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FAR B T2 - U RNV (Z 50 %y MEER) 1061387 LGN RES
TR AWEIE. 7 XA - ) ¥ FX)VA Magnus Lindberg (b. 1958) @ (7 1) & v
M#ZEl Clarinet Concerto) (2001-2002) & ¥ % > - ¥ X1 7 A Jean Sibelius (1865
= 1957) OBRMOF =7 X b FIEMOMRIEZ RS LEDE, 1) ¥ FXV A Off
R BT B Mk TR DR 72 R 2 S5 5 2 L 2 HINE LT 5,
RTRA =YY FRXVAET AT FREOKRA L « 2AX7 MV ofEl
RThHbo Mg, MPWEAETBEMERY v v - YRV T ZADBIDOF —47 A b
FEMIZ BT DR ENE D S 2TV b 720, [V R 7 ZAD%MKE
ERFENT WD, V¥ PRIV A ORISR BT 2 /b5 EMEE, oo
mTH5B (Mo T4 Twine) (1988) HRETHWOLNTWBREN R v I~
ARAE LTSI NT VDL EINETEILNTE 2, 2FED, 745V F
RERICHRT 2 2R 7 2O TE R, Y & RV A OGN IERE S R
SNTWbiFTIIRL, HLETEBYGEBIIHRE Zd o7 LEL, ;o
(759 %y MpZih) Oz, >R Y 208 (B 5 F) (1915) LT
A7zl Y2 =2 X - AKRIZAFHPERT S [TEEERX] 12ROV TWwE 2 s
O 572, EMERE 1L, BREICHE SN2 58mE 2282, 20 F .
FFAEFSELOMY BRI HERMHEEOEZ ) IZESCBROZ ETH Y,
YRS NG -BBIE [T uA] LIFENS BEESRINAR T 5, TOMRL
LC. BlEpekoBRamicitb iz v, AR MG 2 153 5 2 L 128
%o EHIT, VY FRNMAD (75 Ay MpZElh) OoFaRAE, XY TAD
(R 7 7)) (1924) OFEE O O & B2 Fo 2 & 72 s hiz,
Po Ty RHIFIZ TN T ADRERERICEDVIAEHE Y ¥ FRXVAL D (75
) A4y MEZE) OBREEBELMIZL, ShETOMETHBATINTVZY
¥ BV A O—FBOVERMIZ BT 5 MR E ORIV, Fil- iz it
T55DTH5,
81 ECTIIATETHENE U TEHEMEROMEIIOWTHRRTW S, hElhE
REIRYV T ARG > - 8F AL D [H LT 5] OBEZEREG 7 BRI
2L TED ., TORERE WS 70 MR S5 R L7BRETH %,
AETIIERIEROBL TR E, (MBS &) & BB T7H) 12815
ZOHEEHWT 5,
B2WTIEY Y FRVA D (759 2y M) o5& T> T, gl
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RIS T ZOMERZ G 572012, RAIZT O A L Z Oz Wi
BUERHY, TOEMOTERAE I RY 7 A0 (B 7)) OREDHS
DL SHW L T D, KIS, ZOEREHILT52=20D< 7T 7OV T
HBRD, THHDNEIE, RBFSE THICEETH 2 55 oM x5 58 L R o
SR, T a2 EROBBEEZW S 2ICT S S EANEN L, TR v F
NVADZEDEPOMEMTOHHASNTWLWREDIEL, 2O EIZD2nT,
W 2BEOWEIC (72 7 Feria) (1997 —-1999) OffENSEZEL TWwhb,

KL OIAIT, 2023 4512 HF TIZHE, FREBROTFEITHHL TS
VY FRVA OFE—RE AR L T 5,

(750 %y MpZl) OGS E > T ) ¥ VA ORRGEISIEMEIC BT
LI BEAENRMPZ SN HRE o7 BT 4 5 0 FEREEEDOIEE
DEEZ B T 720ICd, HOZMHERIZE T 2 #lAZS5HHTHRL T
WS LED D Do RFZEA, WOTES OB BT BB 720 A 2 B & &
B, FROEMEROWEEEZ LTS Z L2 MFEL T b,

Shinsuke: Novel Continuous Development in Magnus Lindberg’s “Clarinet
Concerto”

This study proposes a novel interpretation of the continuous development of
Magnus Lindberg's (b. 1958) compositional techniques. It compares the
techniques of musical structure found in Lindberg’'s Clarinet Concerto (2001—
2002) and Jean Sibelius’s (1865-1957) later orchestral works.

