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‘Mahler is a universal being within whom all threads converge...past, 
present and future merge.’
Karlheinz Stockhausen, 1972

Arrangements of works were part of the compositional fabric of the 
nineteenth century. At its core, arranging works was practical: they 
could then be played by different sized ensembles, and therefore 
in a variety of performing situations. Arranging was also part of a 
Romantic tradition of showing admiration. The works on this recording 
transport us to a period of vast musical change. Stockhausen’s 
quotation encapsulates this turning point: in Mahler we hear 
nostalgia welded with modernism; with Wagner, we hear the sunset 
of Romanticism; with Zemlinsky we hear the seeds of fin-de-siècle 
Vienna; and in all, the extremities of emotion distilled into non-
symphonic forces.

Whilst Gustav Mahler had written several songs before 1885, the 
Lieder eines fahrenden Gesellen is the first of his many song cycles. 
The Gesellen Lieder are grouped by theme, for which Mahler took 
inspiration from the Romantic trope of the lonely wanderer suffering 
from heartbreak. Mahler’s narrative extends the tradition set by 
Schubert’s Winterreise, and yet is also intensely personal. The cycle 
was inspired by his romance with the soprano Johanna Richter:

Lieder eines fahrenden Gesellen
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I have written a cycle of songs, six of them so far, all dedicated to her.  
She does not know them. What can they tell her but what she knows?...  
She is everything that is loveable in this world. I would shed every drop of my 

blood for her.

Gustav Mahler, 1 January 1885

These six songs became a cycle of four. Originally written for 
voice and piano, the Gesellen Lieder are a perfect example of Mahler’s 
technique of quotation. Passages from the second and fourth songs 
are reconfigured in his contemporaneous First Symphony. Mahler 
sought to hide these connections for as long as he could – this was, 
until the works were being performed in the same concert in March 
1896. Through a strong tonal scheme, the wayfarer’s journey is 
charted not only through words, but also with keys, rhythmic motifs 
and specific harmonic progressions.

The Gesellen Lieder also capture the special relationship between 
composer and arranger. To some extent, arranging involves distorting 
an original voice. Arnold Schoenberg’s (1874–1951) arrangement is 
particularly interesting given his ambivalence towards Mahler. He once 
confessed that he ‘did not dare to study Mahler’ for fear that his aversion 
might return, and yet Schoenberg’s apartment was decorated with 
portraits of Mahler, and Harmonielehre is dedicated to the ‘hallowed 
memory of Gustav’.
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‘Until now I had not liked Busoni’s works. But yesterday I liked the “Berceuse”. 
Downright moving piece. Deeply felt. I have been most unjust to him.  
Yet another!’
Schoenberg writing in his diary, 20 January 1912    

The Berceuse élégiaque was a landmark in Ferruccio Busoni‘s career. 
Writing in 1912, he rejoiced ‘for the first time in creating an individual 
sound’. Indeed the scoring is peculiarly restricted: Busoni does not 
use bassoons, trumpets or trombones, and conventional virtuosity is 
absent. Moreover, the work’s unique sound – its harmonic richness 
and emotional intensity – can be traced to agonizing circumstances. 

The year 1909 was a painful year for Busoni. In May, his father died 
after protracted illness; five months later, his mother also died – a loss 
that Busoni described as ‘the most profound event in my life’. This 
duet of death is telling of what became a feature of Busoni’s output: 
dualism. The Fantasia after J.S. Bach, written in memory of his father, 
opens in ominous F minor, and the Berceuse élégiaque, written in 
memory of his mother, unravels sonorous harmonies of F major. Its 
orchestral version was subtitled ‘Des Mannes Wiegenlied am Sarge 
seiner Mutter’ (‘The man’s cradle song at his mother’s coffin’) and truly 
is an epitaph in sound. 

Berceuse élégiaque, Op. 42
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The Berceuse was so different from anything that Busoni had 
tried before, that he decided not to publish it until he had heard it 
in performance. So whilst Busoni completed the work in October 
1909, the Berceuse did not receive its premiere until February the 
following year. Conducted by Mahler at Carnegie Hall, the work was 
deemed a triumph. However, its success was overshadowed by further 
unfortunate circumstances. The concert, due to be repeated a few days 
later, was cancelled as Mahler fell ill. This was to be the last concert 
that Mahler conducted, dying three months later in Vienna.   

