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Lili Boulanger (1893-1918) D’un matin de printemps (1917/18)
Claude Debussy (1862-1918) “Bilitis” pour flûte (1914)
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From 6 Épigraphes antiques. L131a
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Pour invoquer Pan, dieu du vent d'été
Pour un tombeau sans nom
Pour que la nuit soit propice
Pour la danseuse aux crotales
Pour l'Égyptienne
Pour remercier la pluie au matin
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Paul Dukas (1865-1935) La plainte, au loin, du Faune… (1920)
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Pièce écrite pour le “Tombeau de Claude Debussy”
Transcription pour flûte par Gustave Samazeuilh

9

Claude Debussy Prélude à l’après-midi d’un faune L86a (1894)

8.52

Transcription pour flûte par Gustave Samazeuilh

André Caplet (1878-1925) 2 petites pièces (1897)
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Rêverie
Petite Valse

Gabriel Fauré (1845-1924) Sonate pour violon No. 1 Op. 13 (1875)
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Allegro molto
Andante
Allegro vivo
Allegro quasi presto
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Total playing time : 64.50
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DEBUSSY: Prélude à l'après-midi d'un faune. Although this work only lasts some 10
minutes, Debussy worked on it for at least 2 years from 1892, mirroring Mallarmé's own
engagement on his poem for 11 years from 1865. It charts the progress of the faun's
erotic fantasies in the afternoon heat. Though Debussy insisted his work gave only 'a
general impression' of the poem, he admitted to a correspondence between the last
five bars and the poem's last line - 'Couple, farewell ! I go to see the shadow you
became.' Another correspondence, between the 110 lines of the poem and the 110
bars of the music may be coincidental. Or not ?
The opening flute solo, too, may credibly relate to a line in the middle of the poem,
'Une sonore, vaine et monotone ligne':: 'sonore', because the opening C-sharp on the
flute, although it is the instrument's open note, was always naturally out of tune on
French flutes of the period, and rectifying this produced a peculiarly veiled and distant
colouring; 'monotone' because of the repetition of the opening phrase; and 'vaine'
from the feeling that the music is directed, not by any stern logic, but by passing whims
- what Debussy called 'mon plaisir'. As to the aesthetic value of the work, claims extend
from Saint-Saëns's that it 'contains not the slightest musical idea in the true sense of
the word' and Boulez's that 'modern music was awoken by it'.
DEBUSSY: "Bilitis". After setting three of his friend Pierre Louÿs's 1894 prose poems
Les Chansons de Bilitis, Debussy was asked by him to provide incidental music for a
mimed recitation with 'tableaux vivants' of another twelve poems. The composer
chose an individual ensemble of two flutes, two harps and celesta which would allow
the recited poems to be heard clearly. A single performance was given on 7 February
1901, after rehearsals of which Louÿs wrote 'I'm spending every afternoon with naked
women. It's nice.' The poems were spoofs on those by Sappho, supposedly a friend of
the non-existent Bilitis, and Louÿs was delighted when a number of Greek scholars
were taken in. Probably the composer was also happy when a review praised the music
as 'ingeniously archaic', the 'archaisms' consisting of church modes, whole tone
harmonies (notably in the second piece), arabesques that suggest free, supple dancing,
and much repetition of patterns. In 1914 Debussy, being as often short of funds,
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reworked passages of the music in his Épigraphes antiques for piano duet. The six
pieces recorded here are transcriptions of this version.

repeated Gs
piano takes it

The meeting between Debussy and the 29-year-old André CAPLET in October 1907
was an instant success, and Caplet's involvement with the maître went on to include,
among other tasks, orchestrating Children's Corner as well as parts of Le Martyre de
Saint Sébastien. Debussy also valued him as a meticulous proof-reader, dubbing him
variously 'l'ange des corrections' (the angel of corrections) and 'le tombeau des fautes'
(the graveyard of errors). Caplet had entered the Paris Conservatoire in 1896, winning
the Prix de Rome in 1901 when he beat Ravel into third place. His Two Little Pieces of
1897 show his innate musicianship in their Fauréan harmonic sleights of hand and
overall charm.
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The death in 1918 of Lili BOULANGER from tuberculosis must rank with that seven
years later of Caplet from the effects of gas in the trenches as two of the most serious
losses to 20th-century French music. In 1913 Boulanger too won the Prix de Rome with
her cantata Faust et Hélène, the first woman to do so, and Debussy, while noting that
she availed herself of musical dodges that were de rigueur for these offerings, felt she
did so with aplomb. She made both violin and flute versions of D'un matin de
printemps, one of her last compositions, whose brisk energy and unorthodox
harmonies look forward to the works of Les Six.
Paul DUKAS, like Caplet, was a close friend of Debussy's and shared that composer's
elevated view of what music should be. In 1902 his review of Pelléas et Mélisande
began with the observation that 'a most unusual thing has happened to the director of
the Opéra-Comique: he has put on a masterpiece.' Sadly, his high standards
prevented him from publishing any major works between the ballet La Péri in 1912 and
his death in 1935. Apart from a setting of a Ronsard sonnet, his only other published
work was his piano piece in the memorial edition for Debussy, published by the Revue
musicale in 1920. Harmonically complex and including many short quotations from
L'Après-midi, this is in three sections, the two outer ones featuring relentlessly
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duet. The six

repeated Gs on the piano that sound like tolling bells. The transcription for flute and
piano takes its cue from the many decorative phrases in the high register.