Magnus Lindberg is a Finnish post-spectral generation composer. He has
been described as Sibelius’s successor, as he was influenced by the continuous
development of the later orchestral works of his countryman, Jean Sibelius.
The continuous development of his musical structural techniques is currently
thought to be reflected in the chaconne-like form in earlier works, such as
Twine (1988). In other words, Sibelius's continuous development derived from
Finnish folk songs was not accurately reflected in Lindberg's works, but was
merely a superficial influence. However, the structure of his Clarinet
Concerto was based on “rotational form” which James Hepokoski asserted
that Sibelius had used since Symphony No.5 (1915). The rotational form is
based on a continuum of rotational structures repeated while varying or not
varying ordered motifs are established at the outset of the piece. These

repeated motifs finally transform into an objective figure, called the “telos.”
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Consequently, music acquires an organic structure that is not bound by
conventional formalism. Furthermore, the telos of the Clarinet Concerto was
found to be related to the structure of specific figures in Sibelius's Symphony
No.7 (1924). Therefore, this study clarified the relationship between Sibelius's
works based on the rotational form and Lindberg's Clarinet Concerto, and
proposes a novel interpretation of the characteristics of structural techniques
in some of Lindberg's works, which have been overlooked in previous studies.

Chapter 1 provides an overview of the rotational form, which is the focus of
this study. The rotational form originated from Sibelius's experience of
listening to Larin Paraske's chant of “Kalevala,” and is a structural technique
developed from the repetitive techniques that reflects that experience. This
chapter explains the background to the development of the rotational form
and its use in Symphony No. 5 and 7.

Chapter 2 analyzes Lindberg's Clarinet Concerto. To analyze this work
based on the rotational form, it is first necessary to clarify the telos and its
origin. The author identified the telos of this work from the structure of
specific figures in Sibelius's Symphony No. 7. Next, the three materials used
in this work are explained. The aforementioned details lead to the elucidation
of the structural division in this work, the progressive techniques of the
rotational form, and the process of telos generation, which are particularly
important in this study. It is likely that the rotational form was also used in
Lindberg's other works. This is discussed in the context of the structure of
Feria (1997-1999) at the end of Chapter 2.

At the end of this dissertation, a list of Lindberg's works has been
presented, or is scheduled for presentation by December 2023.

The analysis of the Clarinet Concerto has led to the discovery of new
attempts in Lindberg's continuous development. To follow the changes in
contemporary Finnish music and his thinking, we must continue to pay close
attention to his approach to compositional techniques. I hope that this
research will open up new perspectives for the interpretation of his works and

expand the possibilities of contemporary compositional expression.
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NADEEED K ZY—RH—= (B TrL DT - WXFT1H—F) O [+
YIoFNFE] ICB T BEINBEICDOVWTDER

