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The great Viennese symphonic tradition found worthy successors in two 
comDosers of verv different tem~erament and background. Anton Bruckner and 
~ u s i a v  Mahler. f i e  latter, indeed, extended the formin an extraordinary way that 
has had afar-reaching effect on thecourse of Western music, among otherthings 
creating a symphonic form that included in it the tradition of song in a varied 
tapestry of sound particularly aptforatwentiethcenturythat hasfound in Mahler's 
work a reflection of its own joys and sorrows. 

Mahler was to express succinctly enough his position in the world. He saw 
himself as three times homeless, a native of Bohemia in Austria, an Austrian 
among Germans and a Jew throughout the whole world. The second child, and 
the first of fourteen to survive, he was born in Kaliste in Bohemia in 1860. Soon 
after his birth his family moved to Jihlava, where his father, by his own very 
considerable efforts, had raised himself from being little more than a pedlar, with 
adesire for intellectual self-improvement, tothe running of a tavern anddistillery. 
Mahler's musical abilities were developed first in Jihlava, before a brief period of 
schooling in Prague, which ended unhappily, and a later course of study at the 
Conservatory in Vienna, where he turned from the piano to composition and, as 
a necessary corollary, to conducting. 

It was as a conductorthat Mahler made his career, at first at a series of provincial 
o~era-houses. and later in the Dosition of the highest distinction of all, when, in 
1897, he became ~apellmeist&of the ~ ienna  court opera, two months after his 
baptism asa~atholic, a necessary preliminary. In Vienna he effected significant 
reforms in the Court Ooera. but made enouah enemies, particularly represented 
in the anti-semitic press, to lead to his resgnation in 1907, followed by a final 
period conducting in America and elsewhere, in a vain attempt to secure his 
family's future before his own imminent death, which took place on 18th May, 
1911. 



Although his career as a conductor involved him most closely with opera, 
Mahlerattemated littlecommsition in thisfield. His workasacomtoserconsists 
chiefly of hissongs and of hi'sten symphonies, the last left unfinishh at hisdeath, 
and hismonumental setting of poemsfrom the Chinese in Das Liedvon der Erde. 
The greater part of his music was written during summer holidays away from the 
business of the opera-house. 

Mahler started work on his fourth symphony in the summer of 1899, two years 
after his appointment to the court opera. ~e had completed his third symphony 
in 1806 and now. as his stavat the Villa Kerrvat Alt Aussee in the Salzkammeraut 
drew to a close, he hurriedto write down hs ica l  ideas for a new symphonyas 
they occurred to him, having occupied himself in July and early August with the 
correction of proofs of the Third Symphony and of the Klagende Lied. The 
following summer he was able to find at least something of the necessary peace 
and seclusion at his newly acquired property of Maiernigg on the Worthersee to 
complete the short scoreof the new symphony, which was orchestrated during 
the winter in Vienna and first oerformed in Munich on 25th November 1901. The 
symphony, which takes as its final movement a song setting written and 
orchestrated in 1892, is the last of the three using texts from Des Knaben 
Wunderhorn (The Boy's Magic Horn), the seminal collection of folk-songs made 
by Achim von Amim and Clemens Brentano and published in the first decade of 
the nineteenth century, thespirit ofwhich imbuesthewholesymphony. Thesong, 
referred toby ~ah le r  &s t as himmlische ~eben, that forms the finaleof the ~ourth 
Svm~honv had earlier been intended as a seventh and final movement for the 
~ 6 i r i  symphony, following the suggested programme to that work as What the 
childtells me" but instead provedthesourceof anewwork. The Fourth Symphony 
has throughout the suggestion of beauty and innocence that the poem itself and 
its musical settina embody, reflecting not onlythe world of Des Knaben Wunderhom 
but also the be& of the countryside in which the symphony was written, the 
imagined terrors of the second movement dispelled by what follows. 



