=2

S
R

£~

T~

f}i

—J— Al

b2

p?}g p fi%‘(ﬁqv iﬁ‘jﬁf—kﬁf) ........................................................................... 2
B A A FIE B (P E A G eereererererr st 4

J_;Ilé‘;&r‘“g@— ...................................................................................................... 5

_g,,gggg_@/—"gy;{_ _L;g_/\ﬁ)ﬁ» ........................................................................... 8
F -3 H02 2 EHFECY DAL L Pl B eeeeeeer et 8
a4 : Prof Francoise Tillard  #u3# @ 3l & k¥

i%‘ o ‘:}‘*éﬂ ,ﬂ’e'?s., FIH=Z 2 RIEY RO F P B o 11
A 1 Prof. David Deveau PR IRE KE

gﬁé;}eﬁga :‘.g&_&ﬁ;ﬁ— ....................................................................................... 14

S N(BEAT&EE) P I BAREHBFTLIEFmEZ oo 14
1A SR K AFLERE RE
FoH (X RE) PR IR O FESEPIT 18
AL 3 E K AL IR i

SR
?&‘@g m

;F;,-/J-# %ﬁi?%ﬁﬂ‘ (;}demify>ﬁ‘§@'—if/?@'if§ .............................. 21

~ 3

B BRS A ELAATAE - EEN - RIRFAES LR REERMFE RS 2
AHA &Y R AFA mHEER BRE

&
4

57 FLER-B T2AF2R, PRAFTE 29 L{ v 2R PruFrIp £ 28
AdA I FEF K EREIIRIES I (€S

ﬂs?@f’r)ﬁﬂs—‘—’x g;pf_{_d,' T T LT E TP R T e P PR 32
118 20 P (2 ) (HBHE)evennnneeeeeeneeeemeeiett e 32
118 20 P (2 ) (BB)eeeeermmmmnne oot 33
118 24 B () (BB HE)eennnreeeeeeneeeeneeie e 34
118 25 P (B ) (BB)eeeeermmnmnneeeeeeti et s 35

%(E?F _gﬁgg,:gﬁ ............................................................................................. 36
ﬁ-gﬂ: #ﬁgl:ﬁm.ﬂz]ﬁ/‘ ....................................................................................... 38
?IF“" gggﬁﬁ;@ ....................................................................................... 41

BT -1 T PRI Y 49



F

H 2 ds B FaF L TR LT AR 2 ES 20k SR 2R
Eirgigrz P AEELA A B R E > 2 B AT DMEF A L BB AT AR g~
ﬁ%%’—ﬁﬂ¥réﬂﬁﬁ~%%%%Jﬁﬂ%?*%m’%%%ﬁﬁfﬁﬁ@
_.1:
r'

gﬁﬁﬁﬁﬁ&ﬁ%%,aﬂitﬁﬁﬁﬁe%éiﬁﬁﬁﬁﬁﬁﬁ% iE b7

ﬁ@‘%m‘ﬁﬁiﬁﬁ°”é BIE A1t & AR A7 3 9 0 9T 0 B -

%#E Pk&P’fﬂwﬁﬁ \%%%?ﬂf%ﬁwﬁm%'a FEWFIEE 2 Gk
R F B 0 M i%'?fgf A MR A TR AT E 2

;Fillﬁv’ ’ ifg g\i{&ﬁig?,{—;—-t% i

hitig £ e Bz BBy FENREA G B AR 2R HLE
PR FRNHRELET  Ep 3 i ¥y AL 5 ?
B L EMERHRNEE F A B BAFHY AT
PP X Ry 4~ 2 D FREMES 2
HEZT R 2] g o ARG IRAES R
HEMNATL AP 2 ko B0t AL TR 3
3’%?*iﬁﬁﬁﬂ’i%%w<WH£%ﬁ§%%%%_
= g A4
2 R

4

AN Ap B AT
VLS 4 b F

ﬂ&iﬁﬁwgﬁﬁkﬁﬂ%w%%ﬁ%ﬁa%

@

%gﬁﬂw’Jigﬁﬁiﬁﬁﬁ@ﬁ%go

Aorp gl ik > BRES - R ADMERA il oA T 0 R LIRT L IR
B LRE T AR A s d o B E KA Tr 0 TR L E | 0 E - BT
2AEM o - el A PR ST E TREITERERTIFES 0 2 B
ARG A RS AP FEg R B IRS X 6T B g PR 0T A
iy e e f o

