt cited rhythm as one of the main challenges for 

students approaching twentieth century works for the first time.28 Common characteristics of 

avant-garde works include a loss or obscuring of pulse, extensive use of ties, frequent meter 

changes, unusual meters, or abandonment of meter altogether. Even in works which do 

preserve a consistent pulse, some pieces use phrasing bar lines, then deliberately add or omit a 

sixteenth or eighth note from the phrase, which makes the traditional method of learning 

rhythms with a metronome on a main pulse impossible. Additionally, several twentieth century 

works use the eighth note as the primary unit of time, which results in cluttered, difficult-

 
28 Rachel Rudich, interview by Anne Dearth Maker, June 30, 2021; Lisa Bost-Sandberg, interview by Anne Dearth 
Maker, June 24, 2021; Shannon Wettstein-Sadler, interview by Anne Dearth Maker, June 3, 2021; Elizabeth 
McNutt, interview by Anne Dearth Maker, January 27, 2022.  
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looking works even if they are rhythmically relatively simple.29 Even in more tonal/hierarchical 

works, composers adopted many of the innovations of the avant-garde, for example, non-

symmetrical and rapidly changing subdivisions in Paris Conservatory works. 

A common hurdle for students learning twentieth century works for the first time is the 

abundance of accidentals. In Paris Conservatory works, key changes are very common, resulting 

in liberal accidental use; however, in non-tonal or atonal works, the accidental use is much 

more pronounced. With no home key for any given measure, performers must be extra vigilant 

when learning new works as there is no tonal center to help contextualize the chromaticism. 

Wilkes states in his 1989 article that playing atonal works requires a different type of mental 

processing than in tonal works. While learning to play within a key means applying a consistent 

rule across a large span of time, learning to play non-tonal or highly chromatic pieces means 

interpreting information as it appears with no longer-term rules beyond that single note.30 As 

nontonality, atonality, and eventually serialism became more common, the familiar finger 

patterns built on scalar or triadic motion are used less and less, and new patterns must be 

learned. Many early- to mid-twentieth century works employ rapid mixing of large and small 

intervals, with tritones, 7ths, and 9ths as common intervals.  

Dynamics (primarily markings such as pp, f, etc. but also including crescendo and 

diminuendo markings) present another technical challenge: the dynamics of avant-garde works 

often change dramatically and suddenly, are incongruous for the octave they are marked in, 

and are often layered with abrupt registral changes. Whereas in traditional styles, dynamics 

 
29 John Wilkes, “Contemporary Instrumentalist,” British Music Educators Journal 58, May 1989: 39. 
30 Ibid. 
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generally follow the shape of a phrase, dynamics in avant-garde works are more often used to 

create interest, motion, or tension. While all flute repertoire requires dynamic and registral 

flexibility, the intensity, extremes, and abruptness required in twentieth century avant-garde 

repertoire is often beyond what is called for in older repertoire. Because the dynamics often 

fundamentally shape the phrasing of pieces, practicing these types of works can be frustrating if 

the student is still building the necessary embouchure control. For developing players, the 

dynamic challenges of new music may present a greater challenge than many teachers or 

composers realize.  

In addition to technical considerations, the twentieth century avant-garde can also be 

extremely challenging stylistically. Many students and teachers are unfamiliar with these works 

as they are simply less popular than the more commonly performed tonal or hierarchical-based 

works. Such unfamiliarity can lead to discomfort, or even fear. Klein noted that a lack of tonality 

can lead performers to treat twentieth century works as “a completely foreign language rather 

than an extension of their own traditions and experiences.”31 Rudich and McNutt both 

mentioned the lack of familiarity with patterns and structures as a big hurdle for many 

advanced performers when playing these works for the first time. “Sounding good” is a core 

component of flute pedagogy for high-level students and being presented with a new style that 

they can’t sight-read and don’t understand has them “sounding bad” while they learn the new 

patterns and style.32 This is perhaps the biggest challenge to overcome for students when 

 
31 Joseph Klein, interview by Anne Dearth Maker, February 13, 2022.  
32 Rudich, interview; McNutt, interview.  
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approaching these works for the first time; many players dislike sounding like a beginner or 

feeling uncomfortable. 

Most students also lack listening experience in avant-garde styles. McNutt noted vast 

differences in the amount of time students spend listening to tonal/tonal-tradition music versus 

avant-garde/non-hierarchical works and how that lack predisposes students to a lack of 

confidence when interpreting newer styles.33 Students often spend years learning conventions 

and structures of tonal works from a young age, through private lessons, band, orchestra, and 

popular culture; however, avant-garde works are much less commonly encountered as part of a 

student’s early education. This lack of familiarity also leads to lack of performance models: 

students’ known and trusted recording artists may not have recorded these works, and 

students may have trouble assessing the quality of the recordings they do find, which are often 

only available on unvetted online sources. Due to this unfamiliarity and the technical challenges 

discussed above, these works can inspire confusion, discomfort, fear, or outright dislike.  

Many modern works, particularly works written during the 1920s and 1930s, combine 

modern conventions with older forms. Wettstein-Sadler mentioned this to be particularly 

challenging for inexperienced pianists who may not have the grounding in Baroque-style 

counterpoint that often inspired modern composers.34 While flutists are often experienced 

performing Baroque works due to their prevalence in early pedagogy, the unaccompanied 

works with implied polyphony are very challenging, requiring many of the same skills modern 

repertoire requires. There are several unaccompanied Baroque works that are routinely part of 

 
33 McNutt, interview. 
34 Wettstein-Sadler, interview.  
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the repertoire, including C. P. E. Bach’s Sonata in A Minor (1747), J. S. Bach’s Partita in A Minor 

(1723), and G. P. Telemann’s 12 Fantasies (1732-33), but again, these pieces are very 

challenging and are usually studied later in a student’s education. They are also vastly 

outnumbered by accompanied works which do not make the same demands on the performer.  

The practical ramification of most students’ unfamiliarity with avant-garde works is a 

difficulty understanding the underlying building blocks of the music, which may result in 

rambling, uncommitted, unfocused performances. Phrasing is often the first stylistic challenge 

to overcome for students; recognizing how to phrase in the absence of tonality or familiar 

melodic structures can be extremely difficult. This was noted by several pedagogues, including 

Klein, who observed that twentieth century works often focus on “pure sound” rather than 

tonality.35 The ways non-tonal works build tension and resolve is different, often based on 

motivic development, contrasts, or density of material. This problem is compounded in serial 

works which may seem random, with a rapid mix of pitches, dynamics, and note values. Many 

avant-garde works’ lack of obvious meaning and composers’ desire to “start fresh,’’ breaking 

from the emotion-laden styles of the past36 can also cause students to struggle to present a 

cohesive performance.  

The shift in performance practice from tonal/traditional works to the twentieth century 

avant-garde can also be challenging for students. Many avant-garde works employ abrupt 

changes and discourage any softening of transitions in dynamics, mood/feel, or tempo. This 

contrast might be the most important musical priority of the piece, so any blending of the 

 
35 Klein, interview. 
36 Griffiths, Avant-garde, 142. 
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contrast would result in a nonsensical performance. Vibrato usage is another performance 

practice consideration that may differ in avant-garde works as compared to traditional/tonal 

works.  

Extended techniques are a commonly cited barrier-to-entry for contemporary 

repertoire; they are considered by many teachers to be “too hard” even for advanced students. 

In the NFA graded repertoire guide, all extended techniques are considered to be the same 

difficulty level despite a large gulf in technical difficulty between, for example, key clicks, 

unfocused air sounds, and delicate multiphonics. The focus of this document is on style and 

aesthetics; it does not include a thorough discussion of extended techniques. Several books and 

online resources exist that focus on explaining and teaching these techniques including The 

Other Flute by Robert Dick, Flûtes au présent and La Flûte Multiphonique by Yves-Pierre Artaud, 

FluteXpansions.com, The Avant-garde Flute by Thomas Howell, and The Techniques of Flute 

Playing by Carin Levine. Many etudes also exist to help performers build competency with 

extended techniques, including Flying Lessons Volume I and II (1984/1986) by Robert Dick (b. 

1950), For the Contemporary Flutist (1992) by Wil Offermans (b.1957), and Etudes (1986) by 

John Heiss (b. 1938). However, many of these sources do not discuss the interpretive decisions 

that often are left to performers when performing these sounds in the context of a larger work. 

These interpretive decisions are addressed in Chapter 5. 

Chapter 4: Style Guide and Chapter 5: Curriculum Guide address these gaps in pedagogy 

and present a progressive repertoire list focusing on building the necessary skills to perform 

twentieth century works. The style guide discusses performance practice changes required by 

the various genres that emerged between 1900 and 1970, while the curriculum guide includes 
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techniques and practice methods to build competency with required technical skills. Generally, 

the listed problems are addressed at the beginning of the curriculum guide, with specific 

repertoire examples found within each unit. 
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CHAPTER 3 

EXISTING MATERIALS 

There are few materials designed to help students develop competency with twentieth 

century avant-garde styles that are not focused on extended techniques. Many extended 

technique manuals and etudes exist, but they either employ the full array of avant-garde 

idioms developed over the past century, or they are based on folk or popular music styles. 

These etudes, such as Robert Dick’s Flying Lessons (1984), assume a performer is familiar and 

comfortable with avant-garde idioms and focus on teaching extended timbres and techniques 

rather than the avant-garde characteristics of rhythmic complexity, musical silence, or motivic 

structures.  

The following materials, a mix of books discussing performance practice, tone and 

technique studies, and published etudes, address twentieth century performance in varying 

degrees. While many of these materials are aimed at performing older or more tonal styles, 

they can be useful in building the technical skills required by twentieth century avant-garde 

works.  

The Flute Book by Nancy Toff includes several chapters on elements of flute 

performance and stylistic overviews of the historical eras, including the twentieth century. In 

her chapter on style, she states that it is up to the performer to deduce appropriate stylistic 

choices based on “structural analysis and conversance with the idiom.”37 This advice and skill is 

vital to performing twentieth century works because of the plurality of styles and genres. 

 
37 Toff, Flute Book, 141.  
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However, Toff focuses primarily on tonal works, emphasizing the importance of flutists 

possessing basic musicianship and an understanding of common practice harmony. She does 

include some advice for the interpretation of avant-garde works, including the use of 

recordings to learn performance practice.38 In chapters on flute technique, she includes some 

techniques which developed in the twentieth century, such as circular breathing and flutter 

tongue, and the section on the historical use of vibrato is very thorough. Toff doesn’t 

specifically address the ways in which avant-garde music alters vibrato usage, but she includes 

general advice on the use of vibrato in performance and the ways it affects the sound. Toff 

provides a good historical overview and survey of twentieth century repertoire and 

composition, dividing the chapter by nationality but then combining all “avant-garde” 

composers into one section. Like most resources, Toff’s discussion of the twentieth century 

focuses on the incorporation of extended techniques and timbres, new notation methods, and 

the flute’s growing role as a solo instrument, rather than practical performance advice.  

There are several books which address performance practice for woodwinds, such as 

David McGill’s Sound in Motion, Arthur Weisburg’s Art of Wind Playing, Philip Farkas’s The Art 

of Musicianship, and Erwin Stein’s Form and Performance. These books, all published after 

1960, largely focus on music composed before 1900, with the exception of Weisburg and Stein. 

Only Weisburg addresses practical performance differences in the twentieth century. He 

describes the unique characteristics of twentieth century composition including new phrase 

shapes derived from serial practices, expanded instrumental range in pitch and dynamics, and 

 
38 Toff, Flute Book, 153.  
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the new use of timbres and techniques. He summarizes contemporary music’s style in nine 

points that focus largely on the use of instrumental extremes, “great attention to precise 

notation,” extended techniques, and “emphasis on sound as an end in itself.”39 Despite this 

excellent summary, there are no practical examples of how to perform or phrase in avant-garde 

works; Weisburg’s musical example of phrasing is the bassoon solo from Tchaikovsky’s 

Symphony No. 4 (1878). Stein addresses several aspects of modern performance including the 

various functions of rests or silences and the separation of musical phrases from the necessity 

of breathing, but he seems to approach musical interpretation with a certain disdain for the 

specifics of notation. He states, “[r]ests should be taken at their exact arithmetical value as 

rarely as the notes”40 going on to explain how the value should be altered depending on the 

purpose of the rest in the structure of the phrase. This is clearly not applicable to much of the 

contemporary repertoire, which often changed the conventions Stein would be relying on to 

make these types of musical decisions. The musical examples in the book draw largely from the 

Romantic era but do include some examples of Baroque composers, and Schoenberg’s and 

Berg’s works (which are played using Romantic performance conventions). While Stein’s book is 

rather dated at this point, the first edition being published in 1962, it does provide insight into 

the performance conventions of his time.  

Other instruments also have few resources for learning the style or performance skills 

required by the twentieth century avant-garde. Mia Detwiler’s 2021 doctoral dissertation 

focuses on the technical skills of performing twentieth and twenty-first century works for violin 

 
39 Arthur Weisberg, The Art of Wind Playing, (New York: Schirmer Books, 1975), 116.  
40 Erwin Stein, Form and Performance, (New York: Limelight Editions, 1989), 46.  
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and includes several etudes Detwiler composed to help intermediate violinists build the 

necessary technique. John Wilkes’s article, “The Contemporary Instrumentalist,” discusses how 

to incorporate avant-garde performance skills into the Associated Board of the Royal Schools of 

Music (ABRSM) guidelines for clarinet at various grade levels, including rhythmic competency, 

comfort with chromaticism, and extended techniques. Finally, Sharon Mabry’s 2002 book, 

Exploring Twentieth-Century Vocal Music: A Practical Guide to Innovations in Performance and 

Repertoire, combines a technique guide with a style guide, discussing topics such as interpreting 

nonsensical texts, learning non-tonal melodies, and building stylistically diverse recital 

programs. Each of these three works focus primarily on technique, although Mabry includes a 

chapter on the interpretation and conceptualizing of avant-garde works.  

There are many studies or technique books which can help students build the flexibility 

and technical skills required by twentieth century music, though few are labelled as such. One 

notable work is Tone Development Through Extended Technique by Robert Dick which includes 

exercises on throat-tuning, harmonics, whistle tones, pitch-bending, the extended fourth 

octave, timbre fingerings, and multiphonics. Each of these exercises aid in building flexibility 

and strength in the embouchure, but the most useful sections are the harmonics exercises and 

timbre fingerings. The harmonics exercises include all fingering options for any given pitch, not 

merely the most in tune or clearest sounding, and include articulation variations and dynamics. 

This exercise develops strength in the embouchure, builds muscle memory for the different 

registers, and improves tone quality for the regular fingerings. The later harmonics exercises 

include large registral leaps with a different dynamic marked on each note, mimicking the 

demands of twentieth century repertoire. The following section, “Fourth Octave Pitches,” 
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includes instructions on building comfort and fluency with C7 to F#7. Timbre fingerings are 

presented as a resource with the instruction to “practice them as scales.”41 The section includes 

“Diffuse Tones,” “Bright Tones,” Bamboo Scales,” and “Timbre Trills.” This library of alternate 

fingerings, labeled with the necessary embouchure changes and pitch tendencies, is very 

helpful when alternate timbres are notated in the repertoire, as fingerings are often not 

provided, and a performer must instead choose an appropriate sound.  

 
Example 1: Diffuse tones from Tone Development Through Extended Technique by Robert Dick. 

 
They are also useful in situations marked as harmonics where a harmonic is not possible, either 

due to there not being a harmonic available on that pitch, as in Franco Evangelisti’s (1926-1980) 

Proporzione (1958), or an indicated harmonic is impossible in context, as in Berio’s Sequenza I 

(1958). Pitch-bending is a common exercise in tone books; it is included in Trevor Wye’s Tone 

Book as well. In Dick’s Tone Development Through Extended Technique, pitch-bends are 

presented in a chromatic long tone exercise, covering all pitches from B3 to C7. Pitch-bends are 

a common element in many works in the twentieth century canon including Kazuo Fukushima’s 

 
41 Robert Dick, Tone Development Through Extended Techniques, (St. Louis: Multiple Breath Music Company, 
1986), 28.  
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Mei (1962) and Henry Brant’s Mobiles (1932). While the skill is useful for general intonation, it 

is vital to develop comfort with the technique for the pieces that use it motivically or timbrally.  

From the etude literature, the most commonly studied books feature romantic, tonal 

styles, but there are a few books that do begin using the new innovations of the twentieth 

century. Sigfrid Karg-Elert’s (1887-1933) 30 Caprices (1918) primarily employ a tonal, late 

romantic style and are highly chromatic. They begin introducing rhythmic complexity through 

changing subdivisions, asymmetric subdivisions such as fives and sevens, and using beamings to 

show a changing pulse. There is one freely atonal etude. Jacques Castérède’s (b. 1926) Douze 

Études (1962) are also generally based on triadic harmonies but introduce a similar level of 

rhythmic complexity as the Karg-Elert. The Castérède etudes are in a French style while Karg-

Elert’s are in a German style; both are technically difficult. Harald Genzmer’s (1909-2007) 

Neuzeitliche Etüden (1956) are easier than both the Karg-Elert and Castérède etudes from a 

technical standpoint but are more stylistically adventurous. The Genzmer etudes are largely 

atonal, introducing non-tonal finger patterns, but use straightforward, familiar meters and 

rhythmic patterns. The style of Genzmer’s etudes is similar to Paul Hindemith’s Acht Stücke 

(1927), Ruth Crawford’s Diaphonic Suite No. 1 (1930), and other freely atonal works. Each of 

these three etude collections use only traditional technique with no extended techniques called 

for beyond flutter-tongue. The Karg-Elert and Castérède etudes are commonly studied in 

undergraduate programs, and while Genzmer’s etude books are less popular, they are included 

in the NFA Selected Flute Repertoire and Studies (2009). 

The existing avant-garde etudes, such as Robert Dick’s Flying Lessons Volume I and II 

(1984, 1986), Harvey Sollberger’s (b. 1938) Quodlibetudes (1988), and John Heiss’s Etudes 



 

32 

(1986) are aimed at teaching extended techniques and require a high level of competency with 

modern styles and conventions. Wil Offerman’s For the Contemporary Flutist (1992) and Phyllis 

Louke’s (b. 1954) Extended Techniques-Double the Fun (2004) focus on extended techniques 

and use folk music or tonal idioms. All these works use phrasing bar lines and variable phrase 

structures, as well as a large amount of extended techniques.  

