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1 I. Bedächtig, nicht eilen 17.54

2 II. In gemächlicher Bewegung, ohne Hast 9.52

3 III. Ruhevoll, poco adagio 22.51

4 IV. Sehr behaglich 10.21

Total timings: 61.00

PHILHARMONIA ORCHESTRA
SARAH FOX SOPRANO
LORIN MAAZEL CONDUCTOR
www.signumrecords.com

GUSTAV MAHLER
SYMPHONY NO. 4

“On Mahler”

A century after his death, Mahler’s music
resonates more powerfully than ever. Its
unique mix of passionate intensity and
terrifying self-doubt seems to speak directly to
our age. One moment visionary, the next
despairing, this is music that sweeps us up in
its powerful current and draws us along in its
drama. We feel its moments of ecstatic rapture
and catastrophic loss as if they were our own.
This is not music for detached contemplation:
it matters to us, urgently and directly. Its
musical language may be romantic, but what
makes Mahler’s music so distinctively modern
is its unflinching honesty – its embrace of the
contradictions of life and of art. Few
composers wrote music of such searing lyrical
intensity, nor music that is often ironic to the
point of parody. But it took a long time for this
unique tone to be understood; in his own
time, critics heard Mahler’s ability to see the
world from several perspectives as a sign of
insincerity. Today, we tend to read it as quite
the opposite.

2 3

Mahler’s earlier symphonies frequently draw
on the world of his Wunderhorn songs –
settings of simple folk poems about birds and
animals, saints and sinners, soldiers and their
lovers. But this apparently naive, even childlike
tone is found alongside vast musical
canvasses that depict the end of the world. In
quieter, more intimate movements, Mahler
seems to speak intimately and directly to the
listener, but the big outer movements are
addressed to the entire world. At its most
sentimental, Mahler’s music echoes the fairy-
tales of children’s picture books, yet in the
next moment it marches with gritted teeth and
unleashes terrifying violence.

All this makes for great symphonic dramas,
often lasting more than an hour, which imply a
vivid sense of storytelling without ever being
confined to a specific programme (as a young
man, Mahler adopted the idea of programmes
from the tone poems of Richard Strauss, but
soon abandoned them). This is a composer
who insisted that the symphony should
‘include the whole world’ – hence its
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bewildering mix of different characters, and
the sense that, for him, it worked rather like
the great novels of the 19th century, such as
those by Dostoyevsky or Balzac.

We should remember that Mahler was a man
of the theatre who, for the 30 years of his
professional life, spent most of his time and
energy conducting in the opera house. He
knew how to create an effect, to stage a scene
and to pace a drama. But, like anyone who has
worked in the theatre, he had an acute sense
that all art is ultimately artifice and make-
believe. His favourite writers were those whose
works underline their own fictionality which is
why, after the dust of the drama has settled,
there is a quality of Mahler’s music that recalls
the enchanted forest of Shakespeare’s A
Midsummer Night’s Dream.

Perhaps it is this many-sided character to the
music that feeds our fascination with Mahler
himself. Of course, this was fuelled by the
composer. Mahler subscribed fully to the
Romantic idea that art is made from the life of
the artist and, in comments to friends, letters,

and annotations on his scores, he encouraged
listening to his music as a kind of
autobiography, as Berlioz had before him.

But like all great art, Mahler’s music far
exceeds the life that made it, just as it far
exceeds his own age. His symphonies look
back to those of Beethoven and Schubert, but
at the same time forwards to the music of
Shostakovich and Britten. In his later works he
was increasingly drawn to the music of Bach,
at the same time that his own music was
revered by the young Schoenberg and his
pupils. This is music that crosses historical
boundaries – as contemporary and vital now
as it was a hundred years ago.

Maestro Lorin Maazel

Symphony No. 4 (1899-1901)

It is hard to imagine that this most genial and
modest of Mahler’s symphonies should have
caused such a scandal at its première in
Munich in 1901. But critics were almost
unanimous in their condemnation of a work
they considered to be a bad joke at the
expense of the symphony itself, a satire on the
high artistic values of Austro-German music,
full of clownish pranks and grotesque parody.
Mahler had long known that his deliberate
naïveté and Humor would mystify some of his
audience. As Natalie Bauer-Lechner recalled,
Mahler warned her that the audience would
find it ‘too old-fashioned and simple-minded.’

Many of the critics at the première linked the
symphony’s modernisms to Mahler’s affiliation
with Vienna. Even though the spirit of the
Fourth is rooted in his Wunderhorn songs
there is some truth in this. Mahler had moved
to Vienna to take up his role as Director of the
Court Opera in 1897. The burden of work
brought on by the new post meant that he
started no major project until the summer of

1899, which he spent in Bad Aussee. Rain,
cold and ‘ghastly health-resort music’
distracted him, but at the end of July Mahler
managed to break his creative block and
drafted half of the first three movements of his
Fourth Symphony before being forced to pack
up his sketches and return to his duties in
Vienna. Though his exposure to modernist
circles was relatively limited at this time, the
Fourth’s change of mood and style places it
closer to the concerns of Viennese modernism
than his earlier works. Above all, this is found
in the degree of self-consciousness that the
Fourth exhibits about its own musical
language. The first movement, for example,
plays with the historical legacy of Schubert,
Mozart and Haydn - fondly, to be sure, but at
the same time accentuating the gap between
new and old Vienna.

Mahler was well aware that the Fourth
Symphony was a new departure, as he
reflected ruefully about his struggles to
compose it: ‘Any kind of routine that you have
acquired is of no use. You have to learn
everything afresh to suit the new work. So you
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remain for ever a beginner.’ Part of the reason
for the negative response to the première was
that the Fourth was so far from what even
Mahler’s supporters had come to expect. Gone
entirely is the monumental and serious tone
with which the Second and Third Symphonies
begin and end. In place of their grand
statements of metaphysical truths, the Fourth
seems to step back and make a more oblique
claim. It is not just that Mahler employs a
much smaller orchestra and confines himself
to four relatively short movements. It is rather,
as Adorno was to express it later, that the
‘fool’s bells’ heard at the beginning of the
symphony seem to declare that ‘none of what
you hear now is true.’

