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Eliahu Inbal was born in Israel in 1936. He held numerous chief posts with orchestras
such as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Berlin,
Teatro la Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor Lau-
reate of Tokyo Metropolitan Symphony Orchestra in 2014. Many CDs of live performanc-
es by Inbal and TMSO are winning great acclaim. He was decorated by French and Ger-
man Government, and by the cities of Frankfurt and Wien.
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IV~ R9— @ LLUAKRE Tomoshige YAMAMOTO, Concertmaster
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Brahms. Akademische Festouvertire, op.80

N—h—TJ 1 LS 8 T NESH 0p.93 64
Beethoven: Symphony No.8 in F major, 0p.93

I Allegro vivace e con brio
I Allegretto scherzando

I Tempo di Menuetto

IV Allegro vivace

K& / Intermission (20 43)
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Dvorak: Symphony No.8 in G major, op.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo
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Program notes by Robert Markow

Brahms:
Academic Festival Overture, op. 80

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897

Brahms was not a man to stand on ceremony. In 1876, at the relatively young
age of 43, he was honored by Cambridge University with the offer of an honorary
Doctorate, but he couldn’t manage the journey to England so the offer was with-
drawn. Three years later, another academic institution, the University of Breslau,
conferred upon him in absentia the same degree, with the official parchment
describing him as artis musicae severioris in Germania nunc princeps (the leader
in Germany today of music in the more serious vein). Brahms’s acknowledgement
took the form of a postcard to his conductor friend at the university, Bernhard
Scholz, asking him to thank the proper authorities on his behalf. Scholz had to
advise the composer that a major work was expected of him: “a symphony, or at
least a festive song.” Brahms grudgingly complied, but it was nearly two years after
conferral of the degree before his “doctoral thesis” was heard. On January 4, 1881,
before the distinguished faculty and administration of the school, Brahms conduct-
ed the premiere of his Academic Festival Overture.

The overture was written in the summer of 1880, along with its companion
piece, the Tragic Overture, Op. 81, at Brahms’s favorite summer resort in the
mountains of Upper Austria. “One weeps; the other laughs,” said Brahms of his
two overtures. He further described the Academic Festival Overture as “a jolly
potpourri of student songs a la Suppé.”

Although not a university man himself, Brahms was familiar with student life,
having shared in convivial university gatherings and events in his earlier years. Into
his Academic Festival Overture in standard sonata-allegro form he worked four
student songs interspersed with original material of his own. The first of these
songs, “Wir hatten gebauet ein stattliches Haus” (We had built a stately house) is
softly and solemnly intoned by the brass following a soft roll on the timpani. The
second, “Der Landesvater” (Father of Our Country) is a flowing, lyrical theme for
the violins. A perky tune in the bassoons suddenly interrupts the mood to announce
the ribald and mischievous Freshmen’s initiation song “Was kommt dort von der
Hoh?” (What comes there from on high?). For a grandiose coda, Brahms introduces
his fourth song, the immensely popular (in nineteenth-century Germany)
“Gaudeamus igitur” (Let us now rejoice), with the full orchestra blazing away in
joyous C major.
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Beethoven:
Symphony No.8 in F major, 0p.93

I Allegro vivace e con brio
I Allegretto scherzando

I Tempo di Menuetto

IV Allegro vivace

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna, March
26, 1827

The first public performance of Beethoven’s Eighth Symphony took place
under the composer’s direction in the Grand Redoutensaal in Vienna on February
27, 1814 at one of the concerts featuring a repeat performance of Wellington’s
Victory. It met with a cool reception, sandwiched as it was between the powerful,
highly-charged Seventh Symphony and the bombastic Wellington’s Victory.
Nothing could compete with Wellington’s Victory!

The Eighth has eamed a reputation as one of Beethoven’s “lesser” sympho-
nies, not to be compared with such towering masterworks as the Eroica or the
Ninth. Give or take a few minutes, it is also the shortest Beethoven symphony. Yet,
in its own ways, the Eighth is as original and interesting a work as most any other
symphony of Beethoven. Consider the generous amount of humor — surely more
here than in any other Beethoven symphony. This includes the sudden outbursts in
2/4 meter within the 3/4 first movement, the “tick-tock” effect in the second move-
ment, the rhythmic ambiguity at the beginning of the third movement, the quick
“um-pahs” of the timpani in the finale, and much more — unexpected pauses,
unprepared gestures, surprise intrusions of loud and soft notes, etc. Beethoven
himself referred to the symphony as aufgekndpft (unbuttoned).