 
Example 2: Line 7 from Flying Lesson Vol. 2, no. 1 by Robert Dick. 

 
Walfrid Kujala’s technique book, The Flutist’s Vade Mecum, includes an interval exercise 

which introduces non-triadic intervals and exercises based on alternating major and minor 

intervals, whole tone scales, and octatonic scales. Many of the exercises include changing 

subdivisions between sixteenths and triplets, and asymmetrical subdivisions of fives and 

sevens. His expanded interval exercise is very useful for building the necessary finger technique 

and embouchure flexibility required in twentieth century works. It begins on a single pitch, 

plays three descending intervals, then returns to the starting pitch. It works its way outwards, 

starting with half-steps and ending with perfect fifths, and includes reordering pitches in the 

pattern to include all possible interactions of the three notes.  
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Example 3: Interval exercise from Walfrid Kujala’s The Flutist’s Vade Mecum 

 
The exercise helps to build comfort and skill with rapidly changing octaves and large intervals.42 

The composed accelerandos43 are useful for building rhythmic skills due to the gradually 

speeding rhythms, from half notes to thirty-second notes over two-octave major and minor 

scales. The constantly changing subdivisions, while all similar (only moving one “degree” at a 

time), help build the necessary comfort with more distant subdivision changes and for more 

complicated pitch patterns.  

 
Example 4: Composed accelerandos from The Flutist’s Vade Mecum by Walfrid Kujala. 

 
42 Walfrid Kujala, The Flutist’s Vade Mecum, 2nd ed., (Evanston, Il: Progress Press, 2012), 47.  
43 Ibid., 72. 
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Marcel Moyse’s De la sonorite has a similar interval exercise, “Attack and Slurring of 

Notes,” this time alternating ascending/descending chromatic notes with the starting pitch. 

Moyse’s exercise has instructions for varying articulation patterns as well, which is useful in 

building the additional skill of non-intuitive slurring patterns. 

 
Example 5: Interval exercise from De la sonorite by Marcel Moyse. 

 
As this exercise is written to start on every chromatic pitch, it can be used to practice extreme 

register changes, slurring across multiple octaves, and staccato in every register. This exercise is 

notated to include C4 to C7, but can easily be extended lower to include B3 and higher to 

include the entire fourth octave. Also in De la sonorite is a low-register dynamics exercise, 

“Suppleness in the Low Register,” aimed at building fast, controlled crescendi and diminuendi. 

The instructions say these exercises may be practiced in other registers but cautions that 

practicing them in the high register is extremely fatiguing.44 This exercise is a good building 

block to develop the dynamic control and endurance required by avant-garde repertoire that 

often employs subito dynamics. Despite Moyse’s caution, the exercise should be practiced in all 

registers to help build the flexibility and endurance required by twentieth century repertoire. 

Again, this exercise only extends to C4 but can easily be transposed to include B3.  

 
44 Marcel Moyse, De la sonorite, (Paris: Alphonse Leduc, 1934), 10. 
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Example 6: Low register flexibility exercise from De la sonorite. 

 
Another of Moyse’s books, Études et exercices techniques pour la flûte, has multiple 

exercises that are well-suited to building avant-garde technique, particularly Exercise 12, the 

low register articulation exercise, Exercise 11, the four or eight-note small interval patterns, and 

Exercise 13, the chromatic interval exercise. Exercise 12 instructs the player to practice with 

single, double, and triple tonguing, which requires a high degree of accuracy of air direction, air 

speed, and embouchure control to execute properly. By adding dynamics, both loud and soft, 

clarity of piano articulation and a loud low register can be cultivated. Exercise 11 helps to 

develop non-tonal technique and build the skill of learning atonal passages.  

 
Example 7: Excerpt from Exercise 11 from Études et exercices techniques pour la flûte by Marcel 

Moyse. 

 
The figures each include direction changes, a common component of non-tonal melodies and a 

skill that is neglected in traditional scale and arpeggio exercises. Exercise 13 includes every 

interval up to an octave beginning with C4-Db4, working through each interval in succession: 

half steps, then whole steps, etc., widening the intervals as the exercise progresses. The 

instructions state to play this slowly, but by working on speed in this exercise, flutists can gain 
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experience with the quick and sudden register changes that are especially common in post-war 

repertoire. The exercises in this book are in the range C4 to B6, but Exercise 13’s 

straightforward pattern can begin lower, on B3, and continue higher to practice the fourth 

octave pitches. Exercise 12 can be transposed down a half-step to include B3 as well.  

 
Example 8: Excerpt of Exercise 12 from Études et exercices techniques pour la flûte by Marcel Moyse. 

 
The existing pedagogical materials lack in resources that encompass the plurality of 

musical styles in use from 1900 to 1960. Notably absent are etudes in styles similar to Second 

Viennese School composers, especially Webern-style pointillism, Schoenberg’s early 

Expressionist works, or post-war serialism. One composition that starts to fill this gap is Pierre 

Boulez’s Deux extraits du “Marteau san maître” (2007). Universal Editions published two 

excerpts from the larger work, Le Marteau san maître (1955), as etudes for alto flute after they 

were set as required audition pieces for admittance to the Lucerne Festival Academy. The first 

excerpt is the flute part from the third movement, and the second consists of selections from 

the ninth movement.45 This study is representative of post-war serialism, particularly the work 

of composers associated with the Darmstadt Summer Courses. It is a valuable addition to the 

repertoire, but at this time, it is not widely studied. It is included neither on the National Flute 

Association’s graded repertoire and etude list nor in the recommended repertoire lists surveyed 

in this document.46   

 
45 Pierre Boulez, Deux extraits du “Marteau sans maitre,” (Vienna: Universal Editions, 2007).  
46 Molly Barth, Flute Studio Undergraduate Handbook, accessed November 10, 2020.   
http://mollybarth.com/flute-studio-resources/. 

http://mollybarth.com/flute-studio-resources/
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CHAPTER 4 

STYLE GUIDE 

When assessing a work to determine performance options available to a performer, the 

first step is to consider the date of composition, the composer’s nationality, the composer’s 

working dates (the range of time in which the composer was studying and writing music), and 

close associates. While this background work may seem obvious, Mabry notes its importance 

when it comes to twentieth century works.47 The amount of stylistic diversity, stark changes 

even within a single composers’ output depending on decade, and the varying performance 

traditions that developed along with each style render this step vital. The dominant 

performance practice the composer likely had in mind when writing the piece can be 

extrapolated from this information. For works written in the pre-World War II era, American 

and French composers’ works tend to utilize the French School style of performing, 

characterized by a “pure, silvery tone”48 and “tonal homogeneity”49—in the United States, this 

is due to the influence of Paul Taffanel (1844-1908) and Georges Barrère (1876-1944) upon 

early twentieth century American flute performance. German, Austrian, or Eastern European 

composers’ works tend to use a “denser, more overtly powerful sound”50 than the French style 

and historically almost entirely without vibrato.51 In post-World War II works, these national 

styles begin to blend into an international style that is largely based on the French-American 

 
47 Susan Mabry, Exploring Twentieth-Century Vocal Music, (New York: Oxford University Press, 2002), 36. 
48 Toff, Flute Book, 104. 
49 Ibid., 105. 
50 Ibid., 106. 
51 Ibid., 106-107.  
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style, and performance practice becomes much more reliant upon the dominant features of the 

music, regardless of the nation of origin. It is also important to consider for whom the works 

were written or to whom they were dedicated. Some prominent flutists of the early and mid-

twentieth century avant-garde include Severino Gazzelloni (1919-1992), Harvey Sollberger (b. 

1938), Samuel Baron (1925-1997), Georges Barrère, Roberto Fabbriciani (b. 1949), René LeRoy 

(1898-1985), Frances Blaisdell (1912-2009), and Yves-Pierre Artaud (b. 1946). Again, the 

nationality of these flutists often indicates their performing style and archival recordings of 

many of these performers are available for students to reference.  

When looking at the actual notated music, there are several choices performers must 

make. What is the hierarchy of musical parameters in this work? How is this work structured, 

and what is the dominant organizational element? How should vibrato be used? How should 

tone quality be balanced against dynamics and articulation? These questions should all be 

considered and influenced by the information discerned from the background of the piece, 

composer, and first performer. However, most can be discerned directly from a composition.  

Pre-War Avant-Garde Performance Practice 

The biggest change from earlier eras, or from contemporary non-avant-garde works, is 

the abruptness that can be found in avant-garde works, particularly in the interpretation of 

dynamics. Read dynamic and tempo changes literally, and do not anticipate dynamics or 

changes in the music until they are marked.52 This is a noted characteristic raised by many 

pedagogues including McNutt, who called it “an abruptness of style.” Such abruptness counters 

 
52 Weisberg, Woodwind Playing, 112-113. 
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much of the training flutists receive, which is to blend transitions.53 Otherwise, pre-World-War-

II works generally use the same familiar conventions employed by more tonal works. Basics of 

good tone, intonation, and clear articulation are prioritized over the intention or energy of an 

accent. For example, it would not be acceptable to play an accent so exuberantly that a note 

cracks. 

Use of tone colors still generally follows national styles in this era, but composers began 

to experiment with ways to ask performers for other types of sounds. French (and French-style) 

composers sometimes described the desired sound or mood with text. Philippe Gaubert’s 

Fantaisie (1912) uses the marking très espressif often, and measures 114-115 have calme mais 

bien expressif marked, indicating a color change. This is taken further in avant-garde works. For 

example, in Charles Koechlin’s Sonatine No. 2, Op. 184 (1942), there is a passage which is 

marked to be played with harmonics rather than standard fingerings, implying Koechlin desired 

a dramatic color change in that passage.  

 
Example 9: Harmonics use in Sonatine No. 2, Movement 1, by Charles Koechlin. 

 
Austro-German composers, such as Arnold Schoenberg, often used dynamics and 

 
53 McNutt, interview.  
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register to create desired colors. For example, in Pierrot Lunaire, the flute is marked pppp in the 

low register (movement 7, measure 15), which implies an airy, very light sound, particularly 

with the instrumentation of flute and solo voice.  

 
Example 10: Dynamic use in Pierrot Lunaire, movement 7, by Arnold Schoenberg. 

 
However, this technique of using dynamics and register to create a desired timbre is not unique 

to Austro-German composers; register and dynamics are used to indicate drastic color changes 

in several French and American composers’ works as well, sometimes along with text 

descriptions, as in Jolivet’s Cinq Incantations (1936).  

 
Example 11: Subito dynamics in Schoenberg’s Pierrot Lunaire, No. 18: Der Mondfleck 

 
Dynamics, while always an important aspect of musical expression, take on new 

importance in twentieth century repertoire. Particularly in more motivic works, dynamics often 

aid in the structure of works rather than being an expressive tool of the performer. Even in 
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Schoenberg’s Pierrot Lunaire (1912), the subito forte and piano dynamics drastically change 

how the figures build into the rest and interact with the other parts.  

While traditionally dynamics are often added to a performance after the fact, it’s vital 

that observation of dynamics be incorporated into the learning process of twentieth century 

works from the beginning; many aspects of phrasing and structure will be missed by ignoring or 

attempting to add dynamics later. From a purely technical standpoint, subito dynamics require 

specific embouchure changes, and by attempting to add them after the fact, a performer is 

essentially relearning the required movements and control. The required embouchure shifts of 

registral changes and large intervals are particularly affected by dynamic changes.  

Modern performance practice, informed largely by the French-American style, uses 

vibrato as a “more or less continuous pulsation or shimmer in the tone”54 regardless of the 

national origin of the piece being performed. This use of vibrato originated with Paul Taffanel in 

the early 1900s, and accordingly, French and American pieces were likely written with 

consistent vibrato use considered part of the tone. Elsewhere in Europe, vibrato was not widely 

used until the development of an international style later in the century; however, modern 

performance practice does often perform Romantic works originating in these regions, such as 

Carl Reinecke’s (1824-1910) music, with a continuous vibrato. It is logical to extend this 

convention into the works of Arnold Schoenberg or Sigfrid Karg-Elert. Vibrato begins to be used 

more sparingly and judiciously as the century progressed and its use is often connected to the 

density of dynamics and timbral changes. Timbral inflections can be masked by heavy vibrato, 

 
54 Toff, Flute Book, 113. 
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thus vibrato use must be carefully decided in works that use timbre changes as a musical 

priority. Vibrato should also be used judiciously in works with very detailed dynamics; a heavy 

vibrato can smooth the dynamic changes and obscure the notated dynamic content of the 

piece.  

In much of the early- to mid-twentieth century, many avant-garde composers kept 

forms simple. Many pieces or movements are quite short as composers learned how to develop 

pieces in new ways; some composers utilized historic structures such as Baroque dances or 

binary forms. Neoclassical trends in both Europe and America contributed to a prevalence of 

these historical forms. Recognizing these simple forms can aid in interpretation. As in Classical 

era concerti, the return of opening material is notable and should be emphasized in the 

performance by maintaining similar phrasing and interpretation to help communicate this 

return to the audience. Audiences sometimes struggle to hear the music through their modern 

aesthetic so a performer highlighting simple forms or repeating motives through phrasing and 

interpretation often helps a work make more sense to both performer and listener.55  

Due to experimentation with new ways of structuring music, many Romantic 

performance conventions that relied on harmony and phrase structure no longer apply to 

avant-garde works. Composers were careful to notate many details that previously had been 

part of the stylistic knowledge of performers such as: phrasing and breath marks, subtle 

dynamics which shape phrases, vibrato usage, and articulation. These interpretive markings 

may be contrary to performer instincts but can have profound effects on the expressivity of the 

 
55 Stewart Gordon, “New Davidites: IX,” The American Music Teacher 25, no. 1 (September/October 1975): 26.  
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work and should not be altered to a performer’s preference. Performers should be careful not 

to default to the conventions of tonal styles.  

Another aspect of performance unique to the twentieth century is that phrase and note-

endings grow more varied. In prior centuries’ flute works, nearly every phrase ending is tapered 

to imitate the decay of a piano or string instrument. Conversely, in the twentieth century, 

composers began asking for alternative endings. For example, in Karg-Elert’s Sonata 

Appassionata (1917) and Debussy’s Syrinx (1913), there are notated crescendi ending with a 

rest. This new variety of note endings provides many interpretive choices to performers. The 

way a note connects to a rest or silence can radically change the feeling of the successive break. 

A gently tapered ending can make a rest feel like a moment of repose; a cleanly cut crescendo 

can create a feeling of suspension; and a note that merely ends with no taper or decrescendo 

can emphasize the ensuing silence, giving it importance or weight.  

 
Example 12: Sonata Appassionata by Sigfrid Karg-Elert, m. 4-5. 

 
With motivic or serial organization starting to overtake harmonic organization, phrases 

also become more erratic. In Hindemith’s Acht Stücke (1927), phrase-length changes freely as 

motives are developed over the course of each movement. Example 13 demonstrates these 

inconsistent phrase lengths. Recognizing variable phrase lengths requires practice and 

experience; phrasing is often taught in Classical-era works that use regular, obvious phrase 

shapes and lengths. Within the twentieth century, tension can be built in a variety of ways 
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including pitch content (often based on a non-tonal organizational system), register, 

repetitions, rhythmic density, textural changes, articulation, or dynamics. In Example 13, from 

Hindemith’s Acht Stücke, the phrases develop through ascending register, an accelerando, and 

repetition of the large slurred intervals before resolving with an abrupt two-octave descending 

slur and held C4.  

 
Example 13: Acht Stücke, Mvt. 2 by Paul Hindemith, m. 1-8, showing the phrase lengths. 

 
The first half of the twentieth century also saw composers experiment with notation 

when standard notation failed to provide them a tool to adequately represent the intended 

sound or technique. Without standard ways to ask performers for certain sounds or techniques, 

a varied assortment arose. There are several ways of notating flutter tongue (often depending 

on the nationality of the composer), harmonics (borrowing string notation or just described in 

text), vibrato or non-vibrato (often text), key clicks, and timbre effects. In general, pre-war 

composers wrote footnotes with text descriptions of the symbol rather than using dedicated 

performance keys to describe notational elements as is common in later works.  
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Post-War Avant-Garde Performance Practice 

After 1945, national styles began to break down and a new international56 style 

emerged, largely through the influence of the Darmstadt Summer Courses and other 

international music festivals. With the shunning of traditional forms for widespread innovation, 

there was a plethora of styles with varied musical priorities. In some works, gesture and 

emotion are the primary musical priority, while in other works delicately shifting timbres may 

be the most important musical element. Modernism often has the priorities of rhythmic 

precision, feel or gesture, and extreme contrast, with tone color, clarity of articulation, and 

intonation often sacrificed for the prioritized elements. That is not to say that Modernism 

should be played with bad tone, rather that it might sometimes be worth the risk of cracking a 

note in order to emphasize dynamics or articulation. As in pre-war and traditional repertoire, 

the importance of pulse and rhythm is determined by each individual piece’s musical priorities. 

For example, Hindemith’s and Stockhausen’s works are often extremely rhythmically specific, 

while Davidovsky’s and Takemitsu’s works might allow for greater rhythmic flexibility and 

rubato.  

When approaching post-war works, the same performance conventions apply as in pre-

war works: use a “good” flute sound, though the default starts shifting towards less, subtler 

vibrato. Play all dynamics and text instructions as literally as possible. Generally, there should 

be no softening of transitions; a good rule of thumb would be subito dynamic and tempo 

changes with gradual transitions between dynamics, moods, or sections being the exception. 

 
56 This refers to Europe and the Americas. East Asian composers would soon start attending the European festivals 
and participating in Western avant-garde music circles, more in the late 1950s and later.  
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Vibrato use will generally be much less than in contemporary hierarchical/tonal-based 

compositions, and it is more often notated in some way, such as in Wuorinen’s Variations II 

(1968).  