The Fourth Symphony isscoredforan orchestraof fourflutes, twodoublingwith 
piccolo, three oboes, one doubling on cor anglais, three clarinets in B fiat, A anel 
C, doubling with two E flat clarinets and a bassclarinet, three bassoons, the third 
doubling on contra-bassoon, four French horns, three trumpets, timpani, bass 
drum, triangle, sleigh-bells, glockenspiel, cymbalsand tam-tam, harpand strings. 
This provides the opportunity for a rich variety of orchestral colour: There isan 
element of mock-classicism in the first movement of the svmohonv. in itsthematic 
material, its textures and in its use of classical first moienient firm, the whole, 
however, essentially Mahlerian in its apparent ingenuousness, its use of orches- 
tral colour and in the contrasts of mood introduced in the central development. 
The movement ends with a quasi-improvisatory passage for French horn, an 
apparent reminiscence of Mozart, after which the violins gently lead into a 
conclusion of increasing excitement. 

The second movement, generally described as a Totentanz (Dance of Death), 
is in the form of a Scherzo with two Trios. It makes use of a solo violin tuned up 
a tone, in the r6le of a ghostly fiddler, the repeated Scherzo contrasted with the 
Mndler type Trios, introduced by horn and trumpet respectively. The third 
movement is started by the lower strings, suggesting at first the language of 
Brahms, but going on to a miraculous varying of the theme, in major and minor 
version, combining with it the wider structure of sonata-rondo form. The oboe 
leads into a minor version of the thematic material. The major key is restored for 
afurtherset of variations, followed by a return of the material in the minor key. This 
is succeeded by a set of variations on the major key theme, now in the f o h  of a 
series of dances, an Austrian Landler. a Minuet and a wilder dance. and a return 
to material from the first part of the movement. The concluding section, with its 
string arpeggios and harp glissandos leads to a gentle and tender final passage. 

The song that ends the symphony and from which the mood of the whole work 
is derived is in strophic form, a series of five verses, some separated by brief 
orchestral intervention. The score carries a worried injunction to the conductor 
to provide an exceptionally discreet orchestral accompaniment to the song, a 



detail not exceptional from a composer who was at the same time one of the 
areatest conductors of his time and who took  articular care to ensure. as far as 
cecould, that hisown musicshould be exactly as he wanted.  he initial 
instruction Sehr behaglich (very comfortably) expresses the general mood of 
music that reflects the simple ingenuousnessof the text, without ever faltering into 
triviality. Das himmlische Leben is a beautiful conclusion to a symphony of 
singularbeaMj!. 

Rf Sehr behaglkh IV Sehr behaglich 

Wir geniessen die himmlischen Freuden, 
drum tun wir das lrdische meiden. 
Kein weitlich' Getiimmel 
hiirt man nicht lm Himmel! 
Lebt alles in sanftester Ruh'! 
Wir fiihren ein englisches Leben! 
S i d  dennoch ganz lustig danebenl 
Wir tanzen und springen, 
wir hlipfen und singen! 
Sanct Peter im Himmel sieht zu! 

We take delight in the joys of Heaven 
and so shun those of earth. 
No worldly tumult 
does one hear in Heaven! 
Everything lives in gentlest peace, 
we lead the life of angels, 
and yet we are quite cheerful 
we danca and leap, 
we skip and sing. 
St. Peter in Heaven sees us! 

Johannes das Mmle in  auslasset, St. John gives up his l i e  lamb, 
der Metzger Herodes drauf passet! the butcher Herod seizes itl 
Wlr fiihren ein gedultii's unschuklig's, We lead an innocent, patient, 
ein IieMiches kmmlein zu Tod! beloved r i le lamb to death! 
Sanct Lucas den Ochsen tat schlachten, St. Luke kills the oxen 
ohn' emig's Bedenken und Achten, without thinking or caring. 
der Wein kost kein Heller Wine costs not a penny 
im himmlischen Keller, in Heaven's cells;. - 
ti! Englein, die backen das Brot. The Fie angels bake the bread. 



Gut' KrPIutervon allerhand Arten, 
dim wachsen im h i m m l i i n  Garten! 

Gut' Spargel, Fisolen 
und was wir nur wollen! 
Ganze SchOssIn voll sind uns bereit! 
Gut ' wet, gut' Bim' und gut Trauben! 
Die mrtner, die Alles ellauben! 
Willst Rehbock, willst Hasen 
auf offener Strassen 
sie laufen herbei! 

Mlt ein Festtag etwa komrnen 
alle Rsche gleich 
mit Freuden angeschwomrnen! 
Doft l&uft schon Sand Peter 
mit Netz und rnit Kijder 
zwn h i m m l i  Weiher hinein. 
Sanct Mattha dim KGchin muss sein! 

