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Corentin Boissier is one of the most remarkable composers to appear on the new-
music scene in the 21st century – not only for his precocity but also for the musical 
language that has underlain and inspired much of his work.

Boissier was born in the Parisian suburb of Suresnes in 1995. He was home-
schooled by the Centre National d’Éducation à Distance (CNED), both of his parents 
being cultured and devoted to the arts. Realising how motivated he was, they allowed 
him to progress at his own pace. His father introduced him to classical music when 
he was two years old, allotting an hour per day to listening. These sessions awakened 
in him a voracious interest in discovering new pieces, and became a habit that he 
follows to this day. Boissier recalls that his father would play him 

hundreds of short, simple and melodic pieces – often extracts from more ambitious 
works – for which he made up catchy titles such as ‘Walk in the Park’, ‘Canoe Trip’ and 
‘The Little Train’. As a result I came to know and appreciate more and more classical 
music – including some works by the great composers whom I admire today. One of 
my favourite pieces was ‘Saturn Rocket Lift Off ’. Not until I was several years older 
did I learn that this was the famous introduction to Richard Strauss’ Also sprach 
Zarathustra. When I was about eight years old, my father introduced me to Le sacre du 
printemps and I loved it immediately.1

He began composing at the piano when he was six. His father encouraged this 
method, so that the youngster could always physically hear the music that was in his 
mind, instead of thinking of it apart from its direct aural impact. While still a child, 

1 Interview with the composer, January 2021.
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he was discovered by the composer and organist Thierry Escaich, who later became one 
of his teachers. Escaich wrote that at age nine 

Corentin already possesses qualities that portend his becoming an accomplished musician: 
a genuine sense of harmonic colour, of rhythmic invention, and an understanding of the 
process of thematic development. All these qualities point to a free spirit with a true gift 
for musical composition.2

 In 2012 Boissier entered the Conservatoire à Rayonnement Régional (CRR) of Paris, 
where he studied musical writing (harmony, counterpoint and fugue) and orchestration, 
graduating ‘with highest distinction’. He continued his education, entering the 
Conservatoire National Supérieur de Musique (CNSM) of Paris in 2015. There he 
earned a Master’s Degree in musical writing in 2019, and in 2021 a Master’s Degree in 
orchestration, both ‘with highest distinction’. Among his most important teachers were 
Anthony Girard, Fabien Waksman and Thierry Escaich – although Boissier is clear that 
his inspiration and aesthetics are his own.

Many composers show little interest in the music of others, but Boissier’s musical 
appetites, by contrast, are enormous. He identifies more than 100 composers as ‘special 
favourites’,3 and he has uploaded several thousand little-known orchestral works onto 
YouTube. On his website, corentinboissier.net, he has created what he calls an ‘Ideal 
Discotheque’ of more than 1,700 ‘orchestral works of feelings’.4 His extraordinary 
Master’s thesis is entitled  The Mini Piano Concerto from the Years ’40–’60: A Trend 
Triggered by Richard Addinsell’s ‘Warsaw Concerto’. In it he establishes, for the first time, 
a catalogue of some 300 forgotten works that fall into this category.

Committed to pursuing a clear, accessible approach to classical music, Boissier has 
composed more than thirty works that embrace a Neo-Romantic style. His Piano Sonata 
No. 2, Appassionata, was premiered in February 2018 by Célia Oneto Bensaid at the 
Salle Cortot in Paris.5 His Sonata for Cello and Piano was premiered by the American 
2 Letter to Denis Boissier, dated 26 August 2004.
3 Interview with the composer, January 2021.
4 https://www.corentinboissier.net/musicology.
5 It is recorded on Corentin Boissier: Two Piano Concertos and a Sonata (Toccata Classics tocc 0569).
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cellist Eric Tinkerhess and was subsequently performed by Jordi Albelda and Nicolas 
Licciardi in the final concert of the festival Cambra Romànica 2019 (in the Principality 
of Andorra). His suite for guitar Don Juan Serenade was premiered by Gabrielle Rubio 
in August 2019 during the Music Festival of La Llagonne (Pyrénées-Orientales), and 
his Sonata for Flute and Piano was recorded by the flautist Gladys Avignon in 2020. 
He recently completed his First Symphony, and is now enrolled in a Ph.D. course on 
musicology at the Sorbonne.

Boissier has also pursued an interest in orchestration and other types of arranging. 
His orchestration of the last of Alfredo Casella’s  Nine Pieces for Piano,  Op. 24, was 
performed by the Orchestre des Gardiens de la Paix in 2016 at the Église-St-Joseph-
des-Nations in Paris; his orchestration of Debussy’s  ‘Passepied’  (the last of the four 
movements of the Suite bergamasque) was performed at the Auditorium Marcel 
Landowski in central Paris; and his arrangement of the Juan Tizol/Duke Ellington jazz 
standard Caravan was performed by the Local Brass Quintet at the Tuileries Gardens 
in 2017. His fellow-composer Nicolas Bacri wrote of his orchestration of Francis 
Poulenc’s  Humoresque: ‘Congratulations! Your orchestration is very well done and 
perfect in style’.6  In 2019 the Association Le Capil for the Promotion of the Heritage 
of La Llagonne named Boissier Artistic Coordinator, responsible for chamber-music 
concerts every summer.