AR, ¥z b - v A —= (Pietro Mascagni, 1863—-1945) ® (A7 7 L

V7 - WAT 4 #—7F Cavalleria Rusticana) (1890) *+ 1V YV F VIO WT
DOWFFET, Nl (tonalita di Fa) #FEHE LGSO F I~ BIHH L
EWEBUHERZ YR T TV 5,
<wﬁ7v07>i:/7—w«®m%W%kw5 o> F X7 &R 2%
B0k e L ML A R TEB Y. BUTHUZ 1890 41 mif%# % L L CHEMi s 7
WFICHESNT VWD, TTIER A =T v 7 — VIR L 720 Th b H
EHRFE (XU VTR o, ZLOEENMAONTEBY), M7+ 3%
W 2 LBHE AR EDRD SN L, WEHIEO ELZE ML [EEOHEIRS
DORMEZAy b & [Fx A FORBHTOBM] THDH. AL TIE, Thbd
DEFEIMEMOERIB L OB ZNEICG R 7B OVTERT 5, %K\
PGSR ERE L2 NI~ ORB L ~NJE I & 3 2 55 & o B
HL, 27 == ) Y FVEICHir N7 B Z Z A5 5,
B1ETIE, 19EBRIEO4 5 )7 - ARTAEMBIL, 23027 — V2T
L7z v —=ath b AR E OB, YA ——OFREICMNE Z LT, %
ROREMBEEL, DI AV VT NROMELBUTIE DA E L T, 547
WCE R IR E B L, MAOHIRGHEZRET b, H2HIE, HRERD
BGSROF I < ENHOBEMEIZER L, ~ARRo (W2l & (Fa—)7 -
3 Y Messa di Gloria) (1888) DK% 3§ 5. ~ A — =D &E 5
RELTORBERZBE T2, ITMMEFRTOBRHET -2 BILEET L,
BB IWTIE, 2ROy au | offlE v (AY 7L 7T) HEOF—
FAML—=2a VIERERD ., BEERET2eN) OREFEEHE T 5 (F
OGN BHTOY Yy 30D REGHI L, Y AH— =A% L2 B o#EEE
BIEEO P70 FEEFRLEOMEZY S5 HITT %,
FATEBESRIEL A ) VNV BB S NGHICOWTOEREIT) [
Pl ZowTid, by s by )y Ry OWEBHEICETATY TR 2
GUERg HRETL. Zheho A ek, A —F7 AL —va vl
a;@%%*?éoirn Fo )y FeoFRIBITS [45] oFnicsH L.
e 2N FOBE L EORBM O Y M T A MIBE U TS, F 7z,
[F1y Pl IZOWTR3DDOE\EBHZIMY) EIF, TS50 h y MAWEmIZ LT
L7 B2 e 50 FERSOMZSRERICIETD X FEHIRICA U 2 B S & BARm
WCHL, YA MESBOT VY TVOBTH T A D — 225k L7=EfiE
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OMBIEERRIZOVWTIw Lo 6 HTIE, Bl 54+ XIS NBOEHE
DAL F) O T7EBNIBIF 230 A0KEICEH L, [H 474 72AE] 128
J5aunA0fkE o tEBET (AT 7L T) 22X 7RO SIS
WELET L, S50, BRFEOFTERKEFRT LEMOABROEZ TV, <A
H—=ZOFFLOTFHEHGET %o

BT, AR EELSHLNIERERIE L. Y YV FAFOBIN
WHE OEREGZHEZ LN LIz, 8 AL L) YV vhia] 12
B 2= HETES (pasqua) & IR ER M (cavalleria) OxtIbIZ L %
BIRRERE, ROF) ¥ 7 RBI O E L X EROFHEL ORMENPSELFXTD
RS~ A — = OMBINETH 5 ARSI L, RMEGMNOH 72 % FR %
RL720 TOWZEIZE > THOMNI R 5 72052, A H — =D, 260
W AHT7LIT) OZHEEBRICH LWHAZRMT 2 L &b, 5B
NDOBEL 2OORBERBETL2I0L LTELSTLZ s 5,