Kein Musik ist ja nlcht auf Erden, 
dim uns'rer v e r g l i n  kann werden. 
Elftausend Jungfrauen 
zu tanzen sich trauenl 
Sanct Ursula selbst dazu lacht! 
C&cilii rnit ihren Verwandten 
sind t re f f i i i  Hofmusikanten! 
Die englischen Stimrnen 
emuntem die Sinnen, 
dass Alles f i r  Freuden ennmcht. 

(aus Des Knaben Wunderhom) 

Gocdmofall ldnds 
grow in Heaven's garden! 

Good asparagus, beans 
and everything we want! 
Whole dishes full are prepared for us! 
Good apples, good pears and good grapes, 
the gardeners offer evewing! 
If you want a roebuck or rabbiit, 
in the streets 
they are running about! 

Should afeast-day come, 
all the fish 
swim happily by! 
There goes St. Peter 
with his net and bait 
to the heavenly fish-pond. 
St. Martha must be the cmk! 

There is no music on earth 
that can be compared with ours. 
Eleven thousand gills 
give themselves over to dancing. 
St. Ursula herself smiles! 
Cecilia with her relations 
are excellent mutt musicians! 
The an* voices 
cheer our senses 
and joy wakens in us all! 

(fmm Des Knaben Wunderhom) 



Lynda Russell 

The English soprano Lynda Russell was born in Birmingham and studiedat the 
Roval Colleae of Music in London. in Paris and in Vienna. Her manv Drizes and 
awards inclhe the Kathleen ~errier ~ernorial ~cholarshi~. she has&ng in many 
of the leading opera-houses of the world. At home she has appeared at 
Glyndebourne, with Opera North, Opera Northern Ireland and the English 
Nationalopera, with the last of these at the Metropolitan Opera in New York. She 
has appeared widely in oratorio and in concert performances, including a BBC 
television recording of Handel's Messiah with Harry Christophers and The Sixteen 
and a televised performance of the German Requiem of Brahms for BBC Wales. 
Other engagements have taken herto the major cities of Europe as aconcert and 
recital singer. 

The Polish National Radio Symphony Orchestra of Katowice (PNRSO) 

The Polish National Radio Symphony Orchestra of Katowice (PNRSO) was 
founded in 1945, soon after the end of the World War II, by the eminent Polish 
conductor Witold Rowicki. The PNRSO replaced the polish Radio Symphony 
Orchestra which had existed from 1934 to 1939 in Warsaw, under the directioh 
of another outstanding artist, Grzegorz Fitelberg. In 1947~rzegorz Fitelberg 
returned to Poland and became artistic director dthe PNRSO. ~ e w a s  followed 
bv a series of distinauished Polish conductors -Jan Krenz. Bohdan Wodiezko. 
~azimierz Kord, ~azeusz Strugala, Jerzy Maksymiuk, stanislaw Wislocki and[ 
since 1983, Antoni Wit. The orchestra hasappeared with conductorsand soloists 
of the greatest distinction and has recorded for Polskie Nagrania and many 
international record labels. For Naxos, the PNRSO will record the complete 
symphonies of Tchaikovsky and Mahler. 



Antoni Wit 

Antoni Wit was born in Cracow in 1944 and studied there, before becoming 
assistantto Witold Rowicki with the National Philharmonic Orchestra in Warsaw 
in 1967. Hestudied with Nadia Boulanger in Parisand with Penderecki and in 1971 
wasa prize-winner in the Herbertvon ~arajan competition. Study at Tanglewood 
with Skrowaczewski and Seiii Ozawa was followed bv amointment as Princi~al 
Conductor first of the ~omeianian Philharmonic andthiil of the Cracow ~ a d i o  
Symphony Orchestra. In 1983 he took up the position of Artistic Director and 
PrincipalConductorof the Polish National Radiosymphony Orchestrain Katowice. 
Antoni Wit has undertaken many engagements abroad with maior orchestras. 
ranging from the Berlin ~hilharmonicandthe BBC Welsh and ~ c o i i s h  symphony 
Orchestras to the Kusatsu Festival Orchestra in Japan. 