Walter Simmons, musicologist and critic, has written extensively on composers who maintained 
an allegiance to traditional musical values. He is the editor of a series of books, ‘Twentieth Century 
Traditionalists’, published by Rowman and Littlefield. He wrote the first two volumes himself (under 
the Scarecrow Press imprint): Voices in the Wilderness: Six American Neo-Romantic Composers 
(2004), which treated the lives and works of Barber, Bloch, Creston, Flagello, Giannini and Hanson, 
and Voices of Stone and Steel: The Music of William Schuman, Vincent Persichetti, and Peter 
Mennin (2011).

6 E-mail dated 2 June 2015.
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You consider yourself to be a ‘Neo-Romantic’ composer. What does that mean?
For me, composing Romantic music is a state of mind. On the one hand, it is forging 
links with the great tradition; on the other hand, it is forging links with the future, 
since I’m deeply convinced that we are going to need more and more music that 
makes us want to experience feelings and bliss.

What is it that you love about Romantic music?
Romantic music, in the broad sense of this term, is the culmination of centuries 
of evolution and thousands of masterworks that sought to convey the maximum 
amount of emotion to the listener in the clearest and most expressive language 
possible. I deeply believe in the humanistic nature of art and especially classical 
music. Beethoven said that music must go from the heart of the composer to the 
heart of the listener. Until the first half of the twentieth century, this motto was 
understood and shared by everyone. But from the 1950s onwards, our occidental 
societies have turned away from this philosophy.

You have collected and shared a list1 of 76 of your favourite Romantic and Post-
Romantic composers.
I had the good fortune to be trained by my father, who is a seasoned music-lover. 
Musical pleasure was always the basis of my development. When I was very young,  
I listened to a large number of composers, and I learned to familiarise myself with their 

1 Online at https://www.scribd.com/document/495012993/Gallery-of-my-76-Favorite-Romantic-and-Post-Romantic-Composers.
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styles. I have always had an insatiable curiosity about classical music, and I think I can 
say that all styles have brought me something. At eighteen I established this ‘Gallery of 
my 76 Favourite Composers’ as a tribute to all these composers who had brought me so 
much emotion. Since many of them are little-known, I wanted to show them to those 
who did not have the same opportunity as I did and who do not know where to go to 
discover new music that they will like.

Have any of them had a particular influence on you?
I don’t think so. Of course, I have more affinity with certain composers. But I think I can 
truthfully say that none of them exercised any particular influence over me. Actually, 
I’m attached to every composer in the same way as Gulliver was attached to Lilliput – 
with hundreds of links, but none of them really strong.

I think it’s tempting to look at western art music as this progression towards increasing 
chromaticism and dissonance and bigger, looser forms, where Romanticism and especially 
late-Romantic music was a final intensification and the Second Viennese School the logical 
end-point. Do you think atonality was inevitable? Could western art music have taken an 
alternative path?
Always wanting to experiment further, to move forward, is part of human nature. 
The use of new chords and more and more complex rhythms in order to express as 
closely as possible the spirit of the new times led to the dissolution of tonality. As long 
as it remained natural, this evolution produced masterworks in which tradition and 
novelty coexist in infinitely variable percentages. The dosage was sometimes explosive, 
sometimes tousling, but often successful.

Today, I’m more convinced than ever that there is no natural border between 
styles. The schools may be opposed but not the styles, which should complement 
one another. But in the 1960s, suddenly it was all about serialism and electro-
acoustic music; there was the quasi-institutional obligation to wipe out the past, 
and the subsidies went only to what has been called ‘contemporary music’ (the word 
‘contemporary’ being abusively linked to a style instead of just meaning ‘of our 
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time’). Without this political, ideological, and basically non-artistic doctrine, there 
would have been a natural complementarity between tradition and innovation, in 
music as in all other arts.