In a work that is so surrounded by death, it is notable that the 
Berceuse élégiaque is crafted from wholly original material. Known for 
his transcriptions of works by other composers, such as J.S. Bach, 
Liszt and Mozart, Busoni’s primary methods of creation were by 
resurrecting ‘the dead’. Indeed, his transcriptions of J.S. Bach were so 
prevalent and admired that his surname was mistaken for ‘Bach-Busoni’ 
on multiple occasions. This fluidity of what constituted the musical 
work, skating a blurry line between arrangement, transcription and 
Nachdichtung, illustrates the constant regeneration of musical ideas, 
or as Busoni simply remarked, ‘every notation is the transcription  
of an idea’.
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With the case of Alexander von Zemlinsky, it becomes clear how the 
lives of these composers were inextricably intertwined. Schoenberg 
and Zemlinsky were close friends. They spent many summers 
together, composing in the countryside. Indeed, Zemlinsky remarked 
that it was Schoenberg ‘to whom I owe most of my knowledge of the 
technique and the problems of composing’. In the summer of 1899, 
Zemlinsky’s sister, Mathilde, accompanied them to Payerbach. The trio 
continued to summer together over the next few years, and friendship 
soon blossomed into romance: Schoenberg married Mathilde in 1901. 
At the same time, Zemlinsky became passionately involved with his 
pupil Alma Schindler. Despite a correspondence of what can only be 
described as love letters, Alma ultimately rejected Zemlinsky in favour 
of Mahler:

After dinner, the guests split into groups and Mahler contrived to remain near 
Alma, who was now discussing physical beauty...The girl said that she thought 
Alexander Zemlinsky was handsome too, because of the intelligence that shone 
in his eyes, even though he was reputed to be one of the ugliest men in Vienna. 

Mahler shrugged his shoulders.

Berta Zuckerkandl

It was somewhat unfortunate therefore that, as Zemlinsky  
was struggling in Vienna’s musical establishment, it was Mahler 
who stepped in to give him the support he desperately required.  

Sechs Gesänge, Op. 13
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Mahler championed Zemlinsky’s music, giving the premieres of 
his works in the capital, and also secured conducting positions for 
Zemlinsky in various opera houses.

Lieder had been Zemlinsky’s passion since youth: growing up 
in Vienna, he was surrounded by the songs of Schubert, Schumann, 
Brahms and Wolf. However, in the 1900s, Zemlinsky dedicated his time 
to larger projects such as opera and orchestral works. It was only in 
the summer of 1910 that Zemlinsky returned to song. Holidaying in 
Bad Ischl, he was inspired by Maurice Maeterlinck’s Quinze Chansons. 
The poetry is typical of Maeterlinck’s style: sensuous, mysterious and 
evocative. Zemlinsky’s score captures this atmosphere. 

Wandering chromaticisms and non-functional harmonies reflect 
the unpredictability of the verse. Mahler’s influence comes to the fore  
in moments of lyricism; indeed Derrick Puffett described the last of 
the Maeterlinck songs as ‘all the Songs of a Wayfarer, indeed all the 
Mahler symphonies, rolled into one, a lifetime’s experience collapsed 
into a few minutes of music’.

© Mark Seow, 2014
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In the foreword to his famous treatise on instrumentation, Walter 
Piston wrote: ‘The true art of orchestration is inseparable from the 
creative act of composing music.’ If this is true – and I believe that, 
broadly speaking, it is – where does this leave a musician like me  
when asked to make a new version of Zemlinsky’s Sechs Gesänge? 
What can be the artistic basis for undertaking such a project? Clearly 
there is a specific tradition within which an endeavour such as this 
lies – the chamber versions of orchestral works as varied as Debussy’s 
Prélude à l’après-midi d’un faune and Webern’s Sechs Stücke 
für Orchester (miraculously rendered by a mere thirteen players, 
albeit three of them percussionists) that were made for concerts at 
Schoenberg’s Society for Private Musical Performances in Vienna.

In 1921 Erwin Stein – whose chamber version of Mahler’s 
Symphony No. 4 has already featured in this series of concerts and 
recordings – made instrumentations of the second and fifth songs for 
nine players, but went no further. This is an understandable reluctance 
since the scope of the original orchestral textures is constantly 
shifting between opulent tutti and moments of greatest intimacy. 
This sense of scale is one of the things that I have tried to embody 
in my new instrumentation of these songs and I have at all times 
endeavoured to be faithful to the spirit of Zemlinsky’s originals,  
in the full knowledge that this can often require total infidelity to 
the letter of the score. This is the crux: I had to work from inside 

Arranger’s note on Sechs Gesänge, Op. 13 
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Zemlinsky’s score, understanding the weight of sound, the recurrent 
use of particular colours that bring a unity to the score as a whole, and 
so on, not merely imitate the surface of his sound.

My own score contains two instruments that do not feature in 
the originals: the accordion – to me a more flexible and powerful 
‘evolution’ from the harmonium which features in nearly all the 
Viennese transcriptions – and the vibraphone. Alongside the harp 
and piano, the vibraphone not only creates a resonating chamber into 
which I can pour the other instrumental colours, but also connects 
with forward-looking aspects of Zemlinsky’s score which, in its 
particular blending of diatonicism and chromaticism suggests, to me, 
a tiny glimpse of the world of Alban Berg’s Lulu, where the vibraphone 
provides hugely important colour. Zemlinsky’s original scoring creates 
an acoustic unique to these songs and this is my way of giving these 
new versions their own acoustic. Orchestration that is organic has 
a grammar like any other part of a composer’s thought and it comes 
from within the idea and completes it. In fact, this is how I approach 
all my orchestrations and as such it is also the answer to the question 
I posed at the beginning of this note, and constantly to myself while 
immersed in Zemlinsky’s magical sound-world.