The first movement announces its childlike
tone with its very first distinctive sound - the
sleigh bells, referred to by Adorno. They give
way to what seems like it might be the
beginning of a classical symphony - a
Haydnesque theme in the strings, followed by
a chugging quaver accompaniment in the
woodwind. But little details betray that this is
not the real thing. The violin upbeat is held

back in tempo, and has a gently sentimental
glissando, and the answering phrase in the
basses is cut off by the horn. And so it goes on
- not as a parody, so much as an affectionate
play with the familiar manners of the classical
style. One moment the musical energy is held
up by languorous diversions, the next it
lurches forward in a series of stops and starts.
Only the development section seems to
threaten something more serious, but in the
context of this children’s tale, the trumpet that
calls the orchestra to order is apt to sound like
a toy one. Towards the end of the movement,
Mahler’s musical story seems to have strayed
into a more celestial realm, before the spell is
broken by a thoroughly boisterous ending.

The second movement is a Scherzo that draws
on familiar folk-like elements but presents
them in such a way that they become
discomforting, or ‘uncanny’ (to use Mahler’s
word). Nothing here quite fits as it should in
this odd mix of elements that are, rhythmically
and harmonically, at cross-purposes. Mahler
suggested one might think of this movement
as ‘Freud Hain strikes up’, referencing a rather

disturbing figure of German fairytales whose
music, like the Pied Piper’s, lures children to
their deaths. The spectral violinist is evoked in
the solo role given to the leader, who uses a
violin with strings retuned a tone higher to give
it a harsher sound. Mahler instructs that it
should be played ‘Wie eine Fidel’ (like a
peasant fiddle). Outwardly, the movement
sounds like a busy divertimento with a
constant exchange of material between
different solo instruments, but the effect is
skewed by the constant misaligning of its
elements. It is endlessly characterful, at times
giving way to a slower and more sentimental
dance, and occasionally broadening out to
something more spacious and peaceful, but
everything is remixed by the continual turning
of Mahler’s musical kaleidoscope.

The slow third movement begins in a
completely different world. After the acerbic
woodwind tones of the Scherzo, Mahler begins
with the lower strings alone. Only gradually
does he add the violins, subdividing each
section to achieve a wonderfully spatial choral
effect, as if the music were expanding outwards

and upwards from within. This is one of
Mahler’s most beautiful musical landscapes,
evoking a quality of deep repose that links it
with some of the Rückert-Lieder. Mahler
referred to it as ‘a transfigured cradle song’,
relating it at various times to the depiction of a
sleeping figure on an old tombstone, the smile
of St Ursula, and a childhood memory of his
own mother’s face. Constructed as a set of
double variations, it alternates between the
self-sufficient beauty of nature and the
melancholy that beauty induces in the
individual - the oboe melody is marked
‘klagend’ (lamenting). A series of accelerating
variations seems to evoke the bustle of life
from the Scherzo before coming to a crashing
halt. In the stillness that follows, the orchestra
traces a slow ascent through a series of
plateaux, each one higher and brighter than
the last. Just as this luminous atmosphere is
about to fade, Mahler unleashes a wild
jangling and ringing of the whole orchestra with
horn fanfares echoing out across the distance.
Once more the violins ascend heavenwards,
their arching lines coupled with some heart-
stopping modulations. Music rarely evokes
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such a powerful sense of leaving behind one’s
earthly body.

Which leaves Mahler an apparently impossible
task for his finale. How does one represent the
unrepresentable? If the end of the slow
movement achieves a kind of limit, beyond
which one cannot go, how can Mahler follow
it? How can he deliver the ‘heaven’ that the
end of the previous movement has promised?
The answer is not only the key to the whole
symphony, but was also its starting point. The
sleighbells and fairytale tone of the first
movement return with the simple folk tone of
‘Das himmlische Leben’, the song that forms
the finale. Mahler noted in the score that the
vocal part should be ‘sung with childlike and
serene expression, absolutely without parody’,
anticipating that his intentions would be
misunderstood. The song seems cleverly to
recoup motifs and sonorities from the earlier
movements, though in fact, it was written first,
some seven years before the others were
begun. It tells, with great relish, of all the
pleasures to be found in heaven (mostly
edible ones, given this is a child’s view). There

are dark moments to be sure, ‘butcher Herod’
is lurking and ‘St Luke does slaughter the ox’,
but otherwise the picture of joy and plenty is
created by a surfeit of good things, piled up in
the highly visual language of the folk text. As it
begins to fade towards its close, the soprano
sings ‘Kein Musik ist ja nicht auf Erden, die
unsrer verglichen kann werden’ (‘No music is
anywhere on earth that can be compared with
ours’). And yet we hear it. From the memory of
an idealised childhood, Mahler sounds out a
music not of this world.

© Julian Johnson

Das himmlische Leben

Wir genießen die himmlischen Freuden,
Drum tun wir das Irdische meiden.
Kein weltlich Getümmel
hört man nicht im Himmel!
Lebt alles in sanftester Ruh!
Wir führen ein eng’lisches Leben!
Sind dennoch ganz lustig daneben!
Wir tanzen und springen,
wir hüpfen und singen!
Sankt Peter im Himmel sieht zu!

Johannes das Lämmlein auslasset,
der Metzger Herodes drauf passett!
Wir führen ein geduldigs,
unschuldigs, geduldigs,
ein liebliches Lämmlein zu Tod!
Sankt Lukas den Ochsen tät schlachten
ohn einigs Bedenken und Achten.
Der Wein kost kein Heller
im himmlischen Keller;
die Eng’lein, die backen das Brot.

Gut Kräuter von allerhand Arten,
die wachsen in himmlischen Garten.
Gut Spargel, Fisolen,

The heavenly life

We enjoy the delights of Heaven,
so we do shun what is earthly.
No worldly hubbub
is here in Heaven!
All live in gentlest calm!
We lead an angelic life
but are quite cheerful besides!
We dance and jump,
we hop and sing!
St Peter in Heaven looks on!

John let the lamb go,
and butcher Herod looks out for it!
We lead a patient,
blameless, patient,
a dear little lamb to death!
St Luke does slaughter the ox
without any scruple or worry.
Wine costs not a penny
in the heavenly cellar;
the angels, they bake the bread.

Good greens of all sorts,
they grow in the garden of Heaven!
Good asparagus, beans
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und was wir nur wollen!
Ganze Schüsseln voll sind uns bereit!
Gut Äpfel, gut Birn und gut Trauben,
die Gärtner, die alles erlauben!
Willst Rehbock, willst Hasen?
Auf offener Straßen
sie laufen herbei!

