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Maurice Ravel

(Ciboure, 1875–Paris, 1937)

Joseph Maurice Ravel was born in the little fishing 
village of Ciboure, right on the border between 
France and Spain. This is Basque country, whose 
fiercely proud inhabitants form something of a race 
apart—neither French nor Spanish, yet displaying 
certain traits of both with their cold, logical minds and 
warm-beating hearts. Ravel’s mother, Marie, was born 
and brought up in Ciboure, and much of her Basque 
temperament was passed on to her son. He had also 
inherited his father’s quizzical mind, and delighted in 
the mathematical aspects of his music education. 

Ravel grew up in Paris during la belle epoque, the thirty-
odd years prior to 1914 when Paris was the unquestioned 
artistic centre of the world. The fin de siecle years saw 
him enter the Paris Conservatoire. He was an immensely 
gifted youth, and one by one his early compositions 
began to show a real mastery of conception and 
execution—before the 1800s were out, he had produced 
such assured works as Habanera, Menuet antique, 
several fine songs, and Pavane pour une infante défunte. 

Having found his musical voice remarkably early on, 
he went on to produce a string of works which show 
his powers in full flight. The mastery exhibited in these 
pieces was such that, after many failed attempts to 
win the coveted Prix de Rome, a scandal erupted. 

Ravel’s fame was assured. Many saw him as the 
leading light of the younger generation of composers 
after Debussy. In the years leading up to the start 
of World War I he positively flowered, producing 
one work of major importance after another. 

The events of 1914 were to change everything. 
Disqualified from joining the army due to his small size 
and slight build, Ravel served as an ambulance driver 
for most of the war. He lost many friends in the battle 
and then, in 1917, suffered the death of his adored 
mother. Profound depression and ill-health followed. Till 
his death in 1937, he was never again the same man. 
Insomnia plagued him, and frequent black moods would 
silence his creative powers for months, sometimes years 
on end. Shortly after completing his two magnificent 
piano concertos in 1931, the brain disease which would 
eventually lead to his death began to manifest itself. 
After an unutterably sad illness leaving his intellect 
intact but unable to communicate, Ravel died aged 62. 

PHILHARMONIA ORCHESTRA
Geoffrey Simon conductor

calasignum.com

1 Five O’Clock Foxtrot  (arr. Christopher Palmer) [4.30] 

2 Boléro  [15.32] 

3 Pavane for a Dead Princess   [6.50] 

4  Tzigane for Violin and Orchestra  [10.37] 
 Stephanie Chase violin            

5 La valse  [12.06] 
 
6 Piece in the form of a Habanera  (arr. Arthur Hoérée) [3.24] 
 Han de Vries oboe            

 Daphnis and Chloé, Suite II   [17.50] 
7 I. Lever du jour   [6.20]
8 II. Pantomime  [6.32] 
9 III. Danse générale [4.57]

 Total timings:  [71.27]

FIVE O’CLOCK FOXTROT
Maurice Ravel (1875-1937)
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1	 Five O’Clock Foxtrot  (1925)  
Arranged and orchestrated by Christopher Palmer 
(1991)

Around the early 1920s, the sound of American jazz 
began to infiltrate the cafes and nightclubs of Paris, 
where Ravel spent many a sleepless night entranced by 
it. He became an ardent follower of this newly-developing 
music, and inevitably its sounds began to insinuate 
themselves into Ravel’s own compositions. But there 
is nothing incongruous about the way Ravel borrows 
from jazz: he makes it uniquely and effectively his own, 
working its flavour into the fabric of his art—“jazz 
effects”, as he always carefully referred to them. 

When he came to write the one-act opera L’enfant et 
les sortileges, he could not resist the idea of “having 
two negroes singing a ragtime at our National Academy 
of Music.” “Go for it!” urged Colette, the great French 
writer whose libretto, about a brattish and mischievous 
child in a fantastic world of singing clocks and animals, 
had so struck a chord in Ravel’s imagination. 