CEEEE LSS 2 5 X 2 ab Rl ghi ot

TR B,

e



2P EpEt (A2t adiprt g)
101 # 11 % 24 p (&#=) poEL D AR RE

P

09:20-09:30 3F 3
BE o~ f R
09:30-09:40 T EB KE

i’ﬁﬁi’" Bt (F %5 mk)
wrgE 4L (-) w4 ERES
MA(REAE R E) P FEAZFHNHT SR k& B Al
EiviwE FRPLRESF | K22 HENF
Issues of the Collaborative Piano Performing | § % £ kv 1 F W
on the Musical Elements in The Tales of

09:40-10:20

Hoffmann
LAt (-) b b
T - TR T Ay Prof. Francoise = R

Tillard X > E g For
10:30-12:00 | Ideological Prejudice in the Approach to R T 8 SRS 7

I L O R
French Songs gRIFEA 2§ F A v

12:10-13:30

wme gL (2)

(22 &3E) — P 80 Py
% & PR
The Exploration of Piano Playing and

g e

13:30-14:10

oy BN

Bk

Techniques of Ravel’s Song Cycle
Shéhérazade

14:10-14:30
14:30-15:00 : #

aFL TR (2) (BH) ok
& (Rockport Chamber Music Festival ) # jiv3 & I %®E K
David Deveau ( = # - 46;% ) B % e gyt &

PR AUTE R & B & TR ELIEFT T AT
17:00-18:30 27 2

KEF3 2 ¢

;& 41 4 B : Frangoise Tillard ~ David Deveau

THEER ~EE S PR EFS R E
BoEL D A RUFE R

T IR LT
15:00-17:00 | R EEERT

18:30-20:00




101 # 11 % 25p (&#p)

R AR RE

P R s & pF
08:50-09:00 3R 3
w2 FEE (=) w A A EREE S
FraT o BMERA (Joi shs ) B | ERT e FI%E PL
02 ivd £33 Hadefjwr<qd RZEix<¥F
09:00-09:40 . : o e R
A Study of the Compositional Techniques on | § # & % A2 TS A
Claude Debussy’s Prelude L'aprés-midi d'une
faune for Two Pianos
09:40-09:50 [ 4
WweEE (2) ® A A B
2R A B2 RTATR 3 HEEY - B | ARE kR < ER i
BFEHY 2R R LE BT L THD FRERI N | FESF
09:50-10:30 The “New Woman” of Les Six: The Styleand | ~ ¥ ENEE- 4 3
Collaborative Piano Techniques of Germaine | 4% 5F & %4 jive2
Tailleferre’s Violin Sonata No.1 TN B4
10:30-11:00 3 &z
BaERE (Z) A et
H * R , £,1
AR A AR B I e oul A ol
11:00-12:30 | ¥ FEPMFER S ééﬁzﬁl“*; A b S
: = : 2 2 AT SO b A 4 ',"H""’b"
Debussy, Ravel and Poulenc: A Look at Three i SRR Tk
French Composers' Works for Ensembles with
Piano
12:30-13:50 =z %
wmegEd () A EREE I
REER-BI2LY2R ) U TR | BEF K ER R (&
13:50-14:30 | —# T B L LRGP DHEF I R ER LA
Seemingly "not-so-French" 5 BE K
— Cesar Franck's imprint
14:30-14:50 ¥ & 3t %
WF L AL () (5) o
;§»~¢A%6za‘z% A A Z = 3L X Ew
15:00-17-30 F~ F¢ 7 € (Parole et Mu51que)' £7% A7 PP B
Frangoise Tillard (2 g7t - %2 f )
PoEs A ROTE R
17:30-18:30 P oF F €



13:00-15:00

GFELTEmLAFR (- ) (B8) WEF L EpEL R (Z) (B8)
ERFPHEEPNF BEHIFRE BRYFEFREBELFELE LT

2

David Deveau ( % #F - 46.;% ) Frangoise Tillard (j fF#7/% - %88 )

