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Born in Oxford, Daniel Harding began his career assisting Simon Rattle at City of Birmingham
Symphony, with which he made his professional debut in 1994. He went on to assist Claudio
Abbado at Berliner Philharmoniker and made his debut with the orchestra at 1996 Berlin
Festival. Daniel is Music and Artistic Director of Swedish Radio Symphony. He was Music
Director of Orchestre de Paris (2016-19) and Principal Guest Conductor of London Symphony
(2007-17). He is honoured with the lifetime title of Conductor Laureate of Mahler Chamber
Orchestra. Daniel was named Artistic Director of Anima Mundi Festival in 2018 and Conduc-
tor in Residence of Orchestre de la Suisse Romande for 2021-22 and 2022-23 seasons. Daniel
is a qualified airline pilot.
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Schubert. Symphony No.3 in D major, D200

[ Adagio maestoso - Allegro con brio
I Allegretto

I Menuetto: Vivace

IV Presto vivace

A28 / Intermission (20 43)

R¥ahIDR : PIVTAIIEMR op.64 509

R. Strauss: Eine Alpensinfonie, op.64

B~BOH~E~RICAD~NIIITE > THED~EB~LIF~TER<ER~LLDRIS~
BITES~KT~BRIGEB~LTRICC~REHE~BO DO~ KGEH D IFUEHH~TL
J—~FE DD E~BENER. FLU~BR~#&E~®’

(Foo—bDBEL)
AEF TG 2T, BlTHY E|'
NESTIVET, SEBDBE(C

e ABHEEARTHZERE BTN RS T OT, BEl

BRI R, RREHBERER DTER - TREESFELIEE
321 tr‘ AL EMIREE B Lo BFHEOMRHBFPAY—
BARE ( =ITRIEEEERLEZE) (7/18) N VBRENS 2 RTI—RE
I EJ?:IBUKAEI$§W@U EIRER FRHE WIcrE<h TER URL
NSBHTEEVREITET.
BERE CAEREETEDHB T, https://www.tmso.or.jp/j/questionnaire/

PUTU— MR (7/18) (BEEREEE<TTIEE) AT
YOUNG AT

A2



a—N)b
REMFEI3E —KFH D200

T4—OBFBHIMER (I T4 THEREOT@EEMIL TV 7T Y-
N—=F— - 2—=N)Ub (1797 ~1828) T\ 1813ENLI4FEIINIT T, BHH
Biinsd, EEZIZ. ZROGEREORE 2RI -Ealk-o7z2&. &
TeREERNDZIEBNSH-T. RETIT2Y - TAR—IL - Ya—x)Lk (1763
~1830) WHEEEELEZZRT, HEIELTEHEWBDZ. ZONb6, FEH
HERERPOBIZZIITCVWLT U r—2F - FYTY (1750 ~ 1825) ObH&
TEHBEANEEEZ), BrothzEs - o

I BRI —CTREONT: [BREFR] OMENLHEHOAYA
WiZotz, BEEMBIETANOZIC, TNTEEZTTI. LOALEEOMK
AMEABICESZVEVSI TR REMEIFL. bELLEIETEEFRPOLK
BF = AT DIzDITEDPNTDDTH . B IO EST-HNETORIE (A
B IZMEME O BIZE PR THEITRS) DBRIZIEY 22—~y T4 A5
BHELLTEMUIZES72,

COREMIT, FEEBFROEFIVICEION YOV THESNSIEES
FHICBWT WD 7259, WHOIFENEOEREL VWAL NEDDOREEBRE
%oTEBD, ABZFOLOLERNEMNLHESEREIICEIN TN, FIXE
BRrEXBOZLOD, BEOIIABREN RO G > TLES D LIEEL/E
EPFRILTLE ST, EVWHEFEDL, WAIHEBTFROAEORTIZSEES DL
W,

72120 BREOBREHFRPOPIC—ROBATZ BEZ T ch- EHITIE
FO—B7Zo7zv 2=, PP TIIBETERANOBLZEDIZEICVMIC
BT EEEEZTOED - ICD0TEL, COEREFREFIEELS DS,

