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  The musical career of the outstanding Hungarian-born American conductor, Eugene Ormandy (real name, Jenö Blau), began at a surprisingly young 
age. He could identify symphonies at the age of 3 and could play the violin at the age of 4. 
When he was 5, he became the youngest pupil in the history of the Royal Academy of Music in 
Budapest. By the time he was 10, he was performing for the royal family of Austria-Hungary. 
Ormandy's early musical experiences were made possible by his father, who wanted his son to 
become a world-renowned violinist.
  In 1936, Eugene Ormandy was asked to conduct the Budapest Orchestra, much to his father's 
disappointment. Ormandy once said that his father did not realize how much more important 
it was to be a great conductor than a great violinist.
 Eugene Ormandy was invited to undertake a concert tour of the USA, playing violin, but when 
he arrived he discovered he had been misled and the tour had fallen through. Down to his last 
nickel, Ormandy happened to run into an old friend, who was also a musician from Budapest, 
in a New York co�ee shop near Broadway. The friend advised Ormandy to call Erno Rapee, 
who conducted the Capitol Theater Symphony.
 Following his friend's advice Eugene Ormandy auditioned for Rapee, who responded, "You are 
much too good to play in a movie house. You should be playing in Carnegie Hall!" Ormandy 
played in the Capitol Theater Symphony orchestra, then made his conducting debut in 1924. 
During this time, Ormandy was greatly in�uenced by Arturo Toscanini at the New York 
Philharmonic. This in�uence would later show in Ormandy's precision and balance with the 
Philadelphia Orchestra, resulting in a totally unique sound.
  Later, as a member of the CBS Radio conducting sta�, Eugene Ormandy became one of 
radio's �rst important conductors. His work conducting symphonic music for commercial programs was hailed for its "�nish, spirit, and accuracy."
 The turning point in Eugene Ormandy 's career came in 1931 when he was invited to replace Toscanini, who was slated for a guest performance with the 
Philadelphia Orchestra, but had suddenly become ill. Although his manager, Arthur Judson, advised him against it, Ormandy chose to do it and became 
and overnight sensation. He would later state, when asked what was his greatest single moment, "When I replaced Toscanini to conduct this orchestra."
  In 1936, Eugene Ormandy became associate conductor of the Philadelphia Orchestra under Leopold Stkowski, then in 1938, he was promoted to 
permanent conductor. It was during his time with the Philadelphia Orchestra that he became known as the "modest little maestro." He created an 
orchestra renowned for its warm romantic sound and developed an ensemble rapport that has been compared to a good varsity team. He personally 
hired every one of the 104 musicians who played under his baton.
  In 1970, Eugene Ormandy cried as he received the Presidential Medal of Freedom "for bringing to each performance something more precious than his 
great gifts--himself and the rich experiences of his life." His sound was heard throughout the world for they toured extensively. In 1973, Ormandy's 
orchestra became the �rst American symphony to visit the People's Republic of China.
 Eugene Ormandy conducted the Philadelphia Orchestra for an unprecedented 44 years. He retired from full-time music-making in 1980 and became 
conductor emeritus. Appropriately, his last concert was with the Philadelphia Orchestra at Carnegie Hall on January 10, 1984. He died in 1985, of 
pneumonia, at the age of 85.