28 % FI01 &% gL 1 #5 LF204 1%

19:30-21:00

KEFEZIRE
7w 41 4 R : Francoise Tillard ~ David Deveau

THER ~EZ S PEEETFS S HRBES 2 0E

S ERT A RB2RY 6 RR




B AL R (R NEER R

FEA2 Rk THREIIA ek RE B2 s R A R b
Folms s eIl Uil R REEY R 2R ERA
FoOMEL CEFUWRFAERKE I F AL IATPFFERAGK

—=

B b2 RT FFES ;’aﬂ‘%i&%ﬁﬁyéﬁi;‘é B+~ % 5 EdithSelig* <4 » ¥ &%
= B ” % 4§ #Fx Michel Piquemal Jt42. &¥8dp ¥ - iE 218 > T il =< § 3

~

BRALT  FEYERRE  hm R T O SRR AL
& o

BEARY B e gimE o F 458 BE S Y 2N b6
Mooz 2 T8 R Q¥ EENS 260 LHY 2y 232E 78
B4 o FBE By ERRE B R FAEFREMA PN E M RFERE A
TR w B S VUL DA G i b v doE L s 47
RFE T

.

W P

oy

g s R HE S Tt (T EE S E Y Begrd Pl 3 2T R
PRE EE ST AR FH o Aand B 2 B39 HE -
yﬂaiﬁﬁﬁﬁ%§i$ﬁﬁéﬁﬁ%§%ﬁg’4 < Fihk A
Y B~ FeR 0 ER L g o 2004 # IR (AL T B0 R 7 I 2t
AR RATEZFAT) P ARTFERF OGN OER BB AT T
PR engirg ) 0 0 E T Rk REp ) MIIE BN B O FLE
foE 117 A AR T o W B T R a0 Y
Tk ) P AR (YRF) - & EEERFAEN T 2006 £4Lp
R A LR 6 AR 0 R 5T

FEwiE | AWK FG Verdi % #F 12 £ 1 &« 1] CASTELLANZA 7 = § 24
DR ATIE S ¢ 2005 # Rt L E RE Y Trinity * FHEE TR EY )

EX
Fiv: TheR2ZIF—EpIEAE, 220068 2%~ £ JIFFEHE

A I

BAFER REFFT AT E L IRFEL FALARY B B
TR E AR R I ARG A Tt s B AL S F R iAE
PR ZERR S "“‘J*FF’“,,F‘*”’E DN TINE & E SEAE SIS CEL e

Ay EEETIE RN MRS R R BRI SO S B o

LA TR I L CH L CGERES C ERE AT 2R s




Mo~ ER ﬂp‘é,: ...... R GEV T Azt g}\ﬂ %ij] N ;?‘-cg;;q ~Ed

2R3%02006 8 T oA Ry neBaEgy THdwd ) b

o ﬂ‘ﬁ‘j%-ﬁ;’-?‘;ﬂ‘*-o
AR BRFPAESE R BRI R e

PR RIRE

R FREY EE RO KT REI R AR S AR EN g2 L

LOoREFRRETKREVREY Y 197988 » SR R FERE

BAR

FTF 18I Y ERARE G E A # % F 5 Has g # F e (Staatiliche
Hochschule fiir Musik Ruhr, Folkwang Hochschule Essen) % & f - 1R4F %%
(Prof. Pierre Weit ) 7 - 1984 B/ W rcfir DAAD > i & 5 & Wk »
1985 # 2 7 A2 M AR EEZEMETFIE N FREFT 50 2
?1"1’ EAF e 2P ES P NRR SIS GUEHRRA RS o KT

Vil R

FISEZFEEZ REF T EE s M ad R Ll Foia 2 pad £R
FoFO BRERGT A SREFET - LS E g = 2
PEd 2 AL RPEFEE B2 L IREORP L BB R
oA FER (FOBFEATRE) oM TRIPERCAPRER

FENFER s TR FAREM FB . 97 1] Szegde L FER R E R L
5 .