One should, however, avoid the temptation to read into the work a reflection
of the composer’s personal life at the time of writing, for he was going through one
of the most tortured periods of his existence. A persistent stomach ailment; the
deepest love affair of his life (with Antonie Brentano), which was doomed, like all
the rest, to failure; and his interference in the love life of his brother Johann all
made for anything but the happy, joyous mood evinced in the Eighth Symphony.

With a burst of energy, the symphony begins immediately with the first theme
— a bright, well-balanced, classical-style theme consisting of “question and answer”
phrases. The second subject is a graceful, lilting melody in the violins. Further
melodic material is heard as a closing theme.

Beethoven omits the usual slow movement, using in its place a rather animat-
ed Allegretto scherzando. Legend has it that this movement was written as a
humorous tribute to Beethoven’s friend Maelzel, inventor of the metronome and
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two of the innovative instruments used in Wellington’s Victory. Scholars are not
agreed on the matter, but this detracts not a whit from the unavoidable feeling that
there is some kind of tick-tock mechanism at work. One is tempted to think back
also to Haydn’s Clock Symphony (No. 101) with its ticking second movement.

For the third movement, Beethoven returned to the eighteenth-century world
of the minuet, but this “minuet” is unusually robust and heavy-footed, almost like
the scherzos found in all his previous symphonies except the First. A typical
Beethovenian joke is seen in the designation of the movement as Tempo di menu-
etto — not a real minuet, apparently, just the tempo of a minuet! The central sec-
tion is a gracious and elegant Trio for two horns and clarinet, plus cello accompa-
niment.

The boisterous finale is chock full of jollity and musical jokes. Throughout
this movement lasting but six or seven minutes Beethoven again and again sets
loud and soft passages violently against each other. There is a plethora of sforzan-
dos — a brand of accents that requires something of a stinging attack. Surprise
pauses abrupt harmonic shifts abound. A false recapitulation leads music theorists
down the garden path. And for a work of such modest means, Beethoven gives us
an obviously overdone coda — one that would almost have befit the mighty Fifth
Symphony, but which seems here almost clownish. Who says classical music
always has to be serious?

Dvorak:
Symphony No.8 in G major, op.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo

Antonin Dvofak: Born in Mihlhausen (near Prague), Bohemia (today Nelahozeves,
Czech Republic), September 8, 1841; died in Prague, May 1, 19047

The genial, carefree spirit of Dvofdk’s Symphony No. 8 has endeared it to
generations of concertgoers. Its prevailing happy spirit, idyllic moods, and evoca-
tions of nature and simple rustic life call to mind other symphonies of a pastoral
nature: Beethoven’s Sixth, Schumann’s Spring Symphony (No. 1), Schubert’s Fifth,
Mabhler’s Fourth, and Brahms’s Second.

Dvoték began work on his Eighth Symphony in late August, 1889. He was in
high spirits and full of creative confidence. He “complained” to a friend that his
head was so full of ideas that it was a pity it took so much time to jot them down.
“Melodies simply pour out of me.” For this reason, it took him only twelve days to
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write the composition sketch for the first movement, a week for the second, four
days for the third and six for the finale. The orchestration required an additional six
weeks. Three months after commencing work on it, the score was ready for the
printer, who, in this exceptional case, was not the usual Simrock, but the English
firm of Novello. Dvordak conducted the first performance on February 2, 1890 in
Prague.

The symphony’s first movement presents analysts with a puzzle: What role
does the opening nostalgic theme play? Is it the “first” theme, or an introduction? Is
the “main” theme then the simple, birdlike tune played later by the flute? If so,
what then does one call the warmly noble cello theme that follows the timpani’s
“rat-a-tat” and the succeeding idea characterized by upward leaping octaves in the
cellos? No matter, really. The point is that Dvorak did incorporate a great wealth
of melody into this movement. One program annotator (Richard Freed) finds in it
“an atmosphere of fairy tales and forest legends ... bird calls, woodland sounds and
bluff Slavonic marches.”