NAKAI, Akitoku: Dramma pasquale in tonalita di Fa: Studio della concezione drammatica
nel “manoscritto originale” della Cavalleria Rusticana di Mascagni
Abstract : Questa tesi studia il manoscritto originale dell'opera "Cavalleria Rusticana"
(1890) di Pietro Mascagni (1863 —1945), incentrato sulla concezione drammatica
del dramma pasquale basato sulla tonalita di Fa e sulla sua espressione
musicale. "Cavalleria Rusticana", scritta per un concorso, ha un processo di
creazione unico rispetto ad altre opere liriche, con la versione corrente basata
sulla prima esecuzione del 1890 come selezione finale del concorso. Rispetto
alla partitura autografa (manoscritto originale), la prima stesura presentata
da Mascagni al concorso, sono state apportate molte modifiche e un confronto
tra le due edizioni rivela alcune differenze notevoli. Le principali modifiche
apportate alla prima includono tagli significativi alle scene del coro e
trasposizioni delle parti cantate del cast. Questa tesi discutera l'impatto di
questi cambiamenti sul contenuto musicale e drammatico dell'opera e la
concezione drammatica nel manoscritto originale di Mascagni sara esplorata
da diverse prospettive.
Il primo capitolo gettera le basi dello studio fornendo una panoramica del
mondo operistico italiano della seconda meta dell'Ottocento, soffermandosi
sul rapporto tra la compagnia Sonzogno, che sponsorizzo il concorso, e

quest'opera, nonché sulla carriera musicale di Mascagni. Inoltre, attraverso
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una panoramica del manoscritto originale e un confronto con la versione
attuale, si organizzeranno le informazioni di base necessarie all'analisi e si
porranno i presupposti per lo studio. Nel secondo capitolo, focalizzando la
connessione tra il dramma pasquale di fondo e la tonalita di Fa, si analizzera
la struttura tonale dell"Intermezzo" in Fa maggiore e della "Messa di Gloria"
(1888). Sulla base della carriera di Mascagni come compositore di musica
sacra, 1 punti in comune tra la Messa e l'opera saranno esaminati da una
nuova prospettiva.

Il terzo capitolo si concentra sull'orchestrazione distintiva di "Cavalleria"
con l'uso di "due ottavini", che la distingue dalla maggior parte delle opere. In
particolare, analizza 1'effetto degli ottavini nella scena del "d'Introduzione e
Coro", dove il richiamo dell'allodola e rappresentato come simbolo di
resurrezione, utilizzando la partitura autografa come illustrazione. Il quarto
capitolo approfondisce l'analisi delle scene trasposte dal manoscritto
originale, concentrandosi sulle parti cantate da Santuzza e Turiddu. Esamina
le arie e i duetti di ciascun personaggio, la loro relazione con la tonalita e
l'orchestrazione e propone un'interpretazione simbolica della morte di
Turiddu in parallelo con la Passione di Cristo. Il quinto capitolo esamina le
arie e 1 duetti, soprattutto quelli trasposti dal manoscritto originale,
concentrandosi sulle scene cantate di Santuzza e Turiddu. Il capitolo esplora
il loro rapporto con la rappresentazione del personaggio, la tonalita e
l'orchestrazione. Nel sesto capitolo, ncentrato sulla presenza del coro
nell'adattamento dell'opera dall'opera teatrale e sulla funzione del coro nella
tragedia greca, "Cavalleria" ¢ stata valutata dal punto di vista della tragedia
greca e confrontata con il coro nell’ "Edipo Re" di Sofocle e spiegata. Inoltre, si
sono confrontati copioni dell'opera e della piéce teatrale sull'ultimo verso e si
¢ esaminato il metodo di musicalizzazione di Mascagni.

Nella conclusione, ho sintetizzato 1 punti principali di ciascun capitolo e
riassunto la loro relazione con il contenuto drammatico del manoscritto
originale. In particolare, ho sottolineato che la rappresentazione della
"Pasqua" religiosa e della "cavalleria" laica nel "manoscritto originale basato
sulla tonalita di Fa" prima della trasposizione e del taglio, e la composizione
che combina la tragedia greca e le tecniche della musica da chiesa, mostrano

l'originalita di Mascagni e offrono una nuova interpretazione di quest'opera.
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2 EZH L. IRENEIE & IR 7 5 v 20T RRE LR /2