FEREE SRR PEMBEFF AL B B BE A0S RE
FMME > 2RSS R g G R BRFRE SRR

Wed B I RIRIRE RIRERR 2002 & A A2 L R £
T BT TP 2003 F N0 12009 E -0 RYEEE Lk

ER:EE B E L o

548

a2 0F o IR

wHER R

JERF R EAp AT R
~F) 0 FREOE RATE EF g A
e L o ¥ TR IT PR
HEUE FEISEEE

FHq@s Y cRERGH

.grﬁ %ﬁﬁ‘ﬁ“w

@
s
\"’@
N
Py
’F
1
=
N
4
&
—
—?\-
N
3
13
W
¥

w%%ﬁ@i@ﬂé*ﬂﬁﬁiﬁﬁﬁ’ﬁﬁﬁﬁﬁﬁmﬁéwm#@
2
6




B~ oA ER2E 327 2R Ry EE A 2 ER
FofAXMEN 2R R~ LR OF

PR RN B R EREE e d B e B oo da 4
WA TW FGNT A 2 B T RF S G BB E SRR B VE
R B AT wmﬁimﬂﬁﬁﬁﬁ%§%%1+%§%éﬁ”ﬁﬁﬁﬂ
RFEMZE  WRERERLE LSRN FESREFER A FFH
GREHEEAD AL R H ST R BT R 2006 £ E B A H
Pt B TR hEE o

BB HPE 2002 £ SR SRR Y 32 BB R 2004 £
EAFE TS - By A&k pgEa -

FHAI Y TR RAEIRE i REIR A gt Bl - F
BAFLRERRE > T Egn LS A2

Jm)
e

|

; *?%%@“ﬁﬁﬁﬁ(wwﬁtﬁéﬁﬁ%*%% R ER
FRAE) CGEEIRBELE F o BRI B E LTS
Foo 55 ARIPARERADEE BEV AR EAED > 2 5k B

\

pa

RASERL O RS FRERPEIATTR T AAEG S HRF R
ZFY B ER e FREEYXGFHERPN A FLEF o o R

i

GFVFE S SABHT AR R RS AT HEAT A FES

TERLAFFREHT L] B FFTREMFE AL LR
gl rd el &, » P T HHE RS
k3 hy BT R RIRITE o de TR SR A~ AL e
Fook, @ ERA D TR, - T
FHFEGS R, THES- e A Ed Y TPIHEER
KEZD R EREGFITTY A RPRF | F
BT LEEFREROHRBAERSGF RS- Lo By s 1)
Vasto RI'Z8 5~ Fa b - MR X B2 24T F o= 05 -




T %{E}‘f—ﬁi/'y‘ FF FT j_%f_* ﬁ?@'

¥ - ¥
i 2 Bpegod @B A
Ideological Prejudice in the Approach to French Songs
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{Abstract)

This is an attempt to better understand the influences that have given life to French repertoire, a
style that is often misunderstood. French vocal repertoire goes back as far as the word “French”, but

what we understand as “French song” or “M¢élodie” requires some explanation.

In order to fully grasp the underlying currents that make up this art form, it is important to learn
and remember the tensions that lay between Wagnerism and French nationalists, the influence German
Lieder composers had, but it is also essential to go back and look at the influences found in folk tunes.

Emmanuel Chabrier is a good instance of a composer aware of the issues of the style.

It is also essential to look at how World War I came and swept away all the creeds of the ancient
world. How the “melody” style suffered badly by getting too sophisticated and intellectual, which
eventually led to the audience turning to a more popular repertoire. A great poet, Cocteau, tried to
influence the creativity of the time, and later the Prévert and Kosma team gave life to the idea of

“popular music of high quality”.

The repertoire of to day is formed with the songs of which the text still gives a reflection of what
we think to day. In that respect, all vocal repertoires should be seen in a light of an ideal balance

between poetry and music.
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{Abstract)

Early to mid 20" century French composers Debussy, Ravel and Poulenc all contributed
significant works for ensembles that include the piano. This paper and talk will put the three
composers in cultural and historical context and examine three of their works: Debussy’s violin and
piano sonata; Ravel’s trio for piano, violin and cello; and Poulenc’s sonata for flute and piano. Shared

and distinctive features of these three works will be explored and discussed.
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{ Abstract)

The famous French opera Les Contesd’Hoffmann was composed by a French composer, Jacques
Offenbach, who was actually born in Cologne. The libretto was written by Barbier and Carre, who
aimed to create a hybrid of the real life of literary author E. T. A. Hoffmann and his three little works.
The main story is the telling of a few different love relationships between Hoffmann and various
women. Offenbach treated this composition very properly at the end of his life. As a result, this
action not only brought this work to French opera’s peak, but also introduced his great name to the
music opera history. Even now, this composition is still playing a role as many listeners' favorite
choice and is in the standard repertory.

