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Goldmark’s Rustic Wedding
Symphony featured in the
Classical Charts and was a
Gramophone Magazine Critics’
Choice.

In the early 2000s, Yondani Butt
suffered damage to his vocal
chords, and retired from
conducting. However, in 2009
he returned to the podium,
working with the London
Symphony Orchestra to record
many of the Austro-German
classics, including Beethoven,
Brahms, Schumann and
Wagner, as well as works by
Tchaikovsky, and a disc of
French Classics.

Yondani Butt was also a
composer. He studied free
counterpoint and composition
with Bernard Heiden (1910–
2000). Heiden was born in Frankfurt am Main and was a student of Paul Hindemith’s. In Indiana,
Yondani Butt studied piano with Sidney Foster, a protégé of Isabelle Vergarova and David
Saperton at the Curtis Institute. In Michigan, he studied ensemble with Eugene Bossart (1917–2011)
and piano with Karen Keys, who had been a student of Alfred Cortot.

Yondani Butt died on 28 August 2014.
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 DISC ONE

 Symphony No. 1 in B-flat Major, Op. 38 ‘Spring’ 33.12
1  I Andante un poco maestoso - Allegro molto vivace 11.28
2  II Larghetto 7.35
3  III Scherzo 6.06
4  IV Allegro animato e grazioso 8.03

 Symphony No. 4 in D Minor, Op. 120 31.41
5 I Ziemlich langsam – Lebhaft 11.56
6  II Romanze: Ziemlich langsam 4.32
7  III Scherzo: Lebhaft 6.10
8  IV Langsam – Lebhaft 9.03

9 Overture to Manfred Op. 115 13.15

   Total playing time 78.08
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 DISC TWO

 Symphony No. 2 in C Major, Op. 61 38.56
1  I Sostenuto assai – Allegro, ma non troppo 12.05
2  II Scherzo: Allegro vivace  7.11
3  III Adagio espressivo 11.09
4  IV Allegro molto vivace  8.31

Symphony No. 3 in E-Flat Major, Op. 97 ‘Rhenish’ 34.32
5  I Lebhaft 10.01
6  II Scherzo: Sehr mäßig 7.11
7  III Nicht schnell 5.34
8  IV Feierlich 6.38
9 V Lebhaft 5.58

   Total playing time 73.28

 Produced by Simon Rhodes, and Chris Craker (CD1 Track 9)
 Engineered by Simon Rhodes, edited by Simon Haram
 Symphonies recorded at Abbey Road Studios, London, October/November 2011
 Overture to Manfred recorded at Abbey Road Studios, November 2012

℗ 2012 Wyastone Estate Limited
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Yondani Butt, conductor

Yondani Butt was born in Macau. He held a Ph.D. in chemistry, on which subject he has published
numerous research papers. He studied conducting with Wolfgang Vacano (1906–1985) at Indiana
University, majoring in chemistry. He continued to study conducting with Josef Blatt (1906–1999)
at the University of Michigan while pursuing his chemistry degree.

Yondani Butt has inherited from his teachers a unique musical heritage. Both Vacano and Blatt were
born in 1906. Vacano was born in Cologne, moved to Berlin as a child, and studied at the Staatliche
Hochshule für Musik. Blatt was born in Vienna and studied piano with the great Leschetizky at the
age of four. He later studied conducting with the legendary Clemens Krauss who was the music
director of the Vienna Philharmonic as well as the Vienna Opera. Krauss was greatly influenced by
Arthur Nikisch, and was a close friend of Richard Strauss. Through this exceptional lineage,
Yondani Butt has inherited a vast repertoire via both Blatt and Krauss, notably the works of Mahler,
Richard Strauss and Wagner. Vacano had taught some students conducting at Indiana and Aspen,
but Blatt rarely took on students. Yondani Butt was recommended to Blatt by Walter Robert,
himself Blatt’s fellow-student and a famous piano pedagogue.

As founder of Symphonie Canadiana, Yondani Butt has led the orchestra on major tours
throughout North America. From 1983, he held the position of Resident Conductor of the Victoria
International Festival, creating the highly successful Concerti Extravaganza series, for which he
conducted more than 23 concerts in six weeks. Frequently in demand as a guest conductor,
Yondani Butt has recorded and performed throughout the USA, Canada, Latin America, Asia and
Europe.