 
Example 14: Variations II by Charles Wuorinen, m. 12. “n.v. = non vibrato,” “f.v. = fast vibrato = fast 

speed, narrow bandwidth,” and “s.v. = slow vibrato = slow speed, variable (but usually wide) 
bandwidth.” 57 

 
As bar lines increasingly are used as phrasing bar lines or not used altogether, accidental 

rules start to be specified in the performance notes of pieces. Many works will specify that 

accidentals apply only to the marked note and do not carry through the line or measure (if 

there are bar lines). However, some nontonal and atonal works will still use conventional 

accidental rules, even if bar lines are unmetered. Similarly, trills can be a source of confusion; 

with no key signature, what pitch is trilled to can be ambiguous. Composers will sometimes 

specify that all trills are, for example, a half-step, in the performance notes, or may indicate the 

correct pitch on each trill. If there are no instructions, trill to the diatonic neighboring note.58  

The use of stillness and silence as contrast to motion in many Modernist works also 

discourages active vibrato use, though it is appropriate to use a larger, faster vibrato in longer 

notes or phrases that have more direction.59 For example, it would be appropriate to use no 

 
57 Charles Wuorinen, Variations II, (New York: Edition Peters, 1975), performance notes.  
58 Elaine Gould, Behind Bars: The Definitive Guide to Music Notation, (London: Faber Music Limited, 2016), ebook: 
138; “When no trilling note is indicated, it is the upper neighboring note; this pitch is modified by a key signature.” 
59 Shanna Pranaitis, interview by Anne Dearth Maker, June 14, 2021.  
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vibrato in a held whole note marked piano, and a fast, widening vibrato on a whole note with a 

crescendo. The prevalence of pointillism in post-war works, particularly by composers 

associated with the Darmstadt Summer Courses, leaves little space for expressive vibrato use; 

melodies often consist of short note values which do not have ample time for vibrato to 

become audible.  

Note-endings are treated similarly as in pre-war works; however, note-endings gained 

structural importance as the use of musical silence or stillness became more prevalent. Many 

Western composers, most notably John Cage, 60 experimented with incorporating East Asian 

philosophy and concepts of silence and stillness into their music. These and other conceptions 

of silence focused more attention on the ending of notes or phrases, which affected the quality 

of the following silence or phrase.  

Post-war works continued to use simple forms such as binary, rounded binary, and 

theme and variations. However, as composers grew more confident and experienced with non-

tonal techniques, through-composed works became more common, as did longer compositions. 

While many pre-war works are short or exist in short movements, post-war works tend to be 

denser and more substantial. Internal sections may be delineated by rests or pauses, 

repetitions of motives, and/or musical resolutions. It is usually not necessary to find and 

analyze tone rows in a serial work; in the same way performers generally don’t complete full 

harmonic analyses of tonal works, there is little reason to complete a tone-row analysis of a 

serial work. Sometimes a row will guide motivic development or structure, but motives and 

 
60 Grove Music Online, s.v. “John Cage,” by James Pritchett, Laura Kuhn and Charles Hiroshi Garrett, July 10, 2012, 
https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.A2223954. 

https://doi-org.libproxy.library.unt.edu/10.1093/gmo/9781561592630.article.A2223954
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larger phrases are more often based on rhythmic gestures and melodic contour, rather than 

specific pitches.61 The motives are both more audible to performer and audience and more 

important from a performance perspective.  

Phrasing is often the most challenging aspect of Modernist and other avant-garde works 

of the 1940s through 1970s. Widespread use of serialism in pitch, rhythm, and dynamics may 

lead to a feeling of randomness in the melodic content. Repetition is often disguised through 

inversion, register change, and rhythmic change. Despite a sense of seeming randomness 

within these works, they do build and resolve tension, often through sharp contrasts in register, 

dynamics, and rhythm. Because atonality is assumed, consonance and dissonance are not 

usually important elements; however, instances incorporating consonance can be very 

significant, marked in the way that dissonance was in previous eras. Another consideration 

within phrasing is the presence of rests or silences. A rest may be a part of a previous or 

following phrase, or a phrase may stretch over a rest.  

As in pre-war works, dynamics should be incorporated into the learning process from 

the start, particularly in works with extended techniques. The dynamics can reveal internal 

polyphony, linear structure, or moments of repose. The increasing independence of dynamics 

from contour and the density of dynamic markings, with composers sometimes marking 

different dynamics for each note, creates intense demands on the embouchure. In the highly 

acrobatic works of the post-war era, incorporating dynamics into the learning process to be as 

 
61 Daphne Leong and Elizabeth McNutt. “Virtuosity in Babbitt’s Lonely Flute, with Reflections on Process.” In 
Performing Knowledge: Twentieth-Century Music in Analysis and Performance, ed. Daphne Leong (New York: 
Oxford University Press, 2019): 263-286. This chapter discusses the interaction between performed phrases and 
the compositional framework of Milton Babbitt’s None But the Lonely Flute. 
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fundamental as notes or rhythm is even more essential than in previous decades’ works.  

 
Example 15: Bruno Maderna’s Honeyrêves (1961), m. 22-23, demonstrating the importance of 

dynamics to phrase structure.  

 
The embouchure changes required to play a fortissimo C4 are very different from producing a 

piano C4; articulations might require further changes to reduce the probability of cracking or 

missing a note. Further, many extended techniques are dynamic specific. For example, 

multiphonics generally will only speak when played with a specific dynamic range, depending 

on the exact fingering and intervals desired. Pitch-bends are another technique that can be 

dynamic dependent. Embouchure pitch-bends are controlled by the same means as intonation 

on the flute—air speed, embouchure tension, and the amount of embouchure hole covered—

and as with any pitch, written dynamics can make them much easier or challenging to produce. 

Due to the high level of dynamic-dependent effects, it is vital that as many musical elements as 

possible are incorporated early in the learning process.  

Extended technique notation became increasingly developed after the war as its use 

became more widespread. While extended technique notation is not standardized, patterns 

began to emerge by the 1960s. Notation was still text-dominant and embedded in the score 

rather than in a notation key or performance note included at the front of a composition. There 
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are occasionally symbols for different sounds, but that is the exception rather than the rule. 

Some works may have adopted some “standard” notations such a small circle above the 

sounding pitch for harmonics, or pluses above notes for key clicks (as in Varèse’s Density 21.5). 

Plus-sign noteheads for key clicks were common through the 1950s and were used in Berio’s 

Sequenza I (1958) and George Perle’s Monody I (1960), but were largely abandoned in favor of 

x-noteheads in later works such as Brian Ferneyhough’s Cassandra’s Dream Song (1970).  

       
Example 16: Key Clicks in Berio’s Sequenza I (left) and Ferneyhough’s Cassandra’s Dream Song (right) 

 
Flutter tongue is also notated in a variety of ways: through text, tremolo notation, <ftz> and 

brackets, or <fl.> and slashes. While many text descriptions of extended techniques are 

somewhat ambiguous in this period, the performer should always adhere to the written 

instructions whenever possible.  

Practical Strategies for Assessing Musical Priorities 

Accurately assessing the musical priorities of a piece will guide all the decisions made 

regarding phrasing, breathing, tone color or vibrato usage, and determining how to interpret 

extended techniques. Start by looking at a score with all the pages laid out so that the entire 

work is visible. There may be visible sections in the piece; consider note density, average 

register, general dynamic tendencies, and articulation. It may be helpful to listen to a recording 

of the piece while reading the score in this manner, though it is not necessary and can 

sometimes be detrimental if a recording’s interpretation is not true to the score or is poorly 
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performed. Following this overview, the performer should work out complex rhythms, look up 

options for any timbre or multiphonic fingerings, and take note of patterns that emerge. Work 

through the entire piece using a metronome to check rhythms, tempo relations, and measure 

out rests or pauses. Practice all the extended timbres, such as multiphonics, harmonics, and 

timbre fingerings outside of the context of the piece. Finally, without the flute, mentally 

visualize a run through of the work, internally “singing” the piece. From this score study, the 

main compositional elements should start to become clear; the repetition of pitch or rhythmic 

materials will be obvious in a mental run-through and singing rhythms with a metronome will 

reveal similar types of motion, even if they are not notated precisely the same.62   

The next step is to play through the piece, in short sections and approximating as 

needed.63 I have found though my own performance practice that this step often reveals 

melodic or motivic continuity within the work; it is usually easier to hear similarities in motivic 

transformations than to see them in print. In this first reading, take note of how the phrases 

fall; they may be marked with rests or commas, sudden rhythm changes, or articulation. The 

musical elements which show structure and phrases are usually the elements which need to be 

prioritized above all others. For example, if a piece uses dynamic contrasts between the large 

sections, the dynamic content of the work is likely an important priority; the dynamics should 

be exaggerated, not sacrificed or softened to accommodate articulation or register. Try to 

 
62 Cynthia Folio, “Luciano Berio’s Sequenza for Flute: A Performance Analysis,” Flutist Quarterly (Fall 1990): 19-20; 
Klein, interview; Kimberly Cole Luevano and Elizabeth McNutt, personal communication, April 18, 2022. These 
sources all discussed the process of learning unfamiliar repertoire and listed many of the steps in this paragraph. 
63 Liam Viney and Diana Blom, “Preparing stylistically challenging contemporary repertoire for performance: 
Interpreting Kumari,” International Journal of Music Education 33, no. 1 (2015): 67-68.; Viney and Blom noted that 
gaining an overview of a piece by playing it through is a common step in literature discussing how instrumentalists 
learn new pieces. 
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identify what aspect of the music is driving a phrase; it may be rhythm and dynamics, as in the 

opening phrase of Monody I (1960) by George Perle (1915-2009), or articulation and silence, as 

in the first section of Franco Donatoni’s (1927-2000) Studio per Flauto (1971).  

 
Example 17: Opening of Monody I by George Perle. 

 

 
Example 18: Opening of Studio by Franco Donatoni. 

 
After the musical framework of a piece has been determined, the most pressing 

problem for most flutists is breathing, specifically how to add breaths if the composer has not 

written obvious breath points. First, if the composer has marked in commas, either as phrase 
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markings or breath marks, use them as pauses even if a breath is not necessary.64 This is vital 

information from the composer about how they intended their pieces to be phrased, and the 

music will likely “make more sense” if commas are all observed. In general, the rules of where 

to add breaths in twentieth century works are very similar to where to add breaths in Baroque 

works; in large intervals, after moments of resolution, or hiding breaths after accents.65 Beyond 

these simple guidelines, the musical priorities of the piece or phrase will determine how to add 

breaths. For example, in pulse or rhythm-based works, such as Jukka Tiensuu’s (b. 1948) Etude 

No. 1 (1974), in which continuity of pulse is the main musical priority, it is more appropriate to 

drop a note than to add time or rubato in order to add a breath. In works that are rhythmically 

more obscured or less structured rhythmically, such as pieces by Debussy or Jolivet, it may be 

more appropriate to use rubato to add a breath. Beyond the most basic concern of where to 

breathe in a work, whether the breath is silent or audible can affect the feel of a phrase 

profoundly. The breath can also be very subtle physically, such as a slow breath over a couple of 

seconds, imperceptible to an audience, versus a fast, dynamic breath that is an integral part of 

the theatricality of the piece.  

Another issue that arises in twentieth century works is passages that may be physically 

impossible, generally due to tempo. Modernist composers and (generally speaking) post-war 

avant-garde composers of the 1950s and 60s do not deliberately write impossible passagework; 

that is a defining characteristic of New Complexity, which arose in later decades of the 

 
64 Robert Dick, personal communication during private lessons, 2011-2013; Elizabeth McNutt, personal 
communication during private lessons, 2019-2021.  
65 McNutt, interview.  
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twentieth century. A common issue in post-war avant-garde works is articulation speed. In 

Sequenza I (1958), Berio wrote a passage that is too fast for nearly every player to double 

tongue accurately and cleanly.66 

 
Example 17: Extremely fast articulation in Berio’s Sequenza I (1958 edition). 

 
In these situations, it is generally best to attempt the speed and aim for the energy of the 

passage rather than slow the passage down to a comfortable speed. Alternatively, the 

“impossible” passage may simply be out of reach for a player at this moment. Particularly when 

performers are just beginning to work on avant-garde works, unfamiliar patterns, registral 

changes, and dynamic density are extremely challenging and require time to master. It can be 

helpful for students to reflect upon first attempts with Paris Conservatory pieces that often had 

a similar learning curve. While there are works which appear impossible on the first attempt, 

slow practice including all musical elements (dynamics/pitches/articulation) and incorporating 

the listed technique exercises from Chapter 3 will help a performer develop the technical 

competency for an accurate performance. A situation may arise in which there simply isn’t 

enough time to slowly build the necessary technique, as building technique can be the work of 

months. A “for now” solution can be found using the principles listed above regarding truly 

 
66 Folio, “Berio’s Sequenza: Performance,” 19; Cynthia Folio, “Luciano Berio’s Revision of Sequenza for Flute: A New 
Look and A New Sound?” Flutist Quarterly 21, no. 2 (Winter 1995/1996): 43-50.; Folio discusses the solutions 
flutists used for this passage prior to the 1992 revised edition being published in the 1990 article. The 1992 edition 
of Sequenza I uses flutter tongue starting on the G#5 in the fourth measure, largely solving the articulation-speed 
problem. The third measure, where the subdivision changes to six notes per measure is often still problematic.  
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impossible writing.67 Consider the priorities of the passage, its purpose in the larger work, and 

what solutions best preserve the feel of the piece.  

Finally, interpreting extended techniques can be challenging in post-World War II works; 

the use of extended techniques and timbres was still relatively new to many composers and 

performers, so their use is sometimes non-intuitive or outright impossible. On the other hand, 

performers new to extended techniques may not have the necessary fluency to execute 

something as written—in particular, it can take months or years to become truly proficient in 

multiphonic technique. Accurate production of all techniques should be the goal, but this is not 

always possible. This can be discouraging, but permanent or temporary solutions can be found. 

The most important consideration when confronting extended techniques is to determine what 

function the moment has in the context of the larger work. Attempt to produce the sounds in 

isolation before trying them in context and consider what quality the technique has. For 

example, if a multiphonic is intended to be noisy, accentuate the noisiness by emphasizing the 

airy dissonance of a multiphonic, even if the specific intervals notated speak inconsistently.68  

While many performance conventions of the nineteenth century are preserved in the 

twentieth century, new interpretations of dynamics and abruptness in many works require 

adjustments to be made. By considering the musical intentions of specific gestures, performers 

can craft thoughtful interpretations which can help make these works more appealing to 

unfamiliar performers and audiences. The following curriculum guide lays out a logical 

 
67 I have found this to be a useful tool in my studio teaching and performance.  
68 My own personal experience, informed by personal communication with Robert Dick in private lessons, 2011-
2013.   
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progression of musicianship techniques, innovations in conceptions of music, and aesthetic 

changes to help flutists develop the musical instincts to make these decisions from a place of 

familiarity and confidence.  
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CHAPTER 5 

CURRICULUM GUIDE 

As stated in Chapter 2, one of the primary challenges of the twentieth century avant-

garde is a lack of experience and unfamiliarity with the works and styles which later genres 

build upon. This curriculum guide is designed to introduce students to the main musical 

innovations of the twentieth century in a progressive manner, allowing them to build their 

musicianship and aesthetic familiarity over a series of works. There are several general tips for 

practicing various musical elements, and the curriculum’s units address various topics in depth 

using examples from the repertoire lists.  

The curriculum guide is divided into the following pedagogical categories: Early 

Atonality, Rhythmic Complexity, Motivic Structure, Musical Silence and Stillness, Timbre-Based 

Phrases, and Post-War Modernism. The works included in the repertoire list were assessed for 

difficulty, focusing on the required rhythmic competency, required dynamic flexibility, stylistic 

or aesthetic challenges, and technical difficulty. Works are listed from easiest to most difficult. 

Some works are listed in multiple categories if they are pedagogically useful in teaching more 

than one skill. Included with each repertoire list is suggested listening to help students develop 

their sense of the aesthetics and to integrate the genre into their musical ear. Listening for each 

unit is focused primarily on chamber or larger ensemble works; many of these works do include 

the flute. Each unit includes a paragraph discussing the aspects of each work relevant to the 

unit’s topic.  

The intended use of this guide is not for students to perform every work listed in every 

category; a more realistic and practical use is for students to study one or two works from each 
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category and to approach these topics in unit order. If a work is not studied in the first unit it 

appears, it can be studied when the student is working on a later unit. 

General Practice Considerations 

Rhythm  

Learning complex rhythms requires revisiting fundamental skills sets. Using beginning 

rhythmic practice exercises, such as playing all the subdivisions within longer notes, breaking 

ties, or filling in rests with articulated notes can greatly aid in the learning of complex passages. 

McNutt often recommends singing rhythms before attempting to play them in works with 

rapidly changing subdivisions, such as Varèse’s Density 21.5, and discussing the reasoning 

behind complexly notated rhythms with students.69 Detwiler addresses rhythmic complexity in 

her dissertation, emphasizing the importance of learning rhythms slowly and using a 

metronome set to the largest consistent subdivision of the beat in a passage.70  

Dynamics/Flexibility  

Dynamics and flexibility are emphasized in many flute technique books; the resources 

listed in Chapter 3 contain many dynamics and flexibility exercises. The twentieth century often 

combines registral and dynamic changes in ways that are uncommon in earlier works. Barth 

emphasizes flexibility with her students in warm-up exercises to help them build the technique 

required of all eras of the flute repertoire, especially twentieth century works.71 Daily practice is 

 
69 McNutt, interview.  
70Mia Detwiler, “An Introduction to Contemporary Violin Techniques: A Practical Guide With Exercises for Students 
and Teachers,” (DMA diss., University of North Texas, 2021), 32-33, 35.  
71 Molly Barth, interview by Anne Dearth Maker, April 26, 2021. 
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important in this arena; it takes consistency to build and maintain the musculature and body 

memory necessary to execute the large embouchure changes over the course of a 

performance.  

Finger Technique  

Fortunately, there are many resources for flutists in building non-tonal technique; they 

are discussed in depth in Chapter 3. The difficulty for students often lies in the lack of repetition 

within passages or a recognizable pattern; learning seemingly random notes requires not only 

new finger patterns, but also developing the internal ear to know what notes are coming next. 

The method of learning for non-tonal patterns is largely the same as in learning tonal patterns; 

slow practice, note groupings, segmenting the passage into smaller parts, and rhythmic 

changes. Additionally, it’s often helpful to sing the passage; this helps internalize the melody 

very quickly. Singing and fingering and singing while playing can aid in pitch accuracy and 

developing muscle memory.72  

Stylistic Unfamiliarity 

Unfamiliarity with the style and performance practice of avant-garde works is one of the 

hardest mental blocks for students to overcome when they begin studying twentieth century 

works73. The fact that many of these works cannot be sight-read accurately and take hours of 

practice before they start to sound cohesive is off-putting, especially for more advanced 

students. Both Rudich and McNutt emphasized the importance of reminding students that, 

 
72 Robert Dick, personal communication, 2011-2013; Dick often recommended singing while fingering and singing 
while playing to learn technical passages in private lessons and chamber music coachings.  
73 Rudich, interview; Pranaitis, interview. 



