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Debussy T H R E E IMAGES FOR ORCHESTRA 
DeblMy'. three otAtUni Inrnf have one thing in com­
mon: aU deal «id> folk ihemea. Ctguei goes back to 
EngUah sources, while Iberia reHecti the folk music of 
Spain, and Roades de Printempi the folk miisic of France. 
The form of the aeries is highly unusual. It consists of a 
fiill-Hrale symphonic piece in three movements —/Wria 

- flanked by two short pieces each in a single inovc-
im-nl. The three Images were composeil between KXk) 
and 1912. Iberia was the first to be completed and per-
formed, while Giguej was the last, although Giguej was 
published as No. 1 of the group. 

Hie late critic, Oscar Thompson, insisted that Giguei 
was not orchestrated by Defmssy. but by Andre Caplet. 
and this iiiav explain why that musician has been espe-
cialh eloquent in pr.i«: of this «ore. Caplet reminds us 
that the original title of the work was Ciguei Triiut, 
and he goes on to speak of "Sad gigues, tragic giguea, 
the portrait of a soul in pain uttering its slow, Ungering 
lamentation on the reed of an oboe d'amore. A wounded 
aoul so reticent that it dreads and shuns all lyrical effu-
Mons, and quickly hides its sohs behind the mask and 
the angular gestures of a grotesque marionette . . . The 
ever^hanging moods, the rapidity wilh which they 
merge, elish. and aeparale to unite once more, make the 
interpreUtion of this work very difficult." 

The jig-rhythm does not appear until nearly 50 bare 
have gone by. and it i i not persistetit evm then, but it is 

appearances. Ciguei is bound together by a quiet mdody, 
and it has been suggested thai tfaia tune may be a trans, 
formation of an English folk song; the rhsthm of the 
jig is certainly English or Celtic in its origin, and to use 
an English melody wilh an English dance-meter is logical 

Iberia is not only the biggest of the ilirce Images hut 
the boldest in outline, the most brilliant in sound, and 
the most well-defined in popular melodic content, lis 
three movements are entitled h ihe Sireels and by ibe 
ITajside. the Perfume, of the Nifhi. and The Morning 
ef a Festival Day: the laat two movements run ti^ether 
without pause, and there is a momentary flashback to 
die sensuous habanera of the nocturne after tlie marcfi-
music of the festival has begun. 

[lebussi once spent three hours in San Sebastian: 
otherwise he never set fool in Spain, but be remahis one 
of Ihe great masters of Spanish musical atraosphere. This 
was part of his tradition: ever since Carmen burst on 
the world in 1870. French compoaera have taken Spain 
as a province of their own; witness Lalo's Sympkonie 
EspofnoU, Cbabrier's Esparia. and «ich earl-er works 
of Debuasy himaelf as the Soiree dans Grenade, to say 
nothing of the Rapsodie Espagaole. L'Heure Espagnole. 
and Bolero which Maurice Ravel was to produce later. 
Manuel de Falla. the greatest of all m-dern Spanish mti-
siciani. paya Debussy the supreme tribute of say ing that 
thia Frenchman had taught him and his cflmpatnols how 
to use the folk-materials of their own country. Ihiria in 
jiarticulir delighted FaUa, who said of it: 

"Echoes Iro 
the generic 
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gaiety of a people dancing to the joyous strains of 
a banda of guitars and bandurrias . . . all this whirls 
in the air. approaches and recedes, and our imagina­
tion is continually kept awake and daxjled by the 
power ol an inlenaely eipreasive and richly varied 

Konifei de Priiitemps bears on its printed acore a kind 
of motto translated from an old Tuacin folk song called 
U Maggiolata: Vive le Mai. bienvenue soft U Mai avec 
son fonfalon sauvage. ("Hurrah lor May. welcome May 

" ) The entire piece is based upon 
the French folk-tune Rous nirons plus ou hou, which 
is varied, transformed, and put through a great variety 
ol symphonic paces. Orchestra-wise, this is the quietest 
and at Ihe same time the subtleal of the three Images. 
Trumpets and trombones are alwmt. and the entire 
texture is one of scini illating. often deiuely matted in­
strumental atoms; in this respect Kondes de Printemps 
is quite ditterenl in charscter from Ihe rather gray, melan-
choli Gigaes and the sharply-etched fast movements of 
Iberia. 

When Rondes de Printempi was first performed, the 
program notes bore the following remarks by Charles 
Mtlherbe: 

"These a • real pictures in which the c 
nvey.aursliy. ii 

by the eye. He attempts to blend the two forms of 
sensation in order to intensify them. The melody, 
with its infinitch varied rhythms, corresponds to 
die multiplicity of lines in a drawing: the orchestra 
repreaenlB a huge palette where each inslrumenl 
supplies its own lone color. JusI as the |>ainler de­
lights in contrasts of tone, in the play of light and 
shade, so the musician Ukea pleasure in the shuck 
ol unexpected dissonances and the fusion of unusual 
timbres: he wants us to visuaiiie what he makes us 
bear, and the pen he holds in his fingers becomes 

a brush. This is musical impresaionian of a very 
^lecial kind and of a very rare quality." 

There are those who believe that these lines were iiv 
spired by Debussy himself, but that "the definileneaa and 
the trite, deganl style of thewi notes cannot have entirdy 
satisfied this subtle artist, who disapproved of aU such 
indiscreet analytical notations." Nevertheless parallels 

'e often lieen drawn between Debussy'i music and ibe 
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contemporary French impressionists, 
e, St bottom, intangible, and ir 

Monet. Efforts have been made to drive the point further. 
It has been observed that Debussy deploys his counter 
point in such fadiion tfasl each inslrunent in bis or­
chestral tissue stands out clearly, even though many in­
struments may be used at once, and thai Monet, rather 
than mixing his colors on his palette, places small dots 
• I pure pigment close together on his canvas so that 
Ihe beholder's eye will fuse them. Perhsye there is some 
parallel here, but it is worth pointing out that Monet's 
dots are supposed to be blended by the spectator and 
that Debussy's line, are cmefully calculated to avoid 
blending at all costs: Monet's method, then, is the polar 
opposite of Debussv'i rather than its anilogue. 

Debussy himself, while working on tF.e Images, said 
he was trving to "achieve something different — an effect 
of reality - what some imbeciles call impressionism, a 

ti that it 
for they do not hesitate to uae it in connection with 
Turner, the finest creator of mysterioui effects in the 
whole world ol art." 

For Debussy, then, impressionism and realism were 
one and the same, while the devices of Turner, which 
certainly belong in the tame bracket with those of the 
impressionist painters, are romantic. This, of course, U 
partly a quibble over words. In the long ran, however, 
psinting it painting and music is music, and while it is 

e seldc nought walk 

Bvso 1-Par Its roe, it far It, rhemh 
BVD l-Lt, tmrlmn. dt It null 

Lt mati. dm, jear dt If,. 

Recent recordings by Mr. Monteux and tlie San Francisc-i 
Svmphony include Franck's Symphony in D Minor 
{LM.10651 and two Beethoven symphoniea: Ao. 2, in D. 
Op. 16 (LM-1024) and No. B. in F, Op. 93 (LM-431. 




