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The Museaux Trio
SYDNEY CARLSON flute  |  DENISE FUJIKAWA harp  |  BRIAN QUINCEY viola

Toru Takemitsu
1  And Then I Knew ’Twas Wind for Flute, Viola, & Harp  [12:31]

Claude Debussy
Sonate pour Flûte, Alto et Harpe

2  Pastorale  [6:35]
3  Interlude  [6:06]

4  Final  [5:23]

Karim Al-Zand
Studies in Nature

5  Sea Lilies (Dance)  [6:33]
6  Radiolaria (Air)  [3:18]

7  Jellyfish (Capriccio)  [4:47]

Total Time = 45:17
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Claude Debussy (1862-1918) Sonate pour Flûte, Alto et Harpe
Even though much of his work was done in the 19th century and could be looked upon 
as the pinnacle of Romanticism, Claude Debussy’s music is often seen as the starting 
point for 20th century music due to its exploratory nature and break with previous 
harmonic practices. He was constantly seeking new tonal combinations, new ways of 
expressing what his inner world was like in a reflexive manner so that his experience 
is revealed in the mirror of his psyche, somewhat distorted and blurred but imbued with 
the energy and subtle expression of his mind. He was a quiet rebel. Those who examined 
his music fully found remarkable departures from previous musical aesthetics and styles 
in which he explores “tonal ambiguity and timbral austerity,” yet this Sonate (Trio) is less 
harmonically adventurous than the other two sonatas written in the last years of his life.
 Of these three late sonatas, the one for flute, viola, and harp, stands out 
as the most Debussian. Its ambiguity of harmony and form, fragmented, halting 
phrases, and almost pointillistic use of color bear striking resemblance to earlier 
orchestral works such as La Mer and Prélude à l’après-midi d’un faune. Debussy’s 
Sonata for Flute, Viola and Harp is a fascinating and poignant work of great subtlety, 
a masterpiece of the chamber music literature from the early 20th century.
 With this piece Debussy is clearly looking back to prior practices and is in 
some ways an updating of the trio sonata form of the 17th and 18th centuries albeit 
with a much different melodic style, greater rhythmic complexity and, of course, 
without the harmonic underpinning of the basso continuo line. 
 The first movement is marked Pastorale: lento, dolce rubato. It opens with a 
harp arpeggio answered by flute acrobatics; the viola enters in unison with the flute 
and introduces a disjointed, dreamy, watery theme. This movement has throughout 
a somewhat ambiguous feeling with overlapping phrase endings that don’t resolve 
on the beat and contrasting three and two bar phrases. This free and fantasia-like 
first section is followed by three more straightforward sections with dotted rhythms, 
tremolos in the viola and a general quickening of the tempo, but throughout there 
is a fluid unfolding of musical ideas and melodies passed between the instruments. 
The movement ends with the wispy, rippling and ethereal mood of the opening.

The Music
Toru Takemitsu (1930-1996) And Then I Knew ’Twas Wind
Born in 1930 in Japan, Toru Takemitsu was largely self-taught, gaining much of his 
early inspiration from the Western music he heard on the U.S. Armed Forces Radio 
in the postwar years. Traditional Japanese music of his youth had come to remind 
him of the “bitter memories of war,” privation and forced labor in the mountains; 
and so he consciously strove to avoid its influence in his writing.
 Early on, Takemitsu was captivated by the music of the French 
Impressionists, most notably Claude Debussy, whom he considered his spiritual 
mentor. In this trio, written four years before his death, Takemitsu pays homage to 
Claude Debussy. The main musical idea, stated by the viola early in the piece, is a 
rising figure that is derived from Debussy’s Sonate for the same instrumentation.
 Takemitsu especially resonated with themes that involve water, wind and 
dreams, believing them to be symbolic of human unconsciousness. He uses tone 
color, light, shadow, and nuance to represent the forces of nature. 
 Composing with a rich harmonic palette, Takemitsu includes a number of 
unusual effects on all three instruments. Listen in particular for ghostly harmonics, 
trills on the flute involving alternate fingerings, use of fingernails and a tuning key 
on the harp strings. The viola produces unusual colors by playing with the bow at 
various distances from the bridge. 
 The piece is “dream-like and episodic with a flow of sound and silence,” 
which disguises its rigorous, specific and complex notation. The composer avoids 
any feeling of bar lines, pulse, or beat by constantly changing time signatures and 
tempi. He manages to present “calm, meditative surfaces with complex, chromatic 
harmonies, modal melodies and exceptional subtlety in tone coloration.”
 Takemitsu wrote that this work “has as its subject the signs of the wind 
in the natural world and of the soul, or unconscious mind (or we could even 
call it ‘dream’), which continues to blow, like the wind, invisibly, through human 
consciousness.” Rain, water, wind, and all of nature permeate Takemitsu’s 
compositions to shape his unique soundscape.