 

60 

while they have spent years learning and performing older, more hierarchical works, styles, and 

finger patterns, they have spent no or very little time learning avant-garde works.  

Listening to the composers working in these styles is vital to building competency and a 

sense of the various musical languages used from 1900 to 1970. Nearly all the interviewees 

mentioned the importance of listening, and Pranaitis, Klein, and Hutchins assign structured 

listening to their students. Pranaitis emphasized the importance of listening with students, 

rather than just assigning listening, and removing the novelty of listening to flute music so that 

students might focus on the musical characteristics of a recording instead of the flute playing.74 

Klein, in his introductory courses for undergraduate composers, “Contemporary Materials and 

Techniques I and II,” includes weekly listening assignments for reflection in written logs that are 

subsequently discussed during class time. Hutchins also assigns listening and runs group 

discussions for his students, again emphasizing the importance of sharing his insights and 

thoughts about the music with students.75 Both Bost-Sandberg and McNutt mentioned the 

importance of listening to build a frame of reference, and Bost-Sandberg mentioned the 

importance of “listening to everything else the composer wrote”76 when studying a new work.  

The curriculum below is designed to address stylistic unfamiliarity by introducing works 

in a progressive way, allowing students to build the necessary skills slowly rather than 

attempting to learn everything in one piece or project. The first unit, Early Atonality, uses pieces 

many students will be familiar with, such as Syrinx, before advancing to uncommon works. The 

 
74 Pranaitis, interview.   
75 Kyle Hutchins, interview by Anne Dearth Maker, June 6, 2021.  
76 Bost-Sandberg, interview.  
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emphasis on solo repertoire also helps to build confidence; removing the chamber music 

element lowers difficulty by removing the additional challenges of ensemble playing.  

Finding Phrases 

As stated earlier, it’s vital for performers to understand the musical building blocks used 

in avant-garde works. Barth mentioned that with less stylistically familiar works, helping 

students understand the musical language can be a slow process.77 Learning a composer’s 

musical language helps students see musical priorities within a work, which in turn dictates the 

practical questions of how to phrase, where to breath, etc. To begin finding phrases, look for 

moments of stillness or silences; these moments may be the resolution of a previous section. In 

performance, highlight the building of tension or complexity and the release of tension. 

Modernism is a relatively pitch-focused genre, but tension is often created through the 

dynamics, register, or density; dynamics and register can often indicate phrase breaks or 

discrete ideas. Stark rhythmic changes, such as suddenly changing the speed of the subdivision 

often also indicates phrasing or sectional breaks.78  

Learn the Performance Practice 

The style guide in Chapter 4 provides a reference for determining the most likely 

performance practice of avant-garde works; as stated earlier, performance practice is largely 

guided by the composer’s nationality and working dates. Listening to good reference recordings 

of the piece being studied and similar works are vital to developing performance practice. This 

 
77 Barth, interview. 
78 Pranaitis, interview.  
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is similar to learning the performance practice of any other piece, Baroque, Classical, or 

Romantic. Where the twentieth century avant-garde differs is in how much of the performance 

style is also largely guided by the work itself. Whether it is more lyrical, pointillistic, rhythm-

focused, or timbre-focused will affect how the various musical elements are interpreted. A 

lyrical work will likely work well with more expressive vibrato and phrasing, while a pointillistic 

work usually needs a drier, crisper tone quality.79 

Extended Techniques 

As discussed earlier, twentieth century composers became increasingly interested in 

timbre and it is important to consider that many extended techniques were new to both 

composer and performer. Multiphonics can complicate interpretation of avant-garde works, 

both due to the difficulty of building good multiphonic technique and because of widespread 

reliance on Bruno Bartolozzi’s New Sounds for Woodwind by post-war composers. While 

Bartolozzi’s book is an excellent resource for the reeds, flute multiphonics are fundamentally 

different from the double and single reeds, and Bartolozzi does not acknowledge the 

differences in production, dynamic possibilities, or timbre. McNutt noted that within 

multiphonic and microtonal technique, many composers and performers do not always realize 

that timbral changes can be more pronounced than the pitch alterations.80  

Flutter tonguing is a new technique in the twentieth century that was widely used in 

both avant-garde and tonal-traditional works, particularly by French composers. Throat flutter 

 
79 Wettstein-Sadler, interview.  
80 McNutt, personal correspondence, April 28, 2022. 
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is usually more resonant and works better for low register passages. Tongue flutter will be 

noisier if produced in the front of the mouth and is more similar to throat flutter when 

produced towards the back of the mouth. Both types, but especially tongue flutter, require 

faster air and thus will limit how quietly they can be produced.  

Harmonics started to see widespread usage in the repertoire in the 1930s. The musical 

goal of harmonics in the context of a piece is often a dramatic color change, analogous to the 

effect of string harmonics. In general, they should be played non-vibrato in order not to cover 

the subtle timbre change from the alternative fingering.81 String harmonics are a common 

reference for this sound. Harmonics on a string instrument involve lightly touching the string in 

a specific spot; vibrating the light touch without changing the pressure is extremely difficult and 

the slight pitch variation from rocking the finger would cause many harmonics to stop speaking. 

Non-vibrato and a marked color change can successfully translate this sound on the flute. If a 

fingering is not provided, choose a fingering that produces the desired tone color, speaks 

relatively easily, and is relatively in tune. Left hand fingerings are usually flat, and right hand 

fingerings tend to be more resistant. In some circumstances, when dynamics or register make a 

harmonic impossible, an alternate fingering is the best option rather than a traditional 

fingering. Producing pitches with harmonic fingerings is usually more challenging than the 

conventional fingering, particularly at quieter dynamic levels, so alternate fingerings can be 

used to create the desired timbre change while preserving the dynamic level. By practicing the 

harmonics exercises listed in Chapter 3, performers can develop more comfort and ease when 

 
81 Elizabeth McNutt, personal communication in private lessons, 2019-2021. 
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performing harmonics, but there are still limits due to the acoustical properties of the 

instrument.  

Key clicks are usually executed with the G key on the left hand; since it strikes two keys 

that are welded together, it produces the loudest and cleanest sound.82 When there are several 

key clicks in fast succession or striking the G key would change the sounding pitch, the E or F 

key on the right hand are good alternatives. In passages where the key click is combined with 

flute tone, such as in Edgard Varèse’s Density 21.5, the tone should be very light in order not to 

overpower the key percussion.83 Key clicks do not project well and thus need to be played 

louder (than a normal key strike) to balance with normally-played pitches. A common issue is 

determining whether key clicks are simply struck or accompanied by lightly played tone; both 

are common within the post-war avant-garde and the performance indications do not always 

clearly distinguish what the composer intended. When there is ambiguity, it is helpful to check 

the composer’s other works that include the flute as they may have written a clearer 

performance indication in a different piece.  

Pitch bends can be executed accurately by lipping a note up or down, sliding a finger on 

or off an open hole in the keys, or a combination of the two techniques. There are fairly large 

timbre changes when lipping notes up or down more than a quarter tone and generally fewer 

changes when using a mechanical solution. In some pieces, this timbre change is desired, while 

other composers may have considered it a limitation or drawback. Depending on the register 

 
82 Brian Allred, “Contemporary Solo Works in the Modern Flute Competition: Performance Analyses of Aho’s Solo 
III, Hurel’s Loops I, and Ichiyangi’s In a Living Memory,” DMA diss., University of Kansas, 2018: 13, 29. 
83 Edgard Varsèse, Density 21.5, (Milan: Ricordi, 1946), 1. 
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and dynamic, it might be easier to bend a note down rather than up; thus, in some situations, 

it’s better to start with a higher fingering and lip the note down.84 Pitch bends can also be 

facilitated by exploiting the acoustic tendencies of the instrument; it takes a large amount of 

effort to maintain pitch across the various dynamics levels on the part of the performer, and 

changing the goal of that effort, for example allowing the air support of a note to drop, causing 

it to go flat, can contribute to the effect of a pitch-bend.  

Unit 1: Early Atonality 

This category is characterized by works which began pushing the bounds of Romantic 

harmony, including the works of Claude Debussy, Jacques Ibert (1890-1962), Arthur Honegger, 

Sigfrid Karg-Elert, Arnold Schoenberg, and Ernst Krenek (1900-1991). Melodic conventions are 

largely familiar, typically employing Romantic-style phrases, vibrato use, and little metric or 

rhythmic complexity. However, these works begin using common twentieth century 

conventions, such as subito dynamics and abrupt tempo or mood changes. The harmonic 

language of these works spans from extended Romantic tonality to nontonal triadic harmony, 

whole-tone based harmony, free atonality, and early use of the 12-tone method.  

When studying these works, students often struggle with the frequency and excessive 

quantity of accidentals and an inability to intuitively hear a wrong note.85 The rhythmic content 

of these works is comparable to the popular collection, Flute Music by French Composers, as is 

the technical difficulty, excepting Ibert’s Concerto for Flute (1932).  

 
84 Dick, Tone Development, 25.; notes that most pitches can be lowered approximately a semi-tone through 
embouchure change alone, while most pitches can only be raised a quarter-tone.  
85 I observed this in my teaching studio 2007-2022, but especially when teaching pieces by Paul Hindemith to high 
school students in 2021 and 2022.   



 

66 

Beginning with Debussy’s Syrinx (1913), the new use of abrupt and literal dynamics is 

apparent.  

 
Example 18: Syrinx by Claude Debussy, measures 4 and 5. 

 
In this category, dynamics are of similar importance to pitch and rhythm, helping to 

fundamentally shape the phrasing in the way older works often relied on harmony. The 

dynamics are also more extreme than in older styles, a trait shared with more traditional/tonal 

works of the same period. The main concern with extreme dynamics is often contrast and the 

resulting tone color. As stated in Chapter 4, notes marked ppp are likely intended to have a 

light, almost wispy color, not merely a very quiet version of a “standard” flute tone.  

When learning these works, emphasize the dynamics and gestures. These works start to 

introduce motivic gestures as a structural element instead of conventional tonal harmony, 

priming students for the works in later units, Motivic Structures and Rhythmic Complexity. The 

motive usage in many of these works is very melodic, akin to the development of themes in 

tonal works. It is helpful to consider many of these works as similar to Baroque works, such as 

the Telemann Fantasies, which make extensive use of motivic repetition and implied 

polyphony.  

The concluding work for this category is the flute and piano arrangement of 

Schoenberg’s Wind Quintet (1924). While the piece sounds very far removed from 

Romanticism, it shares more performance conventions than not. The flute part has few 

consecutive large leaps and is rhythmically reminiscent of Hindemith’s Sonata for Flute and 



 

67 

Piano (1936). The aesthetics of Schoenberg’s music add a new challenge. There is some 

thematic repetition, but the driving force behind the piece’s development is counterpoint and 

sectional contrast. It can be helpful to think of the first movement as a series of miniatures 

which dovetail and slightly overlap, each with a rising intensity and resolution.  

Many of these works are commonly studied within high school and collegiate flute 

studios as they are important building blocks for the following decades and musical 

developments of the twentieth century avant-garde. Without understanding how some of 

these works are structured and the musical languages developed by these early twentieth 

century composers, later works will be much more challenging as the melodic, rhythmic, and 

aesthetic considerations will seem very far removed from more common hierarchical musical 

languages.  

Repertoire: 

Claude Debussy Syrinx (1913) 

Ernst Krenek Suite for Flute and Piano (1954) 

Sigfrid Karg-Elert 30 Caprices, #20 (1918) 

Arthur Honegger Danse de la chèvre (1921) 

Paul Hindemith Sonata for Flute and Piano (1936) 

Jacques Ibert Concerto for Flute, Mvt. 1 (1932) 

Arnold Schoenberg Sonata, op. 26, arr. for flute and piano, Mvt. 1 (1924) 
 
Listening: 

Richard Strauss Elektra (1909) 

Claude Debussy Jeux (1913), Prélude à l’Après-midi d’un faune (1894) 

Arnold Schoenberg Pierrot Lunaire, op. 21 (1912) 

Igor Stravinsky Le Sacre du printemps, Part 1 (1913), Octet (1923) 
 
The suggested listening for this category spans various movements and styles emerging 
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at the beginning of the twentieth century. Most flutists will be familiar with Prélude à l’Après-

midi d’un faune and Le Sacre du printemps but are less likely to have experience with Arnold 

Schoenberg’s works beyond music history surveys. Pierrot Lunaire is widely studied in music 

history classes, but often the focus is on its atonal musical language and use of sprechstimme.86 

When listening to the works listed above, focus on how tension is created and resolved; with 

more chromaticism and exploration, other musical elements than harmony begin to shape the 

works. They use melodies, counterpoint, orchestration, and rhythm as the main driving forces. 

Try to identify by listening, without looking at a score, how the music is developing. Elektra is 

tonal, though highly chromatic, and does use harmony to resolve and develop the music, but 

Strauss also uses timbral contrasts, dynamic contrast, and orchestration very effectively. The 

two works by Debussy and Le Sacre du printemps push tonality further. Prélude à l’Après-midi 

d’un faune relies more on color and melody than functional harmony and Stravinsky’s work 

retains the strong pitch centricity of tonality without using tonal conventions, but in very 

different ways than Debussy.  

Unit 2: Rhythmic Complexity 

A defining characteristic of the twentieth century is the plurality of various ways to 

conceptualize time and rhythm. Many works abandon the pulse-centric conventions of the past 

in favor of intentionally obscuring pulse through upbeats, ties, and asymmetric subdivisions. 

The works in this unit introduce students to some of the rhythmic conventions used in the early 

part of the twentieth century to begin building their rhythmic competency for later pieces. 

 
86 J. Peter Burkholder, Donald Jay Grout, and Cluade V. Palisca, A History of Western Music, 8th ed. (New York: 
W.W. Norton & Company, 2010), 817. 
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While the works in the prior category include some rhythmic challenges, such as heavy use of 

syncopation, ties, and rapidly changing subdivisions, they largely maintain a steady pulse or use 

the measure hierarchies of the prior century.  

 
Example 19: Koechlin’s Sonatine No. 1, Movement 1, measures 1-2 

 
Charles Koechlin’s Three Sonatines (1942) and Paul Hindemith’s Acht Stücke (1927) both 

lack time signatures and utilize partial beats. The bar lines are largely for phrasing only, 

removing the conventional measure hierarchy from the works. Ruth Crawford’s Diaphonic Suite 

No. 1 (1930), utilizes the quintuplet subdivision extensively, allowing students to become more 

familiar with evenly played odd-number subdivisions.  

 
Example 20: Ruth Crawford’s Diaphonic Suite No. 1, Movement. 2, measure 3 

 
Another common characteristic of the mid-twentieth century and more recent works is 

the utilization of the eighth note as the default pulse. This often leads to intimidating music 

with many “fast” subdivisions. This is also a common issue in Baroque works, for example, the 

Largos from G. F. Handel’s Sonatas for flute and recorder. The second movement of 
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Hindemith’s Kanonische Sonatine (1923) is a good introduction to these conventions. It is 

metered, maintains a 32nd note subdivision throughout the movement, and has little use of 

syncopation.  

 
Example 21: Kanonische Sonatine for two flutes, Mvt. 2, by Paul Hindemith 

 
Tiensuu’s Etude No. 1 (1974) introduces a changing rhythmic pulse, rapidly changing 

subdivisions, and various tuplets lasting multiple beats.  

 
Example 22: Etude No. 1 by Jukka Tiensuu, line 2 

 
These works present students with practice challenges, as the conventional method of 

putting the metronome on a single tempo, and often a single time signature for large sections, 

is not possible for these pieces.87 The first movement of Koechlin’s Sonatine No. 2 uses a slow 

quarter note pulse; however, the degree of marked rubato (fermati, cedez, and tranquillo 

markings abound) and the ‘extra’ eighth note in the first phrase of line 3 will make this work 

very difficult to practice with a metronome. The second movement builds on this challenge by 

freely switching between a duple notation (eighth notes barred in quarter note beats) and a 

triple notation (eighth notes and sixteenth notes barred in dotted quarter note beats). The 

 
87 Detwiler, “Contemporary Violin,” 30-41; Detwiler discusses the methods of learning different types of rhythmic 
complexity, noting it’s often necessary to set the metronome to a subdivision rather than the larger pulse.  
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marking “sempre sixteenth=sixteenth” is a strong indicator that Koechlin intended a freely-

changing pulse around a consistent tempo, similar to the Tiensuu etude. 

 
Example 23: Changing pulse in Koechlin’s Sonatine No. 2, Movement 2. 

 
Practicing rhythm in these works requires a beginner’s mindset.88 Slowly clap and sing 

the rhythm and use a metronome on the smallest consistent subdivision when practicing (for 

example, a sixteenth in Koechlin Sonatine No. 2, II. Allegretto Tranquillo) to carefully learn the 

rhythm and pulse changes. The later units continue to build on the rhythmic skills taught in 

these works as pulse and subdivision changes grow in complexity.  

Repertoire: 

Aaron Copland Vocalise arr. for flute and piano (1928/1972) 

Charles Koechlin Sonatine No. 2 (1942), Sonata for Two Flutes (1922) 

Paul Hindemith Acht Stücke, Mvt. 2 (1927), Duet for Two Flutes (1923) 

Ruth Crawford Diaphonic Suite No. 1, Mvts. 1, 2, 3 (1930) 

 
88 Rudich, interview. “Beginner’s mindset” means to approach the concept or piece as if learning the concept for 
the first time, using simple exercises, and breaking the concept down beyond what the student may normally do in 
familiar genres or styles.  
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John Cage Three Pieces for Two Flutes (1936) 

Jukka Tiensuu Etude No. 1 (1974) 
 
Listening: 

Aaron Copland Dance Symphony, Mvt. 3 (1929) 

Charles Ives The Unanswered Question (1908/1935) 

Igor Stravinsky Le Sacre du printemps, “Sacrificial Dance” (1913) 

Edgard Varèse Octandre (1923) 
 
The suggested listening in this category includes larger ensemble works which both 

require more consistency in rhythm (due to being conducted) and allow for greater ambiguity 

when listening for pulse or rhythm. Focus on the shifting pulse in these works and how it affects 

the feel of the rhythm. Copland’s Dance Symphony may sound simple at first listen, with its 

familiar dance-like feel, but the constantly changing meters quickly complicate this impression, 

giving the opening an off-kilter feel at times. In the works which deliberately obscure the pulse 

or feel pulseless, consider how the lack of rhythmic stability affects the overall effectiveness of 

the piece. In Charles Ives’ The Unanswered Question, the predominant lack of pulse in the 

strings is contrasted with the deliberate rhythms of the winds and brass, which further 

delineates the two types of material. Octandre by Edgard Varèse also obscures the pulse, but in 

a different way than Ives; he uses held notes, shifting subdivisions, ties, and offbeats to give the 

rhythm a malleable, rhapsodic quality.  