The second movement, like the first, opens with a nostalgic, rather solemn
theme. A second idea in C major offers a new theme in the flute and oboe, accom-
panied by descending scales in the violins. An angry outburst from the homns leads
to a brief, anxiety-filled passage, but sun, warmth and charm soon return.

The third movement is a graceful waltz that frames a central trio section
announced by a new theme in the flute and oboe. Dvordk borrowed this theme
from his opera The Stubborn Lovers. The waltz returns, and a brief, energetic
coda concludes the movement.

A trumpet fanfare opens the Finale, followed by a charming and carefree
theme in the cellos. Simple and natural as the theme sounds, it caused Dvoiak
much difficulty. He wrote ten different versions of it before he was satisfied.
(Beethoven’s “Ode to Joy” theme underwent a similar metamorphosis.) Dvofak then
builds a set of variations on this theme, including an exuberant outburst from the
full orchestra with trilling horns and scurrying strings. A central section in C minor
presents a new march-like idea. When this subsides, Dvorak returns to the peaceful
world of the principal theme, which undergoes further variations. A rousing coda
brings the symphony to a brilliant close.

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.
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Jaye LADYMORE

Speaker
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MX. TUERSY [Empire RO E] (A3 XvR] [4400]. BRE [An
Acceptable Loss) [Killing Eleanor)] REICHEEL. sFBEEHTLD, AEA CKE
HFEIRR) ESAG-AFTRA (MREIFEBHE~KTLE - SYFEMRER) XV /N\N—,
Stewart TalentFi/E.

Jaye Ladymore has previously performed with Chicago Symphony under direction of
Marin Alsop at internationally renowned Ravinia Festival in Highland Park, Illinois. Lady-
more has performed on numerous regional stages across the US. She received the 2019
Black Theatre Alliance Award for Best Featured Actress in a Play for her work at Time-
Line Theatre, an honor for which she is extremely grateful. In addition to performing on
stage, Ladymore has appeared in multiple TV shows like Empire, Chicago Med, Chicago
P. D., The Chi, and Proven Innocent. She garnered a series regular role on the hit show
The 4400 in 2021 and has enjoyed featured roles in the movies An Acceptable Loss and
Killing Eleanor. Ladymore is a proud member of AEA and SAG-AFTRA. She is represented
by Stewart Talent.
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Akiko TOMIHIRA

Soprano
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Akiko Tomihira graduated from Tokyo University of the Arts and obtained a Master's
degree at the same university. After she received a grant from Meiji Yasuda Cultural
Foundation, she studied at Staatliche Hochschule fiir Musik und Darstellende Kunst Stutt-
gart. In 2005, Tomihira received Richard Wagner Scholarship. In 2006, she matriculated
to Bayerische Opernakademie. At Bayerische Staatsoper, she sang in operas including
Der Rosenkavalier, Hédnsel und Gretel, and Die Zauberfléte with conductors such as Peter
Schneider and Kent Nagano. In Germany, Tomihira appeared in operas such as Le Nozze
di Figaro, Die lustige Witwe, among others. In Japan, she has performed in operas includ-
ing La Boheme, Die Zauberfldte, Der Freischitz, Kinkakuji, Die Entfihrung aus dem Serail,
and Fidelio. In 2021, her performance at Lulu received unprecedented praise. She is a
member of Nikikai.
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New National Theatre Chorus chorus

oE .
Ot=

HENBISE. 7R3, NV FVR BRIEVWSRAESEMDID DO N EHE—
DEIMEIHEUT, 1997F10RICHELIc. MENAGGERALEEZBCTITNNS
KL< DARSRNEOKZIESIBEBHAEL TERZRE. BLDXYN—[FEKEDI]RE
NEBENZBLTCHY, BEBACLTOBNCZ VYV TIVEEAEENBEER. BN
HOHEBESLUATAFHoEEVFHEZRF TULZ,

New National Theatre, Tokyo, opened in October 1997 as the only national theatre for
the modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile,
New National Theatre Chorus started its career and has played a central role in many
opera performances all through the seasons. Their ensemble ability and rich voices have

achieved acclaim from co-starred singers, conductors, directors, stage staffs as well as
domestic and foreign media.