You have said, in an interview with the pianist Anna Sutyagina: 
poetry and spirituality gradually disappeared from our society, and classical music is moving 
in the same wrong direction. […] for more than sixty years, tonal composition has not been 
taught in the major music schools […]. Only experimental and electroacoustic composition is 
taught. This kind of composition is not intended to attract a large audience.2

I suppose I should out myself as a sometime enjoyer of experimental music, though 
mainly of the underground variety, but I don’t understand its hegemony in academia. 
Why has it remained so dominant for so long there, while also being so unpopular with 
the general public?
This ‘hegemony’ of which you speak, it is the globalist policy – of which there is much 
talk today – which imposed these doctrines with generous reinforcements of credits and 
subsidies. It was going against the tastes and needs of the general public and music-lovers, 
but that was precisely the goal. Numerous academic works and documentaries show 
how, just after World War II, the CIA, in particular, manoeuvred in Europe to impose 
atonalism and experimental research. Art, when it is sincere, is never authoritarian; and 
it’s never political either. When it becomes so, it is because it has ceased to be art and 
obeys state propaganda. If contemporary art has muzzled what I call humanist art, it is 
because behind this domination there was, and there is still, a political will that people 
are just beginning to realise.

I know some great American composers, like Arnold Rosner and Harold Shapero, have 
spoken of having felt alienated in American music departments, due to the dogmatic 
serialism there. In your experience, have the conservatoires of Paris been more accepting of 
nineteenth-century idioms?
2 Interview conducted in June 2019 for Moving Classics TV and first published on their website, https://movingclassics.tv; 
republished as ‘Corentin Boissier in Interview’ in the booklet for Corentin Boissier: Two Piano Concertos and a Sonata.
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Absolutely not – quite the contrary! Western Europe, and France in particular, has 
spearheaded this systematic destruction of all artistic tradition, of any style that 
could be related to the past. The conservatoires have been forced to practise a clean-
slate policy. This undermining action, well supervised by the institutions and the 
media, has had the disastrous result that, for several decades, composition – in the 
original sense of the word – is no longer taught in the conservatoires. I did all my 
musical courses at the Conservatoire National Supérieur de Musique (CNSM) of 
Paris. I obtained five Prizes… but I was not able to attempt the ‘Composition’ Prize 
since this Prize is only for composers of so-called ‘contemporary’ music, that is to 
say, ‘experimental’.

You were quoting the American composers Rosner and Shapero, who felt 
alienated, but many French (and, generally speaking, European) composers 
suffered much more than feeling alienated. Pierre Boulez stated in 1952 that ‘any 
musician who has not experienced – I do not say understood, but, in all exactness, 
experienced – the necessity of dodecaphonic language is USELESS. For his whole 
work is irrelevant to the needs of his epoch’.3 The man who wrote that had full 
control over the entire French music scene for several decades. This logically put an 
end to the careers of the vast majority of composers who did not want to conform 
to the dodecaphonic style. And even today, at the level of cultural institutions and 
organisations, nothing has changed. In spite of my Master’s in Musical Writing and 
Orchestration, it is very unlikely that I will be able to make a career as a classical 
composer in France.
Both of your piano concertos in the previous Toccata Classics release4 are inspired by film 
music from the Golden Age of Hollywood. You have also said, in the interview with Anna 
Sutyagina: 

3 Quoted in Pierre Boulez, Relevés d’apprenti, ed. Paul Thévenin, Le Seuil, Paris: 1966; published in English as Notes of an 
Apprenticeship, transl. Herbert Weinstock, Alfred A. Knopf, 1968, p. 148 (capitals in original).
4 Corentin Boissier: Two Piano Concertos and a Sonata presents the Glamour Concerto (2012, orch. 2016), Philip Marlowe Concerto 
(2013, rev. 2018) and the Sonata Appassionata (2015), with Valentina Seferinova, piano, and the Ukrainian Festival Orchestra 
conducted by John McLaughlin Williams.
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If a classical composer wants to live from his music, yes, he must be far more ‘creative’, which 
means he must stop writing the music he loves, and he must adapt himself to his time, by 
being involved in multidisciplinary projects. Is it being more ‘creative’? Personally, I don’t 
think so.

But was film music not also adapted to the time and the constraints of the profession?
Indeed, film music has always been able (and required) to adapt to its time. It has 
always been conceived to be at the service of the film it serves and of the audience for 
whom it was intended. This is its primary characteristic but, in this, film music does not 
fundamentally differ from classical music in the broad sense of the term. Bach was at the 
service of his employers: he wrote for strictly timed religious services and had to satisfy 
scrupulous parishioners. The more Baroque and Classical music have integrated into 
their society, the better they have blossomed. Both classical and film music have always 
had to be adapted to the constraints of time and society.

In your essay ‘Living Music and the Values of the Past’5 you write that a young composer 
should be familiar with many styles ‘in order to arrive at his or her own style’. I always 
wondered, is a composer’s style entirely downstream from his or her taste? By that I mean, 
all these preferences that composers have – the kinds of harmonies, melodies, rhythms, 
forms, moods and so on that they prefer over other kinds – is that their style?
It seems to me that it is essential for an artist to try his or her hand at various styles 
before forging one with which he or she will make a career. I have doubts about anyone 
who immediately opts for a specific and exclusive style. Most people want to see it as 
proof of his or her personality; but one can also see there his or her lack of capacity to 
renew him- or herself.

