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Claude Debussy's Sonata for flute, viola, and harp (1915) is the second entry 
in a projected series of six chamber sonatas (of which the composer 
completed three). The sonata is at once evocative and emotionally ambigu-
ous, though a great deal less harmonically adventuresome than its two 
companions; Debussy once remarked that he didn't know whether it "should 
move us to laughter or to tears. Perhaps both?" The sonata opens with a 
freely constructed movement marked Pastorale: Lento, dolce rubato. 
Debussy subjects six essential musical cells to a free variation treatment as 
the music unfolds. When he reprises these melodic strands, he does so 
without regard for their initial ordering, and yet with a clear dramatic impact. 
The atmosphere, seemingly relaxed, is nonetheless charged with a sense of 
repressed passion; the pause in the second measure, for instance, is 
positively bursting with psychological tension. The second movement, 
Interlude: Tempo di minuetto, recalls the Menuet of Debussy's Suite berga-
masque (1890) in its vague implication -- rather than explicit modeling -- of 
a dance form; here, though, the rhythmic structure is more sharply defined. 
In the finale, marked Allegro moderato ma risoluto, the reason for Debussy's 
decision to abandon the sonata's original scoring -- flute, oboe, and harp -- 
becomes clear. Without the viola's passionate pizzicati, the finale would lose 
much of its essential character; indeed, its opening would be unrecognizable. 
Listening to such an abstract, non-representational movement, it is easy to 
understand why Debussy was moved on one occasion to refer to anyone 
who described such music as "impressionistic" as an "imbecile."

The Introduction and Allegro (1905) is one of the few pieces by Ravel that 
has remained more or less in the shadows -- save in the minds of harpists 
-- throughout the last century. While it is certainly not among the compos-
er's most striking works, it is nevertheless a pleasant enough showpiece that 
looks forward to the raw sensuality of Daphnis et Chloé while hearkening 
back with great affection to the music of Chabrier and, especially, Franck. 

The full title of the work is Introduction and Allegro for Harp, Accompanied 
by a Quartet of Strings, Flute, and Clarinet. Although it is often conveniently 
designated a septet, it is really a kind of miniature (10-minute) harp concer-
to, complete with virtuoso writing and an extended central cadenza for the 
instrument. Chamber performances of the work, in fact, are few and far 
between; it is far more frequently heard in the orchestra hall with a full 
complement of strings. The general simplicity of form and harmony have led 
some to conclude that the Introduction and Allegro might have originally 
been composed as a test piece for the Paris Conservatoire; certainly it did 
not stand out sufficiently in Ravel's own memory for him to include it in his 
list of works.
 The brief Très lent introduction presents two themes, the first for the 
woodwinds in leaping parallel thirds, the second an inverted-arch-shaped 
gesture sung by the strings in octaves. Presently a shimmering texture of 
arpeggios and woodwind double-tonguing takes over, inviting the cello to 
explore another melody before the harp rejoins the lush musical fabric.
 Twenty-six bars into the piece the Allegro commences. Now, as the harp 
makes an extended solo exploration of the melody presented earlier by the 
strings, a sonata form begins to take shape. A second, hemiola-ridden 
theme arrives in the woodwinds, accompanied pizzicato by the strings. The 
development of this material takes place in the usual fragmentary manner, 
building to an excited fff climax that breaks away abruptly as the harp 
assumes center stage with a cadenza. The recapitulation is quite straightfor-
ward, and the work ends without extensive fireworks or bombast of any kind. 
The Introduction and Allegro was first performed in late February 1907.