Sollt ein Festtag etwa kommen,
alle Fische gleich mit Freuden angeschwommen!
Dort läuft schon Sankt Peter
mit Netz und mit Köder
zum himmlischen Weiher hinein,
Sankt Martha die Köchin muß sein!

Kein Musik ist ja nicht auf Erden,
die unsrer verglichen kann werden.
Elftausend Jungfrauen
zu tanzen sich trauen!
Sankt Ursula selbst dazu lacht!
Cäcilia mit ihren Verwandten
sind treffliche Hofmusikanten!
Die englischen Stimmen
ermuntern die Sinnen
daß alles für Freuden erwacht!

Text from Des Knaben Wunderhorn

and whatever we wish for,
whole dishes full are ready for us!
Good apples, good pears and good grapes,
the gardeners allow everything!
D’you want venison, d’you want rabbits?
On the open streets
they run about!

When a feast day approaches,
all the fishes swim up gladly.
Off runs St Peter
with net and with bait
to the heavenly pond.
St Martha has to be the cook.

No music is anywhere on earth
that can be compared with ours.
Eleven thousand virgins
are bold enough to dance!
Even St Ursula laughs!
Cecilia and her relations
are excellent court-musicians!
The angelic voices
delight the senses,
so that for joy all things awake!

English Translation © William Mann

& Merab in Saul for Opera North; Michal in Saul
& Eurydice in Orphée et Eurydice in Munich; Ilia
in Idomeneo with De Vlaamse Opera; and Lucy
Lockitt in The Beggar’s Opera for Covent Garden.

In recital, Sarah works closely with Malcolm
Martineau with whom she made her debut at the
Concertgebouw, Amsterdam. Her recordings with
him include Poulenc Songs, for Signum, repertoire
she has also recorded with Graham Johnson,
another regular recital colleague, for Hyperion.

Her discography also includes Mahler’s Fourth
Symphony (Philharmonia/Mackerras), and
Mozart’s Die Schuldigkeit des ersten Gebots
(Classical Opera Company/Page) both for
Signum Classics; Leighton’s Second Symphony
(BBC National Orchestra of Wales/Hickox),
Vaughan Williams’ Christmas Music & Britten’s
Owen Wingrave (CLS/Hickox) and Britten’s The
Beggar’s Opera (CLS/Curnyn) for Chandos; a
forthcoming Vaughan Williams disc for the
Halle’s own label under Elder; a forthcoming
Cole Porter songs disc for Signum; and “That’s
Entertainment” (John Wilson Orchestra/
Wilson) for EMI Classics.

SARAH FOX

Born in Yorkshire, Sarah Fox is one of the leading
English sopranos of her generation. She won the
Kathleen Ferrier Award in 1997 and the John
Christie Award in 2000. Her extensive
international concert career includes
engagements with the Berlin Philharmonic,
Vienna Tonkunstler, City of Birmingham
Symphony, Concerto Cologne, Halle (including
the 2013 Last Night of the Halle Proms),
Minnesota Orchestra, Philharmonia and the San
Francisco Symphony, under conductors
including Bolton, Hickox, Maazel, Mackerras,
Pappano, Elder and Rattle. She has appeared at
the BBC Proms and the Edinburgh International
Festival, and is a frequent performer at Wigmore
Hall. In 2013 she featured as a judge in BBC Two
Television’s The Choir.

Operatic highlights include Asteria in Tamerlano
for Covent Garden, Munich & Barcelona
(opposite Plácido Domingo); Micaela in Carmen
for Covent Garden, Zerlina in Don Giovanni for
Covent Garden, Glyndebourne & Cincinnati;
Susanna in Le Nozze di Figaro for Glyndebourne
& The Royal Danish Opera; Mimi in La Bohème
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PHILHARMONIA ORCHESTRA

The Philharmonia Orchestra is one of the
world’s great orchestras. Acknowledged as the
UK’s foremost musical pioneer, with an
extraordinary recording legacy, the Philharmonia
leads the field for its quality of playing, and for
its innovative approach to audience
development, residencies, music education
and the use of new technologies in reaching a
global audience. Together with its relationships
with the world’s most sought-after artists, most
importantly its Principal Conductor and Artistic
Advisor Esa-Pekka Salonen, the Philharmonia
Orchestra is at the heart of British musical life.

Today, the Philharmonia has the greatest claim
of any orchestra to be the UK’s National
orchestra. It is committed to presenting the
same quality, live music making in venues
throughout the country as it brings to London
and the great concert halls of the world. In
2013/14 the Orchestra is performing more
than 160 concerts, as well as recording scores
for films, CDs and computer games. Under Esa-
Pekka Salonen a series of flagship, visionary

projects – City of Dreams: Vienna 1900 -1935
(2009), Bill Viola’s Tristan und Isolde (2010),
Infernal Dance: Inside the World of Béla Bartók
(2011) and Woven Words, a celebration of
Witold Lutosławski’s centenary year – have
been critically acclaimed.

For 17 years now the Orchestra’s work has been
underpinned by its much admired UK and
International Residency Programme, which
began in 1995 with the launch of its residencies
at the Bedford Corn Exchange and London’s
Southbank Centre. During 2013/14 the
Orchestra not only performs more than 35
concerts at Southbank Centre’s Royal Festival
Hall, but also celebrates its 17th year as
Resident Orchestra of De Montfort Hall in     -
Leicester and its 13th year as Orchestra in
Partnership at The Anvil in Basingstoke; and
enters the third year of its residencies at the new
Marlowe Theatre in Canterbury and the Three
Choirs Festival. The Orchestra’s extensive touring
schedule this season also includes concerts in
Russia, Austria, Switzerland, Italy, Germany,
France and Spain with Esa-Pekka Salonen, a
two week residency at the Théâtre des Champs-
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Elysées in Paris performing Poulenc’s Les
Dialogues des Carmelites under Jérémie Rhorer,
and tour of China in June with Salonen.