Unit 3: Motivic Structures 

These works are driven by motivic development or repetition rather than the harmonic 

structures prevalent in older works. Several works in the prior categories also utilize motivic 

development, but the works listed below are more “modern-sounding,” using pitch-centricity 



 

73 

rather than chordal harmony, more disjointed pitch patterns, and more rhythmic complexity. 

These works range from the relatively familiar style of André Jolivet’s Cinq Incantations (1936) 

to the more disjunct and chromatic phrases of Olivier Messiaen’s Le Merle Noir (1951).  

Students often struggle with the interpretation of these works, which largely abandon 

dissonant/consonant-based resolution and instead build tension through repetition, rhythmic 

motion, and dynamics. The first step when approaching this music is to begin finding patterns. 

By knowing what a complete statement of the motive is, a performer can perceive how the 

tension is created and resolved in the musical language of an individual work. From here, begin 

looking for the repetitions or developments of that motive. Are the repetitions exact? Inverted? 

Temporally displaced or extended? In Riegger’s Suite for Flute Alone (1930), the first movement 

uses rests to delineate the motivic cells while the larger phrases are shown by the repetition of 

the cells. In the example below, the first measure’s material is repeated almost exactly in the 

sixth measure—the start of the second phrase.  

 
Example 24: Suite for Flute by Wallingford Riegger, m. 1-14. 

 
The following phrase, starting in measure 11, does not use the same motivic repetition. 
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Instead, a large dynamic and color change is used; the previous phrase ends on a pianissimo 

harmonic, contrasting sharply with the following forte, espressivo high register motive. There is 

a rest separating nearly all the phrases in this first movement, but that cannot be the only 

criteria used when determining the phrasing as Riegger extensively uses of rests between 

motives within phrases.   

In general, a high degree of accuracy is a priority in these works; carefully learn and 

incorporate all notated rhythms, timbre indications, and tempo relations. Color, vibrato, and 

rubato decisions should be made after the piece is able to be played near tempo.  

Repertoire: 

Ruth Crawford Diaphonic Suite No. 1, Mvts. 2, 4 (1930) 

Paul Hindemith Acht Stücke, No. 1 (1927) 

Virgil Thomson Sonata for Flute Alone, Mvt. 1 (1943) 

John Cage Three Pieces for Two Flutes, Mvt. 2 (1935) 

André Jolivet Cinq Incantations, Mvt. 1 (1936) 

Wallingford Riegger Suite for Flute Alone (1930) 

Edgard Varèse Density 21.5 (1936) 

Olivier Messiaen Le Merle Noir (1951)  
 
Listening:  

Edgard Varèse Amériques (1918-1921) 

Ruth Crawford String Quartet 1931 (1931) 

Olivier Messiaen Quartet for the End of Time (1941) 

Philip Glass Music in the Shape of a Square (1967) 
 
Motives are arguably the basis for all compositions in any century; however, each of 

these works features clearly audible motivic development and repetition. When listening to 

these works, try to follow and identify when motives are repeated or transformed. Pay special 

attention to determining if motives are recognizable throughout the piece, how they are 
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transformed over the course of the work, and how the repetitions of the motives function 

within the work. Philip Glass’s flute duet, Music in the Shape of a Square is one of the only small 

chamber works using flute in this early minimalist style; it is based entirely on repetition and 

gradual transformation of a few motives over the course of the piece.  

Unit 4: Musical Silence and Stillness 

The treatment of silence within the twentieth century changed from essentially a 

breath, physical or musical, to an element to be considered of equal value with the played 

sounds.89 This reframing of silence is essential as students begin learning and performing the 

later works of the twentieth century, and misinterpretation of silence is often a tell-tale sign of 

an inexperienced performer. Related to silence is stillness. Many works employ stillness 

through quiet held tones contrasting with more active material, such as in Charles Ives’ The 

Unanswered Question. Works which are considered “quiet pieces,” or which utilize silence or 

stillness change the way the music feels—they engender a feeling of musical space in which 

events occur. 

Performed silence is a difficult concept for most students; they feel awkward and don’t 

know if, or how, to move during a pause.90 Musical silence is often rushed, losing the intended 

effect of stillness between two ideas. To help students learn to feel the silences or stillness, it’s 

helpful to meter them in some way. If a work is notated in meter, use a metronome and count 

out the entire length of the rests every time the preceding and following phrases are played. If 

 
89 Grove Music, “John Cage,” July 10, 2012. 
90 McNutt, interview.  
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silences have a fermata or time duration, use the metronome on 60 beats per minute to 

perform the seconds accurately. When addressing the primary concern of most students, “it 

feels awkward and too long,” watch videos of the works being studied when possible. 

Oftentimes, awkwardness comes from a students’ uncertainty around how to act or move 

during silences; choreographing a few pauses can teach them how to approach musical silence 

in the current work and in the future.  

The amount of motion and breathing during a pause completely changes the feel in 

performance. To start, have students freeze in the silences: no shuffling, no clicking keys, no 

turning to the next page, etc. Motion, such as an obvious breath, turning the body towards the 

next page, or taking a preparatory step will divide the silence into the end of the previous 

phrase and the start of a new phrase. This can be very useful, but not all silences are the 

conclusion of a phrase. To bridge phrases over a silence or stillness, it is generally best for the 

performer to be very still, with no obvious or extraneous body movement or fidgeting during 

the breath. McNutt suggests that only after observing the silence should the performer proceed 

with practical matters such as breathing, swallowing, and changing fingerings.91   

To start, every silence should be performed with stillness. Then, as a performer 

develops a nuanced interpretation of a piece, they should experiment with treating silences 

differently. It is often helpful to video record large sections or the entire work, performing 

silences in different ways to perceive how it changes the feel and landing of the piece.  

In works that use stillness to create a sense of spaciousness, the same advice holds true 

 
91 McNutt, interview. 
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and can be applied to long-held quiet notes that create a drone effect. McNutt states, “Both 

silence and drones create illusions of timelessness, both in the stopping of time, or endless 

stretching of time.”92 In older styles of music, conventional wisdom dictates to never let a held 

note be stagnant; but for works in this category, that sense of suspension is sometimes the 

desired effect. In Isang Yun’s Etude No. 2 (1974) for alto flute, long sustained pitches form a 

backdrop. In the first two lines, the notated dynamics and air sounds within the sustained note 

become individual events against the pppp marking.  

 
Example 25: Etude No. 2 by Isang Yun, measures 1-26 

 
To heighten the contrast between the pppp whole notes and the air sounds, the 

measures without any changes (crescendo, diminuendo, or air sounds) should be performed 

with the utmost stillness and consistency. The goal is for the D4 to be heard as a drone or 

background note that defines the musical space. The contrast of the written dynamics can also 

be exploited to further delineate the difference between the drone and the events. The first 

event, in measure 4, has a crescendo to piano, then decrescendo back to pppp marked along 

 
92 Elizabeth McNutt, personal communication, April 28, 2022. 
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with the change to an airy sound. This is a dynamic change of three degrees, (pppp – ppp – pp – 

p) and is equivalent to a change from piano to forte (also three degrees). While the general feel 

and color of piano and the quietness of the phrase should be preserved, the contrast of 

dynamics can be exaggerated by accentuating the airy sound.  

Repertoire: 

André Jolivet Cinq Incantations, No. 1 (1936) 

Giacinto Scelsi Pwyll (1954) 

Franco Donatoni Studio (1971) 

Isang Yun, Etude No. 2 (1974) 

Brian Ferneyhough Four Miniatures (1965) 
 
Listening:  

Anton Webern, String Quartet, op. 28 (1936-8) 

Morton Feldman Two Pieces for Six Instruments (1956)  

Giacinto Scelsi Hyxos (1955) 

John Cage Music of Changes (1951) 
 
In these works, the focus is on musical space—silence between figures, within phrases, 

or stillness. The feel of silence in listening is often comfortable, whereas performing silence is 

often extremely uncomfortable for inexperienced performers. When listening to these pieces, 

focus on how the silence or stillness functions in the greater whole. In John Cage’s Music of 

Changes, silence is of equal importance with the sounding piano pitches, whereas in Webern’s 

String Quartet, the silence is more of a punctuation, creating space around the short phrases. In 

Scelsi’s and Feldman’s pieces, the effect of the silence and stillness can be malleable, 

sometimes used as punctuation, sometimes as musical space. Video recordings of these works 

can be useful as well, providing students with a visual reference of how silence can be 

performed and how those options change the effect of the phrase or overall work.  
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Unit 5: Timbre-Based Phrases 

The twentieth century saw an explosion of extended timbres and an interest in other 

types of musical sounds. This is most prevalent in flute writing in the use of extended 

techniques, but also includes notated vibrato use, flutter tongue, and harmonics. Many of these 

techniques are now considered standard or are used in tone development and should not 

present a challenge, in and of themselves, to collegiate flutists.93   

On the surface, timbre-based works would seem to be intuitive for classically trained 

flutists; vibrato speed and tone color are integral elements of flute tone that are discussed at 

length in nearly every work a student will play during their education. However, many of these 

works ask for timbres that stretch the limits of what students consider possible. McNutt notes 

that many students “internalize their defaults of vibrato, etc. through their lessons and by 

imitation” and have never actually had to decide these issues, contributing to their discomfort 

or confusion.94 Some may ask for non-standard sounds such as wide, slow vibrato, deliberately 

playing out of tune, or extreme embouchure bends which create different kinds of tone colors 

and timbres. Learning to perform these extremes involves a “beginner” period while students 

develop the necessary flexibility, strength, and coordination to execute these sounds. A messy, 

uncontrolled tone, often thought to be behind students at the collegiate level, is an important 

part of the learning process. In later works, such as Cassandra’s Dream Song (1970) by Brian 

Ferneyhough, an uncontrolled sound may be an integral part of the piece.95   

 
93 Barth, interview; Pranaitis, interview; Amy Porter, personal communication during private lesson study, 2007-
2011.  
94 Elizabeth McNutt, personal correspondence, April 28, 2022.  
95 Lisa Cella, “Cassandra’s Dream Song,” Flutist Quarterly 34, no. 4 (Summer 2009): 18-26. 
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Prior to the twentieth century, the use of extended timbres as a compositional device 

was primarily reserved for orchestration and tone color changes. However, starting largely with 

Henry Cowell’s interest in alternate piano techniques, musicians and composers began using 

unorthodox playing styles, sounds, and techniques to create tension, interest, or movement 

within a passage. Notably, Varèse used key percussion in Density 21.5 (1936/1946) to create a 

different-sounding type of staccato, the first notated use of key clicks. Henry Brant’s Mobiles 

(1932) for solo flute has a timbre-based cadenza centered around a single pitch, likely the first 

instance of notated pitch-bends in the repertoire,96 allowing students to explore ways of 

phrasing and interpreting an entirely timbre-based phrase.  

 
Example 26: Timbre cadenza from Mobiles by Henry Brant 

 
96 Toff, Flute Book, 263. 
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This cadenza, on Gb4, uses dramatic contrasts from non-vibrato, “slightly flat” to 

“suddenly in tune” and fast, heavy vibrato to build tension in the first phrase. The huge 

crescendo from ppp to sf makes the instruction to be “slightly flat” challenging; compensate for 

the increased air speed by rolling in and lipping down more as the crescendo builds. The final 

phrase of the cadenza ends with a large pitch bend down to a “very flat” Gb, creating a sense of 

finality. The flattening of the note combined with the decrescendo to ppp effectively stops the 

forward momentum of the cadenza.  

A second struggle with these types of works is the context in which the timbre changes 

are asked for. In the Brant, the vibrato speed changes are asked for on a single pitch, 

eliminating the moving line and register changes which would usually accompany shifts in 

vibrato speed. There is a diminuendo paired to a vibrato change; however, the notated effect of 

slowing down to a very slow vibrato is the opposite of how vibrato with diminuendo is usually 

performed (vibrato typically increases in frequency and decreases in amplitude to match the 

softer dynamic). Some of these skills can be worked on prior to looking at any repertoire 

through basic vibrato exercises, such as this exercise from noted flute pedagogue, Amy Porter. 

Changing the dynamics and practicing at the top and bottom of the flute register will help 

prepare the flutist for works such as these with notated vibrato extremes.  

 
Example 27: Unpublished vibrato exercise from Amy Porter. 97 

 
97 Amy Porter, shared with Anne Dearth Maker during private lesson study, 2007.  
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In other situations, harmonics are used to change the timbre of a passage or individual 

notes. A widely performed work which uses this technique is Duo for Flute and Piano (1971) by 

Aaron Copland. In the first and second movements, the composer marks several notes to be 

performed as harmonics. Charles Koechlin also uses harmonics in Sonatine No. 2. In both works, 

the sounding pitches are notated but no fingerings are given. In these situations, choose 

harmonic fingerings that have a marked difference but are relatively easy to produce at the 

intended dynamic and are in tune.98 

In most works, harmonics are performed without vibrato. This is sometimes indicated in 

the score, but most often is not. While the use of vibrato in harmonics is an interpretative 

choice, the compositional purpose of harmonics is usually a timbre change and a distinctly 

different tone.99 Because of the acoustical properties of the flute, all conventional fingerings 

above C5 are harmonics; without a dedicated octave key, the higher pitches are achieved 

through air and embouchure changes. Harmonic fingering timbres are often very subtle, a 

marked difference from string harmonics, which are often what composers’ have as a frame of 

reference. Performing harmonics with vibrato will obscure this sometimes-subtle timbre 

change.  

In the works below, timbre changes are used to create interest and contrast. When 

studying them, be careful not to smooth out these timbral differences. Harmonics should be 

noticeably different from standard tone, key clicks should be as percussive as possible, and 

pitch bends should be exaggerated.  

 
98 Dick, Tone Development, 16. 
99 Robert Dick, personal communication during private lessons, 2011-2013. 
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Repertoire: 

Charles Koechlin Sonatine No. 1 (1942) 

Edgard Varèse Density 21.5 (1936) 

Henry Brant Mobiles (1932) 

Kazuo Fukushima Mei (1962) 

Isang Yun Etudes (1974) 

Franco Evangelista Proporzioni (1958) 

Klaus Huber To ask the flutist (1966) 

Aaron Copland Duo, Mvt. 2 (1971) 
 
Listening: 

Edgard Varèse Poème Électronique (1957-8) 

Helmut Lachenmann Pression (1970) 

Arthur Honegger Pacific 231 (1923) 

Lou Harrison Concerto for Flute and Percussion (1939) 
 
In these works, composers explored the quality of sounds and how timbre changes 

could be achieved. When listening, focus on how the changes in timbre are used. They may be 

used to build tension, signal section changes, or a myriad of other musical purposes. 

Honegger’s work is intended to imitate the sounds of the modern century, train sounds in this 

piece. Harrison’s Concerto for Flute and Percussion exploits the sound of various percussion 

instruments to match or contrast flute timbres and create a multitude of textures between the 

three soloists. Pression by Helmut Lachenmann is one of the most thorough explorations of an 

instrument’s timbral possibilities within a single piece. While later than the other works on this 

list, it uses timbre, along with rhythm, as the main compositional elements, to the almost 

complete exclusion of pitch. 
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Unit 6: Post-War Modernism 

The post-war avant-garde in Europe was heavily influenced by the Darmstadt Summer 

Courses and the legacy of Anton Webern. The move towards serialism by many composers 

helped to crystallize the style of works such as Pierre Boulez’s Sonatine (1946), Luciano Berio’s 

Sequenza I (1958), and Ursula Mamlok’s Variations (1961). These pieces build on the 

foundation of the prior categories, often containing a high level of rhythmic complexity and 

motivic structures within an atonal or serial pitch language. Many works also incorporate 

extended timbres such as key clicks, harmonics, or notated vibrato speeds. Each work lightly 

recalibrates the performance priorities of tone versus articulation, speed versus exact 

realization of notation, and rhythmic accuracy versus interpretation, often within different 

sections of the same piece.  

The post-war avant-garde saw a plurality of styles, innovation, and techniques. The 

pieces tend to be fairly self-contained in that the information necessary to perform them is in 

the scores through performance instructions, footnotes, or text descriptions. These pieces tend 

toward symbolic solutions rather than text solutions and sometimes contain a key explaining 

what symbols are used. Many of these works were composed before the major twentieth 

century technique guides100 were published, so there is no standardized notation for many of 

the extended techniques used. However, by the end of the 1960s, some commonalities had still 

emerged: vibrato speed and width was graphically represented by a wavy line above the note, 

pluses above or below notes indicated key clicks, with or without flute tone, and multiphonics 

 
100 Bartolozzi’s New Guide for Woodwind was published in 1967, The Other Flute by Robert Dick was published in 
1989, and Flûtes au présent by Yves-Pierre Artaud was published in 1995.  
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were generally shown as double stops (two or more equal sized notes), often including 

fingerings.  

Modernism saw an over-notation of music, with many parameters notated in extreme 

detail, for example, a different articulation marking and dynamic on every note in a passage.101 

This is largely due to the expansion of serialism from pitch organization to other musical aspects 

including duration, dynamics, and articulation. The serialization of dynamics and articulation 

especially added rapidly changing variables that previously were slower moving; even in the 

pre-war avant-garde, it would be unusual to have every note in a passage marked with a 

different dynamic. This often creates a seemingly random sounding piece, leading to the 

common complaint that this music is formulaic or scientific, but these pieces are still highly 

expressive, structured in phrases and sections, and should not be performed mechanically.102 

Composers of these pieces were at times striving for an objective work103 that doesn’t convey 

overt emotions. Nevertheless, these pieces can often be framed as outbursts of raw emotion, 

such as screaming, crying, raging, etc. The emotional content of this music is not filtered 

through the conventions of tonality and thus may be less obvious to performers used to the 

conventional signs of tonal works, but an expressive performance can still be created.  