Unfortunately, Offenbach was not able to finish his beloved work himself. According to the
historical records, he was still composing the piece on the day before he passed away. One can tell
his passion through this action. However, even though Offenbach just left the fragments of the
composition, and being honest, no one could really know how a stage-pragmatist person like him
would actually come up to in the end, these don’t affect any of the humor and the musical specialty
that he left us. This dramatic and fantastic style of opera is challenging both to the vocal performer’s
singing skills and acting. Furthermore, the play includes the exchanging timeline and science fiction
details, making for the collaborative pianist more responsibilities to create a proper atmosphere to suite
this composition. Hence, this article's aim is to discuss the musical details of the story and its issues

of collaborative piano performing.
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{ Abstract)

“Shéhérazade” (Sheherazade, 1903) is the first important vocal work of French composer
Maurice Ravel (1875-1937). The composition includes three songs: “Asie” (Asia), “La fllte
enchantée” (The enchanted flute), and “L'indifférent” (The indifferent one). Ravel grew up and
established his musical profession during the good old days (“la belle époque”) in Paris, which was
also the primary time of the development of the French mélodie. Nourished by the rich cultural
surroundings, Ravel was able to compose with his own manner when he was even a student in the end
of nineteenth century. Later on, through his first song cycle “Shéhérazade”, Ravel displayed his
interests in the trends of the time in two aspects: the exotic text and the orchestral accompaniment. The
piano playing of the art song thus, in addition to the expression of the text, extends to the effects of the
orchestral sound. The purpose of this paper is to explore the piano playing and techniques of orchestral
song and exotic atmosphere through the background, music and text of “Shéhérazade”, in order to
support and collaborate with vocalists effectively, as well as to suggest accompanists and the audience

more information and imagination.
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{ Abstract)

Claude Debussy’s Prelude L'apres-midi d'une faune is considered as one of his most famous
works and a turning point in the history of music. The composition was inspired by the poem L'apres-

midi d'un faune by Stéphane Mallarmé and is a very free illustration of Mallarmé's beautiful poem

When one listens to the Prélude for the first time, the music seems improvisational and almost
free-form. The paper and lecture will discuss this work’s musical structure from three various points of
view: variation form, sonata form and the song form. Focusing on the " Theme of Faun ; , the
techniques used in these nine variations will be examined, and the aspects of harmonic and rhythmical
changes, orchestration technique and colorful sound effects will also be addressed. Through this
discussion on Debussy’s various compositional techniques, one achieves a deeper understanding on

how these techniques are exploited in terms of the collaboration between two pianos.
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{ Abstract)

In the mid-nineteenth century, the power struggle in politics and economics among different
countries affected the whole world; in particular, the impact was especially significant for those
European countries who had been dominating the world for centuries. As for the art, the culture
exchange also resulted in cultural and artistic revolution in these countries. French music, for example,
had been shadowed by German-Austrian music for centuries, and the overpowering dominance of
German-Austrian music was especially in evidence when “Wagnerism” reached to the top in the late
nineteenth century. Therefore, French composers endeavored to break away from the influence of
German-Austrian music as well as to promote their unique French style. Thus, “Impressionistic music”
rose and vitalized the French music, which made an immense influence on the history of Western
music. However, a group of French composers were against impressionistic music, because they
believed that, by merely turning away from the bulky structure of Wagnerian music, French music
focused on obscure atmosphere rather than direct depiction of emotion. They hence advocated that
music should be derived from daily life and be available to the public. This group of French composers
was later called “Les Six,” with the lead of Jean Cocteau (1889-1963) and Erik Satie (1866-1925).

