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Maestro’s Message
In his Le Revue Blanche, French composer Claude Debussy described 
Wagner’s music as “a beautiful sunset that was mistaken for a dawn,” 
but his contemporaries Richard Strauss and Gustav Mahler drew 
inspiration from Wagner as a herald of Germanic music’s bright dawn. 
By the beginning of the 20th-Century, Austro-German Romanticism 
had evolved into a sophisticated musical language starting with 
Beethoven and moving through Wagner to Mahler and Strauss.* 
This music has its roots in the psycho-emotional theories of Freud 
and Adler; love’s joys and agonies as expressed in Goethe’s Werther; 
existential tensions between the Enlightenment and traditional 
theology; longing for the romantic past of folklore as well as the 
idyllic future of science fiction novels; the love of nature versus the 
wonders of the industrial age; and the struggle of heroes, heroines, 
and artists—as in Mary Shelley’s Frankenstein or The New Prometheus. 
It depicts the often-conflicted, multi-dimensional states in which 
we simultaneously exist—psychological, emotional, intellectual, 
spiritual, and societal—exploring life’s challenges and questions. You 
will find yourself, in Mahler’s Fifth Symphony, progressing valiantly 

from moments of despair and confusion to struggle, triumph, and 
revelation. It’s a journey of growth. I cannot express to you what 
comes to my mind in this music, and I don’t want to. Create your 
own narrative for the sonic cinema that conductor James DePreist 
called “this miracle of a piece.” Strauss’ four songs are poignant 
considering our shared, recent tribulations. And though in the first 
three, tears will flow, in the last, “Morgen,” Hermann Hesse’s poetry 
and Strauss’s music assures us that morning will come. It’s a powerful 
program, emotionally wrought but also cathartic in so many ways that 
I hope you will discover. —G. Stelluto

 
*Debussy, however, may have been right in the long run, for it is difficult 
to name any German/Austrian composers of their stature after World 
War II. Ironically, it was Wagner’s own inspiration that led to this musical 
Götterdämmerung (Twilight of the Gods). While his musical genius inspired 
creativity, his virulent antisemitism directly influenced the art-politics of pre-
WWII Germany, leading to the diaspora or destruction of its next generation 
of composers and the downfall of its historically influential culture. 
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Richard Strauss (1864-1949)
Vienna Philharmonic Fanfare

Strauss composed this brief work in 1923. It was first performed in 
Vienna on March 4, 1924. Duration 2:00

Background
Richard Strauss had a long and friendly relationship with the Vienna 
Philharmonic Orchestra and its musicians. Not only was his music 
frequently played (and in a few cases premiered) by the orchestra, Strauss 
conducted well over a hundred of their concerts over a period of nearly 
four decades. In 1923, he toured South America with the orchestra. 
Travelling by ship on the way home, he composed a short brass fanfare 
at the request of the musicians, who were planning to host a grand ball 
to benefit their retired members. Strauss’s fanfare was played to open the 
very first Vienna Philharmonic Ball in March 1924. Strauss presented his 
original manuscript to the musicians as a gift. The benefit ball and the 
fanfare remain beloved annual traditions in Vienna nearly a century later. 

What You’ll Hear
The Vienna Philharmonic Fanfare, a two-minute piece scored for an 
enlarged brass section with timpani, begins with a unison pitch in the 
trumpets, an insistent rhythm that summons the trombones, tuba, and 
horns. There is a more grandiose middle section and conclusion.

Richard Strauss
Four Last Songs

Strauss composed Morgen! in 1894 and orchestrated it in 1897. 
The composer conducted its premiere in Brussels on November 21, 
1897, which was sung by his wife, Pauline de Anha. The remaining 
songs are drawn from his Four Last Songs, which were completed in 
1948. They were published after his death and were first performed 
by soprano Kirsten Flagstad and the Philharmonia Orchestra, 
under the direction of Wilhelm Furtwängler, on May 22, 1950 in 
London. Duration 20:00