FIRE (P9—Y3a -YIAN=Y~7L7O-3Y - JUF) IFEMNED
VFIERZEDS, EXLVLWERIFEVTENSZEBOEDHIIV/FHLZ, Lird
T75)FyNEET HE I FEOERIL. BOREMETE CRERK) H2x
BE2EEOBERALOBELPIIEHINI LT, B BIPHLSIC
LEFEomV, BUGZENEZEPICTEL TV S,

E2RE (FPLILYN) & Ya—NUMPEERELET -V HBRORTE
OB ELZ I BREE,

ZFHUTRSEIRE (AXITyh/ Jad7—F 1) &, RV T - HERD
EHEMRNT [XXTyh] ERFTSNTVREHOD, NAEMIZIE, L—rTrk-
Ty X—=b—"Jz> (1770 ~ 1827) PERELILI L. KDFEWT VRO



IV HITEL. "IF (FRREER) I3 —AN 7 OREEK cCHIL N —
PHEEHTEVSIHEEIEN TV S,

ZFLTHEAEE (FLRM-IqI7—F1) X AYVTOREERTHZY 5
VT DOIYALIEDIYFIYEREDVE2EEI [Hed] EnHXD i)
EIEAREFRENEI LGN T L — AP, B EEREBICTHICHENS,
INBFEZY2—NLIOEROGHETHD . F2FNIBIBRTOZLED
FRBIFRPFE-> TV S0,

(UNEIER)
{EEBEE(S : 18156E58248~78198
7 OE: NBE BIEEDH) 186012828 Dr—v
TN NURYIEE D —VERIBARRBNSHAENEE
NEEUE (2H) 1881428198 OVRY
FOTAN - XVRIGE JURI)L - NURAEZZEH

BBERA . TIV—h2, F—RI2, I3URYR2, T7Ivh2, WLV2, RSN, T4V,
PSS

R¥YabhZDX:
PIWTZAZER op.64

[1914F11H1H]. YexLh - 2 2bTT R (1864 ~1949) 5 {TILT A
REMWY FAROICEHLBOI-AMIEY. ZEOBRKRTEREEL,

FI1914%F, 2E5563T—my /32 RPTHBEANERIPHEELRDHE—
WH R A (1914 ~18) PHELLETHS, L2LETIZ. HFoa—ay
NWrB->TWIZEAE LA BRSRARBPBEFICIoTHRIEEN., FLEICHS
TH - RADUEYISITONBDO TR WA EVWIHIERKE, Z2<0MH
A s AEABTENT W, ZOHRTT 2T AIFSNIZ. FHLE8IELS
FEEEAB LTV, EMRIEBUAICEADLAIRETEVEVDDOPHDOEZF T
HoT ZORKTIE ATVTALZEH) bEFICERFTHIHRLIE—BREHE
LI:NBETH 5.

WICI1A1H. ZhdAM) v o [J78E ] (F1YEETAllerheiligen)
EENTELAR, BRCHBRT2H00IEALMBELEZT ST HHAT.
11A2H® [HEZEH] (FAllerseelen) A THEDHASZDOHITIFZE-TL
HHAEHBENTVS (Y2bTT7AHEBH1885F (HEH) WO HEiz{E-T
WBIEER) . BETIIFEEANOHIDZ BT 2ILEFHOITON. ERIIZTES
BB FEITONDDEN ESICZORIIEMASTRO 5N (T7IVT ASZE)



b, LRIEED DAY ERT H-00OMELTBEIN TV,

FONPEZ, = vayTTyr—=)L (1857 ~91) LD AL AH
BOER, TVFADOBELWILLICEAZEIEREIET. SSHIERZSATIC
A& BRIIBHEOBICHE-STHOMER DLW EERE T, YabT VAR
ZONYNEEEBIRERF (ZMROEH) 2BEL. 1900FICRrvF
ZRBLTWS,

HB1900FEITIE V2 b TIANERL TV 7Y — R = —Fx (B%E
1844 ~1900) HTL%Z>TWA, FHLLEEFLHH-T, Yayy77—=X)L
VOEGERBULLREZFOTATATIE. PO T—F A RBE2EIT2
4BEEBEOREN (RFIAL HBVRITVLTAZERHY ~ERELE (TR
FURN OREFF [FURIOEZICHELE ] 25, 22TE [FUAMEOHM
REZHENT-BRANOBEBOFH] #RLTVD),