Hailed by Robert Marsh of the Chicago Sun Times as 'an outstanding talent', Yondani Butt received
acclamation from critics and audiences for his many CD recordings and concert performances. In
1995, Yondani Butt received an MRA Gramophone Award in the Symphony category for his
recording of Glazunov’s Sixth Symphony. He had won the same Award in 1986 for his
interpretation of Rimsky-Korsakov’s Third Symphony. Yondani Butt’s recording of Glazunov’s
Third Symphony is recognized by the Glazunov Society as definitive, and earned him the title of
Honorary Patron of the Society. His extensive discography includes works by Elgar, Glière, Grieg,
Kodály, Lalo, Liszt, Mahler, Raff, Saint-Saëns, Sibelius and Richard Strauss. His recording of
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comes under scrutiny, but in this case the work is full of well-judged, spacious textures and assured
instrumental dialogue, reflecting Byron’s unfettered descriptions:

My joy was in the Wilderness, ...
to plunge
Into the torrent, and to roll along
On the swift whirl of the new breaking wave
Of river-stream, or ocean, in their flow.
In these my early strength exulted; or
To follow through the night the moving moon,
The stars and their development, or catch
The dazzling lightnings till my eyes grew dim…

© 2012 Joanna Wyld
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Robert Schumann was born in Zwickau, Germany in 1810, and as a young man yearned to become
a virtuoso pianist. The young Schumann exhibited symptoms of the mental health problems that
would plague him throughout his life, with intense mood swings veering between ecstasy and
depression, compounded by a hedonistic lifestyle and bouts of heavy drinking. In the autumn of
1830, Schumann escaped the study of law he had been pursuing, and went instead to study the
piano with Friedrich Wieck, who promised Mme Schumann: ‘I give my pledge to make your son
… into one of the greatest living pianists within three years.’ In reality, a series of fateful events led
to Schumann’s emergence not as a pianist, but as one of the most significant composers of his age.

In the early years of Schumann’s residence in the Wieck household, he and Clara Wieck enjoyed a
playful friendship, but in 1835, when Clara was 16, the burgeoning feelings between the two at last
blossomed into a passionate relationship that would last until the end of Robert’s life. Clara’s father
was furious; he was aware of Schumann’s mental – and financial – instability, but also felt
threatened by this new influence on his daughter. He attempted to quash the romance, and the
lovers became skilled in arranging secret rendezvous. Their love was cemented by their shared
musicality; Clara was a brilliant pianist for whom Robert wrote numerous works, and her own
compositional ideas showed great maturity. In 1839 Robert wrote to her: ‘Each of your ideas comes
from my own soul, just as I must thank you for all the music I write.’

As early as 1830, Schumann had contemplated writing a symphony, but he spent much of the
following decade perfecting smaller-scale genres. In part influenced by Mendelssohn, and having
rediscovered Schubert’s ‘Great’ C major Symphony, Schumann set about composing his first
complete symphony in 1841, sketching the whole work in just four days in January. The work, in B
flat major, is often linked with a line of Adolf Böttger’s poetry: Im Tale blüht der Frühling auf! – ‘In
the valley, Spring awakens!’, a phrase related to the first movement’s original title, ‘Spring’s
Awakening’. Schumann labelled the remaining movements ‘Evening’, ‘Merry Playmates’ and
‘Spring in Full Bloom’, although these titles were later removed, as Schumann sought to distance
himself from a programmatic approach. He later explained in a letter to Louis Spohr:

I wrote the symphony in 1841 near the end of winter, and was, if I may say so, in that state of
longing for spring that is felt each year even by the elderly, that which is felt anew each year
by all. I wanted neither to describe, nor to paint, but yet I do believe, that the time of year
during which I wrote the symphony has influenced its form and the fact that it turned out just
so.
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The wealth of musical ideas that poured from Schumann’s pen, though not descriptive, nonetheless
reflect the fecundity of the season: an opening fanfare, heralding Spring’s arrival, gives way to
dramatic, expansive material punctuated by interjections from the winds, a texture suggestive of
the spectacular grandeur of Nature. Mahler, who re-orchestrated Schumann’s symphonies, would
build upon this spacious evocation of Nature in the opening of his own First Symphony.