As mentioned earlier, many Modernist works’ musical language is based on abruptness, 

sharp contrasts, and a dichotomy of energy versus stillness. These works often lack transitions 

and every marking can be interpreted as subito unless explicitly written otherwise. Every 

 
101 Some earlier works have also demonstrated this, such as Density 21.5 (1936) by Edgard Varsèse, but it is much 
more common and pronounced in post-war pieces.  
102 Leong and McNutt. “Babbitt’s Lonely Flute,” 263-286. 
103 Griffiths, Avant-garde, 144.  
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marking should be realized to the extreme; the final interpretation may have some tempered or 

scaled dynamics and accents, but to start with, everything should be exaggerated. Most of the 

markings will remain interpreted in this manner in performance. High points in register or 

density might be difficult to decipher in these pieces, so it can be hard to identify and shape 

phrases. Start by looking for alternative ways of creating tension. In my experience with this 

style, it is often helpful to run through sections, approximating passages if necessary, to feel 

how the music flows, considering how the dynamics, register, and rhythms interact. Rests or 

commas will often indicate phrase breaks, but as shown in Unit 4, Musical Silence and Stillness, 

not every pause is the start or end of a phrase. Throughout the learning process, it is important 

to guard against falling into the habits of older or more hierarchical styles such as tapering, 

transitioning or anticipating dynamics, or a “default” vibrato.104 Every element should be 

practiced mindfully, patiently, and carefully to internalize the style.105  

Every musical element should be incorporated into practice from the beginning, 

especially dynamics and articulation. As discussed in the style guide, not only is it a more 

efficient way to practice, many extended techniques are dynamic specific. Attempting to add 

these elements later could mean relearning large sections of the work as dynamics can 

dramatically affect air usage, embouchure position, or articulation. McNutt stated that in her 

studio, when students struggle with “impossible multiphonics,” she usually finds that they are 

 
104 McNutt, interview.  
105 Daphne Leong and Elizabeth McNutt. “Virtuosity in Babbitt’s Lonely Flute, with Reflections on Process.” In 
Performing Knowledge: Twentieth-Century Music in Analysis and Performance, ed. Daphne Leong (New York: 
Oxford University Press, 2019): 276-280. 
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attempting them at the wrong dynamic.106 

The phrases in the flute solo from Babbitt’s Composition for Four Instruments (1948), 

Example 30, are not obvious. There are few rests which would indicate phrase breaks, and 

many slurs and large jumps with no obvious repetition. The first figure, the sixteenth note pair, 

doesn’t reappear until the 4th line, over half-way through the solo. However, after playing the 

section, it becomes clear that the longer notes act as resting points, often serving as the ending 

and beginning of phrases, similar to the way many resolution notes in Baroque pieces function. 

The tempo of the solo is moderate, marked quarter note=120, which provides time for 

every detail of the notation to be shaped carefully and allows the performer many 

interpretative options regarding vibrato usage and tone color. The high level of detail and 

dynamic extremes imply that contrast on a micro-level, note to note, is a priority, and the 

challenge of this solo lies in creating longer lines and shapes.  

 
Example 28: Flute solo from Composition for Four Instruments by Milton Babbitt 

 
106 Elizabeth McNutt, personal communication, 2022. 
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As stated above, the longer duration notes function as resting points, giving the 

performer landmarks around which to shape the solo. Performer intention and being deliberate 

with musical momentum (or direction) are paramount to indicating the larger phrase shapes, 

while continuing to accurately perform the dynamics. The feeling of slowing or resolving is 

equally as important as forward momentum in this regard. By letting the directionality slow, the 

performer can show the peaks of phrases and highlight the expressivity of this solo. The careful 

planning of vibrato is also an important tool. In measures 330 to 334, how the vibrato is used 

on the louder notes will drastically change how they feel in the phrase; the A to F figure at the 

end of measure 332 can use a gentler, less overt vibrato to add motion and lyricism to the 

moment, while a sudden, intense vibrato on the Bb on the downbeat of measure 334 will 

emphasize the subito dynamic change and cause the note to act as ending punctuation of the 

phrase.  

 
Example 29: Variations for Solo Flute by Ursula Mamlok, variation 9. 

 
It is often useful to attempt passages or phrases at or near the indicated tempo 

relatively early in the learning process, especially highly complex or musically dense phrases. 

The general advice when learning complex music is to work on every detail slowly, but it can be 

important to attempt an approximation of the passage or phrase at tempo relatively early in 
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the process to assess what musical elements will be audible.107 This becomes even more 

important in some later styles, but it is a useful step in nearly all avant-garde works to aid both 

in building an interpretative framework and in guiding technical priorities. For example, in 

Variations for Solo Flute (1960) by Ursula Mamlok, the marked tempo renders an accurate 

distinction between the grace notes and measured notes nearly impossible, particularly in 

measures 3-4 and measure 8. Spending hours of practice to make the rhythms and measured 

notes exactly even would largely be wasted due to the grace note distortion of the rhythm. 

Instead, the melodic contour of the grace notes, the larger pulse of the measure and the 

general proportions of the rhythms should be prioritized to maintain the velocity of the 

passage.  

Within many Modernist works, it can be difficult for performers to find expressive 

qualities. Many elements which have traditionally been used to convey musical expression, 

such as dynamics, are notated with a high degree of detail, essentially removing them from 

performers’ decisions. As discussed above, the disjointed quality of many serial works also 

makes expressivity difficult since it removes the obvious line. In these works, the expressivity is 

often linked to demonstrating the internal logic or “sense” of the work. The simple intention of 

playing phrases like they are a single phrase, grouping the disjunct material together through 

performed silence, and placing breaths to show continuity can shape the material into a logical 

progression of a whole.108  

 
107 I began using this practice method when learning new works in order to assess musical priorities and to 
determine efficient use of practice time in 2015 when learning Brian Ferneyhough’s Cassandra’s Dream Song. 
108 Allred, “Contemporary Solo Works,” 11.; Discusses the options to phrase musical objects together or separately 
in Kalevi Aho’s Solo III. 
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Without the cultural signifiers of tonal music, performers are required to create their 

own interpretive frameworks. Connecting the musical material to an extramusical metaphor 

can also help create sense and logic in Modernist works. Susan Mabry states, “the development 

of one’s imagination is a primary skill needed to reach a high level of sophistication in 

interpretation.”109 This idea is equally true in twentieth century repertoire as it is in works of 

earlier centuries. Connecting visual images, colors, emotions, or scenarios to a piece can 

provide the performer with a way to create internal logic for all the work’s elements, creating a 

more cohesive performance.110  

Repertoire: 

Milton Babbitt Composition for Four Instruments, Flute Solo, measures 327-350 
(1948) 

Ursula Mamlok Variations for Solo Flute (1961) 

Roman Haubenstock-Ramati Interpolation (1957) 

Bruno Maderna Divertimenti in Due Tempi (1953) 

Mario Davidovsky Synchronism No. 1 (1963) 

Pierre Boulez Deux extraits du “Marteau san maître” (1955/2007) 

Donald Martino Quodlibets (1954) 

Charles Wuorinen Variations I and II (1963, 1968) 

Luciano Berio Sequenza I (1958) 
 
Listening: 

Anton Webern Concerto for Nine Instruments, Op. 24. (1934) 

Luigi Nono Il Canto Sospeso (1955) 

Luciano Berio Thema - Ommagio a Joyce (1959), Laborintus II (1965) 

Pierre Boulez Le Marteau sans maître (1955), Sonatine for Flute and Piano (1946)  

 
109 Mabry, Vocal Music, 41.  
110 Mabry, Vocal Music, 41.; Liam Viney and Diana Blom, “Preparing stylistically challenging contemporary 
repertoire for performance: Interpreting Kumari,” International Journal of Music Education 33, no. 1 (2015): 74-75. 
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Ursula Mamlok Stray Birds (1964)  

Donald Martino Notturno (1973) 

Milton Babbitt Arie da Capo (1974) 

Bruno Maderna Aura (1972) 

Stefan Wolpe Piece in Two Parts (1960) 
 
When listening to Post-War Modernist music, focus on the overall effect and shape of 

the piece, rather than focusing on small details. Each of the composers listed above, while 

unified by an atonal, generally serial method, had very different aesthetics. Webern’s musical 

legacy is apparent in many of the pieces listed above, particularly the works of Luigi Nono and 

Pierre Boulez. Luigi Nono’s Il Canto Sospeso, a serial work that sets texts written by resistance 

fighters during World War II, is primarily in a pointillist style. In a very different vein is Pierre 

Boulez’s Le Marteau sans maître, which uses a much denser musical language, emphasizing the 

counterpoint between the various parts.  

By following this general progression of musical concepts and innovations, students and 

teachers should be able to: a) develop the technique and musicianship required and b) develop 

the aesthetic fluency to understand, appreciate, and confidently interpret the avant-garde 

repertoire from the first two-thirds of the twentieth century. These lists are by no means 

complete, and the listed repertoire can serve as a template to incorporate other pieces which 

share similar pedagogical purposes.  
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CHAPTER 6 

PERFORMANCE GUIDES: DIAPHONIC SUITE NO. 1 AND VARIATIONS FOR SOLO FLUTE 

Diaphonic Suite No. 1 by Ruth Crawford 

Ruth Crawford: Background and Aesthetics 

The life and music of Ruth Crawford is thoroughly researched in two significant books, 

Ruth Crawford Seeger by Judith Tick and The Music of Ruth Crawford by Joseph N. Straus. Tick’s 

book focuses more on Crawford’s biography, detailing her education and professional activities, 

with some discussion of her musical style. She includes a detailed analysis of String Quartet 

1931, and touches on some of her other works, including the Diaphonic Suites. Straus provides 

a detailed analysis of Crawford’s musical style, breaking down the techniques she employs to 

construct melodies, harmonies, rhythmic content, and structure. He provides detailed analyses 

of several works including the Suite for Wind Quintet (1952) and uses other works as examples 

of various concepts throughout the book. There are no well-known performance guides for 

Crawford’s Diaphonic Suite No. 1, and there is surprisingly little research outside of these 

sources on the piece.111 Several commercial recordings exist, performed on flute and oboe, and 

there are several recorded performances on media websites such as YouTube, again performed 

on both flute and oboe.  

Ruth Crawford (1901-1953) was an American composer and part of the Ultra-Modernist 

movement in New York City. She studied at the MacDowell Colony in the late 1920s before 

 
111 There are three dissertations available online: Alicia Kosack, “American Women Composers: Selected Published 
Works for Flute and Piano and for Unaccompanied Flute Composed between 1930 And 2008,” (DMA diss., 
University of Maryland, 2010); Juanita Karpf, “Tradition and Experimentation: An Analytical Study of Two 
Diaphonic Suites by Ruth Crawford (1901-1953),” (DMA diss., University of Maryland, 1992); and Hunjoo Jung, 
“Twentieth Century American Experimental Music and Arts,” (master’s thesis, UCSD, 2013).  



 

93 

moving to New York City on Henry Cowell’s recommendation to study with Charles Seeger. She 

explored atonality and Schoenberg’s 12-Tone Method, but she was not interested in 

Schoenberg’s motivic development or music; Charles Seeger’s ideas of neumes (discussed 

below) resonated much more strongly with her. Seeger was her most important teacher; they 

collaborated on Seeger’s treatise, Tradition and Experiment in the New Music. Crawford was 

the first woman to be awarded a Guggenheim fellowship and spent 1931-2 in Berlin and Paris 

where she met with Alban Berg and Béla Bartók. Following her return to the United States, she 

and Charles Seeger married, and shortly after, she ceased composing Modernist works. She 

began working at the Archive of American Folk Song in 1935, transcribing field recordings of 

John and Alan Lomax. In 1941, she began teaching preschool music and made several 

arrangements of folksongs, eventually publishing American Folk Songs for Children (1948). She 

returned to Modernist composition in 1952 with the Suite for Wind Quintet (1952). Sadly, her 

career was cut short by a diagnosis of cancer in 1953; she died that year.  

Crawford’s works can be considered in two stylistic periods: pre-1929 and 1930-1932. 

Pre-1929, she studied music in Chicago, and contact with Henry Cowell and Dane Rudhyar 

“ushered her into the world of dissonant, ultra-modern music.”112 The music from these years 

is more vertical and dense than her later works. Her works written between 1930 and 1932 

show the influence of Charles Seeger’s ideas; Crawford’s music from these years is more 

focused on line and melody than her earlier works. During her time in New York, she articulated 

the following “values of modern American dissonant music: clarity of line; avoidance of 

 
112 Straus, Ruth Crawford Seeger, 1.  
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rhythmic stickiness; feeling of tonal and rhythmic center; experiment with various means of 

obtaining at the same time, organic unity and various sorts of dissonance.”113 

Charles Seeger’s ideas regarding melody and dissonance are evident throughout 

Crawford’s works from the 1930s. He emphasized non-repetition and equal distribution of 

notes, non-repetition and equal distribution of intervals, and the use of “neumes” for motivic 

development.114 Straus notes that Crawford’s preference for intervallic variety corresponds to 

Seeger’s insistence that melodies be “dissonated,” meaning to be organized in such a way as to 

avoid any triadic or tonal implications. Seeger required that any notes of a “triad or triadic 

interval be followed immediately by a note a semitone (or tritone) away.”115 This idea is clearly 

seen in the first phrase of Diaphonic Suite No. 1, Movement 2; the consonant intervals are 

always followed by a half-step or tritone.  

The concept of neumes, as defined by Charles Seeger is an important structural element 

of Ruth Crawford’s music. The neume is similar to a motive but is defined as consisting of three 

or four events, “binary,” containing two internal intervals, or “ternary,” containing three 

internal intervals. Seeger identified six basic shapes consisting of lines, when intervals are in the 

same direction, or twists, when intervals are in different directions, or some combination of the 

two. Neume conversion is a core element of Seeger’s theory, whereby “any neume can be 

transformed into any other neume.”116 Neumes could be expanded while preserving their 

contour, or have the 12-tone operations (retrograde, inversion, retrograde inversion) applied to 

 
113 Tick, Ruth Crawford Seeger, 202.  
114 Straus, Ruth Crawford Seeger, 5-40. 
115 Ibid., 18.  
116 Tick, Ruth Crawford Seeger, 202.  
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them, as Seeger demonstrated in Tradition and Experiment in New Music.117 Crawford’s 

signature neume was a twist, (+2, -1), meaning one whole step up and a half step down, which 

is prevalent in her music from both stylistic periods.118  

Another important element of Crawford’s style was her use of “verse-form,” another 

term coined by Seeger, which is a phrase structure modeled on prose poetry. Several of her 

works use special single, double, and triple bar lines to indicate phrasing analogous to line 

breaks in poetry. All of the Diaphonic Suites use verse-form; Seeger suggested that the phrase 

structure of Diaphonic Suite No. 1 may have been based on Japanese poetry.119  

Diaphonic Suite No. 1: Background and Aesthetics 

Diaphonic Suite No. 1 for flute or oboe was written in 1930 and premiered in 1931 by 

Frances Blaisdell on a League of Composers concert. It is in four movements and is the first in a 

series: Diaphonic Suite No. 2 (1930) is for bassoon and cello or two cellos, No. 3 (1930) is for 

two Bb clarinets, and No. 4 (1930) is for oboe and cello. Diaphonic Suite No. 1 is unique as the 

only iteration for solo instrument and the only work in her output for solo monophonic 

instrument. This work was written during her time studying with Charles Seeger and has its 

roots in his composition assignments.120 The term “diaphonic” was used by Seeger to describe 

the need for “modern music to ‘cultivate “sounding apart” rather than “sounding together”—

diaphony rather symphony.’”121 This usage stems from the Ancient Greeks’ use of the term 

 
117 Straus, Ruth Crawford Seeger, 23.  
118 Ibid., 32.  
119 Tick, Ruth Crawford Seeger, 206.  
120 Straus, Ruth Crawford Seeger, 7.  
121 Ibid. 
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diaphony as dissonance, as opposed to symphony (consonance). Unusual for the twentieth 

century, the work is for flute or oboe; it is not known whether the piece was originally for one 

of the two instruments or if it was conceptualized originally for either instrument. The scoring 

may be a throwback to early music conventions; many Renaissance and Baroque works are 

scored for treble instruments rather than specific woodwinds. Crawford had an interest in early 

music, as illustrated by her labeling of the third movement as a passacaglia.  

Suite No. 1 is atonal and employs two distinct melodic styles: motivically organized, 

rhythmically free; and rhythmic uniformity constrained by a precompositional scheme.122 As 

stated above, the work is in verse-form and uses various types of bar lines to indicate the poetic 

line breaks. A heavy single bar line indicates a “slight phrase feeling;” a double bar with both 

lines heavy is a “definite period feeling;” a double bar with only the second line heavy is “a 

slight period feeling;” and a triple bar line is the “end of a movement.”123 The lines of 

Movements 1, 2, and 4 are organized around the verse-form, with line breaks at the 

punctuating bar lines. Movements 1 and 4 are the most similar, employing short, poetic phrases 

and rapid subdivision changes. They both use a quarter note pulse and there are no 

subdivisions across multiple beats. Movement 2 is much slower, in three sections, and obscures 

the pulse through liberal use of ties and quarter note quintuplets. Movement 3, privately called 

a “triple passacaglia perpertuum mobile” by the composer,124 is based on a seven-note tone 

row which is transformed throughout the movement. 

 
122 Straus, Ruth Crawford Seeger, 7.  
123 Ibid., 54.  
124 Tick, Ruth Crawford Seeger, 206. 
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This work is based largely on Crawford’s signature neume (+2, -1). The first figure in the 

work includes the prime form D-E-Eb, the inversion, D-C-C#, and the retrograde, D-Eb-C#.  

 
Example 30: Diaphonic Suite No. 1, Movement 1, measures 1-2. The red bracket shows the prime 

neume, the blue bracket is the inversion, and the green bracket is the retrograde 

 
This neume is used extensively throughout the work. The below example is from the middle 

section of the second movement. The third movement’s tone row also begins with this neume.  

 
Example 31: Diaphonic Suite No. 1, Movement 2, measures 45-47. This figure, the climax of the 

movement, uses the prime neume (+2, -1) with the first note displaced by an octave 

 
This neume, in various forms, is also used cadentially throughout the piece. The last two 

notes of the first movement with the first note of the second movement, C#-D#-D, create the 

prime form. The second and fourth movements end with Db-C-D, creating (-1, +2) the 

retrograde form. Several lines in all movements end with this neume, either in a complete 

statement or linking over the bar line into the next phrase. The fourth movement’s opening 

figure, C#-D-Eb, is a reordering of this motive which still sounds aurally connected.  