RELZOERIZ V2 bTy 2 [HuxX] [TL7h5] [IR6nEt] v
TeHEA RS OIEMICHEERTVE R /-CEbH->T, BLOBRERE 1 %=
BRIEEPNLEIATHRESNTLED. T0HK. a2 b7 RIL1910FIZH
I REOAMEZERT5M. 1913FICTOWDYDHETEMELTHTSES
CERRE, ZTLTRIEEDIIIAFEDORBHRIEMALIES DL E LG5,

ZBI9ISE2HSHICKRES TR SN ET. (KFVALN HBHVIETILS
AAZEMY X, ATV TAREH) EVnIEVWIAMLELEST, BHELTIED
E55h, BIZ W EBZEOAZMNSETC—2DERICLLIBEI /RO LAE
Wi2BS, NS RAZT UL BEICAP>TERT SO FZRIC, =—
FrEEEDVPEHICEORLTWEENAHELAEANOHEEZ AT &0
EZZoNTVEEIP, BMEBLTW :Z—F 20 [VrIby AT IEANLEDE]
ICEBZEBLRALOTEFICBVWTSAL, [BUF] CREEZEERT-Y2
NI RS TIIDORBIMA ST,

EVIDITT, {TLVTAZEH) &, ——FzOHABERL 25T T7—=
NV DOEMTAEVSTLXIRPS—EYDE S, 7L ZABEHO—HEZHWN
TAERE o7z, MOFIPSKESRD, BUMEBASA, ELVLWERICEE
BEONZDEELZBEICTFZ2E2LZ0LESS UTEZHE, ZPZ0HERD
HOM. 2@XKEPICREBY, BAPE-LKBErRATTRLUSTHLN., &
HIUBICE OWZZAIIEREREELD, PHTIRNTIEEOFRANEHEITY
QRN o EDFILERRTHNTFICE>TRBETEHLEEEL T2 bT TR
DZERTEH>T, B—EETHBALLZLTHS D Vo WEDEIBIBE TH
B0, BEITREDICHMBTE, BLb b,

L, BOBIEEZLLTOFYITERBOLILICKD, =7 AP —a»



DOFFEIZOETTWEY 2SI TADIE, BBHBHYANTTADF = ANSHID
FTORARBEOFREMMEL T, BROBOLT RV IvE2H#EED, 25
LZBERAWVICBWLT, HERIZPLED [REFF] Cldk [REH] 2o
5o

FIZILIOMABHEDIL— Tk - Ty« R—=h—="x (1770 ~1827) @
RRPH, A =T AL BT EHAPRORToN2ERZELT (£
NAEBIC [REH] ELTONBEZMBATVRAREIDPIZSTEBE) 33 ]
EVWSROEPEELEEZE, TV ADT—7, BLUHEOT—< ez
BWTERL, KELRIITAIvIARHTEIBIE, REMTBHIRADVFYE
KXOBHEDEZ SN S,

SHICHOE2»SE LS (R BOH &L/ FHICAS/INIISHE>TSE
T/ B/ %/ TCERKER/LOKIE . BITRS K/ BREERE) =515
., LTHOHS (WIEICT /88 / B/ KEHhFukesd,/ ILIy—/
HEOFIOBITE) 2HE2EE, RETLoOHS (BREHE. T Z2HEIRKE,
H% O (BR/#E/]/) 2B4RBLEZL2RFLARELZEVZEDS ()
PIFRITICEESN/-FEEA] o

FNTH, RIIVEERE NI IAN [REH] ELMT-—FOHEAII.
ZZIAS» DO NEBERMSELOELLLLTIIRVD . R—b=—TZ2DZ
BMPBELLERERCEEEST. ABOEEHFEBRLHTFEHEL720L
FIfk. YabITRLELZFIIC. TLTAO—HICGZELX T A O—4E2HZ
HELTze -V SBBERENLEBRICEA»BIETHRTOFICH T, F1id
LD THEREMP ABMBEREOHECHEEHIIEDTEL. BEBOKXED
A At YAV SO (WA R

(NEIER)