In my opinion, everyone does what they can with what they have. Whatever the 
artist may claim, he or she is obliged to take into account above all his or her abilities. To 
try out various genres, registers or styles requires a great flexibility of mind that cannot 
be acquired simply because one has decided to. Likewise, always composing according 
5 In the booklet for Corentin Boissier: Two Piano Concertos and a Sonata.
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to the same rules requires a mastery that is not necessarily innate. In the end, it is our 
inner nature that determines our style or styles. Additionally, it is common that the 
specificities of a work determine its form, rhythms and moods – except, of course, in the 
case of an artist who wants at all costs to preserve a predefined style.

Many of your compositions, such as the Philip Marlowe Concerto which as a whole is in 
sonata form, and the slow movement of which is a passacaglia, use classical forms. Are 
the classical forms an inspiration or starting point for you when composing, or are they 
more like convenient, tried-and-tested tools? Do you begin with a form and then fill it with 
content, or do you let the content determine its own form?
Classical (or non-classical) forms are never an inspiration nor a starting point. The 
melodic/harmonic inspiration is always the basis, the inner essence of my compositions. 
The forms are simply at the service of the content.

That said, yes, I frequently use classical forms such as the sonata form (which is 
the most common form in all occidental classical music), because I’m convinced that 
an artist can always say new and personal things inside of the frame of an old and 
impersonal form. When I decide that a movement of a work will be shaped in sonata 
form, it’s because the musical content invites me to do so; and even then, it’s not a matter 
of ‘filling’ the form, but a matter of challenging what is expected in this form. It also 
regularly happens that the musical content ends up forming a structure that can’t be 
likened to a predefined form, such as in the last movement of my Cello Sonata or the 
first movement of my Piano Trio, to cite only two examples.
Could you talk a little about your compositional process? I gather that you compose mainly 
at the piano. Do you, for example, begin by sketching fragments and motifs, and then longer 
phrases, and then sections?
Well, logically there begin to be fragmentary ideas before fully worked-out phrases; 
that is a matter of fact! I rarely use the piano for composing works that aren’t scored 
for piano. In fact, I don’t need to ‘listen’ to what I compose; like most so-called classical 
composers, I hear it at the same time as I write it. This allows you to compose even if 
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you are deaf (think of Beethoven), even if you are blind (think of Joaquín Rodrigo, the 
composer of the Concierto de Aranjuez). However, when I’m composing a piano work, 
or a chamber work with piano, then I use the piano, but mainly for checking pianistic 
gestures, and not for the harmonies or melodies: if you simply write on paper what 
you spontaneously play at the piano, then there are great risks that you miss more 
elaborated harmonies and counterpoints that you would create by really ‘composing’ 
on the score.

Do you work every day at any time and any place, or only on certain days, at certain times 
and certain places?
I have neither a special day nor a fixed hour to compose. When I feel like I’m ready, 
I get to work. I compose at home, on the software Finale. Since I begin to compose a 
work only when I have a clear idea of what I want to achieve, I write relatively quickly. 
Then comes the time for proof-reading and corrections. Of course, it all depends on 
the composition I’m working on. And naturally, when it comes to commissions, there 
is also the fact that you have to respect the wishes of the commissioner.

When you write passages and themes, how do you usually proceed? Do you begin with 
harmony, or with some motivic fragment, or by writing the outer voices? How do you 
choose which chord comes after the previous one?
I do trust that melodies, themes, or at least motivic elements, are an essential 
component of music, without which it can’t be really meaningful. So, it often begins 
with a melodic basis (I wouldn’t really call it a fragment) that comes together with a 
harmony. I’m never thinking, ‘Well, which chord will come after this one?’ Otherwise 
it would prove that the musical idea is really weak if putting the harmony on it is 
so unnatural, in my view. That said, it frequently happens that I search for different 
harmonic possibilities for a single motivic element, especially for development 
sections.



12

Can you say anything about what you are working on right now?
I have just completed my First Symphony. If we take into account the difficulties inherent 
in the elaboration of a symphony, and the degree of maturity that it presupposes,  
26 years is not necessarily the ideal age to compose one, but it is necessary for a serious 
composer to deal with this large-scale genre sooner or later. This symphony is in three 
traditional movements – what is personal to me is everything else, and I tried to go 
deeper into my writing.

I have recently uploaded on YouTube one of my newest compositions, entitled La 
Fontaine aux Naïades (‘The Fountain of the Naiads’), a nocturne and dance for cello and 
harp.6 It is a playful work that was written for and recorded by the Duo Pierres Vives 
during the Chamber Music Festival of La Llagonne (in the Pyrénées-Orientales in France).  
I also recently composed a Sonata for Trumpet and Piano that will be premiered by French 
trumpeter Lise Bergeon at the CNSM in Paris. My four-movement suite for solo harp, 
L’Enfance de l’Art, was performed and uploaded on YouTube by French-German harpist 
Claire Augier de Lajallet.7 And American harpist Gretchen Chell Cover, who lives in Florida, 
commissioned from me a short piece for guitar and harp that is going to be recorded.