This, his second and last opera, is conceived in the spirit 
of the American musical as a series of linked set-pieces 
which take in a huge range of diverse musical styles. 
As it finally came out, Ravel’s “ragtime” sequence is 
a jazz-inspired foxtrot involving a Wedgwood teapot 
and a China cup. A bizarre conversation strikes up in 
pigeon-English and lunatic Chinese, with the delicious 
orchestral accompaniment including some ritzy 

soft-shoe shuffle percussion, tinkling celeste figures, 
and a marvellously “dirty” trombone solo. It is a high 
spot in this deeply enchanting and moving work. 

For the present recording of Five O’Clock Foxtrot (as it 
came to be known in the 1930s when various dance 
bands took it up as an instrumental number), Christopher 
Palmer freely adapts the score by handing out its vocal 
utterances to saxophone, oboe and tutti strings, while 
adding extra percussion effects and organising repeats. 
lorious writing for strings throughout, added new 
dimensions to the fantasy. Ravel subsequently 
expanded the suite into a complete ballet, adding a 
whole new number and many linking passages. 

2	 Boléro  (1928)  

This unique work came about as the result of a 
commission by the dancer and choreographer Ida 
Rubinstein—albeit indirectly. Ravel was intending 
to orchestrate sections of Iberia by Isaac Albéniz, 
and only discovered at the eleventh hour that for 
copyright reasons he was unable to proceed: the 
rights to orchestrate Albéniz’s work belonged to 
Enrique Arbos, who was himself undertaking a set 
of orchestral transcriptions of the piano music. 

Thrown by this unforeseen development, Ravel quickly 
set to work on an original composition—despite the 
fact that when Arbos heard of Ravel’s interest in 
Iberia he graciously offered to step down. This came 

too late, however, for Ravel was already well ahead 
with his own score, provisionally entitled Fandango. 

Once, years before, when on a yachting holiday on the 
Rhine, Ravel had written to Maurice Delage of some 
sights that had overwhelmed him. He spoke of the great 
German industrial centres with their “vast cathedrals 
of fire... the incredible symphony of belts, whistles and 
hammer blows which engulf us... there is so much music 
in all this—I intend to make good use of it someday.” 

Could it be therefore more than coincidence that in 
Ravel’s original scenario for Boléro, the action takes 
place in front of a factory? The insistent, hypnotic 
rhythm which dominates the piece might well be heard 
not only as a Spanish dance pattern, but as a relentless, 
mechanical hammering (riveting in more ways than one!) 
which acts as the mainspring for a theme which goes 
round and round like a conveyor belt, growing in volume 
from a whisper to a tumult. In Boléro, Ravel massively 
expands the wonderfully effective device of the extended 
crescendo created by Rossini in his operatic overtures. 

The famous Boléro tune is played first by a succession 
of solo instruments including flute, oboe d’amour, 
sopranino, soprano and tenor saxophones, then in 
ever- increasingly colourful instrumental cocktails. A 
lone trombone picks it up (a notoriously difficult solo), 
then first violins, full string choir, and eventually the 
whole orchestra— leading to the single, astonishing 
key change and a deafening explosion of percussion 

and braying trombones. The electrical current is 
suddenly cut off, the dance ends, and the hypnotic 
stranglehold on the audience is finally released. 

“This is one work they won’t be playing at the 
Sunday evening concerts!” joked Ravel as he handed 
over the finished score. If only he had known. 

3	 Pavane for a Dead Princess  (1899)  
Pavane pour une infante défunte 

Shortly after entering the Paris Conservatoire as a full-
time student, Ravel discovered the music of Emmanuel 
Chabrier, which was to have some of the most profound 
influences on his early development. Together with his 
long-term friend, the Spanish pianist Ricardo Vines, 
Ravel would play over and over Chabrier’s compositions, 
swept away by their originality and brilliance. On 
one occasion Ravel and Vines, both sixteen years of 
age, learned by heart his Trois danses romantiques 
and visited the composer to play them for him. 

There is no doubt that Ravel’s enthusiasm for Chabrier 
spilled over into his youthful Pavane pour une infante 
défunte. Later in life, Ravel spoke somewhat disparagingly 
of this piece, more or less dismissing it as “timid and 
derivative”. When compared with the mature piano 
concertos, this is undoubtedly true—yet it is hard 
to deny the Pavane its tender grace and charm, to 
say nothing of the instantly memorable tune with 
which it begins. Ravel still clearly felt for the piece in 
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surprising deployment of the orchestral instruments, 
and the lavish use of harp and pizzicato strings. 