Schumann’s music then tumbles into a lively Allegro, and although the composer eschewed the use
of a programme, the Romantic spirit of his music is played out structurally. The opening brass
motif appears throughout the symphony, a process of unification increasingly favoured by
Romantic composers as a means of creating over-arching coherence. In the noble Larghetto,
Schumann quotes from his own Kreisleriana, Op.16 (an eight-movement solo piano work). The
scherzo incorporates the unusual feature of a second Trio section, and the finale includes further
allusions to the opening movement, as well as a striking fanfare on a pair of horns – signalling
Spring’s farewell – and a cadenza for solo flute.

Mendelssohn conducted the premiere on 31 March, 1841 at the Leipzig Gewandhaus. He was
instructed by Schumann to:

... try to inspire the orchestra with some of the Spring longing which possessed me when I
wrote the symphony… At the very beginning I should like the trumpets to sound as if from
on high, like a call to awaken. What follows might suggest how green shoots begin to appear
everywhere… and in the Allegro everything that belongs to Spring gradually comes together.

The depressive tendencies evident in Schumann’s earlier life caught up with him in the 1840s,
resulting in severe episodes of poor health. Robert and Clara and their family moved from Leipzig
to Dresden in the hope that its quieter pace of life would help him to find some equilibrium. In due
course, Schumann set about writing what would become his Symphony No.2 (although in fact it
was, chronologically, the third symphony he composed.) On 20 September 1845 Schumann wrote
to Mendelssohn:

For several days now, there has been such a sound of percussion and trumpets within me...;
I do not know what will come of it.

However, Schumann suffered another decline shortly afterwards, and only in December could he
begin composing again. Schumann’s letters describing this process are fascinating, revealing a
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to listen to the symphony without, if possible, preconceptions about Schumann’s abilities as an
orchestrator.

Listened to in this spirit, there are many felicitous instrumental mixtures, such as the Romanze’s
combination of oboe and cello (also used by Haydn in the Largo of his Symphony No. 88); and the
beautiful violin solo, its triplets floating above a warm orchestral backdrop.

Schumann became obsessed with Manfred, Byron’s poem-cum-drama of 1816-17, writing in 1829:
‘Agitated state of mind – read Byron’s Manfred in bed – terrible night’. However, it was 20 years
before Schumann would compose his piece based on Byron’s text – a tumultuous work that chimed
with the unsettling atmosphere in which the Schumanns found themselves by this time. The
European Revolutions of 1848 reached Dresden in 1849, prompting Robert and Clara and their
eldest daughter, Marie, to flee their home. Schumann’s music became a source of comfort into
which he would retreat, and Clara noted in her diary that its nature was in stark contrast with the
chaos surrounding them:

It seems extraordinary how the terrible events without have awakened his poetic
feeling in so entirely contrary a manner. All the songs breathe the spirit of perfect
Peace…

Schumann had already written much of the incidental music to Manfred by this time, yet its
character is much more in keeping with the dramatic events of the era than the serene music Clara
describes. Schumann channelled all his creative powers into expressing the work’s Romantic
character: ‘Never have I devoted myself to a composition with such love and energy as to Manfred’.
He even labelled the Overture’s main theme In leidenschaftlichem Tempo – ‘in passionate tempo’ to
reflect the text:

... Good, or evil, life, Powers, passions, all I see in other beings,
Have been to me as rain unto the sands...

The Overture to Manfred, with its wealth of musical material, chromatic nuances and chilling
dramatic touches, has sometimes been hailed as Schumann’s most accomplished work. Brahms in
particular considered it to be Schumann’s ‘First Symphony’. Schumann’s orchestration frequently
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premiere at the Leipzig Gewandhaus was insufficiently successful to persuade the composer to
have the work published or performed. He shelved the symphony for a decade, before returning
to it in Düsseldorf, in 1851. The material itself did not undergo substantial changes; but the
orchestration did. After his initial revisions, Schumann entitled the work Symphonische Phantasie,
but then made further alterations two years later, renaming the work Symphonie in 1853. It was in
this form that the work was, at last, published, as the Fourth Symphony.