Let us go full circle by returning to musical style. Do you think that today the question of 
modernity in music is outdated?
Absolutely. In my view, the problem is not to be ‘modern’ or not, but to be, whatever the 
chosen style, excellent or bad. This is the only question we have to ask ourselves. For the 
past several decades, the official discourse has been that experimental music is the music 
of our time. But it all depends on the social context. When experimental music becomes 
institutional music, writing Romantic music becomes the only possible adventure. Don’t 
you think that the greatest adventure has always been to go against the tide and fight 
against all odds?

6 https://www.youtube.com/watch?v=U3SfJXERfa0.
7 The first movement can be found at https://www.youtube.com/watch?v=olUpgMOU5Zg, the second at https://www.youtube.com/
watch?v=YWyxIjIS_8k, the third at https://www.youtube.com/watch?v=mFC2Z1temls and the last at https://www.youtube.com/
watch?v=NPHBH18UQRU.



13

Erich Grunewald is a programmer and data engineer at a cryptocurrency quant hedge fund. He writes 
a blog (at www.erichgrunewald.com) about various subject matters, one of which is classical music, in 
which he takes an amateur’s interest.

Also available on Toccata Classics

tocc 0569

‘This is a fascinating release. French-born 
composer Corentin Boissier (b. 1995) is firmly 
committed to writing sumptuously tonal music, 
rejecting the academic trends in music education 
over the past 60 years. The evidence is aurally 
present in the two piano concertos here, both 
of which take their inspiration from Hollywood 
and film music. The so-called Glamour Concerto 
(2016) is rife with Rachmaninoffian flourishes 
and bold themes. [...] Had this been composed 
in the 1930s, it probably would have been a big 
hit. I hope it gets the recognition it deserves 
today. 

The Phillip Marlowe Concerto is inspired 
by the Hollywood films of the 1950s. [...] Dusky 
skies, cigarette smoke leaking from Bogart's lips, 
fateful glances—all mental images that come to mind while experiencing this concerto. [...]

In between the two concertos comes Boissier’s Second Piano Sonata from 2015, titled 
“Appassionata”. In three movements (24:33) the music is highly evocative of Chopin and 
Schumann. [...] I very much enjoyed this music.’ – Mark Novak, Fanfare
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A living artist does not have to be modern – or to want to be modern. He is naturally
modern as a consequence of living today. My view of modernity is not about denying
or forgetting the past, but about being able to create something new and individual 
without rejecting the principles and techniques of the past.

I believe that it is important for a young composer to explore the styles that 
preceded him, especially if there is no clearly defined style that represents music 
today. A young composer should seek a deep understanding and develop a fluency 
in the Baroque, Classical, Romantic, Impressionist (et al.) styles in order to arrive at 
his or her own style. To seek one’s own style right from the start runs the same risk 
as the traveller in a hurry who boards the first train at the station without knowing 
whether it is the one that will get him to where he wants to go.

Some critics cannot appreciate music that was composed in a style not deemed 
to be that of the composer’s own era. For example, if I compose a piano concerto 
in the post-Romantic style of Rachmaninov, some commentators may reject the 
work, saying that it is from another time, that it is no longer useful or relevant. The 
composer is dismissed for choosing to reconnect with the values of music from the 
past. But isn’t it possible to appreciate a work for its own intrinsic value? Can we no 
longer judge a work solely for its beauty, for its stylistic consistency, regardless of 
other factors?

The Sonata for Cello and Piano, composed during the first half of 2017, is 
dedicated to the American cellist Eric Tinkerhess, who gave the premiere in Paris 
in December 2017. The first movement 1  begins with a dark and foreboding 

TRADITION AND TRANSFORMATION:  
THREE CHAMBER WORKS
by Corentin Boissier 
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introduction, Lento grave, in which the motif that will become the principal theme of 
the movement progressively takes shape (from a diatonic descent) and grows up, moving 
into several distant keys. This introduction ends by a large-scale crescendo leading to the 
following section, an impetuous sonata-form Allegro that begins with the cyclic theme 
of the whole sonata powerfully stated in B minor by the solo piano, and then, lyrically, 
by the cello. After a few minutes of energetic activity, the intensity gradually declines, 
leaving room for the exposition of the second thematic group, which begins in a peaceful 
D major. This second theme also undergoes several transformations, remaining quite 
gentle in most cases, but ending in a more solemn statement of the fully stretched 
theme on the cello, accompanied by big chords on the piano. The development section 
then begins, with agitated interplay between both instruments, followed by a section 
where the cello sings a variation of the first theme over descending piano arpeggios, 
and the development ends with a Maestoso passage in A minor based on the second 
theme. It directly flows into a section that plays a role of the recapitulation of the first 
theme but actually continues developing and transforming it, leading the music to the 
loudest climax of the whole movement. At last, the recapitulation of the second theme 
constitutes a peaceful epilogue that ends with very high notes played by the cello entirely 
in harmonics.