G. Mahler 
Symphonie Nr. 4 G-dur 

1899 entwarf Gustav Mahler seine vierte Symphonie im ost~rreichischen 
Aussee. Ursprijnglich sah der EntwurfsechsSatzevor, die folgende Uberschriften 
erhalten sollten: 

Nr. 1 Die Welt als ewige Jetztzeit f Nr. 2 Das irdische Leben f Nr. 3 Caritas 
(Adagio) f Nr. 4 Morgenglocken f Nr. 5 Die Welt ohneSchwere (Scherzo) f Nr. 6 
Das himmlische Leben. 

In derendgultigen Fassung, die 1900 abgeschlossen wurde, ist dieser Plan auf 
die Satze 1 bis3 und 6 reduziert. Die "Morgenglocken" ubernimmt Mahler in seine 
dritte Symphonie, das Scherzo "Die ~ e i o h i e  Schwerew in die Funfte. 

Trotz der Verkurzung ist der lnhalt des Werkes prinzipiell erhal ten geblieben. 
Man konnte sogar sagen, daf3 die Auslassung der Morgenglocken und des 
Scherzo nach dem Adagio und vor dem Sopransolo des "Himmlischen Lebens* 
dem gesamten Programm eine gr6Oere dramaturgische Konsequenzverliehen 
hat. 

Der erste Satz, "Die Welt als ewige Jetztzeit", bedient sich einer Sprache, die 
auf die Musikder Klassikzurijckblicktundformal absolut schulmaf3iggehalten ist; 
im "irdischen Leben" spielt Freund Hein, der Tod persbnlich, seinverstimmtes 
Geiaensolo: im dritten Satz dann reit3t nach einer lanaen, unaufhaltsamen 
stekerung das~or  zum ~enseits mit einem riesigen ~ortissimo auf; und von hier 
ausfuhrtder Wegdirekt ins"Himmlische LebenB- eine logische Handlungskette. 

Seiner Freundin aus der Konservatoriumszeit, Nathalie Bauer-Lechner, hat 
Gustav Mahler den aut3ermusikalischen lnhalt erlautert. Dabei bezeichnete er 
das "himmlische Leben" als "die sich ganz verjungende Spitze von dem Bau 
dieservierten Symphonie. Was mir hiervorschwebte, war ungemein schwerzu 
machen. Stell dirdas unterschiedene Himmelsblau vor, dasschwierigerzu treffen 
ist alsalle wechselnden und kontrastierendenTinten. Dies istdie ~ruk ls t immun~ 
des Ganzen. Nur manchmal verfinstert es sich und wird spukhaft schauerlich: 



doch nicht der Himmel selbst ist es, dersich trubt, er leuchtet fort in ewigem Blau 
... Nur uns wird er plotzlich grauenhaft, wie einen am schtinsten Tage im 
lichttibergossenen Wald oft ein panischer Schreck Oberfallt." 

Und so beginnt die Symphonie gewissermaRen "himmelsblau": mit einer 
aeradezu herzlichen Naiviat im klassisch-klassizistischen Gltickchenaebimmel 
i nd  einer charmanten und graziosen Melodie, die sogleich in die ~ e i l d e  einer 
liebenswerten, konfliktfreien ~enseitigkeit weisen. ~asimmersichan Eintriibungen 
hdren IBOt, bleibt Eoisode. Selbstder aeiaendeTod, ein auasi mittelalterliches Bild 
aus grausiger ~ e i i  - selbst der ~nocieimann hat seine Fiedel m a r  verstimmt, 
doch er fugt sich dem vorgeschriebenen LBndler ohne allzu groRe 
Widerborstigkeiten. 

Die verkltirte Schonheit des Adagio- in dem das im Lied von der Erde urrd der 
neunten Symphonie wieder aufgegriiene Ewigkeitsmotiv eine prominente Rolle 
spielt - und sein unmittelbarer Bruckenschlag ins Finale sind dann die viillige 
Losldsung von jeder Erdenschwere und zugleich ein Abschied von den 
Wunderhorn-Themen der ersten vier Symphonien. Ein Abschied in kindlicher 
Verklarung. Als nachstes folgt der dreiteilige tragische Riesenroman der 
Symphonien Nr. 5 bis Nr. 7 ... 