Background
Strauss composed art songs 
throughout his life, over 200 in 
all. These works were mostly 
written for solo voice and piano, 
though he also orchestrated many 
songs. They are often a kind of 
musical autobiography, reflecting 
events in the composer’s life at 
the time they were written. The 
first three songs heard here are 

drawn from Strauss’s Four Last Songs, completed a year before his 
death. The last years of his life were marked by sadness and setbacks. 
The most prominent figure in German music of the 1930s and the 
war years, Strauss stayed in Germany when many others fled. He 
cooperated with the Nazis’ cultural program, though the extent of 
his true collaboration remains the subject of debate. In 1933, he was 
appointed president of the Nazi Reichsmusikkammer, though he was 
forced to resign two years later, largely because of his connections 
with the Jewish writer and librettist Stefan Zweig—and because his 
daughter-law was also of Jewish ancestry. Though he produced a few 
occasional pieces for the Nazi regime, for the most part, he and his 
family were harassed through much of the war and were even held 
prisoner by the Gestapo. At the war’s end, he underwent a humiliating 
“de-Nazification” trial, though he was cleared of all charges. The 
aging Strauss was cut off from most sources of income, and spent most 
of his last few years—a time of declining health for both him and 
his wife—in voluntary exile in Switzerland. On a trip to England in 
October 1947, a reporter asked the 83-year-old composer what his 
future plans were. Strauss’s answer was brief and must have caused an 
uncomfortable silence: “To die.”

Despite all of this, Strauss produced a series of astonishing works in 
his last few years; the most profound of all, was Four Last Songs. In 1948, 
Strauss came upon Im Abendrot (In Twilight) by the German Romantic 
poet Eichendorff. This poem, a picture of an aging couple who look 
toward death with calm and dignity, must have resonated strongly with 
Strauss, and he completed a superb setting for soprano and orchestra 
in May 1948. This was to have been part of a larger song-cycle of five 
songs, the other four settings of poems by the German poet and novelist 
Hermann Hesse. The Hesse poems selected by Strauss also accord 
with the ideas of rest and a life that is ending. In Frühling (Spring) there 
are hints of resurrection and rebirth. In September, the withering of a 
garden and falling of leaves becomes a metaphor for death itself. Beim 
Schlafengehen (While Going to Sleep) speaks of a longed-for rest and the 
freeing of one’s soul to a richer life. Settings of the three Hesse poems 
were finished in September 1948. A fourth Hesse setting, intended as 
part of the same set, was left incomplete when Strauss died a year later. 
(The title Four Last Songs was applied by the publisher when the set was 
published after Strauss’s death.)

What You’ll Hear
Three songs from the set are heard here in a reduced orchestration. 
Our selections from the set begin with Frühling. Strauss sets the text 
above a turbulent orchestral background at the beginning. The song 
comes to a turning point on the soprano’s exuberant line on the word 
Vogelsang (bird-song), and continues in a joyous mood until the end. In 
the longest song, Im Abendrot, Strauss places the soprano above a rich, 
dense, Romantic texture. When she finally sings of death itself, the 
mood is not resignation or fear, but calm acceptance and satisfaction. 
In the closing bars, Strauss includes a quiet allusion to his own 1889 
tone poem Death and Transfiguration. The third song, Beim Schlafengehen, 
is also the darkest, with intense contrapuntal lines supporting the 
soprano. Strauss inserts a luminous violin solo as a bridge between the 
second and third stanzas, and rounds off the song with a quiet coda. 

We end on a much brighter note, with an optimistic song from 
over half a century earlier: Morgen! (Tomorrow!) from 1894, the year he 
married soprano Pauline de Anha. The 1890s were among the most 
successful years of his life, with a thoroughly happy marriage and a series 
of tremendous successes as a composer and conductor. Morgen!, written 
as a wedding gift for his wife, was originally composed for voice with 
violin and piano accompaniment, though he later created the gentle 
orchestral version heard here, for strings, harp, and horns. The text is 
by John Henry Mackay, a Scottish-born contemporary of Strauss, who 
moved to Germany with his mother at age two. This is an ecstatic, 

ABOUT THE PROGRAM
Written by J. Michael Allsen, edited by Mae Gilliland Wright © 2020

This program includes works from two great composers from 
early 20th-century Germany and Austria, Strauss and Mahler. 
After we open with Strauss’s rousing Vienna Philharmonic 
Fanfare, soprano Michelle Areyzaga performs four of his moving 
orchestral songs. We close with Mahler’s titanic Fifth Symphony.
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hyper-romantic love poem, anticipating a meeting with the poet’s 
beloved, and Strauss’s setting is perfect. The soprano’s unhurried line 
floats above a quiet background of solo violin, harp, and muted strings. 
The song reaches a hushed and ecstatic climax at the line stumm werden 
wir uns in die Augen schauen (“mute, gazing into each other’s eyes”).