5	 La valse  (1931)  

From a rumbling, murky fog emerges a sound like an 
eerie, pounding heartbeat. Snatches of nasal melody 
are breathed—fragments of a tune groping in the 
dark to be heard. Gradually the mists part and light 
floods in, revealing a candlelit ballroom full of waltzing 
couples... So begins La valse, one of Ravel’s greatest 
achievements—a reincarnation of a Johann Strauss 
waltz pictured from this side of the Great War. 

The earliest seeds of this mighty work can be traced 
back to at least 1906. By 1914, prior to the war’s 
outbreak, the preliminary sketches had acquired a 
provisional title, Wien, and the piece was formulating 
in Ravel’s mind as a homage to the Waltz King. 
However, what finally appeared was more an agonizing 
expression of all that occurred in Ravel’s life during 
the intervening years. In 1917, as the cataclysm 
continued, Ravel’s beloved mother died; it was a 
blow from which the 41-year-old composer would 
never fully recover. He was plunged into horrible 
despair. It seemed as if everything he had ever known 
and loved had been swept away, never to return. 

In La valse, Ravel was able to vent his anguish in 
the most graphic terms: before us. Imperial Vienna, 
at first painted in glorious and glittering colours, is 

gradually but inexorably crushed as the twentieth 
century invades the nineteenth. It was as if the 
composer sought to expiate his personal grief by 
transforming the waltz into a whirling dance of despair. 

The spur to the completion of the score was a 
commission from the great Russian impresario Serge 
Diaghilev, for whose Ballet Russes Ravel had, in more 
peaceful times, composed Daphnis et Chloé. It is 
not exactly clear what Diaghilev was hoping for, but 
obviously La valse was not it. He promptly rejected the 
work. However, it made an immediate impression when 
it was first performed in the concert hall—and it was 
clear that La valse had quickly found its true home. 

There were eight or nine people in the room, amongst 
them Poulenc and Stravinsky, when Ravel first 
presented La valse to Diaghilev. Ravel had reduced 
the score to be performed by two pianists. As the 
composer and his partner played, Diaghilev was 
seen to look uncomfortable, shuffling in his chair 
and frowning. After the final deafening chords had 
died away, Diaghilev, clearly embarrassed, stood and 
said to the composer, “Ravel, it is a masterpiece. 
But it is not a ballet. It is the portrait of a ballet...” 
Ravel did not reply. He calmly collected up the 
manuscript and left the room. There was much 
perplexity once he had gone—opinions flew in every 
direction. Stravinsky, significantly, remained silent.

1910, when he made his now-famous orchestration 
of it, superbly crafted, and featuring some ravishing 
phrases for a solo French horn and for the strings. 

Of the curious title, Ravel was equally noncommittal, 
claiming that he simply liked the alliterative sound of 
the words—an approximate translation of which is 
“Pavane for a dead Spanish princess”. Once, when 
listening to a young pianist studiously ploughing his 
way through the piece with furrowed brow, Ravel 
went up to him and joked, “Pardon me—it’s the 
princess who is meant to be dead, not the Pavane.” 

4	 Tzigane for Violin and Orchestra  (1924)  

All his life, Ravel took great delight in surprising 
people. This childlike enthusiasm never deserted 
him, even when he was suffering one of his 
all too frequent bouts of depression. 

In later years he filled his home with toys and novelties 
which were guaranteed always to have the desired 
effect—the raising of eyebrows. There were hidden 
doors which he would spring open with a flourish, a 
clockwork nightingale which twittered mechanically 
and ruffled its feathers, fake Renoirs and porcelains 
which Ravel delighted in announcing came from 
department stores. His favourite was a ball of smoked 
crystal presented for view on an ornate stand; having 
extracted from his guests their profound admiration 

of it, he would roar with laughter and reveal that 
it was no more than a burned-out lightbulb! 