{EEREEMY 1 1914~154

1 B 1915810828 ~N)LUY
ERhEEE Ya29—VARD - RURATY

REBRA . TIb—h4 (8B3. 43EyI0RE). 7—RI3 (E3lFA VI UvyakL V). Ay
TIVTA—2 INTDURwN, TZURYRS (E3FNRTSURVNFE), J7Jwh (5
AFONSTFIVNES). TILV8 (EBS~8IFD—TF—Fa—/\FE). rSRuk.,
NOVR—4, Ta—/\2. T4V/VZ248, KAS. WAE. YN 8oAT T,
20Ovrvyat—Ib. FrvALh. ILIL. D4VRIY—, BEE. HONL, N—
F2. FIURY, AIWHY, BESER, NS (RILV9, hSURYR2, hOVR—22)



10

Program notes by Robert Markow

Schubert:
Symphony No.3 in D major, D200

Adagio maestoso - Allegro con brio
Allegretto

Menuetto: Vivace

Presto vivace

Z2E =~

Franz Peter Schubert: Born in Vienna, January 31, 1797; died in Vienna,
November 19, 1828

Schubert’s astonishing fecundity revealed itself no more spectacularly than
in the year 1815, when, at the age of eighteen, he produced nearly two hundred
compositions, including his Third Symphony. It was probably written for an infor-
mal gathering of amateur orchestral musicians, an ensemble in which Schubert
participated as a violist. The first complete authenticated performance did not
occur until 1881 in London, many years after Schubert’s death.

At Schubert’s symphonic gatherings, the symphonies of Haydn, Mozart,
Beethoven (Nos. 1 & 2) and others were played, and the influence of these clas-
sical masters is not difficult to discern in Schubert’s own early efforts in the
genre. Constant eighth-note motion in the fast movements, the use of a slow
introduction, a third movement entitled “Minuet,” a folk-like trio section (of the
third movement) and a scintillating finale are all carryovers from the eighteenth-
century symphony.

Symphony No. 3 opens with a slow introduction whose principal feature is
an upward scale. The Allegro con brio section is announced by a charming,
unassuming theme played by solo clarinet with brief retorts from oboes and
horns, a theme imbued with Schubert’s unique brand of lyricism, one that could
not be attributed to Haydn or Mozart. The second subject again goes to a solo
wind instrument, this time the oboe. A spirit of Viennese gaiety and carefree
delight pervades the music.

The next movement is an ingratiating Allegretto in simple ABA form. The
clarinet again comes to the fore in the central section.

The third movement is marked Menuetto: Vivace, which is almost a con-
tradiction in terms. The character is more that of a scherzo or heavy-footed peas-
ant dance, with its characteristic accents on the upbeats. The Trio, another gem
of Schubertian grace, features the oboe and bassoon; the Menuetto is then
repeated.

The finale suggests the tarantella rhythm (long-short-long-short) as it skips
along breathlessly. Its driving force and obsession with a single rhythmic pattern
look forward to the finales in later masterpieces, the D-minor String Quartet and
the Great C-major Symphony.



R. Strauss:
Eine Alpensinfonie, op.64
(An Alpine Symphony, op.64)

Night - Sunrise - The ascent - Entry into the forest - Wandering by the side of
the brook - At the waterfall - Apparition - On flowering meadows - On the
Alpine pasture - Lost in the thickets and undergrowth - On the glacier -
Dangerous moments - On the summit - Vision - Mists rise - The sun gradually
becomes obscured - Elegy - Calm before the storm - Thunder and tempest;
descent - Sunset - Waning tones - Night

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-Partenkirchen,
September 8, 1949

Richard Strauss’s colossal Alpine Symphony is one of the most remarkable
works ever created to depict nature in sound. In this richly descriptive piece of
program music, the composer depicts every aspect of the ascent and descent of
an Alpine peak over the span of twenty-four hours.

To achieve his goal instruments are combined in unprecedented variety
and pushed to the extremes of their range. Utmost virtuosity and stamina are
required from every player. So vast and varied are the forces that it is worth not-
ing them in detail: 4 flutes, 2 piccolos, 3 oboes, English horn, heckelphone (bari-
tone oboe), E-flat clarinet, 2 B-flat clarinets, C clarinet, bass clarinet, 3 bassoons,
contrabassoon, 8 horns, 4 Wagner tubas, 4 trumpets, 4 trombones, 2 bass tubas,
2 harps, organ, wind machine, thunder machine, glockenspiel, cymbals, bass
drum, snare drum, triangle, cowbells, tamtam, chime, celesta, timpani (2 players),
and an enlarged string section (Some of the above parts are covered by the same
musicians, for instance, the Wagner tubas are played by horns 5-8). Strauss addi-
tionally requires a backstage contingent of brass used only in the “Ascent” epi-
sode near the beginning.