In 1916, one of the most prototypically English of twentieth century compos-
ers, Arnold Bax, horrified by the two-edged sword slicing through the British 
Empire -- there was the continental war, later dubbed World War I, and 
there was the escalating tension between Britain and Ireland, which erupted 
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in the Easter Rising in spring of 1916 -- began a series of gripping, 
emotionally intense concert pieces that many feel represent him at his best 
as a musician. Among these important compositions is the aptly named 
Elegiac Trio (1916) for flute, viola, and harp.
 It may or may not be coincidence that the Bax Elegiac Trio was written in 
such close proximity to Debussy's more famous Trio for the same instrumen-
tal combination (Debussy finished his Trio for flute, viola, and harp in late 
1915, Bax wrote his Trio in April and May of the following year); there simply 
is no evidence that Bax did or did not know of Debussy's recent work when 
he began his. On the one hand, the two pieces are very similar in nature -- 
any two works for so texturally striking an instrumental group must necessar-
ily share many traits -- but on the other hand, the Bax Elegiac Trio is, for 
all the silken texture of the flute and the sonorous wash of the harp, a much 
"edgier" piece than Debussy's. Its deeply lyric manner seems to bear the 
scars of some just-healed wound; each glowing moment is more like a wish 
than a reality.
 The Elegiac Trio is in one continuous movement, marked Moderate Tempo 
and given the character indication "Smooth and flowing." It begins with 
wavelike rushes from the harp, which seem to invoke G minor and D minor 
at the same time (the key signature has just one flat, but, as happens in so 
much J.S. Bach music, it is G rather than D that is the fundamental tone -- 
a throwback to the days of modal music). Inspired, the violist sings a melody 
that is equal parts sustain and quick ornamentation; soon the flute takes 
over, and then wind- and string-player join in counterpoint. A sweet tune in 
chromatically modified E major serves as a second theme. As if to dispel 
any remaining uncertainty of key-frame, the piece finishes in shiny G major.



Claude Debussy's Sonata for flute, viola, and harp (1915) is the second entry 
in a projected series of six chamber sonatas (of which the composer 
completed three). The sonata is at once evocative and emotionally ambigu-
ous, though a great deal less harmonically adventuresome than its two 
companions; Debussy once remarked that he didn't know whether it "should 
move us to laughter or to tears. Perhaps both?" The sonata opens with a 
freely constructed movement marked Pastorale: Lento, dolce rubato. 
Debussy subjects six essential musical cells to a free variation treatment as 
the music unfolds. When he reprises these melodic strands, he does so 
without regard for their initial ordering, and yet with a clear dramatic impact. 
The atmosphere, seemingly relaxed, is nonetheless charged with a sense of 
repressed passion; the pause in the second measure, for instance, is 
positively bursting with psychological tension. The second movement, 
Interlude: Tempo di minuetto, recalls the Menuet of Debussy's Suite berga-
masque (1890) in its vague implication -- rather than explicit modeling -- of 
a dance form; here, though, the rhythmic structure is more sharply defined. 
In the finale, marked Allegro moderato ma risoluto, the reason for Debussy's 
decision to abandon the sonata's original scoring -- flute, oboe, and harp -- 
becomes clear. Without the viola's passionate pizzicati, the finale would lose 
much of its essential character; indeed, its opening would be unrecognizable. 
Listening to such an abstract, non-representational movement, it is easy to 
understand why Debussy was moved on one occasion to refer to anyone 
who described such music as "impressionistic" as an "imbecile."

The Introduction and Allegro (1905) is one of the few pieces by Ravel that 
has remained more or less in the shadows -- save in the minds of harpists 
-- throughout the last century. While it is certainly not among the compos-
er's most striking works, it is nevertheless a pleasant enough showpiece that 
looks forward to the raw sensuality of Daphnis et Chloé while hearkening 
back with great affection to the music of Chabrier and, especially, Franck. 

