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Prélude a l'aprés-midi d'un faune

Prélude a l'aprés-midi d'un faune, known in English as Prelude to the Afternoon of a Faun, is a
symphonic poem for orchestra by Claude Debussy. The composition was inspired by the poem
“L'apres-midi d'un faune” by Stéphane Mallarmé. At first, Debussy had intended to write a suite of
three movements — “Prelude,” “Interlude,” and “Final Paraphrase” — but the last two were never
composed.

The opening flute solo clearly represents a panpipe which, in Greek mythology, a faun made out of a
reed that was originally the nymph Syrinx. She had transformed into the reed in order to escape the
faun’s amorous attentions. The melody of the flute solo is ambiguous in tonality, as the faun, the
first-person narrator in the poem, is lost in a daydream about nymphs who may be real or mere
figments of his imagination. While the faun recalls his past erotic reveries, his desire grows so fierce
that he comes to imagine embracing Venus, the queen of love.

However, there is very little musical literalism in the piece. About this composition, Debussy wrote:
“Rather, there is a succession of scenes through which pass the desires and dreams of the faun in the
heat of the afternoon.” Debussy’s “Prelude” flexibly interweaves variations on two themes, combining
the sonata form with variations that are free of any particular emphasis. The ambiguity of the form,
as well as that of the flute solo’s theme, is certainly appropriate to the “succession of scenes.”

La Mer

La Mer (The Sea) (1903-05), a series of three symphonic sketches by Debussy, is a paradoxical work.
The music flows without ceasing, like the sea of the title, but it is also solidly composed like a
symphony. The first movement, “De l'aube a midi sur la mer” (From Dawn to Noon on the Sea),
vividly depicts the various aspects of the sea, which change from moment to moment. This fluid
movement is based on several themes that first arise in the dim light of dawn. The metamorphosis of
the themes is so continual and so subtle that no conventional classifications such as exposition,
development, and re-exposition can be found in the movement.

In the second movement, “Jeux de vagues” (Play of the Waves), a sort of scherzo, the metamorphosis
is almost mercurial: the music diverges and dissolves into minute particles to evoke the unpredictable
figurations of waves.

The third movement is entitled “Dialogue du vent et de la mer” (Dialogue of the Wind and the Sea).

—7-



Following the grave introduction, the wind and the sea begin a wordless dialogue. The wind makes
the sea dance furiously, but the storm brings neither shipwrecks nor Sirens who enchant sailors. One
can find only the fierce dialogue between the impersonal wind and sea (the dialogue, apparently
chaotic, is also based on the motifs of the first movement). Gradually, the sea calms down and the
theme of the brass section, which announced the midday at the end of the first movement, returns.
Then, the sea and the wind regain force slowly, while the layers of the already introduced themes
build up to a climax as if constructing a magnificent cathedral. La Mer, a piece of music representing
wild and inhuman nature, turns out to be one of Debussy’s most dramatic and emotive works. Ernest
Ansermet, a Swiss conductor and advocate of Debussy’s music, said, “A god lurks at the bottom of
Debussy’s Sea.”

La Valse

La Valse (The Waltz), a choreographic poem composed by Ravel, starts quietly in the obscure mist,
similar to Debussy’s La Mer’s inception in the dim light of dawn. Gradually, waltzing couples emerge
through whirling clouds, with the preface to the score placing the action “in a Viennese imperial
court, about 1855.” The piece was first conceived with the title Vienne, with Ravel intending to
compose a symphonic poem in homage to Johann Strauss II. Oddly, its preface (that is to say, the
program of the symphonic poem) lacks the part corresponding to the second half of the piece.

It is often said that Ravel’s Bolero is constructed of only one “crescendo,” while La Valse has two,
and the second one ends in a terrifying catastrophe which is often interpreted as symbolizing the
First World War. However, this catastrophe was not caused by external forces, but by something
intrinsic to the waltz itself - a sinister and unhealthy shadow lying over the dance that drove
Europeans into a frenzy in the late 19th century, from the time of the Congress of Vienna. Ravel
himself describes the character of the waltz as a sort of destructive apotheosis, “an impression of
fantastic and fatal whirling motion.” It is due to the inherent fatality of the waltz that La Valse should
end in self-destruction. Almost all the themes of the second section are reintroduced from the first
section, but these themes, deformed and exaggerated in the second section, become stormy and
uncontrollable, like Paul Dukas’s sorcerer’s apprentice using imperfect magic beyond his control to
cause a reckless tumult. Even the first section, graceful and splendid on the surface, already
demonstrates exaggeration here and there using grandiose glissando and portamento. Free from
restrictions, the themes (of which there are many, in contrast to the monothematic Bolero) struggle,
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get entangled with each other, and as a result, prolong the final collapse.