Much of this longing to astonish asserts itself in 
Ravel’s music, and nowhere more so than in Tzigane, a 
concert rhapsody for violin and orchestra which joyfully 
empties the soloist’s bag of tricks with an infectious 
and sly sense of fun. It sets out, like his clockwork bird, 
to delight by surprise. Ravel piles difficulty on top of 
difficulty in the solo part, even inventing brand new 
violin effects when he has used up all the known ones. 
He understood perfectly the psychological effect this 
would have on audiences as they watch and listen to 
the soloist wrestle to overcome the fiendish challenges. 
Again and again in Ravel’s music there is this relentless, 
obsessive undercurrent at play, so that even here in 
this apparently harmless and jovial work we may find a 
demonic subtext insinuating itself into the proceedings. 

The original score of Tzigane was conceived for violin 
and luthéal—a bizarre contraption not dissimilar to a 
metal bedstead, which was attached to the top of a grand 
piano. It contained levers and knobs which, when pulled, 
activated a series of dampers and resonators to produce 
some decidedly quirky sonorities from the pianist, 
ranging from a twanging cimbalom effect to a comical dry 
clucking noise. Alas, the luthéal has all but vanished from 
the scene, but in his orchestration of the accompaniment, 
Ravel attempts to recreate some of these weird 
sounds—which accounts for the unusual and often 
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The Suite No.2 comprises the final one-third of the ballet. 
Ravel makes the original choral part optional in the 
suites, and it is, as is usual, omitted in this recording. 
The scene is a clearing at the edge of a sacred wood, 
just before sunrise. The god Pan has rescued Chloé from 
pirates on the island, and as a new day breaks she is 
restored to Daphnis. Lever du jour begins with one of 
Ravel’s most rapturous and life-affirming inspirations, 
an evocation of dawn, alive with the sound of babbling 
brooks and an ecstatic chorus of birdsong. This heralds 
in a glorious long theme which seems to reach ever 
skywards until the sun bursts forth over the horizon in a 
magnificent climax, suspended cymbal and glockenspiel 
arpeggios ringing out over an enormous orchestral tutti. 

There follows a lengthy virtuoso flute solo, Pantomime, 
as the two lovers mime the story of Pan and Syrinx, at the 
climax of which Chloé plights her troth before the altar. 
The music of this section of the ballet constitutes one of 
the jewels in the crown of every flautist’s achievement. 

Then, to bring the suite—and the ballet—to its delirious, 
thrilling conclusion, comes the Danse générale. The 
lovers rejoice amid a riotous bacchanal. With its 
galloping 5/4 rhythms, hair-raising trumpet figures and 
frenzy of percussion, this is one of the most stunning 
sequences ever written for the symphony orchestra. 
These final few minutes of music show Ravel at the 
absolute peak of his powers—it may come as no surprise 
to know that they cost him an entire year’s work. 

© Grant Cathro

6	 Piece in the form of a Habanera for Oboe and 
Orchestra  (1907)  
Pièce en forme de habanera                         
Orchestrated by Arthur Hoérée 

Ravel turns to Spain yet again in this short work, 
originally conceived for wordless voice and piano. 
Vocalise became Pièce when Ravel adapted it for 
violin and piano. It achieved enormous popularity 
in this manifestation and has led to the publication 
of numerous other arrangements over the years, 
including transcriptions for flute, oboe and cello. 

The Spanish rhythm of the habanera appears to 
have been a particular favourite of the composer’s, 
for he employed it many times—most notably in 
the Rapsodie espagnole, and in the final pages of 
his first opera, L’heure espagnole. In the present 
work, it supports an original melody which evokes 
Mediterranean vistas and sultry summer days. 

Belgian composer Arthur Hoérée made orchestrations 
of works by Couperin, Honegger, Roussel, Ibert, Lully 
and others including Ravel’s Vocalise en forme de 
habanera. In this recording of Hoérée’s arrangement, 
the solo role is given, for the first time, to the 
oboe—an instrument for which Ravel professed a 
special fondness. It well emphasises the languid, 
pastoral aspects of the composer’s creation. 