Kyohei TOMIHIRA

Chorus Master
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orches-
tras such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo
Symphony. He also serves as Associate Conductor and Chorus Master in opera perfor-

mances of New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation, and The Fuji-
wara Opera. He is a Chorus Master of New National Theatre, Tokyo.
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The Little Singers of Tokyo chidrens chorus
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The Little Singers of Tokyo (LSOT) formed in 1951 with the concept “for Japanese chil-
dren to sing Renaissance works” . The founding spirit continues today with a repertoire
focusing on authentic choral works based on traditional European music. LSOT covers a
wide range of music from Gregorian Chants to contemporary works. In addition to the
regular concerts held twice a year, LSOT has made 33 overseas concert tours. They have
also appeared with many orchestras and opera theaters at home and abroad, and have
performed with maestros such as Abbado, Luisi, and Muti.

Hisae HASEGAWA

Chorus Master
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Hisae Hasegawa is Principal Conductor / Artistic Director of the Little Singers of Tokyo.
She has conducted self-promoted concerts and overseas performances and also succes-
sively served as a chorus master of various outside performances including operas. She
formed Chorus LSOT and a choral ensemble LSOT Kammerchor as well, expanding wide-
ranging performance activities.
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Program notes by Robert Markow

Shostakovich:
Symphony No.9 in E-flat major, op.70

I Allegro
I Moderato
Il Presto

IV Largo

V Allegretto

Dmitri Shostakovich: Born in St. Petersburg, September 25, 1906; died in Moscow,
August 9, 1975

If there is a thread that runs through Shostakovich’s canon of fifteen sympho-
nies, it is the element of unpredictability from one to the next. The Ninth proved as
much of a surprise as the previous eight; in fact, more so. Shostakovich wrote it in
the summer of 1945, immediately following the end of World War II in Europe.
Everyone fully expected that this would be a work on a grand scale, not only to
celebrate the end of the war, but as a capstone to his trilogy of war symphonies
and as a worthy continuation to the hallowed tradition of great Ninths by other
composers (Beethoven, Schubert, Dvorfdk, Bruckner, Mahler, etc.). But what
Shostakovich revealed to the public at a concert in Leningrad on November 3,
1945 was a relatively short, unpretentious piece shot through with sardonic humor,
verve and wit. There was no heroic grandeur, no dedication, no apotheosis, no
chorus ... nothing remotely like the grandiose hymn to victory or tribute to the war
dead everyone was expecting. Stalin was incensed, the public was confused, the
critics were disappointed.

Well, times change. The Ninth Symphony is now happily accepted for what it
is, rather than rejected for what it is not and never attempted to be. “A merry little
piece” was the composer’s own description. Laurel Fay, a musicologist specializing
in twentieth-century Russian music, calls the symphony “an escape, a cheerful cele-
bration, perhaps even a hopeful look into the future.” The English musicologist
Robert Layton finds hints of a darker world: “There is a restless movement, as if the
comedy provided a distraction for events working at a deeper level whose shape is
never clearly defined.” The assessment of Richard Rodda, writing for the Cleveland
Orchestra, is darker still: “The referential framework of the symphony is almost cer-
tainly one of irony, or even of bitterness, so that the brilliant, chuckling surface of
the music masks, perhaps, anger or sadness of derision or some burning frustration
for which there is no name.” Shostakovich’s Ninth may not be a masterpiece on the
order of Beethoven’s or Bruckner’s Ninth, but it has a curiously ambivalent charac-
ter that focuses attention and provokes contemplation. Here is Laurel Fay’s
thoughtful summary of the work’s achievement:
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“Critics, both Soviet and Western, will undoubtedly continue to argue the
merits of Shostakovich’s Ninth Symphony. That it is so different in style and sub-
stance from the symphonies which immediately preceded it, that it was a wholly
unexpected and not inappropriate response to a perceived historical necessity, are
issues which are bound to stimulate further debate among those determined to
explain and justify the continuity of Shostakovich’s creative development. Taken on
its own terms, though, as a piece of absolute music, the symphony eloquently justi-
fies itself.”