Gustav Mahler 
Symphonie N04 En sol majeur 

La composition de la &me Symphonieappartient ala p6riode v i e n n  (1 897- 
1907) de la carridre de Gustav Mahler. L'oeuvre fut entarnee en juillet 1899, 
pendant le Gjour du musicien a Aussee. 

Aprds deux annees d'intense activite B la tete de I'Op6ra de Vienne, Mahler 
trouvait enfin un peu de calme pour se remettre B la composition. En avril1897 
il avaiten effetete nommBchef BI'Op8ra. ou il partageait ladirection de I'orchestre 
avec Richter, Fuchs et Jahn, Bgalement directeur de I'etablissement. 

Mahler lui succeda d'ailleurs a ce poste le 8 octobre. L'ascencion du nouveau 
chef fut extremement rapide dans cette institution lyrique prestigieuse, mais 
victimede traditions sclBrosantes. MahlersutconquBrir lacritique dans sagrande 
maiorite Dar sa direction Bneraiaue, son sens theatral, la qrande minutie avec 
la&elle ii organisait les representations. Cen Btaitfini des i6tol6rablescoupures 
jusqu'alors infligeesau Tristanetlsoldeou aux Meistefsingerde Richard Wagner, 
que Mahler inscrivit trdsfr6quemment dans les programmesde I'Opbra, auxc6tds 
de Mozart, mais aussi de compositeurs plus rkents, tel Tchaikovsky, dont 18s 
oeuvres lyriquesdemeuraient m6connues. 

Mahleroccupait d6jA une place centrale dans lavie musicaleviennoisequand 
on vint lui DroDoser, en se~tembre 1898, de prendre la succession du vieux Hans 
~ichter B ia t i te de la ~hilharmonie de vienne. Mahler accepta. LatAche allait se 
reveler plus ardue qu'a I'Opera. Premier chef diriger de memoire, d'un grand 
modernisme dans I'aDDroche des ~artitions, il recueillit des iuqements souvent 
Blogieuxparmi le publlcet lacritique. ~ a i s d e  nombreuses r~sistancesaliment6es 
par des tendances antisemites apparurent au sein d'une formation dont Mahler 
devait abandonner la direction en 1901 . 

Lacharge de travail, ces nombreuses tracasseries nefurent passans effet sur 
la santb et le moral du compositeur qui ne trouvait de detente et de repos que 
pendant la periode estivale. Durant I'Btt3 1899, A Aussee, il Btait partage entre la 
satisfaction devant I'abondance des idees musicales poursa nouvelle symphonie 
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et I'angoisse de devoir bientat retrouver les soucis de I'existence viennoise. 
Mahler dut dailleurs attendre son sejour B Maiernigg I'etb suivant pour achever 
I'oeuvre, le 6 ao0t. 

Aprbs les vastes Symphonies n02tR6surrecfiond (achev6e en 1894) et n03 
(ach. en 1896), la ~~mphonie n04 retrouve des proportions plus humaines. Elle 
fait appel B une soprano et un orchestre et se divise en quatre mouvements. 

L'oeuvre s'ouvre sur un Allearo aue Mahler note: Circonspecf, sans presser. 
On y remarque I'extr8me concizion be l'kriture et l'inventivit'6 surprenainte avec 
laquelle le compositeur exploite la substance thbmatique. 

Le deuxibme mouvement (MMre,  sans hdte), le plus bref de la symphonie, 
se singularise par l'utilisation d'un violon d6saccord6, aux accents ironiques. 

Le troisibme mouvement (Tranquille) repose sur un complexe systbme de 
variations construites B partir de deux thbmes. Peu avant son terme, dans le 
passage marque Poco piu mosso, le theme principal du Finale apparaTt aux 
cuivres. La soprano intewient dans le demier mouvement. II s'agit d'un lied b r i t  
sur un pdme extrait du Knaben Wunderhorn et qui doit, selon Mahler, &re 
interpret6 +sur un ton joyeux, enfantin, sans la moindre parodied. 

La 4eme Symphonieconnut des debuts difficiles. Elles fut cr&e B Munich, le 
25 novembre 1901, sous ladirection du compositeur, avec Rita Michalekdans la 
partie de soprano. Le public se montra d'une extr8me froideur. Cette 
incomprehension affecta d'autant plus l'auteur qu'il accordait une place trbs 
grande ti cette oeuvre. 

O 1 W2 FWrk Castello 
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