© CHRISTOPHER AUSTIN, 2014
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Mahler, Schoenberg and Zemlinsky all came to artistic maturity under 
the shadow of Richard Wagner. Dying in 1883, Wagner continued to 
influence composers for decades, particularly in Paris, Berlin and Vienna.

‘I asked anxiously “In heaven’s name, has something happened to your 
father?”. “Disaster, disaster, a catastrophe”, Mahler cried. “The greatest 
disaster has happened. Der Meister[Wagner] is dead”.’
Emmanuel Raoul

Wagner’s life was tumultuous. He was always on the run: from 
huge debt at a young age to judicial arrest after the May Uprising of 
1849, and also from ill health during his years spent in exile in Zürich. 
Yet 1870, the year in which Wagner composed Siegfried Idyll, seems  
to be significant, even in this biographical storm. Finalizing her 
divorce to the conductor Hans von Bülow, Cosima was able to marry 
Wagner and celebrate their son Siegfried’s first birthday together. 
Furthermore, earlier that year Cosima would suggest Bayreuth as a 
location for Wagner’s theatrical enterprise.

And it seems that 1870 was crowned by the Siegfried Idyll. The 
piece was a ‘symphonic birthday greeting’ for Cosima. Premiered on 
Christmas Day at their home in Triebschen, rehearsals for the work 
were kept secret. Among the players was Hans Richter (the conductor 
of the first complete performance of the Ring Cycle in Bayreuth in 

Siegfried Idyll, WWV. 103
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1876), who supposedly practised the trumpet part in a rowing boat on 
Lake Lucerne – only this way could he remain out of Cosima’s earshot. 
The seventeen musicians assembled on the staircase at dawn to 
awaken Cosima with the sounds of the Idyll. Legend also has it that 
the players reconvened each Christmas Day for a number of years, 
performing the work from memory.

The intimacy of the premiere is reflected in the orchestration,  
and is uncharacteristic of Wagner’s style. The first thirty-four bars are 
exclusively for strings, after which the wind and horns gradually  
enter, adding decorative countermelodies. Motivically, much of the 
material is derived from the conclusion of Siegfried, the third of the 
four Ring operas.

Just over 100 years ago, in Vienna’s Musikverein, the so-called 
Skandalkonzert of 31 March 1913 took place. This was an era of 
musical riots: Schoenberg’s Pierrot lunaire was met with shrieks in 
Prague the previous month and Stravinsky’s The Rite of Spring caused 
outcry in Paris two months later. The Skandalkonzert included works  
by Zemlinsky, Schoenberg and Mahler. However, it is not widely known 
that Wagner’s Tristan Prelude was originally set to open the concert.

© Mark Seow, 2014  
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q Wenn mein Schatz  
Hochzeit macht 

Wenn mein Schatz Hochzeit
macht,

Fröhliche Hochzeit macht,
Hab’ ich meinen traurigen Tag!
Geh’ ich in mein Kämmerlein,
Dunkles Kämmerlein!
Weine! wein’! Um meinen Schatz,
Um meinen lieben Schatz!

Blümlein blau! Blümlein blau!
Verdorre nicht, verdorre nicht!
Vöglein süss! Vöglein süss!
Du singst auf grüner Heide!
„Ach! wie ist die Welt so schön!
Ziküth! Ziküth!“
Singet nicht! Blühet nicht!
Lenz ist ja vorbei!
Alles Singen ist nun aus!

Texts by Gustav Mahler

Translations by Richard Stokes

q When my love has her 
wedding day 

When my love has her wedding
day,

Her joyous wedding day,
I’ll have my day of mourning!
I’ll go into my little room,
My dark little room!
I’ll weep, weep! For my love,
My dearest love!

Blue little flower! Blue little flower!
Do not wither, do not wither!
Sweet little bird! Sweet little bird!
Singing on the green heath!
‘Ah, how fair the world is! 
Jug-jug! Jug-jug!’
Do not sing! Do not bloom!  
For spring is over!
All singing now is done!

LIEDER EINES 

FAHRENDEN GESELLEN

SONGS OF A 

WAYFARER
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Des Abends, wenn ich schlafen
geh’,

Denk’ ich an mein Leide!
An mein Leide!

w Ging heut’ Morgen über’s  
Feld 

Ging heut’ Morgen über’s 
Feld,

Tau noch auf den Gräsern hing,
Sprach zu mir der lust’ge Fink:
„Ei, du! Gelt?
Guten Morgen! Ei, Gelt? Du!
Wird’s nicht eine schöne Welt?
Zink! Zink! Schön und flink!
Wie mir doch die Welt gefällt!“

Auch die Glockenblum’ am 
Feld

Hat mir lustig, guter Ding’,
Mit den Glöckchen, klinge, kling,
Ihren Morgengruss geschellt:
„Wird’s nicht eine schöne Welt?
Kling! Kling! Schönes Ding!
Wie mir doch die Welt gefällt!“

At night, when I go to 
rest,

I think of my sorrow!
My sorrow!
 

w I walked across the fields  
this morning 

I walked across the fields this
morning,

Dew still hung on the grass,
The merry finch said to me:
‘You there, hey —
Good morning! Hey, you there!
Isn’t it a lovely world?
Tweet! Tweet! Bright and sweet!
O how I love the world!’