The second movement 2  is a large-scale Scherzo in E minor, basically cast in the 
standard aba form, but with kinds of intermediate sections before and after the central 
‘trio’ part. The principal motif of this movement, lively and almost jaunty, features quick 
alternation between pizzicato and arco by the cellist. Throughout the main scherzo 
section, themes of the first movement come back in more or less modified ways. After 
the first intermediate section, the central ‘trio’ section, in C major, consists of a dialogue 
and superposition of the two principal themes of the first movement – a fusion which 
gives birth to a stately seven-note motif that will become one of the central elements of 
the third movement of the sonata. After a transformed return of the scherzo section, the 
movement ends pianissimo, with playful interplay between the cello and the piano, each 
fighting to play the very last note.
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The third movement 3 , by far the shortest of the three, is written in free form, a 
kind of fantasy in which many motivic-thematic elements from the previous movements 
come back together with some new ones, frequently blending or colliding with one 
another. In the introductory Recitativo section, for example, the harmonic progression 
of the introduction of the first movement reappears, but with the themes upside down, 
and ultimately leading to a different Allegro main section. The tempo gradually speeds 
up during the whole movement, providing ever tenser and more restless moments; and 
after a dramatic restatement fortissimo in E flat minor of the seven-note motif first heard 
in the ‘trio’ section of the Scherzo, the sonata ends with a grand coda in B major, with 
a final majestic peroration of the cyclic theme of the sonata declaimed by the cello over 
agitated piano gestures in repeated semiquaver chords.

The Sonata for Flute and Piano was composed in late 2018 and recorded at the 
Studios Malambo (Paris) in February 2020 by Gladys Avignon, the laureate of many 
competitions, with myself at the piano.1 The first public performance, by the American 
flautist Melinda Wade-English, took place at the Washington College in Chestertown, 
Maryland, on 29 October 2021.2 The sonata (which exists also in a contemporaneous 
version with orchestra, as a flute concerto) is a kind of homage to the grand tradition 
of the Romantic/post-Romantic French flute school of the early twentieth century, as 
exemplified by such works as Fauré’s Fantaisie, Chaminade’s Concertino, Jules Mouquet’s 
La Flûte de Pan or Georges Hüe’s Fantaisie. My sonata is cast in the usual three-
movement form but, uncommonly, each movement begins with the same introductory 
motif, and in the same key, F minor – although that naturally leads to very different 
things each time.

The first movement, Introduzione ed Allegro 4 , is the shortest of the three. It begins 
with a contemplative introduction (Lento assai) that is a kind of solo for flute, with the 
piano simply making brief comments here and there when the flute rests. This section 
will appear again at the beginning of the second and third movements. The introduction 

1 The video is available on YouTube, at https://www.youtube.com/watch?v=VEcYF7yeIo4.
2 Also available on YouTube, at www.youtube.com/watch?v=hrUJbe05nK8.
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flows into the virtuosic Allegro, cast in a compact sonata form, the animated first theme 
being first stated in F minor, with the more relaxed second theme cast in B major. After a 
short but more passionate development section, during which the piano becomes more 
and more dramatic and agitated, the movement ends with an optimistic up-tempo coda 
in F major.

The second movement, entitled Fantasia notturna 5 , inhabits a peaceful, poetic 
mood. It consists mainly of metamorphoses of the main theme, which is initially 
unveiled in A minor by the flute over calm ascending and descending piano arpeggios. 
The music goes through many different keys and moods, and at several points the motif 
of the Introduzione interplays with the main theme of this movement. At around two-
thirds of the way through, there is an extended flute cadenza that precedes the return of 
the main key and mood.

The last movement is a joyful, dance-like Rondo scherzoso in F major 6 . The principal 
theme consists of a playful Presto con spirito written in a rather unusual seventeen-beat 
metre. Many episodes follow, some of them very brief; the main two themes of the 
first movement come back several times and tease the rondo theme. After a quiet final 
episode, the fast tempo gradually returns, and the sonata concludes cheerfully.

The Trio for Violin, Cello and Piano, also composed in 2018, is in three movements, 
like the other two works heard on this album. But here the order differs from the usual 
one, each movement being in a more animated tempo than the previous one.