Strauss loved the Bavarian Alps, where he eventually built a villa in
Garmisch-Partenkirchen, but he was never much of a mountaineer. Nevertheless,
at the age of fourteen, he once spent a day with some friends climbing a moun-
tain, and later wrote to Ludwig Thuille (a friend who missed the expedition) in
terms that closely parallel the events described in the composition he was to
write more than thirty years later: departure in the wee hours of the morning, the
long climb to the summit, getting lost, a violent thunderstorm that thoroughly
drenched everyone, drying off in a farmhouse, and returning home after dark.
Strauss completed the score on February 8, 1915, and conducted the premiere
himself in Berlin on October 28 of that year. Although nominally a symphony,
this work is a symphonic poem (like Don Juan, Till Eulenspiegel’s Merry Pranks
or Ein Heldenleben) in all but name. One perceives it not as a series of move-
ments in the standard symphonic format (slow introduction and allegro first
movement - slow second movement - scherzo third movement - finale and
coda), though attempts have been made to force it into this Procrustean bed, but
rather as an extended fantasia built on the Lisztian principle of thematic transfor-
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mation within the context of a story line or pictorial description. Actually, the
Alpine Symphony is something of an anomaly in Strauss’s career. It appeared
more than a decade after he had written his most recent symphonic poem,
Symphonia domestica, and by 1914, he was securely anchored in a career in the
opera house, with six operas to his credit, three of them huge successes (Salome,
Elektra, and Der Rosenkavalier). For his valedictory effort in the world of sym-
phonic poems, Strauss created his biggest, most extravagant and most sensation-
al of all, the Alpine Symphony.

Much has been made of the frankly, even graphically descriptive nature of
this music, and it has its detractors for this reason above all. But Strauss himself
saw things differently: “There is no such thing as abstract music; there is good
music and bad music. If it is good, it means something; and then it is program
music.” The listener is of course free to listen to the Alpine Symphony as he or
she choose: as a succession of landscapes and weather conditions in sound, as
the composer’s artistic affirmation of Nature, as a metaphor of Life as a mountain
which Man must climb, or simply as abstract music.

Listeners will have little difficulty identifying the various scenes and events
as they pass by. Nevertheless, a few pertinent remarks can be made: The deep
silence of the “Night” is heard in thick, dark, B-flat minor chords; at times every
note of the scale is being sustained. Against this opaque sound, low brass instru-
ments present the first of many statements of a solemn chordal theme suggesting
the massive, imposing mountain in all its stern majesty. “Sunrise” uses as its
melodic material a bright, A-major derivation of the descending minor scale from
the “Night” section. When the climbers begin their ascent, another principal
theme, strongly rhythmic, is heard at the allegro entrance of lower strings, climbs
to successively higher levels, and is worked out in elaborate counterpoint. A
hunting party is heard in the distance, represented by an off-stage brass ensem-
ble. (Strauss surely got this idea from similar scenes in Wagner’s Tannhduser
and Tristan und Isolde.)

As the climbers continue their journey, orchestral colors, textures, and mel-
odies depict thickening foliage, bird calls, yodels, waterfalls, the apparition of a
water sprite, expansive flowery meadows, herds of cattle (the idea to use cow-
bells here is possibly derived from Mabhler’s Sixth Symphony), idyllic calm and
beauty of the slopes, the slippery surface of a glacier (chromatic, “sliding” trum-
pet writing), the climbers transfixed by the awesome view from the summit, haze
obscuring the sun, ominous stillness and calm before the storm, distant flashes of
lighting, isolated raindrops (oboe), thunder, the fury of a blinding storm enhanced
by a terrific explosion from the thunder sheet at the climax, the nostalgic glow of
sunset, spiritual tranquility at the end of a fulfilling day, and finally, the gloom of
night once more as the noble mass of the mountain recedes into darkness and
memory twenty-four hours after we first encountered it.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations in
the USA, Canada, and several countries in Asia. As a journalist he covers the music
scenes across North America, Europe, and Asian countries, especially Japan. At
Montreal's McGill University he lectured on music for over 25 years.