BT, 2HOBHAIARSS T—_R— VO Z ZIY WL TEEL:, FT.
Bz 7 7 AVHEHOR—=LK TNV — bOTLRZHIEICEDL Y. 7V — T OB
L= MY —ZRIALZE, 70— MEBICBWTEHEROERRY 7 4 4
VY- ¥T ) OfEREHEME L TEAL, #EEE LTEDORE T E2HEL T
WZERMER LT, FOLET, T—R—VIZLBHE L., MiOKZ DMK E
BIZOWTHERE LIz, T—N=—d, ML) b REAAALHBLEOME L)
EERPHIARICRE Lize BARMICIE. R EIFROINIZOWT [LAaerE] &
HEHL, TROPEBRICEETEXL200MB M2 /Bl L <, 2 HoKHIARIZZ
NENBIWL 72, S5O ENRHWEICLE ST [LASHE ] BPEDOHDTHET
HoleZbmim Uiz,

BEETIIEMRE T —N—VIZBIT B 7V — D [LaRr S ] IZOWTEE
L7ze T 19 E O OB IIBIFLET ) HFRICOWTEEIL. 20
AT D /) DY T ) FHEEF LBV THR L FREBOW S T LaenE ]
ERD DB H o2 L ERFER L. ZDO LT, 70— MERIHT S [L
RNE] BREDX N T 72O h %, FRRO /) HFHEED 7 v — M
FRABGREOLEELZ ML TER L, TNHEHERZ, T—X—LD [ LR
S BEDLIIED TV — MERMIZH SN T o720 iR, F207
V— MERIZBWT, ¥7 5EN 70— OB EOEEEZENT/2DICED LY
WCTRENTVENFEI L7, BB, BB 7 L — MERICBWT, Bk
EIROTRG [Laeh ] 2Hits LEmEE L T2 & 2 /g8 L 72,

Dbt T—=R=L25% 7 7 2V EE L CTRIOEHEMBOREL ZIF, B
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MG L MRE VT RBE Z IR 2Z & BIREIFRERD [Laehrs] 24
FEELTHEBL, 2% BET 57200 AE0#MHE %2 2R IERL, 71—
MEROHTHIENL TV 22 EDBHL IR o720 B LW RO &
D7D, BEOMZL INF TR WEHERE TR OIES LI R 572D TH
5o

T—NR—VOBRRD [Laeh & (souplesse) | &, FWkME, #inl, (mz
THEHZBE S T2V, LVoBREVE G NS 20l L7z 8K & IR
Wi, B EGPS T EPLRFHE T TERY ., B OB S & E o
R, TNEFREAZOFZRADP SR LHFETHH D, T—_R=)VIZk
5 [LaehE] OBEFREFICE>TORBEYROBREL LTI LICLR
Mol Tbb, HRUKDT TV A0 7V — Ml & EBUIAR TR 2 ik s
M DOHNTH D L E BT, 7V— MHELOERIZB VT OO THELREL
HBERoTWoloDTHb,

HATSUDA, Akiko: The Art of souplesse in the Flute Playing of Philippe Gaubert: His

Abstract :

Pedagogical Writings and the Stylistic Changes in morceaux de concours
at the Paris Conservatoire

This study examines the technique of "souplesse" as exhibited in the flute
playing of Philippe Gaubert, a remarkable flutist, conductor, and composer. I
strive to provide a historical overview of the two types of flute Méthodes
associated with him, along with an exploration of his flute composition. This
examination is set against the backdrop of the evolving flute graduation
examinations at the Conservatoire de Paris during the same period. The aim
is to contextualize these contributions historically and elucidate Gaubert's
"souplesse" technique in more tangible terms.

In the first chapter, we provided an overview of Gaubert's multifaceted
activities over the course of his lifetime. Under the tutelage of Paul Taffanel,
widely considered as the progenitor of the modern French school of flute
music, Gaubert honed his skills. Notably, he won the second prize in
composition at the Grand Prix de Rome. In addition to his conducting
activities, Gaubert played a pivotal role in fostering the French music scene
during the interwar period, contributing a broad and high perspective to the
realm of music as a whole.