As the name implies, “Les Six” was a group of six composers. Interestingly, although they agreed
on vitalizing French music and making music available for all, they each developed their distinctive
styles: Arthur Honegger (1892-1955) had a style of German Romanticism; George Auric (1899-1983)
and Francis Poulenc (1899-1963) followed the witty characteristic of Jean Cocteau; Germaine
Tailleferre (1892-1963) combined impressionistic harmonies and neo-classicalism; and the music of
Louis Durey (1888-1979) was criticized as sounding like Debussy’s music and the lyrical style of
Darius Mihlaud (1892-1974). Among these composers, the compositional style of Germaine
Tailleferre, the only woman composer in the group, was considered as disobeying Cocteau and Satie’s
concepts of opposing the impressionist music and obtaining music ideas from daily life. She instead
combined impressionistic harmonic languages and neo-classicism as her unique style; one of the best
examples of her style is her Violin Sonata NO.1 in C-sharp minor. My research will discuss, along
with her biographical background, the influences of the music concepts from her predecessors. In
addition, because of her frequent use of dialogue and interaction between instruments, the treatise will

also focus on how this sonata could draw on the collaborative piano techniques.
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{ Abstract)

Esteemed as one of the master musicians of the late 19™ century and tagged as an unmistakable
inspiration to the early 20" century French music, César Franck’s most famous works show little trace
of the conventionally-believed French nuance, nor did he follow his contemporaries in the lyric
operatic trend. This seemingly “not-so-French” composer succeeded in creating most of his
masterpieces — stunning fusions of originality and idiomatic quotations stemming from those of Bach’s.
A proven prodigy, Franck’s genius boomed only after decades of quiet hermit life as an church organist
and professor at Paris Conservatory. Nevertheless, the thick fluid texture and florid tonal writing of
his solo and chamber works reflects imagination free from ecumenical nationalism and a broad
knowing of instruments. From the score-reading aspect of a performer and special attention to piano
writing and imprint to later composers of Franck’s much performed chamber music with piano- Piano
Quintet in F minor and Violin Sonata in A major, the essay explores Franck’s famous thick texture, of
which the idea of an organic cyclic form capable of stimulating both comprehensive and intuitive
interpretation prove to be of richness and intrigue.

Keywords: Franck, the 19" century, chamber music with piano, Romanticism, cyclic form,

thematic transformation, texture
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Cortege Burlesque for Piano Duet (1881)
Piano / Rei-Ping Lin, Hsin-Bei Lee

Trois Mélodies (1916)
- La statue de bronze
- Daphénéo
- Le chapelier

La Courte Paille (1960)

- Le sommeil

- Quelle aventure!

- La reine de cceur

- Ba, Be, Bi, Bo, Bu

- Les anges musiciens

- Le carafon

- Lune d’Avril
Soprano / Ho Kang-Ting
Piano / Frangoise Tillard

Suite for Flute and Piano, Op.34 (1898)
1. Moderato
I1. Scherzo
III. Romance
IV. Final
Flute / Haw Chang
Piano / Pei-Chi Hong

-Intermission-

Une flQte invisible-pour chant, flGte et piano (1900)

La flGte enchantée-pour chant, fldite et piano (1919)

Soprano / Ho Kang-Ting
Flute / Haw Chang
Piano / Frangoise Tillard

Sonata for Violin and Piano in A Major (1886)
I. Allegretto ben moderato
I1. Allegro
III. Ben moderato: Recitative-Fantasia
IV. Allegretto poco mosso

Violin / Hui-Kang OuYang
Piano / David Deveau
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Emmanuel Chabrier : Cortége burlesque for Piano Duet
gl e RHFLIC: L4 Fw LR Tch (2 &R IL)

§ # 2 PR(Emmanuel Chabrier, 1841-1894) % i W (Td h 1858 # & K E ¥ 2 & » Ak
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Erik Satie : Trois Mélodies de 1916 (La statue de bronze, Daphénéo, Le chapelier)
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1. La statue de bronze

La grenouille du jeu de tonneau

S'ennuie, le soir, sous la tonnelle...

Elle en a assez! d'étre la statue

Qui va prononcer un grand mot, Le Mot...

Elle aimerait mieux étre avec les autres
Qui font des bulles de musique

Avec le savon de la lune

Au bord du lavoir mordoré

Qu'on voit, la-bas, luire entre les branches.

On lui lance a coeur de journée
Une pature de pistols
Qui la traversent sans lui profiter

Et s'en vont sonner dans les cabinets
De son piédestal numerate.
Et le soir, les insectes couchant dans sa bouche.