Karim Al-Zand (b. 1970) Studies in Nature
Studies in Nature is inspired by the captivating illustrations of biologist and 
naturalist Ernst Haeckel (1834–1919). In the late 19th century, Haeckel identified and 
catalogued thousands of new species, particularly aquatic microorganisms, many 
of which he discovered in the course of his numerous scientific expeditions. In 1904 
he published the highly influential Kunstformen der Natur [Art Forms in Nature], a 
series of 100 color plates showing various organisms in intricate detail, all organized 
by zoological classification, and stunningly presented in artistic form. His work in 
these illustrations is a remarkable synthesis of art and science. The plates display 
an elaborate and ornate natural world: its delicate designs, patterns and symmetry; 
its impressive diversity of shapes and countless variations of form. Haeckel’s work 
was significant scientifically and also aesthetically. Early 20th century visual art and 
architecture, especially Art Nouveau, is particularly indebted to his artistic vision. 
Studies in Nature, a trio for flute, viola and harp, uses a characteristic Haeckel plate 
as the basis for each of its three movements. Its musical character aims to capture 
an impression of each illustration, rather than to portray the organisms depicted. 
The first movement, Sea Lilies, reflects both the stately grandeur of Haeckel’s 
central image, and the gentle billowing motion conveyed by the progression of sea 
plant forms in the drawing. The second movement tries to capture the exquisite 
crystalline symmetry of Radiolaria, a diverse class of tiny skeletal zooplankton. The 
last movement evokes the sinuous curlicues of the Jellyfish species, rippling wispily 
through the water, all quivering motion. Studies in Nature was commissioned by the 
Museaux Trio, who presented the work’s premiere performance and recording.

—Jerrold Pritchard

 The second movement, Interlude, is more pastoral in mood than the 
first movement. Although it is marked Tempo di minuetto, it implies, rather than 
follows, the classic dance form, and creates a tension in the listener with a conflict 
between the written triple meter and the contrasting and conflicting duple meter 
superimposed on it, as well as themes which overlap. The middle section has more 
drive and the accents of a dance; however, it seems more of a rustic Greek dance 
by ethereal Nymphes and Naiades than a stately one of the French king’s court. It 
ends with a return of the dreamy opening theme.
 The Finale movement, Allegro moderato ma risoluto, contrasts sections with 
dramatic bite and those with more languid flowing themes. The finale never loses its 
forward motion and rhythmic drive as it uses the momentum of the plucked strings 
of the viola and harp together to propel us headlong towards a breathless finish. 
 As he wrote this work in 1915, France was in the midst of World War I, and 
Debussy was already suffering from the cancer that would take his life. Despondent 
about his age, health and political conditions, he was nevertheless at the height of 
his abilities; and he came to see his composition as an affirmation of French culture 
and a world that was disappearing, an act of patriotism in a time of national turmoil 
and stress. He signs each sonata manuscript “Claude Debussy, Musicien Francaise.” 
In a letter to Igor Stravinsky, he says: “New beauty should fill the air when the cannons 
fall silent.” And he clearly recognized his pending demise when he revealed in a 
letter in December 11, 1916 his sense of loss and a nostalgia for the past, saying of 
this Sonate-Trio: “It is the music of a Debussy whom I no longer know. It is frightfully 
mournful and I don’t know whether one should laugh or cry? perhaps both?”



A native of the San Francisco Bay Area, 
harpist Denise Fujikawa is an active chamber 
musician, soloist and teacher. She has been 
a member of the Portland Opera Orchestra 
since 1998. Ms Fujikawa is on faculty at 
Portland State University in Oregon, where 
she was recently awarded a professional 
development grant. She has been lauded by 
The Oregonian for her “lovely harp playing.”

 Ms. Fujikawa was a student of Anne Adams, Principal Harp of the San 
Francisco Symphony and studied at the Eastman School of Music with the 
renowned Eileen Malone. In great demand as a judge and adjudicator, Ms Fujikawa 
is president of the Oregon Chapter of the American String Teachers Association as 
well as past president of the Portland chapter of the American Harp Society. She is 
director of the Portland Harp Ensemble and has many award winning students.

Violist Brian Quincey has been a member of the Oregon 
Symphony since 1997 and is a former member of the Phoenix 
Symphony, the Sacramento Symphony and the San Francisco 
Symphony. He is a graduate of the USC School of Music where 
he studied with Donald McInnes. Brian is an active teacher and 
chamber musician in Portland.

The Museaux Trio
Nearly 100 years ago Debussy created the Flute, Viola and Harp ensemble, which 
has inspired composers ever since. He was captivated by the culture of Japan, 
which he encountered for the first time at the Paris Exposition Universelle in 1889, 
after which he began to incorporate Asian influences into his music.
 The later compositions of Takemitsu display a combination of Japanese musical 
traditions with elements of Western style. Takemitsu credited the music of Debussy 
as his most important western influence. Like Debussy, he was inspired by nature 
and sought to find a musical gateway to the subconscious mind. It can be said that 
Debussy and Takemitsu were drawn to and influenced by their respective cultures.
 Embracing the juxtaposition of these two composers, the Museaux Trio 
takes its name from a 12th century Zen Monk, Muso Soseki, the designer of the 
legendary Moss Garden of Kyoto. Muso viewed gardens as a window to a different 
level of consciousness. The name “Muso”, 夢窓, means Dream Window.
 Formed in 2011, the Museaux Trio seeks to open new musical windows 
through concerts and commissions.

Highly sought after as a performer and teacher, flutist Sydney 
Carlson joined the faculty of Portland State University in 2008. 
She was previously on the faculty at the University of Houston 
and Stephen F. Austin State University in Texas. Sydney has 
performed throughout the United States, Europe, China and 
Mexico. Currently a member of the Portland Opera Orchestra, 
she is a former member of the Houston Grand Opera 
Orchestra. Sydney holds degrees form the Eastman School 
of Music and the University of Houston. She was privileged to 
study with Byron Hester, Bonita Boyd, and David Shostac.