And the harebell at the field’s
edge,

Merrily and in good spirits,
Ding-ding with its tiny bell
Rang out its morning greeting:
‘Isn’t it a lovely world?
Ding-ding! Beautiful thing!
O how I love the world!’
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Und da fing im Sonnenschein
Gleich die Welt zu funkeln 

an;
Alles, Alles, Ton und Farbe

gewann!
Im Sonnenschein!
Blum’ und Vogel, gross und klein!
„Guten Tag! Guten Tag!
Ist’s nicht eine schöne Welt?
Ei, du! Gelt? Schöne Welt!“

Nun fängt auch mein Glück wohl
an?

Nein! Nein! Das ich mein’,
Mir nimmer, nimmer blühen kann!

e Ich hab’ ein glühend Messer 

Ich hab’ ein glühend Messer,
Ein Messer in meiner Brust,
O weh! O weh!
Das schneid’t so tief
In jede Freud’ und jede Lust,
So tief! so tief!
Es schneid’t so weh und tief!

And then in the gleaming sun
The world at once began to

sparkle;
All things gained in tone and

colour! 
In the sunshine!
Flower and bird, great and small.
‘Good day! Good day!
Isn’t it a lovely world?
Hey, you there!? A lovely world?’

Will my happiness now 
begin?

No! No! The happiness I mean 
Can never never bloom for me!

 
e I’ve a gleaming knife 

I’ve a gleaming knife
A knife in my breast,
Alas! Alas!
It cuts so deep
Into every joy and every bliss,
So deep, so deep!
It cuts so sharp and deep!
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Ach, was ist das für ein böser Gast!
Nimmer hält er Ruh’,
Nimmer hält er Rast!
Nicht bei Tag,
Nicht bei Nacht, wenn ich schlief!
O weh! O weh! O weh!

Wenn ich in den Himmel seh’,
Seh’ ich zwei blaue Augen steh’n!
O weh! O weh!
Wenn ich im gelben Felde geh’,
Seh’ ich von fern das blonde Haar
Im Winde weh’n! O weh! O weh!
Wenn ich aus dem Traum 

auffahr’ 
Und höre klingen ihr silbern

Lachen,
O weh! O weh!
Ich wollt’, ich läg’ auf der

schwarzen Bahr’,
Könnt’ nimmer die Augen

aufmachen!

 
Ah, what a cruel guest it is!
Never at peace, 
Never at rest!
Neither by day, 
Nor by night, when I’d sleep!
Alas! Alas! Alas!

When I look into the sky,
I see two blue eyes!
Alas! Alas!
When I walk in the yellow field,
I see from afar her golden hair 
Blowing in the wind! Alas! Alas!
When I wake with a jolt from 

my dream
And hear her silvery 

laugh,
Alas! Alas!
I wish I were lying on the black

bier,
And might never open my eyes

again!
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r Die zwei blauen Augen 

Die zwei blauen Augen von
meinem Schatz,

Die haben mich in die weite Welt
geschickt.

Da musst’ ich Abschied nehmen
Vom allerliebsten Platz!
O Augen blau, warum habt ihr

mich angeblickt?
Nun hab’ ich ewig Leid und

Grämen!

Ich bin ausgegangen in stiller
Nacht,

Wohl über die dunkle Heide.
Hat mir niemand Ade gesagt,

Ade!
Mein Gesell’ war Lieb’ und 

Leide!

Auf der Strasse stand ein
Lindenbaum,

Da hab’ ich zum ersten Mal im
Schlaf geruht!

Unter dem Lindenbaum,
Der hat seine Blüten über mich 

r The two blue eyes 

The two blue eyes of my 
love

Have sent me into the wide
world.

I had to bid farewell
To the place I loved most!
O blue eyes, why did you look

on me?
Grief and sorrow shall now be

mine forever!

I set out in the still 
night,

Across the dark heath.
No one bade me farewell,

farewell!
My companions were love and

sorrow!

A lime tree stood by the
roadside,

Where I first found peace in
sleep!

Under the lime tree
Which snowed its blossom on 
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geschneit,
Da wusst’ ich nicht, wie das

Leben tut,
War alles, alles wieder gut!

Alles! Alles!
Lieb’ und Leid, und Welt und

Traum!

me,
I was not aware of how life 

hurt,
And all, all was well once more!

All! All! 
Love and sorrow, and world 

and dream!

y Die drei Schwestern

Die drei Schwestern wollten
sterben,

Setzten auf die güldnen Kronen,
Gingen sich den Tod zu holen.
Wähnten ihn im Walde wohnen:
„Wald, so gib uns, dass wir

sterben,
Sollst drei güldne Kronen 

erben.“

y The three sisters 

The three sisters wished to 
die,

Put on their golden crowns,
Went out to discover death.
Imagined he dwelt in the forest:
‘Forest, if you permit us to 

die,
You shall inherit three golden

crowns.’