The pitch of D4 is a strong tonal center for the entire work and helps to ground the 

piece. This D is the first pitch in movements 1, 2, and 4, and it is the final pitch in movements 2 
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and 4. The fourth movement starts with a C# grace note into the D, which strengthens the 

feeling of the D pitch center due to the half step motion feeling like a leading tone into the D4. 

The third movement is centered around the pitch class G, starting on G4 and ending on G5. This 

echoes the tradition of an interior movement of a larger work being in a related key.  

Each movement ends with a coda, which is indicated by a rhythmic slowing. In the first 

movement, the longest phrase values are in the coda. The third movement’s coda is especially 

distinct as it breaks the moto perpetuum pattern by changing to quarter notes, with the final 

note lasting seven beats. The fourth movement echoes the first and second movement, ending 

with a leap down to a long D4, the longest held rhythm of the movement.  

 
Example 32: Diaphonic Suite No. 1, Movement 3, measures 58-60; half-time coda 

 

Diaphonic Suite No. 1: Performance Considerations 

The general performance style of this work is informed by the date of composition, the 

composer’s musical background, and the likely performance style of the first performer. 

Diaphonic Suite No. 1, written in 1930, by an American composer in New York and premiered by 

Frances Blaisdell all implies the work was first heard, and likely intended to be performed, using 

French stylistic traditions. American flute playing in New York was largely guided by the 

influences of Georges Barrère, Blaisdell’s teacher at The Juilliard School.  

Blaisdell was a diverse performer, working in chamber music, orchestral performance, 

and commercial music in addition to being a lifelong teacher. She was the first woman soloist to 
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perform with the New York Philharmonic, and she performed the New York premieres of 

several works that are now part of the flute canon, including Diaphonic Suite No. 1 and Ernst 

Bloch’s Suite Modale (1956). She is considered one of the most influential American flutists of 

the twentieth century and is credited with teaching the French School of flute playing to 

generations of aspiring flutists in California and New York.125  

Approach this work using the performance conventions of the French School; consistent 

registral tone colors, crisp articulation, and colorful vibrato. Crawford was most concerned with 

melody in this time; the performance priorities of this work are melodic line, articulation, and 

rhythmic clarity. The movements are all marked attacca and should be played without break.  

There are unique aspects of this score which require care in performance, most notably 

the various types of bar lines within the work. There are two editions of this work, the 1954 

edition and the 1972 edition. In the 1954 edition, there is a line break after every phrasing bar 

line (except in the third movement), while the 1972 version does not preserve these line 

breaks. The 1972 version uses Crawford’s special bar lines, but they are slightly changed: the 

heavy single bar lines are shown by a double bar line in which the first line is a dotted line, and 

the second is a normal bar line. This document uses the 1954 edition for all the examples and 

refers to the single bar lines as line breaks.   

The bar lines are intended to show the structure of the work, very similar to line breaks 

in poetry. Double or triple bars show the large phrases, while the heavy single bar lines show 

 
125 National Flute Association, “Frances Blaisdell: 1994 Lifetime Achievement Award,” accessed April 17, 2022, 
https://www.nfaonline.org/about/achievement-awards/frances-blaisdell; Douglas Martin, “Frances Blaisdell, ‘Girl 
Flutist’ Who Opened Doors, Dies at 97,” New York Times, March 31, 2009, 
https://www.nytimes.com/2009/03/31/arts/music/31blaisdell.html. 

https://www.nfaonline.org/about/achievement-awards/frances-blaisdell
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the subphrases of each individual phrase. In the fourth movement, the first phrase consists of 

two clauses that are separated by a heavy single bar line.  

 
Example 33: Diaphonic Suite No. 1, Movement 4, lines 1 and 2 

 
There are several slurs or ties over double bars throughout the work. While the 

composer’s definition of double bars as “definite period feeling” might indicate a place to 

breathe or phrase, this was obviously not desired. Within each phrase (bound by the double or 

triple bar lines), work towards a sense of continuity. Within these phrases, the heavy single bar 

lines are not stopping points; they are analogous to a comma within a sentence that continues.  

The rhythm of this piece is often a challenge; the subdivision changes frequently from 

beat to beat, and there is extensive use of ties and quintuplets. The rhythm is meticulously 

notated and should be given great care. The second movement employs the most uncommon 

rhythm in the work, the quarter note quintuplet. This rhythm appears twice, first in line 1 and 

again in line 3, and is tied into both times, adding difficulty to this likely unfamiliar rhythm. The 

second movement is the most rhythmically ambiguous of the work, obscuring the feel of the 

pulse through the ties and quintuplets. However, the balance between the audible pulse and 

obscured pulse is delicate and could easily be lost by careless performance of the rhythms. It is 

important to learn to play asymmetric rhythms evenly while avoiding audible groupings such as 
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2+3. Practice saying the sixteenth and quarter quintuplets evenly, with a metronome. This can 

be done using a word with five even syllables, for example, “university,” to learn the pacing, but 

this sometimes causes a slight unevenness due to the word’s phonetics. Simply counting, 1-2-3-

4-5, or using an articulation syllable such as “ta” will usually yield a more even end rhythm. The 

rapid subdivision changes of Movements 1, 2, and 4 should also be learned vocally, either with 

speaking or singing. The conventional methods of rhythmic practice, such as breaking the ties, 

practicing alternating subdivisions, and working with a metronome are all useful tools for 

learning the rhythms accurately.  

The first and fourth movements have the most obvious use of verse-form and call for a 

great deal of expressive range, especially considering the brevity of the movements. They have 

similar structures: large phrases all start with a repetition of the opening motive, with rubato 

indications (ritard., meno mosso) to delineate line breaks. The articulation should be crisp and 

distinct, particularly in the marcato lines in the fourth movement. Some space can be added 

before the articulated notes to punctuate the beginnings of slurs, as in the first and third lines 

of Movement 1 and in the sixth line of Movement 4.  

 
Example 34: Diaphonic Suite No. 1, Movement 1, line 3, measures 10-14 

 
Both movements extensively use the low register; practicing for stable low register tone 

and articulation, particularly with a variety of articulation and at all dynamics is vital. Practicing 

the low register exercises from Marcel Moyse’s books (described in Chapter 3) will help 

efficiently build low register flexibility. Studying these movements together, before moving 
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onto the inner movements will help performers develop a sense of Crawford’s musical 

language.  

The first movement, “Scherzando Quarter=96” emphasizes the contrast of dotted 

eighth/sixteenth rhythms with triplets. It is important to take care not to allow the dotted 

rhythms to soften into a triplet feel, especially in the large intervals in measures 4 and 5.  

 
Example 35: Diaphonic Suite No. 1, Movement 1, measures 4-5 

 
The dynamics should all be taken subito, with no transitions; the dynamics are used to 

emphasize the line breaks and the dramatic change helps the listener hear the phrase 

structure. The sudden register changes are best practiced slowly and carefully to preserve tone 

quality and color across registers. They can also be practiced with harmonic fingerings to help 

with accuracy and intonation. This movement, while very rhythmic, has opportunities for 

lyricism; the dotted eighths are just long enough for a fast vibrato to give the note more life, 

and the dolce marking on the final line is an opportunity for a very expressive vibrato and color 

change.  

The fourth movement, “Moderato Ritmico Quarter=69-88” shows the clearest 

connection to verse poetry of the suite. There should be audible changes in feel with each line 

break, particularly in the first four lines. The articulation is one aspect which can easily be 

adjusted to contribute to the changes in mood, using a pointed, almost edgy staccato for 

greater contrast with the legato sections. Ritmico translates to “rhythmic,” and rhythmic 

accuracy is a high priority in this movement. The range of tempos given implies the slow end of 
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the range is the desired tempo for the meno mosso in the last line, with the rest of the 

movement fluctuating between the two tempos with the marked ritard (Line 1) and 

accelerando (Line 7). Throughout the movement the dynamics should be abrupt. Crawford uses 

the effect of crescendo to a loud peak, followed by a lower, subito piano note throughout the 

work, in all movements, and significantly on the last two notes of the work. This final crescendo, 

starting at mf, should be intense, utilizing vibrato and color to contribute to the crescendo and 

contrast with the subito piano D4.  

The second movement, “Andante Quarter=66” is in two main sections: the first four 

lines, which are in 3/4 time and are based on a quarter note motive, and the rest of the 

movement, which is in 1/4 and is based on an eighth note pattern. The rhythm of the first 

section is deliberately ambiguous; the many ties over downbeats and quarter note quintuplets 

obscure the sense of pulse established by the opening motive. The rhythm of this movement 

should be learned very carefully with a metronome, particularly the quintuplets, which are 

uncommon in the repertoire. Practicing the transitions—quarters to quintuplets, and eighths to 

quintuplets—verbally and with articulation will help performers to internalize the 

relationships.126 The breathing in this movement is challenging as well; the phrases are long and 

there are few good places to breathe. Using a lighter color in the legatissimo section will help in 

conserving the breath through the long phrase, and taking subtle, bridged breaths after eighth 

or dotted eighth notes will help maintain the momentum. The commas in measures 21, 36, and 

68 should be quick and in time; they do indicate a slight transition in the phrasing, but the 

 
126 Detwiler, “Contemporary Violin,” 33.  
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rhythm and forward momentum should be maintained over the transition.   

Movement three, “Allegro (Measure = 60-72)” is a serial passacaglia based on the 

number seven. The time signature is 7/8, the tone row is seven pitches long, and there are 

seven variations of the row, not including the initial statement.  

Measure 1, Prime G A G# B C F C# 

Measure 9, P A B A# C# D G Eb 

Measure 17, 
Retrograde Ab/G# C G F# D# E D 

Measure 24, R B Eb Bb A F# G F 

Measure 31, Inversion C A# B G# G D F# 

Measure 38, I F D# E C# C G B 

Measure 45, 
Retrograde-Inversion C# A D Eb Gb F G 

Measure 52, RI G D# G# A C B C# 

Example 36: Diaphonic Suite No. 1, Table of Movement 3’s tone row and its permutations. 

 
Each of the eight sections rotates through the row, first in the original form, then beginning on 

the second note, then the third note, etc., until the pattern is completed. Each variation begins 

on the subsequent note in the row and there are two iterations of each transformation as 

shown in the table above. There is a two-measure coda in half-time, changing to quarter notes 

in 7/4, which restates the prime row starting on the second note and ending on G5.  

The movement is marked sempre legato and there is a slur over the entire first phrase 

into the downbeat of the second phrase. The second phrase is marked legato simile and the 

rest of the movement should be slurred in large phrases just as the first phrase. Each phrase 

has a new dynamic marking, although the mf markings for the fourth and seventh phrases are 
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midpoints in a long crescendo and diminuendo, respectively. The marked mf is a guide for 

scaling the crescendo and should not be overemphasized as a sudden change from the previous 

phrase. Every measure begins with a breath accent on the first note, which should vary in 

intensity based on their location in the phrase.  

There are a few challenges to be aware of in this movement. The groups of seven should 

be performed evenly, with only the downbeat accented and no obvious divisions of 3 or 4. The 

breathing is difficult, and while time must be added, the breaths should be as fast as possible to 

preserve the perpetual motion feel. The breaths should be after the first note of the second, 

fourth, fifth, seventh, and eighth variations (where the commas are in the score). The second 

phrase ends with the final note being held into the following measure and a rest, allowing 

ample time for a large breath. The beginning of the sixth variation is the top of the crescendo 

and is the high point of the movement; it would break the momentum to breath after the 

downbeat. A better place is after the down beat of the prior measure, which also allows for the 

player to prepare for the soaring ff. Finally, the coda should be performed in one breath; 

carefully scale the crescendo so the final note can be held with no decrescendo for the entire 

notated duration.  

Diaphonic Suite No. 1 is a fantastic pedagogical work to learn how to phrase within 

atonal music. Crawford’s use of neumes and verse-form visually represents the phrases. 

Neumes are based on the way tonal melodies function, which helps them feel familiar and 

intuitive to performers experienced with Romantic and tonal repertoire. Crawford’s use of 

neumes also gives the work a cohesion similar to the relationships between themes in tonal 

works, largely from the repetition and transformation of a small number of core neumes. The 
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use of a tone-row, in a clear, obviously expressive manner also demonstrates the possibilities 

for expression within serial works, providing a counterexample to the myth that serial works 

are purely mechanical.  

Variations for Solo Flute by Ursula Mamlok (1961) 

Ursula Mamlok: Historical Background and Musical Style  

There is little scholarly research on Ursula Mamlok (1923-2016) in the English-speaking 

world, and there are no well-known performance guides for Variations for Solo Flute. The most 

complete source of information on Mamlok’s music is Roxane Lise Prevost’s 2003 dissertation, 

“A Woman Composer Among Men: A Theoretical Study of Ursula Mamlok’s Serial Works’’ in 

which she discusses four of her works: Variations for Solo Flute, Haiku Settings V, Panta Rhei, 

and Polarities II. Mamlok’s solo piano work, Panta Rhei, is also discussed in Joseph N. Straus’s 

book, Twelve-tone Music in America. She is included in the Grove Dictionary of Women 

Composers and in the Grove Music Dictionary, but both entries are brief, providing mostly 

biographical information.  

The only commercially available recording of Variations for Solo Flute is Samuel Baron’s 

interpretation, originally released in 1980 on Samuel Baron plays Twentieth Century American 

Music for Solo Flute on the label Composer’s Recording, Inc., and included on American Masters 

– Ursula Mamlok, Composer’s Recording, Inc., released in 2002. The piece has seen renewed 

interest in recent years and there are recorded performances on social media websites such as 

YouTube. Several of Mamlok’s other chamber works, such as Der Andreas Garten (1987) for 

soprano, flute, and harp, have been more widely performed and recorded. Her solo piano work, 

Panta Rhei, (1981), is her most studied and performed work.  
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Ursula Mamlok was born and spent her early childhood in Berlin before fleeing to 

Ecuador in 1939 to escape Nazi persecution. She moved to New York City at age 17 to study at 

Mannes after receiving a scholarship. Her first teacher in New York was George Szell, a 

conservative teacher who focused on the tonal repertoire of the prior century.127 She was 

introduced to serialism at Black Mountain College in 1944 where she spent a summer studying 

with Ernst Krenek. There she studied the works of Schoenberg, Webern, and Krenek himself. 

She met and married her husband, Dwight Mamlok, in San Francisco where they resided for a 

few years before returning to New York City in 1949. She completed her bachelor’s and 

master’s degrees at the Manhattan School of Music in 1957 and 1958, respectively, and began 

studies with Stefan Wolpe for a few months in 1960, who urged Mamlok to explore serialism. 

Mamlok studied with Ralph Shapey in 1961, who was an important advocate for her, helping 

her secure her first major performances.128 Her music was performed over the following 

decades by ensembles such as the Group for Contemporary Music, the Da Capo Players, 

Continuum, and Music in our Time.129 She taught for several years at New York University, 

Temple University, and Manhattan School of Music; Tania León is her most notable student. 

Following the death of her husband in 2005, Mamlok moved to Berlin and began a close 

collaboration with Bettina Brand, a journalist and musicologist. She continued to work with 

ensembles and compose new works until her death in 2016.  

 
127 Roxane Lise Prevost, “Woman Composer Among Men: A Theoretical Study of Ursula Mamlok’s Serial Works, 
(PhD. diss., SUNY Buffalo, 2003), 9.  
128 Prevost, “Ursula Mamlok,” 13.  
129 Dwight und Ursula Mamlok Stiftung, “Biography,” accessed April 17, 2022, 
https://www.mamlokstiftung.com/ursula-mamlok/biographie/.  

https://www.mamlokstiftung.com/ursula-mamlok/biographie/
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Mamlok’s musical style underwent drastic changes over the course of her career. Her 

early training in piano and composition were traditional, focusing on the tonal repertoire and 

traditions of prior centuries, which is reflected in her early works. Her music prior to 1960 uses 

tonal conventions and shows the influence of Paul Hindemith and Béla Bartók.130 The Variations 

for Solo Flute marks her first foray into serial composition, and she continued to use serial 

techniques throughout the rest of her career, refining her approach and style until her death. 

Prevost discusses Mamlok’s shift to dodecaphonic composition, stating that, aside from 

intellectual curiosity, she may have felt the need to adopt serial techniques for professional 

advancement and to embrace a musical style antithetical to Nazism.131 Much of her output 

consists of small chamber works, and she often combined new and old techniques; for example, 

using a rondo in Panta Rhei.132 Mamlok always considered the listener; her preference for small 

forms is at least partly for the sake of the listener who “cannot take a long piece that is atonal 

and doesn’t have a return.”133 She also believed that the details of the compositional process 

should not be shared with the audience, commenting that “details should be left in the 

shop.”134 She states that music must appeal to the layman as well as the educated listener135 

and her music demonstrates the desire for clarity. The short movements, motivic development, 

and lyricism combine into an elegant style.  

 
130 Prevost, “Ursula Mamlok,” 9. 
131 Ibid., 23-24.  
132 Ibid., 3, 13.  
133 Ibid., 35.  
134 Ibid., 13.  
135 Liner notes, Ursula Mamlok Chamber Works, CRI, 2002.  
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Variations for Solo Flute: Background and Aesthetics 

Variations for Solo Flute (1961) was commissioned by Harvey and Sophie Sollberger and 

premiered by Sophie at Carnegie Hall the same year. This work represents Mamlok’s first use of 

serial techniques and eschews many of the traditional methods of row transformation, using 

the row only in its prime and retrograde forms. Mamlok describes the work’s structure in the 

liner notes of Samuel Baron’s recording: 

The theme and first three variations consist of a row and its retrograde. The theme 
becomes divided through this procedure into two symmetrical parts, the second being a 
mirror of the first. The transformation of the various elements takes place gradually. At 
first only the rhythmic shapes are altered, the pitch order remaining intact. As the work 
progresses, however, only segments of the original row arc are used. The final variation 
(12th) restores the rhythmic contour of the initial theme; but the row itself has taken a 
different form, this in order to transform the character of the opening statement.136  
 
The theme is a palindrome; the row in prime form, followed by the retrograde. The 

rhythm, dynamics, and register of the prime statement are preserved in the retrograde 

statement. The palindrome concept is used and developed throughout the work, both for 

melodic and rhythmic development. The variations are diverse, contrasting quiet lyrical 

melodies with hyper-rhythmic virtuosic material. There are two melodic ideas which are used 

throughout the work: two-octave leaps often paired with an extreme dynamic change, and 

sustained notes slurred to a short, staccato ending. Both ideas are developed in the prime 

statement of the theme (measures 1 and 5). The variations alternate the two types of material, 

creating contrast much in the manner of historic variations or suites that contrast “fast” and 

“slow” movements.  