Schumann informally dedicated the 1853 score to the violinist Joseph Joachim (18311907) – a
pivotal figure in the lives of the Schumanns, Mendelssohn and Brahms:

At the time of the first sounds of this symphony originated, Joseph Joachim was still a small
boy; since then the symphony and even more the boy have grown bigger and for this reason
I dedicate it to him, even if only privately.

Despite the long gap between its conception and publication, Schumann’s D minor Symphony is
one of his most coherent, tautly integrated works, unified with motivic relationships that are not
always explicitly audible, but which permeate the fabric of the music. In this respect Schumann’s
achievements as a symphonist are more significant than is sometimes recognised. Neither
Beethoven nor Mendelssohn integrated their symphonies in precisely this way, and for Schumann
to create such a successful large-scale conception from the two short motifs which appear in the
first movement’s slow introduction was a remarkable feat.

One of Schumann’s diary entries, written in March 1841, reveals that the symphony was conceived
as a tribute to Clara, although it is possible that the Piano Concerto became the outlet for this
intention: “... in it I will paint her picture with flutes and oboes and harps.” It is intriguing that this
colourful depiction of orchestral sound is rather at odds with the common perception of
Schumann’s orchestration as rather limited. Certainly, whereas some composers have a strong
sense of orchestral colour as they are writing the musical material, Schumann was, it seems, more
inclined to separate the acts of composition and orchestration, feeling, perhaps, more at home with
the former.

Indeed, the differences between the early and later versions of the D minor Symphony largely
concern orchestration, shifting from the translucent, chamber-like sonorities of the 1841 score, to
the richer 1853 version, which includes greater use of woodwind doubling to thicken the texture.
Opinion remains divided as to whether every alteration was an improvement. But it is important
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remarkable degree of self-awareness about his condition, and the extent to which it infiltrated his
music. As he explained to music-director Georg Dietrich Otten:

I wrote the symphony in December 1845 when I was still ill; I feel as though everyone ought to hear
this in the music. I only started to feel better when writing the last movement, and indeed I was in
a better condition when the entire work was completed. But, as I mentioned before, it does recall a
dark time. Your compassion shows me that such sounds of pain can nevertheless arouse interest.
Everything you saw about it shows me how well you know the music. I was especially pleased that
you did not miss my melancholy bassoon in the adagio, which at that point I certainly wrote with
special pleasure.

Furthermore, an admirable determination to combat his illness emerges in a letter from Schumann
to the composer and violinist Wilhelm Joseph von Wasielewski:

I sketched it out... at a time when I was physically still suffering a great deal. Yes, I would say
that my resistant spirit has a visible influence on it and it is through this that I sought to fight
my condition. The first movement is full of this combativeness, is very moody and rebellious
in character.

Despite the emotive nature of the first movement, Schumann’s pacing, like other of his opening
Allegros with slow introductions, is very evenly phrased, with dotted rhythms saturating the initial
passages. As with the Symphony No.1, Schumann uses the opening motifs as a means of unifying
the symphony, by quoting them in both scherzo and finale. The vigorous scherzo, in common with
Schumann’s First Symphony, includes two Trios, while the Adagio, which quotes Bach’s Musical
Offering, features exquisite wind writing, high violin trills and chromatic bass-lines. Schumann is
sometimes accused of relatively limited orchestration, but this movement goes some way to
redeeming that reputation. The placing of these central movements is significant: the Adagio, which
would usually appear before the scherzo, here pours balm on the feverish nature of the first two
movements.

In the finale, Schumann transforms the Adagio’s main theme into a livelier secondary theme,
enhancing the impression that this symphony represents a struggle of Beethovenian proportions,
darkness at last overcome in the final movement. Indeed, Schumann alludes to Beethoven in the
finale, quoting from the song ‘To the distant beloved’. Schumann later referred to Mozart, too,
describing his Second Symphony as ‘a veritable Jupiter’.
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Mendelssohn conducted the premiere of Schumann’s Symphony No.2 at the Leipzig Gewandhaus
on 5 November 1846, after which Schumann revised the work. The quality of the orchestration,
even after these revisions, remains a contentious issue, but one of the most sympathetic appraisals
came from Franz Brendel, Schumann’s successor as editor of the Neue Zeitschrift für Musik. Brendel
heard Schumann’s orchestral music in more pictorial terms than the composer may have wished,
but defended its orchestration as a series of blended textures punctuated by moments of clarity:

Schumann’s compositions are often paintings of landscapes, in which the foreground stands
out in sharply-defined clear outline but the background is blurred and becomes lost in an
undefined perspective, to be compared with a landscape veiled in mist, out of which here and
there an object stands out in the sunlight. Thus the compositions possess clear moments and
also sections which are not even supposed to stand out – their function is merely to serve as a
backdrop; individual moments are points illuminated by the sunlight...