Texts by Maurice Maeterlinck  

© 1914 by Universal Edition AG, Wien

Translations by Richard Stokes

SECHS GESÄNGE, OP. 13 SIX SONGS, OP. 13
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Da begann der Wald zu lachen
Und mit einem Dutzend Küssen
Liess er sie die Zukunft wissen.

Die drei Schwestern wollten 
sterben,

Wähnten Tod im Meer zu 
finden,

Pilgerten drei Jahre lang.
„Meer, so gib uns, dass wir sterben,
Sollst drei güldne Kronen 

erben.“
Da begann das Meer zu weinen,
Liess mir dreimal hundert Küssen
Die Vergangenheit sie wissen.

Die drei Schwestern wollten
sterben,

Lenkten nach der Stadt die Schritte;
Lag auf einer Insel Mitte.
„Stadt, so gib uns, dass wir

sterben,
Sollst drei güldne Kronen 

erben.“
Und die Stadt tat auf die Tore
Und mit heissen Liebesküssen
Liess die Gegenwart sie wissen.

At which the forest began to laugh,
And with a dozen kisses
Revealed to them the future.

The three sisters wished to 
die,

Imagined they’d find death in 
the sea,

Pilgrimaged for three years.
‘Sea, if you permit us to die,
You shall inherit three golden

crowns.’
At which the sea began to weep,
And with three hundred kisses
Revealed to them the past.

The three sisters wished to 
die,

Made their way towards a town
In the middle of an island.
‘Town, if you permit us to 

die,
You shall inherit three golden

crowns.’
And the town opened its gates,
And with passionate, loving kisses
Revealed to them the present.
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u Die Mädchen mit den 
verbundenen Augen 

Die Mädchen mit den 
verbundenen Augen

(Tut ab die goldenen 
Binden!)

Die Mädchen mit den 
verbundenen Augen

Wollten ihr Schicksal finden.

Haben zur Mittagsstunde das
Schloss

(Lasst an die goldenen 
Binden!)

Haben zur Mittagsstunde das 
Schloss

Geöffnet im Wiesengrunde.

Haben das Leben gegrüsst,
(Zieht fester die goldenen

Binden!)
Haben das Leben gegrüsst,
Ohne hinaus zu finden.

u The girls with blindfolded 
eyes 

The girls with blindfolded 
eyes

(Put away those golden 
bandages!)

The girls with blindfolded 
eyes

Wished to discover their destiny...

And at noon they 
opened

(Leave on those golden
bandages!)

And at noon they 
opened

The castle gates in the meadow...

They greeted life
(Tighten those golden

bandages!)
They greeted life
Without finding their way out.
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i Lied der Jungfrau 

Allen weinenden Seelen,
Aller nahenden Schuld
Offn’ ich im Sternenkranze
Meine Hände voll Huld.

Alle Schuld wird zunichte
Vor der Liebe Gebet,
Keine Seele kann sterben,
Die weinend gefleht.

Verirrt sich die Liebe
Auf irdischer Flur,
So weisen die Tränen
Zu mir ihre Spur.

o Als ihr Geliebter schied 

Als ihr Geliebter schied,
(Ich hörte die Türe gehn),
Als ihr Geliebter schied,
Da hab ich sie weinen gesehn.

Doch als er wieder kam,
(Ich hörte des Lichtes Schein),
Doch als er wieder kam,

i Song of the virgin 

To every weeping soul,
To all beset by guilt,
I, surrounded by stars,
Open my hands full of grace.

All guilt dissolves
Before the prayers of love,
No soul can die
That has entreated in tears.

If love goes astray 
On the meadows of this earth,
Its tears will find
The way to me.

o When her lover departed 

When her lover departed,
(I heard the door close),
When her lover departed,
I saw her weeping...

But when he returned,
(I heard the lamp flare),
But when he returned,
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War ein anderer daheim.
Und ich sah den Tod,
(Mich streifte sein Hauch),
Und ich sah den Tod,
Der erwartet ihn auch.

a Und kehrt er einst heim 

Und kehrt er einst heim,
Was sag ich ihm dann?
Sag, ich hätte geharrt,
Bis das Leben verrann.

Wenn er weiter fragt,
Und erkennt mich nicht gleich?
Sprich als Schwester zu ihm;
Er leidet vielleicht.

Wenn er fragt, wo du seist,
Was geb ich ihm an?
Mein’ Goldring gib,
Und sieh ihn stumm an...

Will er wissen,
Warum so verlassen das Haus?
Zeig die offne Tür, 
Sag, das Licht ging aus.

Another man was there...
And I saw death,
(Breathing on me gently),
And I saw death,
Waiting for him too.

a And if he returns one day 

And if he returns one day,
What shall I tell him?
Tell him: I waited, 
Till my life was spent.

If he asks more questions,
And fails at first to recognize me?
Talk to him as a sister;
Perhaps he’ll be suffering...

If he asks where you are,
What answer shall I give?
Give him my golden ring,
And look at him in silence...