Bernstein:
Symphony No.3 “Kaddish”

I Invocation - Kaddish 1
I Din Torah - Kaddish 2
Il Scherzo - Kaddish 3 - Finale

Leonard Bernstein: Born in Lawrence, Massachusetts, August 25, 1918; died in
New York City, October 14, 1990

Each of Leonard Bernstein’s three symphonies is utterly different from the
other two, but they are all programmatic in content, and one theme unites them all:
man and his search for meaning and spiritual sustenance in the modern world. The
Third Symphony (Kaddish) focuses on man’s crisis of faith even more potently than
had the First (Jeremiah) or the Second (The Age of Anxiety). Bernstein’s Kaddish
Symphony actually bears more in common with oratorio than it does with sympho-
ny, and it incorporates theatrical elements as well. But regardless of its designated
genre, it remains a powerful, if controversial work. The controversy revolves mainly
around Bernstein’s own texts, which have been held up to ridicule and to charges
of pretentiousness, vulgarity and even blasphemy.

Kaddish (sanctification or holy) is the prayer Jews chant at the graveside and
at memorial occasions in the home or at synagogue. Yet there is not a single men-
tion of the word “death” in the text. On the contrary, Kaddish is an affirmation of
life and a hymn of praise to God, ending with a plea for peace. Bernstein set this
text three times, each movement expressing the text in a different mood — disturb-
ing, tenderly comforting and wildly excited. To this text, sung in Hebrew and
Aramaic (the ancient language spoken by Jesus), Bernstein added narrative texts of
his own. These texts thrust man into direct confrontation with his God as man
addresses Him in intimate, angry, accusatory and challenging tones. Bernstein was
concerned that many Jews would find this language and tone offensive. A scholar
of Hebrew literature and philosophy in Tel Aviv was consulted, and the response
was that he could find no valid reason for taking offence; moreover, there had
been many precedents for this type of commentary in Jewish and Hebrew litera-
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ture, and even in the Bible (Jacob, Job, Moses, etc.).

Humphrey Burton, in his monograph on the composer, observes: “That the
Kaddish Symphony would also jolt concert-going audiences out of their seats by
the brutality of its assault on received ideas of religion and man’s relationship with
God was characteristic of Bernstein's flair for the grand gesture ... his intention was
to express in a spectacular way the loss of faith experienced by people of all reli-
gions, not just the Jews, in a century dominated by senseless killing and destruction.
And what could be more dramatic than a frontal attack on God?” Underscoring
Burton’s comment was the event that led to the dedication to John F. Kennedy.
While Bernstein was orchestrating the final “Amen” pages of the score, he received
news that Kennedy had been shot, and later that he had died. Bernstein knew
immediately to whom the dedication must go.

The Symphony resulted from a joint commissioned by the Koussevitzky Music
Foundation and the Boston Symphony Orchestra on occasion of its 75th anniversa-
ry in 1956. Bernstein was asked to write something for the Orchestra, but did not
begin serious work on it until 1961. The work for orchestra, mixed chorus, boys
choir, speaker, and soprano soloist was completed in November of 1963. The
Boston Symphony waived the right for the world premiere when Bernstein request-
ed that the honor go to the Israel Philharmonic. This premiere was given in Tel
Aviv on December 10, 1963 with Bernstein conducting. The speaker was Hannah
Rovina, one of Israel’s leading actresses. Such was its success that two extra perfor-
mances had to be added to the nine already scheduled.

The Boston Symphony under Charles Munch (returning as guest conductor)
gave the first American performance on January 31, 1964, for which occasion
Bernstein’s wife, Felicia Montealegre (also from the world of professional theater), took
the role of the speaker. Here the reception was mixed, with the Boston Globe’s music
critic Michael Steinberg calling Bernstein’s texts “a lava-flow of clichés.” Steinberg’s
scathing review aroused almost as much controversy as the new symphony.

Bernstein substantially revised portions of the Symphony in 1977, particularly
the spoken texts. At this time he also consented that the speaker could be either a
woman (as in the original version) or a man. This revised version, with Michael
Wager as the speaker, was also presented by the Israel Philharmonic, this time on
Bernstein’s 59th birthday (August 25, 1977) in Mainz, Germany.