 
136 Liner Notes, Samuel Baron Plays Twentieth Century Solo Flute Works NWCRL212, 2010. 
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Example 37: Mamlok’s Variations for Solo Flute, Measures 1-5; lyrical material of the theme. 

 
The theme’s form, the prime row mirrored in register and rhythm, is largely preserved in 

the first three variations. Variation 3 begins altering the rhythm and register, but still maintains 

the pitch palindrome. Variation 4 begins with the pitch material of the retrograde form of the 

tone row and uses motivic development, rather than the palindrome idea, to develop the 

movement.  

Variation 5 is a departure from the previous material. It is marked “dance-like” and has 

an almost moto perpetuo quality, interrupted by longer held notes and rests, which serve as 

structural markers for the performer and listener. Serial procedures are largely abandoned in 

this variation and the melodic material is developed through repetition of the opening phrase. 

Prevost notes the pitch content is related to the melodic contours and intervals of the 

theme.137 The two melodic ideas, a sustained note followed by a staccato ending and 2-octave 

leaps, are prevalent throughout the movement, often as cadential figures.  

Variations 6 and 7 return to and expand on the palindromic development used earlier in 

the piece. Variation 6 uses pitch as the mirrored element, while Variation 7 primarily uses 

rhythm. Variation 6 restates the prime, starting an octave lower than in the theme, but omits 

the final Bb of the row. Mamlok freely alters the rhythm and register of the pitch classes within 

the palindrome. The melodic content of Variation 7 is built on excerpts from the main row, and 

 
137 Prevost, “Ursula Mamlok,” 67. 
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the theme’s opening motive is reordered as D#-D-C, in measures 132-134 at the start of the 

variation’s second large phrase.  

Variations 8, 9, and 11 introduce and develop a grace note motive—decorating a 

sustained pitch with increasingly elaborate grace notes. In Variation 8 the motive is introduced 

in measure 153, decorating the A4. In Variation 9, the first four measures add increasing density 

to the F6, marked at ff, then abruptly resets on a new pitch, Db5, marked piano. In Variation 11, 

the main motive is a sustained E5 preceded by a grace note G#4 and slurred to a staccato C5—

an expansion of one of the piece’s recurring melodic cells. This motive is expanded and 

condensed and is interrupted by increasingly longer interjections as the variation develops.  

 
Example 38: Variations for Solo Flute, Variation 11, measures 1-5. 

 

 
Example 39: Variations for Solo Flute, Variation 10; showing the deletion of notes in the repetition of 

the motive. 
 

Variation 10 contrasts with the surrounding variations, using the motivic development 

technique of deleting or adding notes in the initial theme. The variation contrasts the two types 

of material, lyricism and rhythmic virtuosity, which are explored in similar ways. Shown below 
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are the first statements of the two melodic motives in the variation. On each repetition, the 

motives are subtly different; the first repetition of the rhythmic motive removes several notes 

while maintaining the contour and length of the phrase.  

Variation 12 closes the work with an exact repetition of the rhythm of the initial theme. 

In the original score published by the American Composers Alliance, this variation is subtitled 

“Theme,” clearly demonstrating its connection to the opening theme.138 As in the original 

theme, this variation is an exact pitch and rhythm palindrome, though the dynamics are not 

exactly mirrored. The sudden return to the lyrical material of the opening creates a cadential 

feeling and mirrors the form of a traditional theme and variations, in which the theme is 

restated at the end of the work.  

Variations for Solo Flute: Performance Considerations 

Ursula Mamlok’s background as a New York-educated composer and the work’s date of 

composition, 1961, indicate this work should be approached using the conventions of the 

French School of flute playing. As discussed regarding Diaphonic Suite No. 1, the French style 

was dominant among New York City’s flutists before World War II, and this dominance 

continued due in part to Frances Blaisdell’s pedagogy. Sophie Schultz Sollberger premiered the 

work in Carnegie Hall.139 Her primary teachers were Samuel Baron, Harold Bennett, and John 

Wummer, and she was principal flute in the American Symphony 1965-1968. She was an 

experienced contemporary music performer, often playing in the Group for Contemporary 

 
138 Prevost, “Ursula Mamlok,” 65.  
139Theodore Strongin, “Sophie Sollberger Plays Flute Works,” New York Times, November 10, 1964.  
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Music’s concerts and recordings.140 

Mamlok’s clear and lyrical style indicates a more romantic performance style is more 

appropriate than in other contemporary avant-garde works. An expressive vibrato will highlight 

the sudden register leaps and will emphasize the melodic lines of the theme. Many of the 

sustained notes are marked with subtle crescendi or diminuendi, indicating that Mamlok 

desired motion through the sustains rather than a feeling of stillness. The dynamics and 

registral changes should be subito; softening the abruptness of the loud, high interjections 

makes them sound silly and out of place. The drama of the register change requires it to be 

sudden and surprising. This work should be performed carefully and gracefully; even in the 

abrupt leaps upward, strive for a resonant and full-bodied tone quality.  

The variations should all be performed attacca; many variations end by tying or slurring 

into the following variation, and there are two variations which begin partway through the final 

measure of the preceding variation. Mamlok’s phrasing in this work is very straightforward, 

often delineated by rests. She also often ends phrases with a registral leap to a short or 

staccato note.  

The structure of the work, a rapidly evolving theme, allows performers to grow 

accustomed to her phrasing gradually. The phrases are often shown through register changes, 

dynamics, rhythmic changes, and repetition. When learning this work, start at the beginning 

and work through the variations to get a sense of Mamlok’s style and compositional language. 

In the theme and early variations, the phrases are delineated by rests, clearly demonstrating to 

 
140 Harvey Sollberger, liner notes for “Twentieth-Century Flute Music,” with Jeanne Benjamin, Allen Blustine, 
Sophie Sollberger, and Charles Wuorinen. Nonesuch HB-73028, 1975, LP.  
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the performers how the internal structures and logic shape the phrases. Starting with Variation 

6, the use of rests starts to diminish, though the earlier established cadential figures, dynamics, 

and register changes persist.  

In Variation 10, the phrases are delineated through the contrasting materials; the 

rhythmic phrases all start with repeated staccato notes and the lyrical passages all begin with a 

held note and cantabile marking.  

 
Example 40: Variations for Solo Flute, Variation 10; phrases are easily seen due to the contrasting 

melodic types. 

 
The rhythmic content of this work is challenging and may intimidate inexperienced 

players. The Theme and first four variations all use a triple meter, 3/4 or 3/8, and the tempo 

relations are straightforward, double-time or half-time. The subdivision relationship is more 

challenging. The eighth note tempo of the Theme becomes the dotted quarter tempo in 

Variations 1 and 2. This lack of internal consistency—the eighth note remaining steady—can 

initially be difficult to execute. Variation 5 introduces a constantly changing meter, shifting 

between 7/16, 5/16, 6/16, 8/16, and 9/16, and continually changes the larger pulse. The 

various meters are beamed to indicate the pulse and there is little consistency in how each 

individual measure is felt. For example, 7/16 is sometimes 3+4, 2+3+2, or 2+2+3. Variation 9 
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also introduces a rhythmic challenge due to the density of grace notes between the measured 

notes.  

 
Example 41: Variations for Solo Flute, Variation 5; showing the various ways of beaming to indicate 

pulse. 

 
The tempo modulations in much of the work can be learned in the traditional manner, a 

metronome on a consistent pulse; however, particularly in the faster movements, learning the 

varying subdivisions vocally by speaking or singing the rhythms will aid in the accuracy of the 

final performance. Variation 5 should be approached slowly and with the metronome initially 

on the sixteenth note to ensure consistency between the different meters. As comfort with the 

rhythm grows, experimenting with different ways to feel a larger pulse can change the 

interpretation of the movement.141 The beaming may indicate how Mamlok conceived of the 

material; it’s best to use the beaming to guide the large sense of pulse when starting to study 

this variation. The rhythmic priority in Variation 5 is for the staccato sixteenth notes to be 

continuous and even, obscuring the larger pulse. The notated accents, longer durations, and 

subito dynamics become increasingly dense as the movement progresses, clearly 

 
141 Weisberg, Wind Playing, 121-124. 
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demonstrating that the compositional scheme of the movement is a development of density 

and intensity. To emphasize this change, the performer should strive for a consistent dynamic 

across the staccato without emphasizing the downbeats or other rhythmic characteristics 

outside of the notated accents.  

The only extended timbres in this work are flutter tongue and harmonics. The flutter 

tongue is generally low in the flute’s range and quite soft; using throat-produced flutter tongue 

may yield a more resonant, less airy tone color, but the performer should experiment with both 

flutter tongue methods to find the timbre that fits within the phrase. The harmonics do not 

have fingerings notated, leaving the choice to the performer. I suggest the following fingerings, 

selected for ease of production, intonation, and stability:  

• M. 32: F# without the right-hand little finger 

• M. 128: Low E  

• M. 143: Low F 

This work is a lovely example of the lyricism and beauty possible within serial 

composition. Mamlok’s personal style and consideration of the audience combined to create a 

performer-friendly and attractive work. The technical challenges of the piece are well within 

the ability level of most undergraduate flutists, and it introduces performers to the rhythmic 

skills required for much of the major avant-garde repertoire. The lack of a developed 

performance tradition around this work, sometimes considered a drawback, allows students an 

opportunity to explore and learn how to make choices about the interpretation of the work. 

The short forms and unique characters of each variation make this a pedagogically interesting 

work as well. This work is an excellent alternative to Berio’s Sequenza I; it is similar in style yet 
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less technically difficult, contrasts moments of lyricism with technical virtuosity, and allows 

students an opportunity to explore Post-War Modernism.  
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CONCLUSION 

The works of the early twentieth century avant-garde serve an important purpose in 

preparing musicians for the now-standard repertoire of Post-War Modernists and later 

decades. The aim of this curriculum is to build an aesthetic comfort with the twentieth century 

avant-garde so students can see and appreciate the individual styles of a work beyond the 

rudimentary tonal-versus-atonal divide, enabling them to assess the musical priorities of any 

given work. The style guide, performance guides, and historical background provided in this 

document give students and pedagogues context and practical solutions to supplement the 

curriculum.  

The performance skills and concepts developed through this curriculum can also be 

applied to the repertoire of later decades and the 21st century. Learning to interpret motive-

based music is useful in learning minimalist repertoire. The ability to interpret silence in 

different ways is easily transferred to Experimentalist pieces, the Wandelweiser Collective 

composers, and the works of Tōru Takemitsu and Joji Yuasa, among others. Timbre-based music 

interpretation is directly applicable to most of the extended technique repertoire, particularly 

works by Robert Dick, Beat Furrer, and Salvatore Sciarrino.  

This curriculum is by no means complete; there is a wealth of pieces composed 1900-

1979 that are not included but would make useful additions to the suggested repertoire lists. 

There are also works composed in the past 50 years that would fit into the pedagogical 

categories. The included composers and pieces are largely limited to the well-known and widely 

available works and excludes works that may be pedagogically relevant—likely excluding many 

worthy works by women and non-white composers. By focusing on historical repertoire, much 
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of the repertoire is by white male composers; there are few women and non-white composers 

included in the repertoire suggestions. The lack of diversity is problematic for many reasons and 

could be alleviated by surveying more recently composed works and/or commissioning 

pedagogical works from living composers of various demographics and backgrounds.  

One challenge in compiling the repertoire list was in locating works of appropriate 

difficulty, and more research is needed to locate and assess works for different skill levels. 

While all the works are broadly considered “undergraduate level,” there is a wide range of 

ability levels within university and conservatory students across various institutions. A more 

nuanced difficulty grading would allow teachers to better match repertoire to individual 

students, and as many pedagogues are largely unfamiliar with this repertoire, more detailed 

descriptions of the works will aid in the usefulness of the repertoire suggestions.  

Finally, this project provides a template for the development of similar curriculums 

focused on other challenging musical genres such as New Complexity, electroacoustic works, 

Minimalism, and improvisatory or indeterminate works. Many of the styles and genres of the 

end of the twentieth century build on, or are a reaction against, Post-War Modernism and 

serialism. Continuing the curriculum guide to include these later genres would aid in bringing 

many of these works into the modern repertoire and make our students more able and flexible 

performers.   
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APPENDIX A 

REPERTOIRE LIST ORGANIZED BY UNIT AND DIFFICULTY 
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Unit 1: Early Atonality 
 

Claude Debussy Syrinx (1913) 
Ernst Krenek Suite for Flute and Piano (1954) 
Sigfrid Karg-Elert 30 Caprices, No. 20 (1918) 
Arthur Honegger Danse de la chèvre (1921) 
Paul Hindemith Sonata for Flute and Piano (1936) 
Jacques Ibert Concerto for Flute, Mvt. 1 (1932) 
Arnold Schoenberg Sonata, arr. for flute and piano, Mvt. 1 (1924) 
 
 

Unit 2: Rhythmic Complexity 
 
Aaron Copland Vocalise (1929) 
Charles Koechlin Sonatine No. 2 (1942), Sonata for Two Flutes (1922) 
Paul Hindemith Acht Stücke, Mvt. 2 (1927), Duet for Two Flutes (1923) 
Ruth Crawford Diaphonic Suite No. 1, Mvts. 1, 2, 3 (1930) 
John Cage Three Pieces for Two Flutes (1936) 
Jukka Tiensuu Etude No. 1 (1974) 
 

 
Unit 3: Motivic Structures 

 
Ruth Crawford Diaphonic Suite No. 1, Mvts. 2, 4 (1930) 
Paul Hindemith Acht Stücke, No. 1 (1927) 
Virgil Thomson Sonata for Flute Alone, Mvt. 1 (1943) 
André Jolivet Cinq Incantations, Mvt. 1 (1936) 
Olivier Messiaen Le Merle Noir (1951)  
Wallingford Riegger Suite for Flute Alone (1930) 
Edgard Varèse Density 21.5 (1936/1946) 
John Cage Three Pieces for Two Flutes, Mvt. 2 (1935) 
 
 

Unit 4: Musical Silence and Stillness 
 

André Jolivet Cinq Incantations, Mvt. 1 (1936) 
Giacinto Scelsi Pwyll (1954) 
Franco Donatoni Studio (1971) 
Isang Yun Etude No. 2 (1974) 
Brian Ferneyhough Four Miniatures (1965) 
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Unit 5: Timbre-Based Phrases 
 
Charles Koechlin Sonatine No. 1 (1942) 
Edgard Varèse Density 21.5 (1936) 
Henry Brant Mobiles (1932) 
Kazuo Fukushima Mei (1962) 
Isang Yun Etudes (1974) 
Franco Evangelista Proporzioni (1958) 
Klaus Huber To ask the flutist (1966) 
Aaron Copland Duo for Flute and Piano, Mvt. 2 (1971) 
 
 

Unit 6: Post-War Modernism 
 
Milton Babbitt Composition for Four Instruments, Flute Solo, measures 327-350 (1948) 
Ursula Mamlok Variations for Solo Flute (1961) 
Roman Haubenstock-Ramati Interpolation (1957) 
Bruno Maderna Divertimenti in Due Tempi (1953) 
Mario Davidovsky Synchronism No. 1 (1963) 
Pierre Boulez Deux extraits du “Marteau san maître.” (1955/2007) 
Donald Martino Quodlibets I (1954) 
Charles Wuorinen Variations I and II (1963, 1968) 
Luciano Berio Sequenza I (1958) 
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APPENDIX B 

CHRONOLOGICAL LISTING OF AVANT-GARDE FLUTE REPERTOIRE 1900-1979



 

124 

Claude Debussy Syrinx (1913)  
 
Paul Hindemith Kanonische Sonatine (1923)  
 
Arnold Schoenberg Sonata, arranged by Felix Greissle (1926) 
 
Paul Hindemith Acht Stücke (1927) 
 
Aaron Copland Vocalise (arranged for flute and piano) (1929)  
 
Ruth Crawford Diaphonic Suite No. 1 (1930) 
 
Wallingford Riegger Suite for Flute Alone (1930) 
 
Henry Brant Mobiles (1932) 
 
Arthur Honegger Danse de la chèvre (1932) 
 
Jacques Ibert Concerto for Flute (1932) 
 
John Cage Three Pieces for Two Flutes (1936)  
 
Paul Hindemith Sonata for Flute (1936) 
 
André Jolivet Cinq Incantations (1936) 

 
Edgard Varèse Density 21.5 (1936/1946)  
 
Charles Koechlin Three Sonatines, op. 184 (1942) 
 
Virgil Thomson Sonata for Flute Alone (1943)  
 
Pierre Boulez Sonatine for Flute and Piano (1946) 
 
Milton Babbitt Composition for Four Instruments (1949) 
 
Olivier Messiaen Le Merle Noir (1951)  
 
Bruno Maderna Divertimenti in Due Tempi (1953) 
 
Ernst Krenek Suite for Flute and Piano (1954)  
 
Donald Martino Quodlibets (1954) 
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Giacinto Scelsi Pwyll (1954)  
 
Pierre Boulez Deux extraits du “Marteau san maître” (1955/2007) 
 
Roman Haubenstock-Ramati Interpolation (1957) 
 
Franco Evangelisti Proporzione (1957) 
 
Luciano Berio Sequenza I (1958) 
 
Bruno Maderna Musica su due dimensioni (1958 version) (1958) 

 
Tōru Takemitsu Masque pour deux flûtes (1959-60) 
 
George Perle Monody I (1960) 
 
Stefan Wolpe Piece in Two Parts (1960) 
 
Bruno Maderna Honeyrêves (1961) 
 
Kazuo Fukushima Mei (1962) 
 
Mario Davidovsky Synchronism No. 1 (1963) 
 
Charles Wuorinen Variations I (1963) 

 
Brian Ferneyhough Four Miniatures (1965) 
 
Klaus Huber To ask the flutist (1966)  
 
Charles Wuorinen Variations II (1968) 
 
Brian Ferneyhough Cassandra’s Dream Song (1970) 
 
Aaron Copland Duo for Flute and Piano (1971) 
 
Franco Donatoni Studio (1971) 
 
Tōru Takemitsu Voice (1971) 

 
Jukka Tiensuu Etudes (1974)  

 
Isang Yun Etudes (1974) 
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