In Chapter II, we examine Gaubert's teachings from two distinct Méthodes.
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Initially, it was confirmed that his teacher Taffanel was involved in the
further development of the Bohm-style flute, wherein he expanded the flute's
functions and repertoire. In terms of flute education, Taffanel introduced
classical, as well as violin and piano works as instructional materials and
taught note blowing as a performance technique. He then discussed Gaubert's
educational contributions, where he provided more specific advice and
playing techniques than his teacher did. Gaubert, going beyond Taffanel,
composed exercises aimed at mastering the "souplesse" of the body and
breathing technique. These exercises were subsequently published in two
distinct methods.

In Chapter III, he discussed the "souplesse” concept of the flute in the
compositions of Gaubert. Initially, I established that, at the onset of the 20t
century, there was a prevalent inclination in piano music education in Paris
to seek "suppleness" in both physical and musical expressions. Subsequently,
how "souplesse" appeared in flute works was examined through the changes
in the graduation examinations at the Paris Conservatory of Music. Based on
the above, I exhibited how Gaubert's interpretation of "souplesse" was
reflected in his flute works. Additionally, I organized an analysis of the piano
score’s construction, showcasing its deliberate design to accentuate the flute's
inherent soft tone qualities. Finally, we confirmed that in Gaubert’s later
flute compositions, he composed works based on the deep "souplesse" of the
body and breathing technique.

Based on the foregoing, it is evident that Gaubert benefited from the
contemporary instrumental advancements under Taffanel's guidance. He not
only inherited Taffanel’s exceptional technique and expansive musical
perspective but also emphasized the significance of the "souplesse" in
manipulating both the body and breathing as a pivotal technique. Gaubert
incorporated his own compositional exercises, designed for mastering this
technique, into his didactic books, subsequently applying them to his flute
compositions. The new mechanism of the instrument and its expression
required unprecedented physical and respiratory training on the part of the
musician.

The body and breathing technique of the "souplesse" that Gaubert describes

leads to the manipulation of tones ranging from rich to very soft, in
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accordance to the agility and persistence of the fingers and tongue. This is
also an indication of the level of proficiency of the instrument required, as
well as the body of the player being in good condition. In other words, it has
become an important technique in French flute education and music since the

modern era.

BIEMPSRAL YF—Fz VDOWME (1873—1885 F) ([CH (3 RiEE
—7Y=Y10T7RAX-RURTxTv—7EDBERL T—

L. Janacéek's Views on Folk Song in His Early Years (1873-1885) from
the Perspective of His Choral Works: Through Comparison with
Kirizkovsky and Dvorak

CARMEOHIIE, LAY - F—F 7 (1854-1928) DM AZ KT,
oM (1873-1885) ICBIFBET ¥V 4 7 RERIIHN T 2 REEBZH S 20123 5
ZEThb,

WO FEE LT 81 BTIIRIEHEEES (Ndrodni obrozeni) & [A T
vER] OBBHNEREE T A BT V4 TRELAMEICHEY ANZEREK, 8
Tl y—vaaT7AF— (1820-1885) &7 v h=—=V - KTV x—2
(1841-1904) D &FR & Kk 2 ik 5 2 & T Y- —F = 7 LIl o 254035 58
EETTATIREEOMHENEER S 720 H2HETIE VI —F = 7 PV ERiEHYE -
REH L LTHbo 2 oW BEHIADER LG8, WKkOEVWERZ - LT,
WORWEE DD Y 2R 720 HIETIE, YF—F =271l T57 v —vaa
TAF—=RNT+ Iy =7 OREEET 2. HoOMHEBMIBIE2ETIT4 T
R & o Bt & ]GRBT 21T 5 720