October 1907
on to include,

FAURÉ: Violin Sonata 1
While Debussy had a part to play in the music of the four other composers on this disc,
in Fauré's case it was more noticeable for being negative: that's to say, Debussy's
music can to some extent be heard as a rebuttal to many of the features of Fauré's,
especially the traditional function of dissonance to resolve, even if obliquely, on to
consonance, instead of the Debussyan tendency to stand as an element in its own right,
with no innate forward impulse.
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Fauré wrote his First Violin Sonata in 1875-6, when he had just turned 30, and it has a
claim to being considered his first masterpiece. Beginning a violin sonata with 21 bars
of piano solo shows that Fauré wasn't afraid to be different, but the sweep of this
passage may remind us of Brahms - with the proviso that he didn't write his First Violin
Sonata until 1878. Fauré had also clearly learnt from the experience of writing 20 or so
songs which had taught him how to shape melodic lines. The serious mood is
maintained in the Andante, with the opening short-long rhythm on the piano
dominating the texture (this rhythm was to recur in the Seventh Nocturne and in the
late Fantaisie for piano and orchestra, where Alfred Cortot would have preferred a
more conventional pattern). The scherzo belongs to those light-footed, airy
movements pioneered in orchestral music by Mendelssohn and Berlioz and developed
by Debussy and Ravel in their String Quartets. The last movement seems to draw
energy from the off-beat chordal accompaniment, and it has been observed that later
finales in his chamber music often lacked this movement's easy assurance.
© 2020 Roger Nichols
Recorded by Nimbus Records at Wyastone Leys, Monmouth, UK. 21-23 March 2019
Cover, Pissarro (1830-1903) La Rue Saint-Lazare, temps lumineux (1893)
c 2021 Wyastone Estate Limited © 2021 Wyastone Estate Limited
Released under exclusive licence from the copyright holder.
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Flutist/conductor Ransom Wilson has performed
in concert with major orchestras the world over.
As a flutist, he has recently launched an ongoing
series of solo recordings on the Nimbus label in
Europe. As a conductor, he is starting his third
season as Music Director of the Redlands
Symphony in Southern California, and he
continues his positions with the Lar Lubovitch
Dance Company and Le Train Bleu ensemble.
He has led opera performances at the New York
City Opera, and was for ten years an assistant
conductor at the Metropolitan Opera. He has
been a guest conductor of the London, Houston,
KBS, Kraków, Denver, New Jersey, Hartford, and
Berkeley symphonies; the Orchestra of St.
Luke's; the Philadelphia Chamber Orchestra; the
Hallé Orchestra; and the chamber orchestras of
St. Paul and Los Angeles. He has also appeared
with the Glimmerglass Opera, Minnesota Opera,
and the Opera of La Quinzena Musical in Spain.
As an educator, he regularly leads master classes
at the Paris Conservatory, Juilliard School,
Moscow Conservatory, Cambridge University,
and others. A graduate of The Juilliard School,
he was an Atlantique Foundation scholar in Paris,
where he studied privately with Jean-Pierre
Rampal. His recording career, which includes
three Grammy Award nominations, began in
1973 with Jean-Pierre Rampal and I Solisti Veneti.
Since then he has recorded over 35 albums as
flutist and/or conductor. Mr. Wilson is Professor
of Flute at the Yale University School of Music,
and has performed with The Chamber Music
Society of Lincoln Center since 1991.
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François Dumont is a prize winner of the most prestigious international competitions: the
Queen Elisabeth Competition (Brussels), the Chopin Competition (Warsaw), the Cleveland
International Competition in the United States and the Clara Haskil Competition in Switzerland. In 2012, he was recieved the prize of « Révélation de la Critique Musicale française ».
Born in 1985 in Lyon, François Dumont worked with Pascale Imbert, Chrystel Saussac and
Hervé Billaut before being admitted at the age of fourteen to the Conservatoire National
Superior of Music and Dance of Paris in the class of Bruno Rigutto. He studied with Leon
Fleisher, Murray Perahia, Menahem Pressler, Dmitri Bashkirov, Fou Ts'ong and Andreas
Staier at the International Piano Academy of Lake Como and worked with William Grant
Naboré as "Theo Lieven Scholar". With Virginie Constant and Philippe Aïche, he is a
member of the Trio Elégiaque. His recording of Ravel's two Concertos with the Orchester
National de Lyon, directed by Leonard Slatkin, is published by Naxos.
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Also available by Ransom Wilson on Nimbus Alliance

Schubert, Beethoven & Schumann
With Peter Frankl, piano

Music of Damase and Françaix
With Jean-Michel Damase, piano
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