But why should only the macabre aspect of the piece be underlined? After all, it is definitely an
homage to the Viennese waltz. The interpretation by Kitamura Noriaki in this recording seems to
place emphasis on paying homage rather than accepting fatality. He and his orchestra moderate the
“fatal whirling motion” and envelop the choreographic poem, including its second section, in their
graceful and brilliant sonority, which is perfectly suitable for an homage to the waltz.

In fact, it was Sergei Diaghilev, director of the Ballet Russe, who commissioned Ravel to compose La
Valse as a ballet, but he never produced it. After hearing the completed piece, Diaghilev recognized it
as a “masterpiece” but rejected it, saying, “It’s not a ballet. It’s a portrait of a ballet.” Thus, their
relationship was severed. Although Ravel himself insisted that La Valse was intended for a dance, the
“choreographic poem” has largely been appreciated as a popular concert work.

Coppélia

Coppélia is a comic ballet that premiered in 1870. Arthur Saint-Léon originally choreographed the
ballet to the music of Léo Delibes, with a libretto by Charles Nuitter based on a short story by E.T.A.
Hoffmann, Der Sandmann (The Sandman). However, the librettist attenuated Hoffmann’s uncanny
atmosphere, which Freud pointed out in his famous essay, and conceived the ballet as a rather
enchanting and cheerful love story.

The mazurka is played in the “Prelude” to the ballet, but in Act One, it is featured again as the music
of a dance scene in a small village in Poland. The villagers dance the mazurka gaily to honor the
appearance of their lord, with his lady and their priest.

In the ballet, “Waltz” is played prior to “Mazurka,” when the heroine of the story, Swanhilde, dances
the waltz trying to draw attention from Coppélia, a charming girl sitting on the balcony of a nearby
house. This pretty girl attracts all the young men in the village, but shows no response to Swanhilde’s
dance. In fact, she is a mechanical doll created by a mad inventor, Doctor Coppélius. When a young
man named Franz is infatuated with Coppélia, the inventor sets a trap to transfuse the life force of
Franz into the doll.

Afterward, the plot of the ballet is woven from the strands of Franz’s love for the doll, Dr. Coppélius’s
crafty plan, and Swanhilde’s love for Franz and attempts to solve the mystery of Coppélia.

Hideki Kondo



Noriaki Kitamura conductor

He was born in Kobe on December 12, 1949. His dead father was a conductor of amateur chorus. His
uncle was also a conductor in New York. Another uncle is an emeritus professor of the conductor
course of Osaka College Of Music. He was born and brought up in such surroundings. When he was
12 years old, he started to learn to play on a flute. He was admitted to Kyoto City University of Arts,
and studied the flute under Professor M. Yoshida and Professor K. Itoh. After he graduated from the
University, he learned to conduct under Mr. K. Yamada who was a prince of the Japanese classic
conductor's world. Since then, as he served as assistant for free to Mr. Yamada at Kyoto Symphony
Orchestra, he gained experience of opera under Mr. T. Asahina. He acquired a large repertoire of
opera as a conductor of Kansai Opera. In 1981, he made his debut as a conductor. The repertoire
was “Oedipus Rex” of Igor Stravinsky. His conducting and direction are so acclaimed. In 1991, he
conducted “The Magic Flute” of W.A.Mozart. It was produced by Mr. S. Katsura, one of the famous
Japanese professional comic storytellers. His conducting received a favorable review that it was
traditional and elegant even though the stage direction was fresh. In 1994, he was given Diploma for
the best interpretation of Robert Schumann's Symphony No.4 in d-minor. It was when “The third
International Master class For Conductors” was opened by the Moravian Philharmonic Orchestra at
Olomouc, Czech Republic. In 1997, he recorded Symphony No.l and No.4 of Schumann with
Moravian Philharmonic Orchestra. It was the especial glory for the Diploma. The CD was well
received and more than 1000 discs were sold out. In 2010, he started to record all symphonies of
Beethoven with the Slovak Philharmonic Orchestra. No. 6 (Pastoral) and No. 7 were put on sale yet.
No. 5 (Fate) will be out soon. In 2013, he recorded Stravinsky’ s “The Firebird” etc. with the Warsaw
Philharmonic Orchestra.