During its first six decades, the Philharmonia
Orchestra has collaborated with most of the
great classical artists of the 20th century.
Conductors associated with the Orchestra
include Furtwängler, Richard Strauss,
Toscanini, Cantelli, Karajan and Giulini. Otto
Klemperer was the first of many outstanding
Principal Conductors, and other great names
have included Lorin Maazel (Associate
Principal Conductor), Sir Charles Mackerras
(Principal Guest Conductor), Riccardo Muti
(Principal Conductor and Music Director), Kurt
Sanderling (Conductor Emeritus) and
Giuseppe Sinopoli (Music Director). As well as
Esa-Pekka Salonen, current titled conductors
are Christoph von Dohnányi (Honorary
Conductor for Life) and Vladimir Ashkenazy
(Conductor Laureate).

The Philharmonia Orchestra continues to pride
itself on its long-term collaborations with the
finest musicians of our day, supporting new as

well as established artists. This policy extends
into the Orchestra itself, where many of the
players have solo or chamber music careers
alongside their work with the Orchestra. The
Philharmonia’s Martin Musical Scholarship
Fund has for many years supported talented
musicians at the start of their careers,
including an Orchestral Award, which allows
two young players every year to gain
performing experience within the Orchestra.

The Orchestra is also recognised for its
innovative programming policy, at the heart of
which is a commitment to performing and
commissioning new works by leading
composers, among them the Artistic Director
of its Music of Today series, Unsuk Chin.

Since 1945 the Philharmonia Orchestra has
commissioned more than 100 new works from
composers including Sir Harrison Birtwistle, Sir
Peter Maxwell Davies, Mark-Anthony Turnage and
James MacMillan.

Throughout its history, the Philharmonia
Orchestra has been committed to finding new

ways to bring its top quality live performance to
audiences worldwide, and to using new
technologies to achieve this. Many millions of
people since 1945 have enjoyed their first
experience of classical music through a
Philharmonia recording, and in 2013/14
audiences can engage with the Orchestra
through computer games, film scores and
through its YouTube and Vimeo channels
featuring the Orchestra’s award-winning
documentary films, which have been watched by
more than a million people worldwide. In May
2010 the Orchestra’s digital ‘virtual Philharmonia
Orchestra’ project, RE-RITE, won both the RPS
Audience Development and Creative
Communication Awards, and after appearances
in London, Leicester and Lisbon, toured to
Dortmund in November 2011, Tianjin in China in
April/May 2012, Izmir (Turkey) in June 2012, and
in 2013 to Hamburg and the Salzburg Festival.
RE-RITE, devised with Esa- Pekka Salonen,
secured the Philharmonia’s position as a digital
innovator and its follow-up audio-visual
installation to RE-RITE, Universe of Sound: The
Planets, premiéred at the Science Museum from
May to August 2012, receiving more than

67,000 visitors. It won the 2012 RPS Award for
Audiences and Engagement. Following touring
appearances in Birmingham and Canterbury in
2013 Universe of Sound will form part of a
major new audience development and
education initiative on the South West
Peninsula in 2014 and 2015, alongside RE-
RITE and a new mobile “pop-up” installation.

Recording and broadcasting both continue to
play a significant part in the Orchestra’s
activities, notably through its partnership with
Signum Records, releasing new live recordings
of Philharmonia performances with its key
conductors. Since 2003 the Philharmonia has
enjoyed a major partnership with Classic FM,
as The Classic FM Orchestra on Tour, as well as
continuing to broadcast on BBC Radio 3.

www.philharmonia.co.uk
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LORIN MAAZEL

For over five decades, Lorin Maazel has been
one of the world’s most esteemed and sought-
after conductors. Between 2005 and 2011 he
was inaugural Music Director of the Palau de
les Arts Reina Sofia in Valencia. He was Music
Director of the New York Philharmonic
Orchestra from 2002 to 2009 (during which
time he conducted the orchestra on their
landmark visit to North Korea), and currently
holds the same post with the Münchner
Philharmoniker. He is also founder and Artistic
Director of the acclaimed Castleton Festival in
Virginia, a ground-breaking festival and
training programme for young artists, which is
expanding its activities nationally and
internationally year on year.

Lorin Maazel has been Music Director of the
Symphonieorchester des Bayerischen
Rundfunks (1993–2002), and of the
Pittsburgh Symphony Orchestra (1988–96);
General Manager, Artistic Director and
Principal Conductor of Vienna State Opera
(1982–84) - the first American to hold that

position; Music Director of The Cleveland
Orchestra (1972–82); and Artistic Director
and Chief Conductor of the Deutsche Oper
Berlin (1965–71). His close association with
the Wiener Philharmoniker includes 11
internationally televised New Year’s Concerts
from Vienna. In 2011, he completed a
significant Mahler cycle in London with the
Philharmonia Orchestra (celebrating Mahler’s
centenary year), in addition to touring
extensively with the orchestra in Europe. 

2013/14 season highlights include a major
European tour with the Wiener Philharmoniker.
Other guest engagements include
appearances with the Philharmonia Orchestra,
Berliner Philharmoniker, Orchestre
Philharmonique de Monte-Carlo and four
concerts with the Hong Kong Philharmonic
Orchestra. In spring 2014, Maazel conducts
the Boston Symphony Orchestra in Boston
and on a major tour to China and Japan.

A second-generation American born in Paris,
Lorin Maazel began violin lessons at the age of
five, and conducting lessons at seven. He

studied with Vladimir Bakaleinikoff and
appeared publicly for the first time aged eight.
At 17, he entered the University of Pittsburgh
to study languages, mathematics and
philosophy and in 1951 travelled to Italy on a
Fulbright Fellowship to further his studies. Two
years later he made his European conducting
début, stepping in for an ailing conductor at
the Massimo Bellini Theatre in Catania, Italy.
He quickly established himself as a major
artist, appearing at Bayreuth in 1960 (the first
American to do so), with the Boston
Symphony Orchestra in 1961, and at the
Salzburg Festival in 1963.

Lorin Maazel is also a highly regarded
composer. His wide-ranging catalogue of
works include his first opera, 1984, based on
George Orwell’s novel, which received its world
première at the Royal Opera House, Covent
Garden, in May 2005. 

He has an equally strong commitment to
environmental and humanitarian causes and
has raised millions of dollars for such
organisations as UNESCO, World Wide Fund for

Nature, Red Cross and United Nations High
Commissioner for Refugees (UNHCR).