If he wants to know why,
The house is so deserted?
Show him the open door,
Say the light went out.
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Wenn er weiter fragt,
Nach der letzten Stund’...
Sag, aus Furcht, dass er weint,
Lächelte mein Mund.

s Sie kam zum Schloss gegangen 

Sie kam zum Schloss gegangen
— Die Sonne erhob sich kaum —
Sie kam zum Schloss gegangen,
Die Ritter blickten mit Bangen
Und es schwiegen die Frauen.

Sie blieb vor der Pforte stehen,
— Die Sonne erhob sich kaum —
Sie blieb vor der Pforte stehen,
Man hörte die Königin gehen
Und der König fragte sie:

Wohin gehst du? Wohin gehst
du?

— Gib acht in dem
Dämmerschein! —

Wohin gehst du? Wohin gehst
du?

Harrt drunten jemand dein?
Sie sagte nicht ja noch nein.

If he asks more questions,
About the final hour?
Say, lest he weep,
That I smiled.

s She came to the castle 

She came to the castle,
— The sun had hardly risen —
She came to the castle,
The knights looked on in fear,
And the ladies fell silent.

She halted in front of the gate,
— The sun had hardly risen —
She halted in front of the gate,
The queen could be heard pacing,
And the king asked her:

Where are you bound? Where 
are you bound?

— Be wary in this 
twilight —

Where are you bound? Where 
are you bound?

Does someone wait for you below?
She answered neither yes nor no.
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Sie stieg zur Fremden 
hernieder,

— Gib acht in dem 
Dämmerschein! —

Sie stieg zu der Fremden
hernieder,

Sie schloss sie in ihre Arme ein.
Die beiden sagten nicht ein Wort
Und gingen eilends fort.

She descended to the unknown
woman,

— Be wary in this 
twilight —

She descended to the unknown
woman,

Who clasped her in her arms.
Neither of them said a word
And swiftly they hurried away.   
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This is the third Royal Academy of Music release on the Linn label.  
With this series, we aim to reignite Schoenberg’s vision of performing 
chamber reductions at his Society for Private Musical Performances, 
bringing fresh perspectives of stripped-back orchestration to  
symphonic repertoire. 

The opening release in the series paired Mahler’s Fourth Symphony 
(featuring soprano Sónia Grané) with Debussy’s Prélude à l’après-midi 
d’un faune, both in reductions first heard in Vienna in the early 1920s. 

For our second release, Trevor Pinnock again joined the Academy 
Soloists Ensemble to conduct the premiere recording of Anthony Payne’s 
new reduction of Bruckner’s Second Symphony – commissioned specially 
for the series – along with Berg’s arrangement of the Johann Strauss 
waltz ‘Wein, weib und gesang’. 

The series:  

reigniting Schoenberg’s vision

We are grateful for Lady Susie Sainsbury’s generous support of 
these recordings. 
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‘These lucid performances, conducted 
by Trevor Pinnock, make a fine 
start to the series...reveals details 
that are usually never heard in 
an orchestral performance...a 
satisfying, thought-provoking disc.’ 
The Guardian

‘...there are times in the finale where 
the music takes flight in a way that 
I’ve virtually never heard in an 
orchestral performance…’ 
Gramophone

‘Pinnock and his fourteen 
soloists manage brilliantly...More 
experiments of this kind, please!’
Der Spiegel

‘Trevor Pinnock directs a disciplined 
and expressive performance.’ 
BBC Music Magazine

‘This is gripping stuff. The feeling of 
bigness is still there, but there’s now 
a light translucence to the music.’
Herald Scotland

Praise for previous releases
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‘The Royal Academy of Music in London is internationally known  
and recognized as representing the highest values of music and  
musical society.’
Daniel Barenboim

‘This building has been absolutely at the centre of everything that I  
have done; everything that I have learnt.’ 
Sir Simon Rattle

The Royal Academy of Music has been training musicians to the highest 
professional standards since its foundation in 1822. As Britain’s senior 
conservatoire, its impact on musical life, both in the UK and abroad, 
is inestimable. The music profession is permeated at all levels with 
Academy alumni, including classical giants such as Sir Simon Rattle 
and Sir Harrison Birtwistle, pop icons Sir Elton John and Annie Lennox, 
a host of opera stars such as Dame Felicity Lott, Lesley Garrett and 
Susan Bullock, principals in some of the world’s leading orchestras 
(including the Royal Concertgebouw Orchestra, the Berlin and Vienna 
Philharmonic Orchestras, the Orchestra of the Metropolitan Opera 
New York, and all of London’s leading orchestras), innovative soloists 

Royal Academy of Music
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including Dame Evelyn Glennie and Joanna MacGregor, bestselling 
recording artists such as Katherine Jenkins, and media celebrities 
Gareth Malone, Aled Jones and Myleene Klass.  