So far as a lecturer, he has been appointed to several Universities, Kobe Yamate Women's Junior
College, Kobe College Department of Music, etc. Then he has a conductor's master class and
educates younger. As a scholar, he wrote reports, “Performance analysis by sound spectrogram” and
“Elementary Phraset - Minimum Division of a Phrase and its Importance in a Performance -”. Also he
wrote books, “Manual of Music”“Manual of Ensemble”“Manual of musical Reading”“Manual of
Performance” and “Manual of Direction”. These can be read in Japanese at URL

(http://homepagel .nifty.com/nma-yc/)
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The Warsaw Philharmonic Orchestra

The first concert of Warsaw Philharmonic Orchestra took place on November 5, 1901 in the newly
built Philharmonic Hall. This inaugural concert was conducted by Emil Miynarski, co-founder, first
music director and principal conductor of the Philharmonic. The soloist was the world-famous
pianist, composer and future statesman Ignacy Jan Paderewski. The program of this historic concert
included Paderewski’ s Piano Concerto in A minor and works by other Polish composers: Chopin,
Moniuszko, Noskowski, Stojowski and Zelenski.

In its early years, the Orchestra relatively quickly achieved a high level of professionalism, attracting
outstanding soloists and conductors from all over the world. Before World War I and in the inter-war
period, Warsaw Philharmonic was the main centre of musical activity in Poland and also one of the
major musical institutions in Europe. Almost all the outstanding conductors and soloists of the day
performed in Warsaw with the city’ s Philharmonic Orchestra, including Claudio Arrau, Edvard
Grieg, Arthur Honegger, Vladimir Horowitz, Bronistaw Huberman, Wilhelm Kempff, Otto Klemperer,
Sergey Prokofiev, Sergey Rachmaninov, Maurice Ravel, Artur Rodzinski, Artur Rubinstein, Pablo
Sarasate, Richard Strauss, Igor Stravinsky.

In the first years after the war, Olgierd Straszynski and Andrzej Panufnik were among the conductors
of Warsaw Philharmonic Orchestra. In January 1950, Witold Rowicki was appointed director and
principal conductor. He took it upon himself to organize a new ensemble. Despite the lack of its own
hall (performances were organized in e.g. sports halls and theatres) and difficult working conditions,
the Orchestra, due to Rowicki’ s effort, became a leading Polish ensemble.

On 21st February 1955, the new Philharmonic Hall in Jasna St. was re-opened on the site of its
previous seat, destroyed by German air raids. On that day, Warsaw Philharmonic was granted the
status of the National Philharmonic of Poland. This represented the status which the Philharmonic
had achieved in Poland as the leading institution of its kind in the country.

From 1955 until 1958 Bohdan Wodiczko,an outstanding musician and enthusiast of modern music
conducted the Orchestra. Arnold Rezler and Stanistaw Skrowaczewski also worked with the
Orchestra. It was a good period for the Philharmonic: the orchestra was enlarged, the hall gained an
organ, and performances of modern music achieved great success leading to the establishment of the
First International Festival of Contemporary Music, known as the “Warsaw Autumn”. With time, it
became one of the world’” s most important festivals of its kind.

In 1958 Witold Rowicki was again appointed artistic director and principal conductor of the
Philharmonic, a post he held until 1977. Stanistaw Wistocki and Andrzej Markowski also worked with
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the Orchestra at that time as permanent guest conductors. It was under Rowicki’ s direction that
foreign tours and appearances in prestigious halls worldwide became a staple of the orchestra’ s
activity.

Kazimierz Kord was appointed artistic director and conductor of Warsaw Philharmonic on 1st July
1977. From the beginning of his work with the orchestra, he focused on extending the repertoire.
Owing to his efforts, the Philharmonic programmes began to include, apart from symphonic music,
also the opera and other great vocal-instrumental forms, as well as many contemporary compositions.
The Philharmonic introduced a new concert cycle: ‘Warsaw Philharmonic Presents’ , recorded live
and released under the Polskie Nagrania record label, as well as concerts of undergraduates from
Warsaw’ s Academy of Music. Together with Witold Lutostawski, Kazimierz Kord worked out the idea
of short (several-day-long) festivals of contemporary music conceived as a meeting place for various
disciplines of art. The first such festival was held already after the composer’ s death and was named
‘The Lutostawski Forum’ in his honour. It continues to be organised (first annually, then as a biennial)
until today.

In 1979-90, the post of deputy artistic director and conductor of Warsaw Philharmonic was held by
Tadeusz Strugata.