In over 70 years on the podium, Lorin Maazel
has conducted nearly 200 orchestras in no
fewer than 7,000 opera and concert
performances. He has made over 300
recordings, including symphonic
cycles/complete orchestral works of
Beethoven, Brahms, Debussy, Mahler, Schubert,
Tchaikovsky, Rachmaninov and Richard Strauss,
winning ten Grands Prix du Disques.

www.maestromaazel.com 
www.chateauville.org 
www.castletonfestival.org
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SIGCD354 P 2014 Philharmonia Orchestra
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24 bit digital recording

1 I. Bedächtig, nicht eilen 17.54

2 II. In gemächlicher Bewegung, ohne Hast 9.52

3 III. Ruhevoll, poco adagio 22.51

4 IV. Sehr behaglich 10.21

Total timings: 61.00

PHILHARMONIA ORCHESTRA
SARAH FOX SOPRANO
LORIN MAAZEL CONDUCTOR
www.signumrecords.com
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SIGCD355 P 2014 Philharmonia Orchestra
C 2014 Signum Records

DDD
24 bit digital recording

1 I. Trauermarsch. In gemessenem Schritt. Streng. Wie ein Kondukt 14.07

2 II. Stürmisch bewegt, mit grösster Vehemenz 14.57

3 III. Scherzo. Kräftig, nicht zu schnell 18.36

4 IV. Adagietto. Sehr langsam 11.16

5 V. Rondo-Finale. Allegro - Allegro giocoso. Frisch 16.19

Total timings: 76.08
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MAHLER LORIN MAAZEL
SYMPHONY NO. 6

Recorded at Southbank Centre’s Royal Festival Hall, London, 19 April 2011 
Producer – Misha Donat
Engineer – Jonathan Stokes, Classic Sound Ltd
Design – With Relish (for the Philharmonia Orchestra) and Darren Rumney 
Cover image CLebrecht Music & Arts

P2014 Philharmonia Orchestra
C2014 Signum Records
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CD1 
1 I. Allegro energico, ma non troppo 25.58

CD2 
1 II. Scherzo. Wuchtig 13.28

2 III. Andante 16.47

3 IV. Finale. Allegro moderato - Allegro energico 32.54

Total timings: 89.09

PHILHARMONIA ORCHESTRA
LORIN MAAZEL CONDUCTOR
www.signumrecords.com

GUSTAV MAHLER
SYMPHONY NO. 6

“On Mahler”

A century after his death, Mahler’s music
resonates more powerfully than ever. Its
unique mix of passionate intensity and
terrifying self-doubt seems to speak directly to
our age. One moment visionary, the next
despairing, this is music that sweeps us up in
its powerful current and draws us along in its
drama. We feel its moments of ecstatic rapture
and catastrophic loss as if they were our own.
This is not music for detached contemplation:
it matters to us, urgently and directly. Its
musical language may be romantic, but what
makes Mahler’s music so distinctively modern
is its unflinching honesty – its embrace of the
contradictions of life and of art. Few
composers wrote music of such searing lyrical
intensity, nor music that is often ironic to the
point of parody. But it took a long time for this
unique tone to be understood; in his own
time, critics heard Mahler’s ability to see the
world from several perspectives as a sign of
insincerity. Today, we tend to read it as quite
the opposite.

2 3

Mahler’s earlier symphonies frequently draw
on the world of his Wunderhorn songs –
settings of simple folk poems about birds and
animals, saints and sinners, soldiers and their
lovers. But this apparently naive, even childlike
tone is found alongside vast musical
canvasses that depict the end of the world. In
quieter, more intimate movements, Mahler
seems to speak intimately and directly to the
listener, but the big outer movements are
addressed to the entire world. At its most
sentimental, Mahler’s music echoes the fairy-
tales of children’s picture books, yet in the
next moment it marches with gritted teeth and
unleashes terrifying violence.

All this makes for great symphonic dramas,
often lasting more than an hour, which imply a
vivid sense of storytelling without ever being
confined to a specific programme (as a young
man, Mahler adopted the idea of programmes
from the tone poems of Richard Strauss, but
soon abandoned them). This is a composer
who insisted that the symphony should
‘include the whole world’ – hence its
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bewildering mix of different characters, and
the sense that, for him, it worked rather like
the great novels of the 19th century, such as
those by Dostoyevsky or Balzac.

We should remember that Mahler was a man
of the theatre who, for the 30 years of his
professional life, spent most of his time and
energy conducting in the opera house. He
knew how to create an effect, to stage a scene
and to pace a drama. But, like anyone who has
worked in the theatre, he had an acute sense
that all art is ultimately artifice and make-
believe. His favourite writers were those whose
works underline their own fictionality which is
why, after the dust of the drama has settled,
there is a quality of Mahler’s music that recalls
the enchanted forest of Shakespeare’s A
Midsummer Night’s Dream.

Perhaps it is this many-sided character to the
music that feeds our fascination with Mahler
himself. Of course, this was fuelled by the
composer. Mahler subscribed fully to the
Romantic idea that art is made from the life of
the artist and, in comments to friends, letters,

and annotations on his scores, he encouraged
listening to his music as a kind of
autobiography, as Berlioz had before him.

But like all great art, Mahler’s music far
exceeds the life that made it, just as it far
exceeds his own age. His symphonies look
back to those of Beethoven and Schubert, but
at the same time forwards to the music of
Shostakovich and Britten. In his later works he
was increasingly drawn to the music of Bach,
at the same time that his own music was
revered by the young Schoenberg and his
pupils. This is music that crosses historical
boundaries – as contemporary and vital now
as it was a hundred years ago.

Maestro Lorin Maazel

Symphony No. 6 (1903-04)

The Sixth is an extraordinary and highly
individual symphony even in Mahler’s output of
extraordinary and individual works. It is often
cited as his most classical symphony in that it
returns to a four-movement plan and uses
neither solo nor choral voices. Like its
neighbours, the Fifth and Seventh, the Sixth
Symphony thus seems to return to a more
abstract symphonic tradition. But what is said
less often, is that it does so not to confirm that
tradition, but to wrestle with it. It takes up the
legacy of the symphony since Beethoven, of
heroic struggle towards some eventual
breakthrough and affirmation, but presents the
unthinkable - that this struggle might fail, that
the symphonic hero might actually be defeated.