Daphnis and Chloé, Suite II (1912) 
7 I. Lever du jour  
8 II. Pantomime 
9 III. Danse générale 

Daphnis et Chloé is Ravel’s most substantial work, and 
the nearest he came to writing a symphony; in fact, 
the work is subtitled “a choreographic symphony in 
three movements”, and it remains one of the most fully 
integrated and highly polished of all ballet scores. 

It came about as the result of a commission by the 
great Serge Diaghilev, whose Russian Ballet were 
frequent visitors to the French capital. To Diaghilev’s 
everlasting credit, it is he who is responsible for 
coaxing scores such as Daphnis, The Firebird, 
The Rite of Spring and The Three-cornered Hat 
from the promising young talents of the time. 

The notorious first performance of The Rite of Spring 
somewhat overshadowed the premiere of Ravel’s 
new work (it was characteristic of Ravel to be 
amongst those cheering the loudest for Stravinsky’s 
revolutionary score, for he was, according to his 
closest friends, a man who was almost unbelievably 
free of jealousy or resentment). Even so, Daphnis et 
Chloé was well received, especially by the musicians 
in the orchestra who were by all accounts bowled over 
by the brilliant and complex pages before them. 
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GEOFFREY SIMON
Australian conductor Geoffrey Simon is resident in 
London and has appeared there with the London 
Philharmonic Orchestra, London Symphony Orchestra, 
Philharmonia Orchestra, Royal Philharmonic 
Orchestra, London Chamber Orchestra, London 
Mozart Players and English Chamber Orchestra. 

Internationally, he has appeared with the Adelaide, 
Atlanta, Bournemouth, Canberra, City of Birmingham, 
Fort Worth, Melbourne, Milwaukee, Queensland, 
Sapporo, Shanghai, St Louis, Sydney, Tasmanian, 
Vermont and West Australian Symphony Orchestras, 
the Israel, Moscow, Munich and New Japan 
Philharmonic Orchestras, the American Symphony, 
the Residentie Orchestra of The Hague, the Tokyo 
Metropolitan Symphony and the Australian Opera.

His music directorships have included the Albany 
Symphony Orchestra (New York), the Australian Sinfonia 
(London), the Bloomington Symphony Orchestra 
(Indiana), the Orquestra Simfònica de Balears “Ciutat 
de Palma” (Majorca) and the Sacramento Symphony 
(California). With the Palma Orchestra he conducted 
Paul Patterson’s Te Deum for the King and Queen 
of Spain, and with the Sacramento Symphony he 
created the World View series of concerts, attracting 
audiences from twenty non-European cultures.

Geoffrey Simon is Music Director Emeritus of the 
Northwest Mahler Orchestra in Seattle, with which 
he has conducted the Mahler symphonic cycle and 
Messiaen’s Turangalîla Symphony. He has served as 
a jury member for Young Concert Artists, PianoTexas, 
Australian Cello Awards and Royal Over-Seas League.

Geoffrey Simon was a student of Herbert von Karajan, 
Rudolf Kempe, Hans Swarowsky and Igor Markevich, 
and a major prize-winner at the first John Player 
International Conductors’ Award. He has made forty six 
recordings for a number of labels, combining discoveries 
with familiar works by Tchaikovsky, Respighi, Borodin, 
Mussorgsky, Smetana, Bloch, Grainger, Debussy, Ravel, 
Saint-Saëns and Les Six. Amongst the contemporary 
composers he has recorded are Barry Conyngham, 
John Downey, Paul Patterson and Zhou Long.
For Cala Signum, Geoffrey Simon has brought together 
large ensembles of single instruments—violins, violas, 
cellos, double basses, horns, trumpets, trombones 
and harps—drawn from London’s leading solo, 
orchestral and chamber musicians. Known as The 
London Sound Series, the recordings have attracted 
interest amongst instrumentalists worldwide. Geoffrey 
Simon’s virtuoso 20-cello ensemble, The London 
Cello Orchestra, has performed for H.M. The Queen 
and H.R.H. The Duke of Edinburgh, and appeared 
in New York, Switzerland and South Korea. 
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Stephanie Chase
“One of the violin greats of our era” (Newhouse 
Newspapers), Stephanie Chase is a remarkably 
versatile musician who excels in the virtuoso soloist’s 
repertoire, period instrument practice, contemporary 
music, chamber music and music education. As 
soloist with the world’s most eminent orchestras, 
including those of London, Vienna, Chicago, San 
Francisco and New York, her playing is widely 
acclaimed for its “elegance, dexterity, rhythmic 
vitality and great imagination” (Boston Globe). 
Her recording of Beethoven’s Violin Concerto (on 
Cala Signum) is the first ever on period instruments 
and features her own cadenzas. Her interpretation 
was declared “one of the twenty most outstanding 
performances in the work’s recorded history” (Beethoven: 
Violin Concerto; Cambridge University Press) and 
honoured with the highest ratings by BBC Music Magazine 
and Classic CD, including “Record of the Month”. 
Other recordings by Ms Chase have been selected by 
Stereophile as a “Record to Die For” and by Gramophone 
for its “Hot List,” and also include three world premieres. 