Antoni Wit was the managing and artistic director of Warsaw Philharmonic in 2002-13. He continued
his predecessor’ s work on the repertoire, further increasing the presence of Polish music, frequently
in the interpretations of foreign artists, as well as introducing concert performances of famous operas.
He also initiated the composer-in-residence programme. Every year, one composer’ s works feature
in the repertoire, and the artist collaborates on programming contemporary music concerts. During
Antoni Wit” s tenure, the Philharmonic significantly extended its discography. The Warsaw
Philharmonic ensembles recorded under his baton more than 50 CDs, including nearly 40 for Naxos.
These recordings have won numerous awards, including the prestigious Grammy Award in 2012.
They focus primarily on the music of Polish composers: Kartowicz, Szymanowski, Lutostawski,
Penderecki, Gorecki, and Kilar.

As of the 2013-14 concert season, the post of Warsaw Philharmonic director has been taken over by
Wojciech Nowak, who previously worked for 16 years as Warsaw Philharmonic’ s deputy managing
and artistic director. Jacek Kaspszyk (bio — page---) fills the position of artistic director, responsible
for building the ensembles, developing the repertoire and selecting guest artists.

The Warsaw Philharmonic Symphony Orchestra has made nearly 140 concert tours on five
continents, appearing in all of the world’ s major concert halls to great audience and critical acclaim.
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It is praised by reviewers for its excellent, charismatic performances. It has played at major
international festivals in, among others, Vienna, Berlin, Prague, Bergen, Lucerne, Montreux, Moscow,
Brussels, Florence, Bordeaux and Athens, the festival ‘La folle Journée’ in Nantes, Bilbao, Lisbon and
Tokyo. It also regularly performs during the International F. Chopin Piano Competitions in Warsaw,
the ‘Warsaw Autumn” Festival of Contemporary Music, the International Festival ‘Chopin and His
Europe’ and the Ludvig van Beethoven Easter Festival. It records for the Polish Radio and state
television (TVP) as well as Polish and foreign record labels and film companies.

Apart from outstanding Polish artists, the Warsaw Philharmonic has hosted many eminent artists
from all over the world, among them: Hermann Abendroth, Martha Argerich, Vladimir Ashkenazy,
Kathleen Battle, Joshua Bell, Teresa Berganza, Gary Bertini, Herbert Blomstedt, Alfred Brendel, Aram
Chaczaturian, Charles Dutoit, Philippe Entremont, Vladimir Fedoseyev, Rafael Frithbeck de Burgos,
Philippe Herreweghe, Robert Holl, Marek Janowski, Nigel Kennedy, Evgeny Kissin, Gidon Kremer,
Lang Lang, Felicity Lott, Radu Lupu, Lorin Maazel, Mischa Maisky, Igor Markevitch, Kurt Masur,
Yehudi Menuhin, Arturo Benedetti Michelangeli, Midori, Marc Minkowski, Shlomo Mintz,
Anne-Sophie Mutter, Kent Nagano, Dawid i Igor Ojstrachowie, Murray Perahia, Maurizio Pollini,
Swiatostaw Richter, Helmuth Rilling, Mscistaw Rostropowicz, Gienadij Rozdiestwienski, Artur
Rubinstein, Jordi Savall, Andras Schiff, Isaac Stern, Leopold Stokowski, Igor Strawinski, Henryk
Szeryng, Arcadi Volodos.
(http://filharmonia.pl/zespoly-artystyczne_en/warsaw-philharmonic-symphony-orchestra/)
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Mitkopf & Hartel Urtext Nr. 5516
“La Valse” / Breitkopf & Hartel Urtext Nr. 5523

Recorded : Sep. 5-6 2013 : Warsaw Philharmonic Hall, Warsaw, Poland

Recording / Editing : mu-murakami

Recording Director : Andrzej Sasin, CD Accord <http://www.cdaccord.com.pl/>
Recording support : Aleksandra Nagorko, CD Accord <http://www.cdaccord.com.pl/>
Mastering : Tomomi Aibara, ann's sound <http://www.anns-sound.com>

SACD Authoring : Hiromichi Aikawa, aiQualia Co Ltd <http://www.aiqualia.jp/>

Object : Hideko Hojo, Studio DECO <http://studio-deco.jp/>
Jacket design : Tatsuo Yamamoto

HR Produce : mu-murakami, <http://www.mu-s.com>
Producer : Hiromi Kitagawa, NKB <http://www.nkb-ga.com>
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