The Sixth Symphony sometimes carries the title,
The Tragic. Mahler proposed it and then
withdrew it, perhaps for the same reason that he
withdrew the final and fatal hammer blow from
the last movement, because he was, by nature,
a superstitious man. But the original title neatly
draws attention to the model that this work

subverts, Beethoven’s Eroica symphony. The hero
lives on in Mahler’s music, but finds himself in a
very different world to Beethoven’s. Perhaps the
epithet ‘Tragic’ might be understood in the terms
that Friedrich Nietzsche set out in The Birth of
Tragedy (1872). The hero of ancient Greek
tragedy, Nietzsche argued, must necessarily be
destroyed, because tragedy is an enactment of
the metaphysical truth that individual forms
(represented by the hero) must inevitably perish
and be reclaimed by the totality (represented by
the chorus).

This may be a more helpful way of thinking
about the peculiar nature of the Sixth than the
link made repeatedly between the three
hammer blows of the Finale and the three
blows of fate Mahler was to suffer in the
summer of 1907, some three years after he
completed the symphony - that is to say, the
death of his daughter Maria from scarlet fever,
the subsequent diagnosis of his own fatal
heart condition and his forced resignation
from the Vienna Hofoper. There were, in any
case, five hammer blows originally planned for
the Finale, and Mahler scrubbed out three of
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them - the third as part of a revision in 1906
made while he was writing the hugely
affirmative Eighth Symphony. And though it is
true that in the summer of 1904, in which he
wrote the uncompromising Finale to the Sixth,
he also wrote the two songs with which he
completed his Kindertotenlieder (Songs on
the Death of Children), he also wrote the two
magical movements that were to become the
Nachtmusiken of the Seventh Symphony.

The point is, there is no explanation for the
unprecedented negativity of the Sixth Symphony
to be found in the events of Mahler’s life during
1903 and 1904. These were years of great
professional success and personal happiness.
His production of Wagner’s Tristan und Isolde at
the Hofoper in 1903 (with designs by Alfred
Roller) was universally praised; performances of
his own music met with rapturous reception in
Amsterdam, Basel and further afield. His
summers were spent at his imposing new villa at
Maiernigg, beautifully situated on the shores of
the Wörthersee in Carinthia. In 1904, as he
arrived there to begin his holiday, Alma stayed in
Vienna to give birth to their second daughter,

Anna. It is true that, alone and frustrated by bad
weather and a compositional block, Mahler was
impatient to make progress. He was also
annoyed by the local people, disturbed by the
noise of tourists and animals, and generally in a
prickly mood. But none of that explains the
ending of his Sixth Symphony.

Nor should it. Art is hardly symmetrical with the
life of artists, even when they insist it is. The
Sixth is certainly a work of ‘extreme violence’,
as Mahler biographer Henry-Louis de La
Grange suggests, and one that refuses to allow
its uncompromising logic to be deflected. The
wind and brass are often instructed to play with
a harsh tone, melodic lines are painfully
stretched across wide, compound intervals and
Mahler’s acerbic contrapuntal textures allow for
little warmth except in the Andante. Much of
the music is overdetermined, in its exaggerated
and unrelenting march rhythms and in the
frequent doublings of its orchestration.
Uniquely among Mahler’s symphonies, the
Sixth ends neither in affirmation nor in
transfigured withdrawal. But it is not without
yearning for transfiguration; indeed, it is

precisely the intensity of that yearning that
produces the violent conflict of the Finale.

The sound of cowbells must have seemed an
unlikely musical symbol for the heavenly in
1906, yet in Mahler’s hands that is how this
unusual sonority, imported into the orchestra for
the first time, comes to function. Mahler insisted
his use of them was symbolic rather than
literally pictorial, but one is surely related to the
other. Anyone who has walked in the Alps, and
stood high up on a mountain looking out over
the valley below, will recognise at once the
unique sound of the clanking of cowbells across
the distance. The sound becomes inseparable
from the experience of the bright, clean air of the
high mountains. For Mahler, as for Webern after
him, this world was not so much a cipher of the
heavenly, but a glimpse of its reality. The
otherworldly sound of these primitive bells, so
foreign to the refined tone of the modern
orchestra, thus comes to stand as a mnemonic
for paradise, glimpsed from the high edge of the
earth. Their gentle but unruly sound breaks into
three of the symphony’s four movements, but
only momentarily. The unremitting logic of the

Sixth refuses this intrusion and its motto theme
of major to minor, open to closed, allows for no
reversal. There is no breakthrough, no
redemption and no transfiguration.

The first movement is a march and a decidedly
grim one at that. For a start, the music seems to
get stuck on its tramping bass line, as if the
whole orchestra is marching on the spot. The
insistence of this repeated rhythm is combined
with melodic lines that are stretched over wide
intervals and often heavily doubled to create a
hard-edged sound. The uncompromising and
forceful opening eventually subsides, but is
rounded off by a startling motto theme - three
trumpets blaring out a major triad that then falls
mournfully into a minor one, over a rhythm
punched out in the timpani. A mysterious
chorale-like passage in the woodwind provides a
transition to the second theme in which, Mahler
apparently told his wife Alma, he had tried to
capture something of her. Certainly, it is
passionate, intense and mercurial, if not
theatrically so. The progression of the movement
is shaped around the opposition of these two
ideas, in which the rather brutal energy of the
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march seems to get the upper hand, but this is
interrupted by an extraordinary and unexpected
detour - an episode inter-cut into the main
narrative like a dream sequence in a film. The
far-off sound of cowbells and the unworldly
tones of the orchestra mark this out as one of
Mahler’s evocations of nature - a distant
landscape glimpsed momentarily before being
violently interrupted by the unprepared return of
the march material. Only at the very end of the
movement is there a sense of breakthrough, as
A minor gives way to A major in an affirmative
ending marked by all eight horns sounding out a
lively return of the Alma theme.

The Scherzo is generally played second though
there remains disagreement on the question. This
was the sequence in the first edition of the score,
but at the première in Essen in 1906, Mahler
decided to perform the Andante before the
Scherzo, an alteration reflected in the second
edition of the score. The decision changes the
nature of the work to some extent. Heard second,
the Scherzo immediately restores the key of A
minor, reversing the blaze of the major key heard
at the end of the previous movement (a kind of

macro-version of the motto theme itself). The
Scherzo also brings back the insistent repeated
bass notes of the first movement, but the march
rhythm is here displaced by a triple metre and
constant disruptions by off-beat accents. As a
result of the doubling of instruments and
Mahler’s use of extreme registers, the tone is
often deliberately harsh. But, as in the first
movement, the principal narrative is intercut with
an unprepared Trio episode, a strangely rustic
moment which Mahler marks altväterisch (old-
fashioned). Where the main Scherzo material is
unrelenting in its insistent push forward, this
episode seems to have all the time in the world.
Such changes of mood and musical voice run
through the whole movement, disorientating the
listener all the way to the last bars, which simply
wind down rather than end.