La mer is a masterpiece of suggestion and subtlety in its rich depiction of the ocean, which combines unusual orchestration with daring 
impressionistic harmonies. The work has proven very influential, and its use of sensuous tonal colours and its orchestration methods have 
influenced many later film scores. While the structure of the work places it outside of both absolute music and programme music (see below on 
the title "Three symphonic sketches") as those terms were understood in the early 20th century, it obviously uses descriptive devices to suggest 
wind, waves and the ambience of the sea. But structuring a piece around a nature subject without any literary or human element to it – neither 
people, nor mythology, nor ships are suggested in the piece – also was highly unusual at the time.
As a young boy, Debussy's parents had plans for him to join the navy. Debussy himself even commented on his fond childhood memories of 
the beauties of the sea. However, as an adult composing "La mer," he rarely visited the sea, spending most of his time far away from large 
bodies of water. Debussy drew inspiration from art, "preferring the seascapes available in painting and literature..." to the physical sea. This 
influence lends the piece its unusual nature.
Debussy called La mer "three symphonic sketches," avoiding the loaded term symphony. Yet the work is sometimes called a symphony; it 
consists of two powerful outer movements framing a lighter, faster piece which acts as a type of scherzo. But the author Jean Barraqué (in "La 
Mer de Debussy," Analyse musicale 12/3, June 1988,) describes La mer as the first work to have an "open" form – a devenir sonore or 
"sonorous becoming... a developmental process in which the very notions of exposition and development coexist in an uninterrupted burst." 
Simon Trezise, in his book Debussy: La Mer (Cambridge, 1994) notes, however, that "motifs are constantly propagated by derivation from 
earlier motifs".
Simon Trezise notes that "for much of La Mer, Debussy spurns the more obvious devices associated with the sea, wind, and concomitant storm 
in favor of his own, highly individual vocabulary". Caroline Potter adds that Debussy's depiction of the sea "avoids monotony by using a 
multitude of water figurations that could be classified as musical onomatopoeia: they evoke the sensation of swaying movement of waves and 
suggest the pitter-patter of falling droplets of spray" (and so forth), and — significantly — avoid the arpeggiated triads used by Wagner and 
Schubert to evoke the movement of water.
The author, musicologist and pianist Roy Howat has observed, in his book Debussy in Proportion, that the formal boundaries of La mer 
correspond exactly to the mathematical ratios called The Golden Section. Trezise finds the intrinsic evidence "remarkable," but cautions that no 
written or reported evidence suggests that Debussy consciously sought such proportions.
The piece was initially not well received – partly because of inadequate rehearsal and partly because of Parisian outrage over Debussy's having 
recently left his first wife for the singer Emma Bardac. But it soon became one of Debussy's most admired and frequently performed orchestral 
works, and became more so in the ensuing century. The first recording was made by Piero Coppola in 1928.
In a book of interviews, the great Ukrainian/Soviet pianist Sviatoslav Richter called La mer "A piece that I rank alongside the St Matthew 
Passion and the Ring cycle as one of my favorite works". Richter said further, on listening to his favorite recording (by Roger Désormière), "La 
mer again; shall I ever tire of listening to it, of contemplating it and breathing its atmosphere? And each time is like the first time! An enigma, a 
miracle of natural reproduction; no, even more than that, sheer magic!" Richter also mentioned two other Soviet admirers of the work: "One 
day, after listening to this work, Anna Ivanovna exclaimed, 'For me, it's exactly the same miracle as the sea itself!'". Richter also said that for 
his teacher, Heinrich Neuhaus, La mer was "the work by Debussy that he loved above all others ('Slava, put on La mer,' he almost always 
used to say whenever he came round here.)". Of the Désormière recording, which he played for Neuhaus, Richter said it is "The most beautiful 
in the whole history of the gramophone."

Prelude To The Afternoon Of A Faun was inspired by the poem L'après-midi d'un faune by Stéphane Mallarmé. Debussy's work later provided 
the basis for the ballet Afternoon of a Faun, choreographed by Vaslav Nijinsky. It is one of Debussy's most famous works and is considered a 
turning point in the history of music; Pierre Boulez considered the score to be the beginning of modern music, observing that "the flute of the 
faun brought new breath to the art of music." It is a work that barely grasps onto tonality and harmonic function.
About his composition Debussy wrote:

“The music of this prelude is a very free illustration of Mallarmé's beautiful poem. By no means does it claim to be a synthesis of it. Rather 
there is a succession of scenes through which pass the desires and dreams of the faun in the heat of the afternoon. Then, tired of pursuing the 
timorous flight of nymphs and naiads, he succumbs to intoxicating sleep, in which he can finally realize his dreams of possession in universal 
Nature.”
Paul Valéry reported that Mallarmé himself was unhappy with his poem being used as the basis for music: "He believed that his own music was 
sufficient, and that even with the best intentions in the world, it was a veritable crime as far as poetry was concerned to juxtapose poetry and 
music, even if it were the finest music there is."
However, Maurice Dumesnil states in his biography of Debussy that Mallarmé was enchanted by Debussy's composition, citing a short letter 
from Mallarmé to Debussy that read: "I have just come out of the concert, deeply moved. The marvel! Your illustration of the Afternoon of a 
Faun, which presents a dissonance with my text only by going much further, really, into nostalgia and into light, with finesse, with sensuality, 
with richness. I press your hand admiringly, Debussy. Yours, Mallarmé."
The opening flute solo is one of the most famous passages in the orchestral repertoire consisting of a whole tone descent to a tritone below the 
original pitch, and the subsequent ascent.