2. Daphénéo
Dis-moi, Daphénéo, quel est donc cet arbre
Dont les fruits sont des oiseaux qui pleurent?

Cet arbre, Chrysaline, est un oisetier.

Ah! Je croyais que les noisetiers
Donnaient des noisettes, Daphénéo.

Oui, Chrysaline, les noisetiers donnent des noisettes,
Mais les oisetiers donnent des oiseaux qui pleurent.

Ah!...

3. Le chapelier

Le chapelier s'étonne de constater

Que sa montre retarde de trois jours,

Bien qu'il ait eu soin de la graisser

Toujours avec du beurre de premiere qualité.

Mais il a laissé tomber des miettes de pain, dans les
rouages,

Et il a beau plonger sa montre dans le thé,

Ca ne le fera pas avancer davantage.
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Francis Poulenc : La Courte Paille

i B cH W (AR ReER)

l’)_
% 5. (Francis Poulenc, 1899-1963)&2 §_%i: 5 (Gabriel Fauré) ﬁi# (Claude Debussy) ~ + = f
(Maurice Ravel)\ GBI ANEY AL R Ty o RHF HHERI T A - o
- A pITE Iy RiB- P2 *L’%‘*p v & 7 o BT B gl o (i‘ﬁ#ﬂvﬁﬁﬂf‘?ﬁ>
mBid - F o R 1960 £ o AH S A F f 4 EF (Denise Duval)? g 523 #7538 o = F gcd if
FopFITARNLRFE o Hpa g ’ba'” TR iR A R ER R B R
Wﬁ?ﬁ&ﬁo%kﬂﬂm;&mﬁmaﬁﬁ3 Ho BIgm ] ~ 2o fmie s o e

K $% (44 (Erik Satic, 1866-1925)%4%0 % # T~ B chlf b & P pgend L A > 2 o 4« &

- % e B
I. Le sommeil 1. 33 % pbve |
Le sommeil est en voyage, PR, P AR P%
Mon Dieu! ou est-il parti? IgF | v F VR 9
J'ai beau bercer mon petit; Ag 4 e N FE
Il pleure dans son litcage, R ol kb A iR B
I1 pleure depuis midi. P X R A
Ou le sommeil a-t-il mis PER de W ey 3 o
Son sable et ses réves sages? @ T P e pvRad 17
J'ai beau bercer mon petit; Ay gt FE
Il se tourne tout en nage, B T e ¥ PR L EF
I1 sanglote dans son lit. ERC T AN S SR R
Ah! reviens, reviens, sommeil, FE L ker o pERE o w ke
Sur ton beau cheval de course! FFGEER RS
Dans le ciel noir, la Grand Ourse £ 3 A= R %‘" )
A enterré le soleil S iR EED
Et ralumé ses abelles. EATEER O T m;& 5 o
Si I'enfant ne dort pas bien, dod g F L pER b
I1 ne dira pas bonjour, PR &Rk
Il ne dira rien demain e Jj‘ Lh A
A ses doigts, au lait, au pain P f PRFRA
Qui l'accueillent dans le jour. *' A s ) %‘ﬁ BEA o Rfge -
I1. Quelle aventure! 2. mEmm:EE )
Une puce dans sa voiture, - R g B
Tirait un petit éléphant FE- 1) %
En regardant les devantures AARE
Ou scintillaient les diamants. FESRHET T o
Mon Dieu! mon Dieu! Ahx g | Nenx |
quelle aventure! 5 ReH e |
Qui va me croire, s'il m'entend? E IR S pE AR A D
L'éléphaneau, d'un air absent, - Bl A BE a
Sugait un pot de confiture. Bl F - gk e
Mais la puce n'en avait cure, DA L W P EA B i B
Elle tirait en souriant. PorEEF - XF o
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Mon Dieu! mon Dieu!

que cela dure

Et je vais me croire dément!
Soudain, le long d'une cloture,
La puce fondit dans le vent

Et je vis le jeune ¢léphant

Se sauver en fendant les murs.
Mon Dieu! mon Dieu!

la chose est sure,

Mais comment le dire a8 maman?