The Andante is one of Mahler’s most lyrical slow
movements, beginning as an instrumental ‘song
without words’ like the Adagietto of the Fifth
Symphony. In the context of the Sixth Symphony
as a whole it takes on the character of a
reminiscence, a sustained vision of an idyllic
landscape but framed between the threatening
dark cliffs of the other movements. The principal

melody exploits Mahler’s technique of dividing
the line between the first and second violin
sections, creating a sense of one melodic wave
riding over the other. The nature of this movement
as an idyll is confirmed by the shift from its key of
E flat major to Mahler’s ‘heavenly key’ of E major,
accompanied by the return of cowbells (this time
heard as if close by, not in the distance as they
were in the first movement). Twice the music
breaks through into E major, but only momentarily.
With the fall back to the main key the movement
seems to confirm its own air of unreality and its
status as a wistful memory, out of time and
curiously distant from the rest of the work.

The peacefulness of its ending acts as a foil to
the eruption with which the Finale begins. Where
the landscape of the previous movement was
idyllic, the one into which the listener is suddenly
thrown in the Finale is utterly mysterious. As the
operatic smoke clears, a violent restatement of
the motto theme returns us to the world of the
first movement and then falls away to
nothingness. What emerges from the silence is
the lone voice of a tuba. Disembodied fragments
of a march theme appear, but without any energy
to galvanise them. Gradually, the elements are

assembled into something forward moving but
each time it gets going it seems to be ripped up
and has to start again. Battle ensues on a
massive scale. Just as victory seems to be in
sight and a breakthrough might be envisaged,
the music is physically and brutally interrupted
by a terrifying thud.

This is the first of Mahler’s ‘hammer blows’. In
the score he directed that it should be delivered
‘like an axe blow’. In the heroic narrative of the
symphonic finale, the hero should pick himself
up from this appalling set back and go on to win
the day, just as he does in the First Symphony.
Mahler’s hero does indeed pick himself up but
only to be struck down for a second time. Once
more, he rises to his feet. At the very moment he
seems to be about to win through he is utterly
felled by a third blow from which he does not
recover. A funereal cortège of four trombones
accompanies the tuba to the end. A final,
horrifying scream of the motto rings out, fades
and is cut off by a single pizzicato in the strings,
like a clod of earth hitting the lid of a coffin. 

© Julian Johnson
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PHILHARMONIA ORCHESTRA

The Philharmonia Orchestra is one of the
world’s great orchestras. Acknowledged as the
UK’s foremost musical pioneer, with an
extraordinary recording legacy, the Philharmonia
leads the field for its quality of playing, and for
its innovative approach to audience
development, residencies, music education
and the use of new technologies in reaching a
global audience. Together with its relationships
with the world’s most sought-after artists, most
importantly its Principal Conductor and Artistic
Advisor Esa-Pekka Salonen, the Philharmonia
Orchestra is at the heart of British musical life.

Today, the Philharmonia has the greatest claim
of any orchestra to be the UK’s National
orchestra. It is committed to presenting the
same quality, live music making in venues
throughout the country as it brings to London
and the great concert halls of the world. In
2013/14 the Orchestra is performing more
than 160 concerts, as well as recording scores
for films, CDs and computer games. Under Esa-
Pekka Salonen a series of flagship, visionary

projects – City of Dreams: Vienna 1900 -1935
(2009), Bill Viola’s Tristan und Isolde (2010),
Infernal Dance: Inside the World of Béla Bartók
(2011) and Woven Words, a celebration of
Witold Lutosławski’s centenary year – have
been critically acclaimed.

For 17 years now the Orchestra’s work has been
underpinned by its much admired UK and
International Residency Programme, which
began in 1995 with the launch of its residencies
at the Bedford Corn Exchange and London’s
Southbank Centre. During 2013/14 the
Orchestra not only performs more than 35
concerts at Southbank Centre’s Royal Festival
Hall, but also celebrates its 17th year as
Resident Orchestra of De Montfort Hall in     -
Leicester and its 13th year as Orchestra in
Partnership at The Anvil in Basingstoke; and
enters the third year of its residencies at the new
Marlowe Theatre in Canterbury and the Three
Choirs Festival. The Orchestra’s extensive touring
schedule this season also includes concerts in
Russia, Austria, Switzerland, Italy, Germany,
France and Spain with Esa-Pekka Salonen, a
two week residency at the Théâtre des Champs-

10 11

Elysées in Paris performing Poulenc’s Les
Dialogues des Carmelites under Jérémie Rhorer,
and tour of China in June with Salonen.

During its first six decades, the Philharmonia
Orchestra has collaborated with most of the
great classical artists of the 20th century.
Conductors associated with the Orchestra
include Furtwängler, Richard Strauss,
Toscanini, Cantelli, Karajan and Giulini. Otto
Klemperer was the first of many outstanding
Principal Conductors, and other great names
have included Lorin Maazel (Associate
Principal Conductor), Sir Charles Mackerras
(Principal Guest Conductor), Riccardo Muti
(Principal Conductor and Music Director), Kurt
Sanderling (Conductor Emeritus) and
Giuseppe Sinopoli (Music Director). As well as
Esa-Pekka Salonen, current titled conductors
are Christoph von Dohnányi (Honorary
Conductor for Life) and Vladimir Ashkenazy
(Conductor Laureate).

The Philharmonia Orchestra continues to pride
itself on its long-term collaborations with the
finest musicians of our day, supporting new as

well as established artists. This policy extends
into the Orchestra itself, where many of the
players have solo or chamber music careers
alongside their work with the Orchestra. The
Philharmonia’s Martin Musical Scholarship
Fund has for many years supported talented
musicians at the start of their careers,
including an Orchestral Award, which allows
two young players every year to gain
performing experience within the Orchestra.

The Orchestra is also recognised for its
innovative programming policy, at the heart of
which is a commitment to performing and
commissioning new works by leading
composers, among them the Artistic Director
of its Music of Today series, Unsuk Chin.

Since 1945 the Philharmonia Orchestra has
commissioned more than 100 new works from
composers including Sir Harrison Birtwistle, Sir
Peter Maxwell Davies, Mark-Anthony Turnage and
James MacMillan.