The first movement is a large-scale Largo in D minor 7  that is cast in a structure 
organically built by its musical content, and so can’t be likened to a predefined  
form – although it might be described as a prologue and transformations. The first 
three minutes or so are a kind of thematic desert in which there is only a gloomy, almost 
resigned lament, consisting of intricate harmonic slips played by the solo piano, which 
are then taken up by the violin and cello, and then by all three instruments together. 
But a single little motif consisting simply of a descending fifth is enough to give birth to 
the only true melody of the whole movement, first laid out by the solo violin in an open 
manner. This melody is transformed continuously during the whole movement – with 
occasional intermediate sections – each time gaining more weight, more passion and 
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more drama. The penultimate statement is a grand funeral march, with the melodic line 
played in fortissimo octaves by the two string instruments, accompanied by loud chords 
up and down the piano; during the very last appearance the piano takes the funeral 
march and fights against the violin and cello, which play an inexorable chromatic 
descent. The movement ends in uneasy peace.

The second movement, Andantino quasi allegretto 8 , is a short and delicate minuet 
in a simple aba structure, framed between the two large-scale external movements. The 
rather regular ternary rhythm of the minuet is inflected by unexpected swift key-changes 
and frequent harmonic surprises, such as the opening of the movement by the violin 
with a gentle melody in G minor and the cello immediately responding by a more misty 
phrase in a modal E minor. In the central part of the movement, the flowing rhythm 
stops and gives way to a kind of quiet plainsong in Dorian mode on A, first stated by 
the piano under soft tremoli from the strings. The plainsong, in turn, also experiences 
several swift modulations before the return of the minuet. Finally the music fades away 
with a very soft ascending chromatic piano gesture concluded by two pizzicato notes 
from both stringed instruments.

The last movement, Allegro energico 9 , is the only one of the Trio in sonata form. 
Both principal themes are energetic and vigorous during their exposition and (inverted) 
recapitulation, whereas the multi-sectional development forms a slower central part, 
into which a reminiscence of the plainsong motif of the second movement is woven. 
After the recapitulation, there is an extended coda, since the music does not seem to want 
to stop. The culminating point of the whole work is reached when all three instruments 
play together, as loudly as possible, a majestic theme that seems to be entirely new – 
except that it has already appeared twice, but discreetly, towards the end of the first and 
second movements. The Trio ends with a stately, but still tense peroration in a bright  
D major, reached against all odds.
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Iris Scialom, violin, entered the Conservatoire 
National Supérieur de Musique et de Danse de Paris 
at the age of thirteen, in the classes of Stéphanie-
Marie Degand, Catherine Montier and Thibault 
Vieux. She is a laureate of many international 
competitions, such as the Tibor Varga Junior, in 
which she played with Gidon Kremer and the 
Kremerata Baltica and where she obtained the Second 
Prize; the Mirecourt Competition, where she played 
the Brahms Concerto accompanied by the Orchestre 
symphonique et lyrique de Nancy at the Salle Poirel 
under the direction of Julien Masmondet; and the 
Ginette Neveu Competition in Avignon, where she 
obtained the prize for the best interpretation of the 
contemporary piece and the Audience Prize.

She is currently pursuing a Classical Performing 
Artist Diploma at the Paris Conservatoire with 
a project on the repertoire of Eugène Ysaÿe. In 
February 2021 she made her debut at France Musique, 
performing Ravel’s Tzigane and Kaddish with the pianist Aude-Liesse Michel.

She has a wide range of further interests: historical-instrument practice, drama, musical 
writing, contemporary repertoire, Indian music, lyrical singing, musical arrangement, 
ethnomusicology and jazz. She has enjoyed the support of the Meyer Foundation and plays 
a François Caussin violin from 1855. Next spring she will be the soloist in the Sibelius Violin 
Concerto in a concert to be given at the Philharmonie de Paris with the Orchestra of the 
Laureates of the Conservatoire de Paris.
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The cellist Magali Mouterde is a laureate of the musical 
personality prize from the Pila Festival (Poland), the 
Johannes Brahms Competition (Austria) and Leopold 
Bellan Competition (France) in chamber music. She 
has enjoyed the support of the Nguyen Thien Dao 
Foundation, the Mécénat Musical Société Générale, 
the Meyer Foundation and the Vallas Legacy. She 
has performed as a soloist and chamber musician in 
countries such as Belgium, France, Germany, Italy, 
the Netherlands, Poland, Switzerland, the United 
Kingdom, Algeria, Russia and elsewhere.

She graduated from the music academies of 
Lausanne, Geneva and Bern, having studied with Marc 
Jaermann, Denis Severin and Antonio Meneses, and at 
the Conservatoire National Supérieur de Musique et de 
Danse de Paris with Claire Désert and Ami Flammer.