The spiritual journey from angry accusations and despair to joy and jubilation
is accomplished in a forty-minute span of three connected movements. Several
themes and motifs play a part in conferring musical unity. One is the three-note
motif heard at the very outset in the flutes; another is what Bernstein calls the
Kaddish tune, a gently flowing melody played usually by the strings. Its eclectic style
incorporates everything both twelve-tone writing to unabashed tonality. There is
hand-clapping, foot-stomping, jazz rhythms, and a huge percussion department that
amounts to a small orchestra in itself. This symphony still generates controversy.

For a profile of Robert Markow, see page 13.
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Mahler: Symphony No.10 in F-sharp major (Cooke version)
I Adagio: Andante - Adagio
I Scherzo: Schnelle Vierteln
Il Purgatorio: Allegretto moderato
IV Scherzo: Allegro pesante. Nicht zu schnell
V' Finale: Langsam, schwer - Allegro moderato
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Program notes by Robert Markow

Mahler:
Symphony No.10 in F-sharp major (Cooke version)

I Adagio: Andante - Adagio

Il Scherzo: Schnelle Vierteln

Il Purgatorio: Allegretto moderato

IV Scherzo: Allegro pesante. Nicht zu schnell
V Finale: Langsam, schwer - Allegro moderato

Gustav Mahler: Born in Kalischt, Bohemia, July 7, 1860; died in Vienna, May 18,
1911

Mabhler’s contention that “a symphony should be like a world; it must
embrace everything” is fully borne out in his last testament: anguish, despair, joy,
exuberance, regret, terror, agony, peace and much more are found in this sympho-
ny, many parts of which reach into psychic realms even Mahler had never before
penetrated.

A shroud of mystery, controversy and misunderstanding has surrounded
Mahler’s Tenth ever since the composer’s death in the spring of 1911. Bruno
Walter, the Mahler disciple who conducted the premieres of the Ninth and Das
Lied von der Erde, refused even to look at the Tenth. An early biographer and
friend of Mahler, Richard Specht, wrote that the Tenth “will never come to perfor-
mance ... it is quite impossible that anyone could complete a score from his mute
symbols.” Mahler’s widow refused until 1963 to allow the sketches to be performed.
Numerous Mahler scholars and conductors including Leonard Bernstein, Bernard
Haitink, and Raphael Kubelik have steadfastly refused to acknowledge a bona fide
complete Tenth.

Yet obviously there is more, much more, to this work than the single Adagio
movement that used to stand as proxy for the whole symphony. What we hear at
this concert is designated the “revised performing version of the draft” as prepared
by the English musicologist Deryck Cooke (1919-1976). The chronology of events
leading to this version is long and involved, but it offers one of the most fascinating
stories in musicology of the twentieth century. The story has been well document-
ed, especially in numerous articles by Cooke himself. In much condensed form, it
runs as follows:

In 1924, Mahler’'s widow Alma decided to reveal a portion of the symphony
to the world. She asked Ernst Krenek to edit the two movements most nearly com-
plete, the long opening Adagio and the curious little “Purgatorio” third movement.
These were conducted by Franz Schalk in Vienna on October 14, 1924. (The two
movements were published only in 1951.) The same Richard Specht who had pre-
viously claimed the Tenth “will never come to performance” thereupon reversed his
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position and issued a call for “some musician of high standing who is devoted to
Mahler and intimate with his style” to prepare a performing edition of the entire
five-movement symphony. Among the famous composers approached were
Schoenberg and Shostakovich, but it was destined for musicologists to fulfill the
quest: Joe Wheeler and Deryck Cooke in England, Clinton Carpenter and Joseph
Mazzetti in the United States, the Russian conductor Rudolf Barshai, the Israeli-
American conductor Yoel Gamzou, and a pair of Italians, Giuseppe Mazzuca and
Nicola Samale, all working independently, have prepared seven additional perform-
ing versions of the symphony. An eighth, by the German Hans Wollschldger, was
abandoned in 1959 when he changed his mind on the feasibility of the undertak-
ing. There are also a couple of chamber orchestra versions. Of these ten, only
Cooke’s revised version has acquired any currency to date.