 An institution that trained Sir Arthur Sullivan, Sir Henry Wood, 
Sir John Barbirolli, Lionel Tertis, Dame Myra Hess, Dame Moura Lympany, 
Richard Lewis, Dennis Brain, Sir Clifford Curzon, Philip Langridge and 
John Dankworth, and with strong associations back to Mendelssohn, 
is bound to be proud of its history; but the Academy is firmly focused 
on refreshing creative traditions for tomorrow’s musical leaders in the 
classical, jazz, media and musical theatre worlds. Every year some 
of the most talented young musicians from over fifty countries come 
to study at the Academy, attracted by renowned teachers and by a 
rich artistic culture that broadens their musical horizons, develops 
their professional creativity and fosters their entrepreneurial spirit. 
In addition to a busy schedule of lessons, classes and masterclasses, 
students benefit from the Academy’s ambitious and unrivalled calendar 
of concerts, operas, musical theatre shows and other events, in which 
they work with leading practitioners and visiting professors such as Sir 
Peter Maxwell Davies, Sir Mark Elder, Trevor Pinnock, Stephen Hough, 
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Maxim Vengerov, Semyon Bychkov and Sir Thomas Allen. Appointments 
to the Academy’s staff in 2014/15 have included Edward Gardner, Simon 
Keenlyside, Oliver Knussen and Robin Ticciati.

 Ever since its inception, the Academy has been committed to 
transporting its musical activities from its central London home to the 
widest possible national and international audiences. Today, Academy 
students perform at many leading venues and festivals, including 
Wigmore Hall, Southbank Centre, Kings Place and the Aldeburgh 
Festival. They collaborate with distinguished partners such as the 
London Sinfonietta, the Orchestra of the Age of Enlightenment and the 
Juilliard School in high-profile projects that attract national attention 
and critical plaudits. In 2012, the Academy and New York’s Juilliard 
School joined orchestral forces in sensational concerts at Lincoln 
Center and the BBC Proms.

The Academy’s own recordings with Linn and its own CD label have 
received critical acclaim. (‘While the big record companies flounder, 
the independents flourish. The Royal Academy of Music’s own label is a 
case in point, with some jolly good recordings in its catalogue.’ Metro). 
The Academy is committed to lifelong learning, ranging from the Junior 
Academy that trains musicians up to the age of 18, through many Open 
Academy community music projects with schools in London and further 
afield, to performances and educational events for the musically  
curious of all ages.
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 The Academy’s museum is home to one of the world’s most 
significant collections of instruments and artefacts. Highlights include 
the important collection of Italian stringed instruments (with many 
examples by Stradivari, Guarneri and members of the Amati family), 
a unique collection of nineteenth-century keyboard instruments, 
composers’ manuscripts (including Purcell’s The Fairy Queen and 
Vaughan Williams’s Fantasia on a Theme of Thomas Tallis) and 
collections that belonged to Sir Henry Wood, Sir John Barbirolli, Lord 
Menuhin, Otto Klemperer, Sir Charles Mackerras, Nadia Boulanger, 
Richard Lewis, Robert Spencer, Norman McCann and David Munrow. 
These collections are an invaluable educational and artistic resource 
for the Academy’s entire community, underpinning teaching and 
research and enabling young musicians to find their own artistic profile 
in the context of musical riches of the past.

  As the Academy approaches its bicentenary it goes from strength 
to strength. In the past three years alone, the Academy has been rated 
the top conservatoire in the country for student satisfaction in the 
National Student Survey, top conservatoire in The Times University 
Guide and the best conservatoire for research by The Times Higher. 

‘A student’s choice of university makes a difference when it comes to 
finding a job or a place in a graduate program...The Royal Academy of Music 
was the only British post-secondary institute with a perfect score.’ 
New York Times, 2013
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Trevor Pinnock

Trevor Pinnock is recognized worldwide as a harpsichordist and 
conductor who pioneered performance on historical instruments with 
his own orchestra, The English Concert, which he founded in 1972 
and led for the next thirty years. He now divides his time between 
conducting, solo and chamber music, and educational projects.

He works regularly with orchestras such as Leipzig 
Gewandhausorchester, Kammerakademie Potsdam, Deutsche 
Kammerphilharmonie Bremen, Mozarteum Orchester Salzburg, 
Orchestra of the Age of Enlightenment, Royal Concertgebouw 
Orchestra and Chicago Symphony Orchestra. Highlights include 
performances of Haydn’s Seasons with the Salzburg Mozarteum 
Orchestra, of which he is principal guest conductor, concerts with 
Menahem Pressler and the Royal Concertgebouw Orchestra and 
the MDR broadcast of Bach’s Christmas Oratorio with the Leipzig 
Gewandhaus Orchestra, soloists and Tenebrae. He returned to  
The English Concert to celebrate their fortieth anniversary at Wigmore 
Hall, where he also gave a solo harpsichord recital.