She has taken part in orchestral projects with the 
Orchestre des Pays de Savoie, Mulhouse Symphony 
Orchestra, Biel-Solothurn Orchestra and Les Passions 
de l’Âme. She organises outreach projects with children, 
retired and sick people, and teaches at the Conservatoire du Neuvième Arrondissement in Paris.
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Théodore Lambert, piano, has been a prize-winner 
at the Concours des Virtuoses du Cœur, at the 
International Chopin Competition in Brest and at 
the International Competition Claude Bonneton de 
Sète. He has been supported by the Banque Populaire 
Foundation, Mécénat Musical Société Générale and the 
Meyer Foundation.

A graduate of the Conservatoire National Supérieur 
de Musique et de Danse de Paris, he has performed as a 
soloist at festivals in Leipzig, Alkmaar and Paris, where 
he was invited to take part in the Chopin Festival of the 
Orangerie du Parc de Bagatelle. He has played chamber 
music at the Festival de la Roque d’Anthéron, at the 
Festival Pianos en las Calles in Valencia, at the Festival 
Les Vacances de Monsieur Haydn in La Roche-Posay 
and at the Cziffra Festival in Unieux.

In 2021 he took part in the production 
‘Résønance(s)’, which ‘explores the universe of the 
song recital’, with the soprano Faustine Picco, the tenor 
Tristan Fourault and the composer Michel Bosc. Also 
interested in historically informed performance, he has worked with Kristian Bezuidenhout, 
Alexei Lubimov and Edoardo Torbianelli.

These three musicians constitute the Trio Aralia. A prize-winner in the Johannes Brahms 
2019 International Competition (Austria) and Léopold Bellan 2019 competition laureate, 
supported by the ADAMI and the Meyer Foundation, the Trio Aralia performed at the 2019 
International Piano Festival in La Roque d’Anthéron as ensemble-in-residence. It has also 
performed at the ‘Vues d’ensembles’ and ‘Festiville’ festivals, at the Palais de Compiègne, at the 
Cathédrale Saint-Louis des Invalides, at the Jean-Jacques Henner Museum in Paris, at the New 
Jerusalem Museum in Istra, to the west of Moscow, at the Royal Northern College of Music in 
Manchester and at the Nieuwe Kerk in The Hague, where its performance of Ravel’s Piano Trio 
was broadcast on Radio West.
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Thanks to ProQuartet – Centre Européen de Musique de Chambre, where the musicians 
of the Trio have been in residence since 2019, they were selected to participate in a residency 
at the Château de Lourmarin in September 2021 and to tour in Russia, co-organised with ‘Live 
Music Now’.

Corentin Garac began to play the flute when he was 
six. When he was twelve, Alexandre Brussilovsky 
invited him to play Tchaikovsky’s Children’s Album 
with the Ensemble Ricercata de Paris at the Périgord 
Noir Festival and in the auditorium of the Musée 
d’Orsay in Paris. The following year, he was the 
soloist in Bach’s Suite in B with the Ensemble ‘La 
Nouvelle Scène Classique’ at the Centre Culturel de 
Lucé. At the age of fourteen, he won the First Prize 
(‘1er nommé’) of the International Competition of 
the Young Flautist and then the First Prize of the 
International Competition of Golbey.

He entered Nathalie Rozat’s class at the 
Conservatoire à Rayonnement Régional de Paris and 
obtained a Diplôme d’études musicales (First Prize) 
‘à l’unanimité’ in 2015. In the same year he entered 
the Conservatoire National Supérieur de Musique et 
de Danse de Paris, where he obtained his License in 
2018 with the congratulations of the jury, and then his Master’s in 2020.

He has taken part in a number of festivals, among them the Rencontres musicales de 
Quintin, the Festival de la Motte, the Festival Plage Musicale in Bangor, the Festival des Forêts 
(Compiègne) and the Moïta Festival in Corsica. He has been invited to perform as solo flute in 
such orchestras as the Orchestre de l’Opéra de Paris, the Orchestre National de Montpellier, the 
Orchestre de chambre de Paris, the Orchestre de l’Opéra de Toulon, the Orchestre des Jeunes 
d’Île-de-France and the Orchestre Pasdeloup.

His interest in contemporary music has resulted in recordings of the music of Benjamin 
Attahir, Rémi Bricout, Fuminori Tanada and Frédérick Martin.
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Recorded on 28 February 2021 (Flute Sonata) in the Auditorium du CNIT, Paris-La Défense,  
  6 June (Piano Trio) and 19 June 2021 (Cello Sonata) in the Studio Sextan,  
  Paris-Malakoff. 
Sound-engineering: Arthur Gouret (Piano Trio and Cello Sonata) and Émile Juin  
  (Flute Sonata)
Mastering: Adaq Khan

All three scores, and further information, are available directly from the composer  
  at corentinboissier.net.

This recording was made possible by the generous support of Mme Maryse Ramette, 
  in memory of her husband, the composer Yves Ramette.

Une version française du texte de ce livret est disponible sur booklets.toccataclassics.com/ 
  TOCC0631livret.pdf.
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