Also renowned as a chamber musician, Ms Chase is 
further applauded through her concert performances 
in the dual roles of violin soloist and conductor, and her 
work as a music arranger has additionally met with rave 
reviews. She has taught violin at MIT and the Boston 
Conservatory, and gives master classes at prominent 
music conservatories throughout the United States. 

HAN DE VRIES
Han de Vries is the leading exponent of the Dutch 
School of oboe playing, known for its colourful, 
personal approach. He studied the oboe with 
Jaap Stotijn in the Hague and in Amsterdam with 
Haakon Stotijn, winning many prizes including 
the Prix d’Excellence. At twenty-two he was 
appointed teacher at the Sweelinck Conservatory 
in Amsterdam, and he also became principal oboist 
of the renowned Concertgebouw Orchestra. 

After seven years Han de Vries left the orchestra to 
devote himself entirely to solo playing and chamber 
music. Besides playing the modern oboe, he has 
explored the possibilities of the baroque oboe. 
Alongside his busy schedule as a performer including 
many concert tours, Han de Vries has managed to find 
time to build a vast collection of old instruments. 

A man of wide musical sympathies, he is keen to 
extend the contemporary repertoire of the oboe, 
and among the composers who have written works 
especially for him are Louis Andriessen, Willem Breuker, 
Morton Feldman, Bruno Maderna and Peter Schat. 

His recordings have won him prestigious 
prizes, including two Edison awards. 
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Recorded at St Jude-on-the-Hill, Hampstead, London, from 8-12 February 1991
Boléro recorded at All Saints Church, Tooting, London from 16-17 April 1986

Producer: Tim Handley
Engineer: Nicholas Parker

Editing: Adrian Hunter, AudioEdit Ltd, London
Remastering: Phil Rowlands (philrowlands.com)

Repertoire Consultant: Edward Johnson
Programme Notes: © 2022 Grant Cathro

P  1991 The copyright in this sound recording is owned by Cala Records, under exclusive license to Signum Records

© 2022 The copyright in this CD booklet, notes and design is owned by Cala Signum.

Any unauthorised broadcasting, public performance, copying or re-recording of Cala Signum Compact Discs constitutes an infringement of copyright and will render the 
infringer liable to an action 

by law. Licences for public performances or broadcasting may be obtained from Phonographic Performance Ltd. All rights reserved. No part of this booklet may be reproduced, 
stored 

in a retrieval system, or transmitted in any form or by any means, electronic, mechanical, photocopying, recording or otherwise, without prior permission from Cala Signum Ltd.

Cala Signum, Suite 14, 21 Wadsworth Road, Perivale, Middlesex, UB6 7LQ, UK. 
+44 (0) 20 8997 4000  E-mail: info@calasignum.com 
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Publishers
Five O’Clock Foxtrot (arr. Christopher Palmer): in manuscript

Boléro, Tzigane for Violin and Orchestra, La Valse: Durand 
Pavane for a Dead Princess: Demets

Piece in the form of a Habanera: Leduc
Daphnis and Chloé, Suite II: Durand

Philharmonia Orchestra 
The Philharmonia Orchestra creates thrilling 
performances for a global audience. 