I11. La reine de coeur

Mollement accoudée

A ses vitres de lune,

La reine vous salue

d’une fleur d’amandier.
C’est la reine de ceeur.
Elle peut, s’il lui plait,
Vous mener en secret
Vers d’étranges demeures
Ou il ne’st plus de portes,
De salles ni de tours

Et ou les jeune mortes
Viennent parler d’amour.
La reine vous salue;
Hatez-vous de la suivre
Dans son chateau de givre
Aux doux vitraux de lune.

1V. Ba, Be, Bi, Bo, Bu

Ba, be, bi, bo, bu, bé!

Le chat a mis ses bottes,
I1 va de porte en porte
Jouer, danser, Danser, chanter -
Pou, chou, genou, hibou.
"Tu dois apprendre a lire,
A compter, a écrire,"

Lui crie-t-on de partout.
Mais rikketikketau,

Le chat de s’esclaffer

En rentrant au chateau:

I1 est le Chat Botté!

V. Les anges musiciens

Sur les fils de la pluie,

Les anges du jeudi

Jouent longtemps de la harpe.
Et sous leurs doigts, Mozart
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Tinte, délicieux,

En gouttes de joie bleue
Car c’est toujours Mozart
Que reprennent sans fin
Les anges musiciens

Qui, au long du jeudi,
Font chanter sur la harpe
La douceur de la pluie.

V1. Le carafon

"Pourquoi, se plaignait la carafe,
N’aurais-je pas un carafon?

Au zoo, madame la giraffe
N’a-t-elle pas un girafon?"

Un sorcier qui passait par 1a,

A cheval sur un phonographe,
Enregistra la belle voix

De soprano de la carafe

Et la fit entendre a Merlin.

"Fort bien, dit celui-ci, fort bien!"
Il frappa trois fois dans les mains
Et la dame de la maison

Se demande encore pourquoi
Elle trouva, ce matin-la

Un joli petit carafon

Blotti tout contre la carafe

Ainsi qu’au zoo le girafon

Pose son cou fragile et long

Sur le flanc clair de la girafe.

VII. Lune d’Avril

Lune, belle lune, lune d’Avril,
Faites-moi voir en m’endormant
Le pécher au cceur de safran,

Le poisson qui rit du grésil,

L’oiseau qui, lointain comme un cor,

Doucement réveille les morts
Et surtout, surtout le pays

Ou il fait joie, ou il fait clair,
Ou, soleilleux de primeveres,
On a brisé tous les fusils.
Lune, belle lune, lune d’avril,
Lune.
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Charles Marie Widor : Suite for Flute and Piano Op. 34
AEH-B5LX At EETEGTNAFN (Y ) TR L
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Camille Saint-Saéns : Une fllte invisible-pour chant, fl(te et piano
+RE TR ERE LT AT E S (R Y)

T f -+ %F + ¥4 (Charles- Camille Saint-Saéns, 1835 -1921) » ,\,ig;g,; ik RS FE b
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‘Une flGte invisible” (*£25e0E § ) » B2 @FE* a5 7 -5 2 - & % (Victor-Marie Hugo,
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- REE -
Viens! - une flOte invisible
Viens! - une flite invisible k1 - A EAHF S
Soupire dans les vergers. £ R R e gl S
La chanson la plus paisible Bfed - F 8
Est la chanson des bergers. H_fo A Arel vB engk o
Le vent ride, sous l'yeuse, bt TRF
Le sombre miroir des eaux. kB BRE s S o
La chanson la plus joyeuse B If] e egx
Est la chanson des oiseaux. H_§ 5297%5 vB et o
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Que nul soin ne te tourmente.
Aimons-nous! aimons toujours!
La chanson la plus charmante
Est la chanson des amours.
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Maurice Ravel : La flite enchantée'—pour chant, flGte and piano
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Moo b AP AP GEBp

La flOte enchantée

L'ombre est douce et mon maitre dort
Coiffé d'un bonnet conique de soie

Et son long nez jaune en sa barbe blanche.

Mais moi, je suis éveillée encor

Et j'écoute au dehors

Une chanson de flite ou s'épanche

Tour a tour la tristesse ou la joie.

Un air tour a tour langoureux ou frivole >
Que mon amoureux chéri joue,

Et quand je m'approche de la croisée

Il me semble que chaque note s'envole
De la flite vers ma joue

Comme un mystérieux baiser.
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César Franck : Sonata in A Major for Violin and Piano
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