Daphnis and Chloé was the largest work Ravel was ever to compose, occupying him from early 1909 until April 5, 1912. It is also widely 
regarded as his most impressive achievement, and among the greatest ballet scores of the twentieth century. The work calls for an enormous 
orchestra, with approximately fifteen distinct percussion instruments and a wordless chorus, heard both offstage and onstage. Given its sheer 
size, the ballet score is much better known by excerpts, and when heard in concert, is usually represented by one of two suites that Ravel 
extracted from it. The first suite, of 1911, draws material from the "Nocturne," "Interlude" and "Danse guerriere," while Ravel designated the final 
three numbers: "Lever du jour," Pantomime," and "Danse générale" as Suite No. 2, following the score's completion in 1912.
Based on the pastoral drama by the Greek poet Longus, the ballet's scenario was devised by Mikhail Fokine, a classically trained dancer and 
choreographer for Sergie Diaghilev's Ballets Russes. In his autobiographical sketch, the composer described its conception: "In writing it I 
sought to compose a broad musical fresco, less concerned with archaic fidelity than with loyalty to the Greece of my dreams, which in many 
ways resembled that imagined and depicted by French artists at the latter part of the eighteenth century. The work is constructed symphonically 
on a very strict tonal plan, by means of a few themes, the development of which assures the work's homogeneity."
The first two scenes, which comprise Suite No. 1, portray the courtship of Daphnis and Chloé, and the latter's abduction by, and miraculous 
escape from, a band of pirates. The third scene, comprising the three numbers of Suite No. 2, takes place in a grove sacred to the god Pan 
and begins with daybreak following the pirate's night of terror.
Eventually the muted sounds of dawn give way to a stronger, more dynamic melodic thread in the strings, rising to an impassioned lyrical 
theme. Throughout this extended passage, Daphnis awakes, anxiously looks for Chloé, and sees her among a group of shepherdesses. The 
two lovers embrace as the melody reaches an impassioned climax.
In gratitude to Pan, whose intervention saved Chloé from the pirates, Daphnis and Chloé mime the adventures of the god and his beloved 
nymph, Syrinx, to a sultry flute accompaniment. Marked "expressive and supple," the solo is actually shared by the four members of the flute 
section -- piccolo, two flutes, and alto flute -- but played as if written for a single instrument. Chloé dances to this flute music, which becomes 
increasingly energetic, and she in turn, more animated. The motion suddenly breaks at a woodwind descent, and with a last whirl, she falls 
languorously into the arms of Daphnis. In a brief but passionate epilogue, a group of young women enter, dressed as bacchantes and shaking 
tambourines, followed by a group of young men. Against a dizzying 5/4 meter, Ravel deploys the full resources of the orchestra to create an 
exhilarating Dionysian celebration of physical love.



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in 
their original,  pristine state for maximum �delity. Transferred from commercially released, analog reel-to-reel tapes (some of 

which are more than 50 years old), the recordings themselves can be subject to certain "artifacts" which are an inseparable part 
of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  

 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced 
versions, microscopic cosmetic blemishes may be visible. Please regard these tiny marks as  evidence of the "human touch" in 
the care and individual attention that each and every HDTT disc receives during its very demanding  manufacturing process.
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La Mer 
  1.I. De L'Aube À Midi Sur La Mer
  2. II. Jeux De Vagues
  3. III. Dialogue Du Vent Et De La Mer
4. Daphnis And Chloe, Suite No. 2
5. Prelude To The Afternoon Of A Faun
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