Cooke first came face to face with the problem of the Tenth in 1959, when
he was commissioned by the BBC to write a brochure about Mahler’s symphonies
as part of the 1960 Mahler centennial year observations. Not content to accept
only the two published movements of the Tenth, Cooke investigated Mahler’s
sketches and found to his surprise that the composer had left the symphony in an
advanced state of development. Every bar of each movement had been continu-
ously laid out, from beginning to end. These were no mere fragments. The first
movement had been fully orchestrated, the third was nearly complete, and there
was a four-staff “open” score with many instrumental cues for nearly everything
else. Cooke’s fascination and absorption with the Tenth extended to copying out
by hand all the sketches Mahler had left, fully orchestrating everything himself and
preparing a performance-cum-narration for radio broadcast. On December 19,
1960, the BBC carried a broadcast of the first, third and fifth movements complete,
plus substantial portions of the two Scherzo movements introduced by Cooke’s lec-
ture. Berthold Goldschmidt conducted the Philharmonia Orchestra.

Fired by the success of this venture, Cooke prepared to refine and conclude
his cause célebre when Alma stepped in, refusing permission for any further broad-
casts. But she had never even heard the first one, and when finally, three years
later, she was persuaded to listen to a copy of it, she was so moved that she imme-
diately retracted her previous stricture. Alma died shortly thereafter, and in her pos-
session were found 44 additional pages of manuscript, hitherto unknown, which
enabled Cooke to complete his performing version of the symphony. The first com-
plete performance was given by Goldschmidt and the London Symphony Orchestra
on August 13, 1964 in Royal Albert Hall. The Philadelphia Orchestra under Eugene
Ormandy gave the American premiere in November of 1965 and made the first
complete recording of the work.

Cooke continued to work on and refine the orchestration. His revised “per-
forming version of the draft” was published in 1976. Essentially, Cooke’s accom-
plishment lay not in composing but rather in orchestrating the sketches (many of
which already contained indications and cues), determining the harmonies, adding
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contrapuntal lines, and generally filling out the texture. In his revised version, he
augmented each woodwind and brass section from three to four (only the horns
remained at the original number of four; he also added a fifth clarinet). Cooke also
incorporated additional adjustments that he felt brought “the sonority of the music
nearer to the true ‘Mahler sound’ in so far as that is possible.”

The 25-minute Adagio is an extended elegy imbued with profound nostalgia,
passionate intensity, glowing colors and sinewy chromaticism. Three main ideas —
the opening meditation for violas alone, the soaring theme spanning two octaves
for the full string orchestra; and a lighter, dance-like subject — alternate throughout
the movement. The climax intrudes suddenly as monolithic, organ-like chords burst
forth in the brass, accompanied by sweeping figurations in the harp and strings.
Trumpets scream a sustained high note while massive, terrifying dissonances hurl
themselves against it. The agonized, nightmarish episode dissipates almost as sud-
denly as it appeared.

The first of two scherzos, each about twelve minutes in length, is character-
ized by an exuberant mood and almost constantly changing meters ( “one of
Mahler’s most astonishing leaps into the future,” to quote musicologist Michael
Steinberg). There are two contrasting episodes, each reminiscent of the dance-like
Landler.

The centerpiece of the five-movement structure is the tiny, four-minute
“Purgatorio.” While writing the symphony, Mahler learned that his wife Alma was
having an affair with the architect Walter Gropius. He titled the movement not
after Dante, but in reference to a poem by Siegfried Lipiner about betrayal.

The second scherzo combines music of spectral visions and demonic fury
with dance-like impulses. “The devil dances it with me,” Mahler wrote in the score.
Shrill outcries alternate with ghostly rustlings in some of the most advanced music
Mabhler ever wrote.

Mahler preserves the symphony’s symmetrical layout in a long, slow finale.
Utter desolation pervades the movement’s opening pages. Eventually a long, arch-
ing flute solo of ineffable beauty spreads its consoling message over the gloom.
This theme is developed at great length, and is interspersed with elements from
previous movements as well (notably the sustained scream of anguish from the
trumpets), each bringing its message of distress, tension or passion. The final pages
open out onto a world of serene resignation and tenderness. “To live for you! To
die for you!, Almschi,” Mahler wrote over the last notes, his way of showing that he
had passed beyond the pain of betrayal from the woman he still loved.

For a profile of Robert Markow, see page 13.
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