Throughout its history, the Philharmonia
Orchestra has been committed to finding new
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ways to bring its top quality live performance to
audiences worldwide, and to using new
technologies to achieve this. Many millions of
people since 1945 have enjoyed their first
experience of classical music through a
Philharmonia recording, and in 2013/14
audiences can engage with the Orchestra
through computer games, film scores and
through its YouTube and Vimeo channels
featuring the Orchestra’s award-winning
documentary films, which have been watched by
more than a million people worldwide. In May
2010 the Orchestra’s digital ‘virtual Philharmonia
Orchestra’ project, RE-RITE, won both the RPS
Audience Development and Creative
Communication Awards, and after appearances
in London, Leicester and Lisbon, toured to
Dortmund in November 2011, Tianjin in China in
April/May 2012, Izmir (Turkey) in June 2012, and
in 2013 to Hamburg and the Salzburg Festival.
RE-RITE, devised with Esa- Pekka Salonen,
secured the Philharmonia’s position as a digital
innovator and its follow-up audio-visual
installation to RE-RITE, Universe of Sound: The
Planets, premiéred at the Science Museum from
May to August 2012, receiving more than

67,000 visitors. It won the 2012 RPS Award for
Audiences and Engagement. Following touring
appearances in Birmingham and Canterbury in
2013 Universe of Sound will form part of a
major new audience development and
education initiative on the South West
Peninsula in 2014 and 2015, alongside RE-
RITE and a new mobile “pop-up” installation.

Recording and broadcasting both continue to
play a significant part in the Orchestra’s
activities, notably through its partnership with
Signum Records, releasing new live recordings
of Philharmonia performances with its key
conductors. Since 2003 the Philharmonia has
enjoyed a major partnership with Classic FM,
as The Classic FM Orchestra on Tour, as well as
continuing to broadcast on BBC Radio 3.

www.philharmonia.co.uk
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LORIN MAAZEL

For over five decades, Lorin Maazel has been
one of the world’s most esteemed and sought-
after conductors. Between 2005 and 2011 he
was inaugural Music Director of the Palau de
les Arts Reina Sofia in Valencia. He was Music
Director of the New York Philharmonic
Orchestra from 2002 to 2009 (during which
time he conducted the orchestra on their
landmark visit to North Korea), and currently
holds the same post with the Münchner
Philharmoniker. He is also founder and Artistic
Director of the acclaimed Castleton Festival in
Virginia, a ground-breaking festival and
training programme for young artists, which is
expanding its activities nationally and
internationally year on year.

Lorin Maazel has been Music Director of the
Symphonieorchester des Bayerischen
Rundfunks (1993–2002), and of the
Pittsburgh Symphony Orchestra (1988–96);
General Manager, Artistic Director and
Principal Conductor of Vienna State Opera
(1982–84) - the first American to hold that

position; Music Director of The Cleveland
Orchestra (1972–82); and Artistic Director
and Chief Conductor of the Deutsche Oper
Berlin (1965–71). His close association with
the Wiener Philharmoniker includes 11
internationally televised New Year’s Concerts
from Vienna. In 2011, he completed a
significant Mahler cycle in London with the
Philharmonia Orchestra (celebrating Mahler’s
centenary year), in addition to touring
extensively with the orchestra in Europe. 

2013/14 season highlights include a major
European tour with the Wiener Philharmoniker.
Other guest engagements include
appearances with the Philharmonia Orchestra,
Berliner Philharmoniker, Orchestre
Philharmonique de Monte-Carlo and four
concerts with the Hong Kong Philharmonic
Orchestra. In spring 2014, Maazel conducts
the Boston Symphony Orchestra in Boston
and on a major tour to China and Japan.

A second-generation American born in Paris,
Lorin Maazel began violin lessons at the age of
five, and conducting lessons at seven. He
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studied with Vladimir Bakaleinikoff and
appeared publicly for the first time aged eight.
At 17, he entered the University of Pittsburgh
to study languages, mathematics and
philosophy and in 1951 travelled to Italy on a
Fulbright Fellowship to further his studies. Two
years later he made his European conducting
début, stepping in for an ailing conductor at
the Massimo Bellini Theatre in Catania, Italy.
He quickly established himself as a major
artist, appearing at Bayreuth in 1960 (the first
American to do so), with the Boston
Symphony Orchestra in 1961, and at the
Salzburg Festival in 1963.

Lorin Maazel is also a highly regarded
composer. His wide-ranging catalogue of
works include his first opera, 1984, based on
George Orwell’s novel, which received its world
première at the Royal Opera House, Covent
Garden, in May 2005. 

He has an equally strong commitment to
environmental and humanitarian causes and
has raised millions of dollars for such
organisations as UNESCO, World Wide Fund for

Nature, Red Cross and United Nations High
Commissioner for Refugees (UNHCR).

In over 70 years on the podium, Lorin Maazel
has conducted nearly 200 orchestras in no
fewer than 7,000 opera and concert
performances. He has made over 300
recordings, including symphonic
cycles/complete orchestral works of
Beethoven, Brahms, Debussy, Mahler, Schubert,
Tchaikovsky, Rachmaninov and Richard Strauss,
winning ten Grands Prix du Disques.

www.maestromaazel.com 
www.chateauville.org 
www.castletonfestival.org

14 15



CTP Template: CD_INL1
Compact Disc Back Inlay

Customer
Catalogue No.
Job Title 

COLOURS
CYAN
MAGENTA
YELLOW
BLACK

201.0mm x 167.8mm

SIGCD356SI
GN

UM
CL

AS
SI

CS

6 35212 03562 7

Signum Records Ltd, Suite 14, 21 Wadsworth Road,
Perivale, Middx UB6 7JD, United Kingdom LC15723

www.signumrecords.com
www.philharmonia.co.uk

SIGCD356 P 2014 Philharmonia Orchestra
C 2014 Signum Records

DDD
24 bit digital recording

CD1 
1 I. Allegro energico, ma non troppo 25.58

CD2 
1 II. Scherzo. Wuchtig 13.28

2 III. Andante 16.47

3 IV. Finale. Allegro moderato - Allegro energico 32.54

Total timings: 89.09

PHILHARMONIA ORCHESTRA
LORIN MAAZEL CONDUCTOR
www.signumrecords.com
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