WMREDHER, Y+ —F = 7 ONP OBIMEIC I, RIFEIGEE R A 7715
HERFREOME, 73— 23 7 AF =R KT+ Vv — 27 IC X DBk L kA
B RNAEWED H I 2 5.2 Tz 2 Lk 7z, RIEERER R [
277 EFK] LOMHEIIBNTIE, AEDHRURZ A 7 T HHORGRITRD 2 L
HET SN, HENKE 0D Tld, BUEOMREIZIEL C728IWERM O#IR,
BEMIEDEZAWE LOTREBTF SNz MED 73— 2T T AF—RF
T VY= OB LT, BRIV F—F 0TV TREZGHEIO
BMEOFRE T E o0 T2 b6 LALEZLN, Y —F =7 D 1870 4%
DRWEIZIZ, RS OEfEOFPA RO N £ F T+ Vv —27 L DK
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BT, HHIFET Y4 TRERZH AR B W TIHEOZE Z ) Ah
TWzo BeA REEPETONL =T, Y —F 27 0aRIE R L, FRE
DHRORF 2 PEERN L 72 L O 22 2 et ISl AR L L v ) AED LS Z B b,
— D2 7 T ORGEETHDON TV AIEMENEZ 7 1 TIRETORNEIC L &%
NTWaD ZLPHERTE 7,

PDEXD. Y F—F = 7130 BVTET ¥ 1 7 REFEZBIVEO TN 2 Foth
EL A TER] 283 2 ECRELERNERINLLL TR T 7]

R -RERZEHBRL TV, B WD g nz,

17 HABHE R VDL EZ—IRTOT X2 MIRICH T IEFEDTE
—Sw A ey Y ERDII—
Funeral Music in Lutheran Protestant Churches in Early 17% Century

Germany: Focusing on Schein aud Schiitz

CARWFZE TR, 17 WHRRTEO R4 Y, vy —RT T 2y~ NI BT 5 s

EEOEROD Y Sk, FEEEICAER, WS hizany - Avzy - v AL r
Johann Hermann Schein (1586 —1630) {2 & % (% > 4 % )V Cantional) (%)
W 1627 4E) &vAf VY k- 2 v Y Heinrich Schiitz (1585—1672) 12 & % (&
HIZ X %383k Musikalische Exequien) (1636 4F) ORI HE FOfiA & Lz @
CTHLMI L7,

W, VF—IRTETAY v M EIE SRR S E R ORI ) E L
WL, BERLHAOMBURIZIEFICE LEF -2k ThH o720 x4 VT
HADPINE TS T L7380 5585 (> 1 4 F0) 1LY
BBz o Ty FEEMBALT 272008, HEOMALETONTWLE T
JANEXDERBYRNEICEEHRZ LI L 2To720 2O, EE. BE
5L —MEFROEEIIBVTH, VN LEETEEFT2Z T TVRVALT
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2023 FEEECHF

(BEZAERFEY B 1 2)
{EHR - fEIERT ST RIS
A s (e
W S LT
Visions Appearing on Farther Shores
Tz ATA T T
Waving Air
Aba—74 X E1FH
Strophes I
PRI =5
3 Seascapes from Hokoshima
3ODT TNAY
3 Arabesques

it BE R
P~YAN—= AT LYT - VAT 4 A—F (1) VF L)

P. Mascagni: Cavalleria rusticana (versione originale)

AR
I BEF (7V—1})
P.y7 7% il (3=3Y) OFELET7IVF-T7 05T
P. Taffanel: Grande Fantaisie sur Mignon — Opéra comique d’ Ambroise Thomas
Ph. I—R—=): )7 Falxe7Lra- - A7rvyy s K

Ph. Gaubert: Nocturne et Allegro Scherzando pour Flute avec accompagnement de Piano

F. 7V == 747z 7 4 x> MMEmS2 (K7 /sl 2 v b -7 4))
F. Busoni: Divertimento fiir Flote und kleines Orchester Op. 52 (Klavierauszug von Kurt
Weill)

Ph. I—~X—)V: 7)— b « VF 7§ 3FE
Ph. Gaubert: 3éme Sonate pour Flite et Piano
I. Allegretto
II. Intermede pastoral : Trés modéré

II1. Final : Joyeux — Allegretto
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J VLT T4 T T4
J. Rueff: Diptyque pour Flite et Piano
Ph. I—~X—)L : VFF % BEAET T VIV TDEHI

Ph. Gaubert: Sonatine — Quasi Fantasia pour Flate (ou Violon) et Piano
I. Allegretto, tres allant — avec simplicité et fraicheur

II. Hommage a Schumann