The full title of the work is Introduction and Allegro for Harp, Accompanied 
by a Quartet of Strings, Flute, and Clarinet. Although it is often conveniently 
designated a septet, it is really a kind of miniature (10-minute) harp concer-
to, complete with virtuoso writing and an extended central cadenza for the 
instrument. Chamber performances of the work, in fact, are few and far 
between; it is far more frequently heard in the orchestra hall with a full 
complement of strings. The general simplicity of form and harmony have led 
some to conclude that the Introduction and Allegro might have originally 
been composed as a test piece for the Paris Conservatoire; certainly it did 
not stand out sufficiently in Ravel's own memory for him to include it in his 
list of works.
 The brief Très lent introduction presents two themes, the first for the 
woodwinds in leaping parallel thirds, the second an inverted-arch-shaped 
gesture sung by the strings in octaves. Presently a shimmering texture of 
arpeggios and woodwind double-tonguing takes over, inviting the cello to 
explore another melody before the harp rejoins the lush musical fabric.
 Twenty-six bars into the piece the Allegro commences. Now, as the harp 
makes an extended solo exploration of the melody presented earlier by the 
strings, a sonata form begins to take shape. A second, hemiola-ridden 
theme arrives in the woodwinds, accompanied pizzicato by the strings. The 
development of this material takes place in the usual fragmentary manner, 
building to an excited fff climax that breaks away abruptly as the harp 
assumes center stage with a cadenza. The recapitulation is quite straightfor-
ward, and the work ends without extensive fireworks or bombast of any kind. 
The Introduction and Allegro was first performed in late February 1907.

In 1916, one of the most prototypically English of twentieth century compos-
ers, Arnold Bax, horrified by the two-edged sword slicing through the British 
Empire -- there was the continental war, later dubbed World War I, and 
there was the escalating tension between Britain and Ireland, which erupted 

in the Easter Rising in spring of 1916 -- began a series of gripping, 
emotionally intense concert pieces that many feel represent him at his best 
as a musician. Among these important compositions is the aptly named 
Elegiac Trio (1916) for flute, viola, and harp.
 It may or may not be coincidence that the Bax Elegiac Trio was written in 
such close proximity to Debussy's more famous Trio for the same instrumen-
tal combination (Debussy finished his Trio for flute, viola, and harp in late 
1915, Bax wrote his Trio in April and May of the following year); there simply 
is no evidence that Bax did or did not know of Debussy's recent work when 
he began his. On the one hand, the two pieces are very similar in nature -- 
any two works for so texturally striking an instrumental group must necessar-
ily share many traits -- but on the other hand, the Bax Elegiac Trio is, for 
all the silken texture of the flute and the sonorous wash of the harp, a much 
"edgier" piece than Debussy's. Its deeply lyric manner seems to bear the 
scars of some just-healed wound; each glowing moment is more like a wish 
than a reality.
 The Elegiac Trio is in one continuous movement, marked Moderate Tempo 
and given the character indication "Smooth and flowing." It begins with 
wavelike rushes from the harp, which seem to invoke G minor and D minor 
at the same time (the key signature has just one flat, but, as happens in so 
much J.S. Bach music, it is G rather than D that is the fundamental tone -- 
a throwback to the days of modal music). Inspired, the violist sings a melody 
that is equal parts sustain and quick ornamentation; soon the flute takes 
over, and then wind- and string-player join in counterpoint. A sweet tune in 
chromatically modified E major serves as a second theme. As if to dispel 
any remaining uncertainty of key-frame, the piece finishes in shiny G major.



For more info e-mail us:
admin@highdeftapetransfers.com

or visit our website:
www.highdeftapetransfers.com

De
bu

ss
y 

- R
av

el
 - 

Ba
x 

Ch
am

be
r M

us
ic

 p
er

fo
rm

ed
 b

y 
th

e 
Ro

bl
es

 T
rio

 a
nd

 D
el

m
e 

Qu
ar

te
t

Debussy - Ravel - Bax Cham
ber M

usic perform
ed by the Robles Trio and Delm

e Quartet

Debussy Trio For Harp, Flute And Viola 17:13
1 1st Mov. Lento, Dolce Rubato 
2 2nd Mov. Interlude. Tempo Di Minuetto 
3 3rd Mov. Final, Allegro Moderato Ma Risoluto
4 Ravel Introduction and Allegro 22:00
5 Bax Elegiac Trio 10:50
Total Time: 50:03

Robles Trio:  Marisa Robles (harp), Christopher Hyde-Smith (flute), Thea King (clarinet)
Delme String Quartet:  Jürgen Hess, Galina Solodchin, John Underwood, Joy Hall 

Producer: Michael Bremner Engineer: Kenneth Wilkinson & Stanley Goodall
Recorded by Decca 8-9 Jan 1969 Kingsway Hall, London
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