In 1850, the Schumann family – Robert, Clara and their five children – moved from Saxony to
Düsseldorf, in Robert’s beloved Rhineland. Schumann had been invited to become the city’s
Director of Music, and the family was welcomed with lavish concerts and effusive gestures of
generosity. The Lower Rhenish Festival, held regularly in Düsseldorf, meant that there were plenty
of openings for Clara both as teacher and performer, and that Robert had a choir and orchestra at
his disposal for trying out new works. Initially, at least, this would bode well for a time of respite
and recovery following the 1840s, which had been characterised by the increasing fragility of
Robert’s mental health.

Although his new position became fraught with tensions, and ultimately prompted further
breakdowns, the autumn of 1850 was a fruitful time for Schumann. A visit to Cologne inspired his

‘Rhenish’ Symphony, set in an expansive, five-movement structure. Published as his Third, this
would in fact be Schumann’s last full symphony. In it, his approach bears an affinity with the
Beethoven of the ‘Pastoral’ Symphony, No.6, more than with the philosopher Beethoven of the
Ninth – whom Wagner sought to emulate. Furthermore, Schumann’s evocations of nature may be
seen on a creative continuum with those of Mahler, who re-orchestrated these symphonies to
enhance colouristic effects which Schumann himself was, perhaps, not always adept at achieving.

9NI 7099

There is no programme attached to the ‘Rhenish’ Symphony, though there might have been;
Schumann initially named the scherzo ‘Morning on the Rhine’, and the fourth movement originally
bore the words, ‘In the style of an accompaniment to a solemn ceremony’. Both descriptions were
removed before the work was published, and, in any case, were superfluous: Schumann succeeds
in conjuring up these scenes musically.

The first movement eschews a slow introduction, plunging instead into an exhilarating theme,
which features a rugged rhythmic tussle between duple and triple meters (a device Brahms would
use to great effect). Schumann then develops his material with ease and candour, moving from the
unfettered joy of the opening into more complex terrain, and successfully manoeuvring between
subtle changes in mood without the whole becoming unwieldy. Mahlerian sonorities are in
evidence, with shimmering strings supporting proud French horns, creating an effect that is
pastoral, but mingled with a palpable sense of expectation. The forward-momentum increases at
the movement’s end, urging the music towards a triumphant close.

The scherzo (marked, sehr mässig, ‘very moderate’) has a rather leisurely quality, with its spacious
main theme, like a gesture of welcome, in a genial, lilting triple meter. There are moments of
Brahmsian power, but the light ending is more Haydnesque, exhibiting an understated,
throwaway humour not readily associated with Schumann. The charm spills over into the next
movement, which continues the prevalent mood of elegance and relaxation.

In contrast, the fourth movement ushers in music of sombre, spine-tingling grandeur. This
movement was directly inspired by a specific event: when the Archbishop von Giesel was made a
cardinal in Cologne Cathedral – hence Schumann’s allusion to a ‘solemn ceremony’. The music is
characterised by the interval of the rising fourth, underpinned by chromatic harmony and a slow,
inexorable building of tension. At one moment Schumann decorates his principal material with a
fluid accompaniment of quavers and semiquavers, rather like 16th-century variations, enhancing
the impression of Gothic antiquity. Forceful writing for brass and percussion adds to the sense of
awe created by this movement, which is one of Schumann’s most outstanding. The finale returns
us to the carefree atmosphere of the opening movements, using touches of softer lyricism to
punctuate a movement which brims with rhythmic vitality and an infectious joie de vivre.

Schumann had begun the first version of his D minor Symphony in May of 1841, four months after
his First Symphony (‘Spring’). He completed the work on 9 September of the same year, but its
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