In ‘Pinnock’s Passions’, he curated four themed concerts with 
guest musicians and speakers at the new candlelit Sam Wanamaker 
Playhouse at The Globe. Pinnock recorded C.P.E. Bach’s Flute Concertos 
with Emmanuel Pahud and the Kammerphilharmonie Potsdam and 
Beethoven’s Piano Concertos with Rafal Blechacz and the Chamber 
Orchestra of Europe. 
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 Pinnock’s contribution to musical life at the Royal Academy of 
Music is considerable, with regular conducting commitments as Principal 
Guest Conductor of the Academy’s Concert Orchestra in addition 
to conducting Royal Academy Opera productions, including the 
acclaimed production of Haydn’s La vera costanza. In 1992 he was 
awarded the honour of CBE and he is also an Officier des Arts et  
des Lettres.
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Katie Bray mezzo-soprano

Karaviotis scholar Katie Bray graduated from The Royal Academy 
Opera and was awarded the 2012 Principal’s Prize. Taught by Elizabeth 
Ritchie and Iain Ledingham, she won first prize in the Academy’s 
prestigious Richard Lewis/Jean Shanks Award in 2011. Bray made her 
solo debuts with Glyndebourne Festival Opera and English Touring 
Opera in 2013, as well as joining Opera North as Nancy in Giles 
Havergal’s new production of Albert Herring.

Bray was awarded prizes for her contribution to English song and 
Lieder at the Academy, as well as the Alfred Alexander Scholarship, 
and the Karaviotis and Sir Thomas Armstrong Awards. She was also 
the recipient of the Opera Prize and third prize overall in the 2011 
Mozart International Singing Competition, the Audience Prize in the 
2010 Handel Singing Competition and third prize in the 2010 Jackdaws 
Vocal Award.

Other solo appearances include Drummer in Der Kaiser von Atlantis 
with The English Touring Opera, Béatrice in Béatrice et Bénédict 
with The Royal Academy Opera, Cherubino in Le nozze di Figaro with 
The British Youth Opera and song recitals at Wigmore Hall with the 
Countess of Munster Young Artists and Academy Song Circle. She 
performed a Lieder recital in the 2013 City of London Festival with her 
regular accompanist, William Vann.
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Gareth Brynmor John baritone

Winner of the 2013 Kathleen Ferrier Award, baritone Gareth Brynmor 
John held a choral scholarship at St John’s College, Cambridge, before 
taking a place at London’s Royal Academy of Music. In his final year 
with Royal Academy Opera he won the Royal Academy of Music 
Patrons’ Award and was awarded the Silver Medal by the Worshipful 
Company of Musicians. John was awarded an Independent Opera 
Postgraduate Voice Fellowship in 2013.

John has performed with a number of the UK’s leading orchestras 
and ensembles including the Philharmonia Orchestra, Bournemouth 
Symphony Orchestra, the London Mozart Players, the Brandenburg 
Sinfonia and Charivari Agréable. Recent concert highlights include 
Bach’s St Matthew and St John Passions; Elgar’s Coronation Ode and 
Dream of Gerontius; Handel’s Messiah at the Royal Albert Hall, Judas 
Maccabeus and Alexander’s Feast; Vaughan Williams’s Five Mystical 
Songs and Sea Symphony; Rachmaninoff’s The Bells; and Britten’s 
War Requiem.

John has a strong interest in song repertoire and performs in the 
Songsmiths series at St John’s, Smith Square. John gave his debut 
Wigmore Hall recital in 2013, with a programme including Brahms, 
Schubert, Vaughan Williams and Ravel.
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Christopher Austin

Christopher Austin is one of the UK’s foremost conductors of 
contemporary music and he has given more than 100 premiere 
performances. 

Austin is a prolific orchestrator for film and ballet. His 
longstanding collaboration with Joby Talbot includes his music for 
The Hitchhiker’s Guide to the Galaxy, Son of Rambow and the three 
tracks by The White Stripes that feature in Talbot’s score for Wayne 
McGregor’s ballet, Chroma. He also orchestrated Talbot’s score for the 
Royal Ballet’s Alice’s Adventures in Wonderland. Other work includes 
adapting and orchestrating Alex North’s music for A Streetcar Named 
Desire, Javier de Frutos’s Elysian Fields (Rambert Dance Company) and 
Jeremy Sams’s score for the recent feature film Hyde Park on Hudson.  
He previously orchestrated Sams’s Ivor Novello Award-winning score 
for Enduring Love. Most recently, Austin orchestrated the music for 
 the new Broadway production of An American in Paris, directed by 
Chris Wheeldon.

Austin is a professor of composition, orchestration and conducting 
at the Royal Academy of Music. In 2009 his work at the Academy, in 
collaboration with the music critic Paul Morley, was the subject of a 
two-part BBC documentary called How to Be a Composer.
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Jonathan Freeman-
Attwood  

& Daniel-Ben Pienaar
The Neoclassical 

Trumpet

Thomas Søndergård 
& BBC National 

Orchestra of Wales
Sibelius:  

Symphonies 2 & 7

Trevor Pinnock & Royal 
Academy of Music 
Soloists Ensemble

Bruckner:  
Symphonie No. 2

Trevor Pinnock & Royal 
Academy of Music 
Soloists Ensemble

Mahler:  
Symphonie No. 4

Scottish Ensemble
Tchaikovsky  

& Shostakovich  
for strings

KUNIKO
Xenakis: IX

Robin Ticciati  
& Scottish Chamber 

Orchestra
Schumann:  

The Symphonies

Karen Cargill 
Alma & Gustav Mahler:

Lieder