The Philharmonia was founded in 1945. Herbert von 
Karajan, Otto Klemperer, Wilhelm Furtwängler, Arturo 
Toscanini, Riccardo Muti and Esa-Pekka Salonen are 
just a few of the great artists to be associated with 
the Philharmonia, and the Orchestra has premiered 
works by Richard Strauss, Sir Peter Maxwell Davies, 
Errollyn Wallen, Kaija Saariaho and many others. 

Southbank Centre’s Royal Festival Hall has been the 
Philharmonia’s home since 1995. The Orchestra also has 
residencies at venues and festivals across England, each 
embracing a Learning & Engagement programme that 
empowers people to engage with orchestral music. 

The Philharmonia is a registered charity, proud to be 
supported by Arts Council England, many generous individuals, 
corporate supporters and Trusts and Foundations. 

Santtu-Matias Rouvali is the Philharmonia’s new Principal 
Conductor, the sixth person to hold that title in the Orchestra’s 
history. Santtu is known for his expressive, balletic conducting 
and irrepressible energy. Pekka Kuusisto is a Featured Artist 
in 2021/22, and House of Absolute are Artists in Residence. 

The Philharmonia has an extraordinary 77-year recording 
legacy, which in the last decade has been built on by 
pioneering work with digital technology. The Orchestra’s 
installations and VR expeirences have introduced hundreds 

of thousands of people to the symphony orchestra. The 
Philharmonia has won four Royal Philharmonic Society awards 
for its digital projects and audience engagement work. 

The Philharmonia is the go-to orchestra for many film 
and videogame composers in the UK and Hollywood, and 
its music-making has been experienced by millions of 
cinema-goers and gamers. It has recorded around 150 
soundtracks, with film credits stretching back to 1947. The 
Orchestra releases live recordings with Signum Records. 

The Philharmonia has a vibrant YouTube channel with over 
125,000 subscribers. The channel features free performances; 
instrument guides; interviews with artists; and in-depth 
documentaries. The Philharmonia is Classic FM’s Orchestra 
on Tour and broadcasts extensively on BBC Radio 3. 

Throughout its history, the Philharmonia has toured 
across Europe, Asia and America. In the 2021/22 
season the Orchestra performs in Romania, 
Spain, Finland, Greece and Germany. 

The Philharmonia’s Emerging Artists Programme 
aims to increase diversity within the classical 
music industry, and develop the next generation of 
instrumentalists, composers and conductors. 
A team of 80 outstanding musicians from 16 countries, 
the Philharmonia looks forward to bringing music 
into your life for the next 75 years and beyond. 

philharmonia.co.uk  
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ALSO AVAILABLE 
on CALA Signum

Available through most record stores and at calasignum.com. For more information call +44 (0) 20 8997 4000

Ravel: Valley of the Bells, Jeux d’eau, Piano Concerto in G
Philharmonia Orchestra
Geoffrey Simon conductor
SIGCD2159

“You won’t find more beautiful, sensitive orchestral playing anywhere.”
Gil French, American Record Guide

“...includes some of the most gorgeous orchestral sounds I’ve heard in 
the past year.”
Atlanta Audio Society

Debussy: Engulfed Cathedral – La Mer – L’Isle Joyeuse
Philharmonia Orchestra
Geoffrey Simon conductor
SIGCD2092

“Geoffrey Simon has assembled two brilliantly successful discs of 
Debussy’s piano music dressed in orchestral garb.”
Jeremy Nicholas, Classic FM Magazine
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FIVE O’CLOCK FOXTROT
f�¨�I�*���À*]پ״ײڋײٽ�

1 Five O’Clock Foxtrot  (arr. Christopher Palmer) [4.30] 

2 Boléro [15.32] 

3 Pavane for a Dead Princess  [6.50]  

4  Tzigane for Violin and Orchestra  [10.37] 

5 La Valse   [12.06]

6 Piece in the form of a Habanera (arr. Arthur Hoérée) [3.24] 
 
7�9 Daphnis and Chloé, Suite II  [17.50] 

 Total timings:  [71.27]

PHILHARMONIA ORCHESTRA
GEOFFREY SIMON CONDUCTOR
Stephanie Chase  violin  •  Han de Vries  oboe 