Gustav Mahler (1860-1911)
Symphony No. 5 in C-sharp Minor

Mahler’s fifth symphony was composed during the summers of 1901 
and 1902. Mahler conducted the premiere in Cologne on October 
18, 1904. Duration 69:00

Background
The year 1901 was one of the 
most significant of Mahler’s 
life. He acquired property at 
Mayernigg, near Lake Wörther, 
the beloved summer retreat where 
most of his late works were 
composed. There were professional 
changes as well—early that year, 
health problems, apparently caused 
by overwork, forced him to step 
down as conductor of the Vienna 
Philharmonic. (Unlike their 

happy relationship with Strauss, the musicians of this democratically-
run orchestra chafed under Mahler’s authoritarian style. During his 
absence, they quickly elected another conductor, even before Mahler 
had a chance to resign officially!) However, the most important event 
of 1901 was meeting Alma Schindler at a dinner party. Mahler was 
almost instantly attracted to this brilliant and beautiful 20-year-old, 
a composer in her own right. For her part, Alma was just a bit awed 
by the conductor and composer, who was twice her age. A romance 
blossomed quickly, and they were married on March 2, 1902. 
Marriage was a very good thing for Gustav, though Alma’s musical 
career was cut short at his insistence: she was to be his partner in 
most things, but there was apparently room for only one composer 
in the family. Alma was able to take care of the day-to-day details of 
housekeeping and business that he found so irritating, leaving him 
free to compose.

Composition was almost exclusively limited to summer holidays, 
and the time Mahler spent at Mayernigg was jealously guarded. 
According to Alma’s diary, he maintained a strict routine. He rose at 
dawn and tromped up to his “composition cottage” in the woods—a 
small shed that contained little besides a desk and a piano. His 
breakfast was brought up by a maid, who according to Alma, was 
terrified of Mahler, and would leave the tray and run. He would work 
in solitude all morning, and after lunch would hike or row with Alma. 
Even during the afternoons and evenings, he would be working on 
compositional problems, and would abruptly break away from guests 
or other activities to work for hours at a time. Symphony No. 5 was 
composed during two of these holidays, in 1901 and 1902.

Though this work, which Mahler originally nicknamed the “giant 
symphony,” was essentially complete in 1902, it was to be revised 
extensively many times. After a preliminary sight-reading in 1904, he 
deleted many of the percussion parts that were prominent in the first 
version. (Alma writes in her diary of “sobbing aloud” when she heard 
the percussion drowning out the rest of the orchestra.) Though the 
premiere went well later that year, he made significant changes before 
conducting the work in Amsterdam in 1906, and revised it yet again 
for a performance in 1908. It was not until shortly before his death—
and after completing four more symphonies—that Mahler wrote to 

a friend: “I have finished the Fifth. I actually had to reorchestrate it 
completely, I don’t understand how I could have gone so completely 
astray—just like a beginner. Evidently the routines I had established 
with the first four symphonies were entirely inadequate for this one—
for a completely new style demands a new technique.”

This “completely new style” represents a break with what he had 
done in the first four symphonies. Despite their variety in style, all 
were programmatic. They are also based in some way upon Mahler’s 
musical settings of the folk-style poems from Des Knaben Wunderhorn 
(“The Boy’s Magic Horn”). In Symphony No. 5, Mahler rejects the idea 
of an extramusical program, and breaks with the use of vocal music 
and text that had been so much a part of the second, third, and fourth 
symphonies. The symphony also makes a stylistic break with his previous 
works. It was during this period that Mahler began to study the works 
of J. S. Bach. (In fact, the only printed music in Mahler’s “composition 
cottage” was a prized set of Bach’s Complete Works.) A newer, more 
intellectual contrapuntal ideal is heard in this symphony.

What You’ll Hear
Symphony No. 5 is set in five movements, which Mahler organizes into 
three parts: the funeral march and second movement constitute Part I, 
Part II is the gargantuan Scherzo, and Part III includes the Adagietto and 
Rondo-Finale. It begins with solemn fanfare from a solo trumpet—this 
rhythm pervades much of the movement’s music. Mahler titles the 
movement Trauermusik (funeral music) and gives the direction In 
gemessen Schritt, streng, wie ein Konduit (“In measured step, stern, as in a 
funeral procession”). The opening fanfare leads into a somber march 
for brass and a sad string melody. The trumpet fanfare appears again, 
and there is an almost-violent middle passage that breaks the solemn 
march and moves towards an angry climax. Once again, the trumpet 
interjects, and there is a long concluding passage that returns to the 
defeated tread of the opening march. The movement dies away quietly 
and gradually.

Mahler considered the funeral march to be an introduction to the 
second movement, Stürmische bewegt, mit grösster Vehemenz (“Stormily 
agitated, with greatest vehemence”), which begins without a pause. 
The movement, set in a greatly expanded sonata form, begins with 
a furious figure in the basses that the brasses answer with equal rage. 
The mood breaks suddenly, and the cellos play a sad tune that recalls 
the march of the first movement. The development begins with a 
recitative-style line for the cellos that Mahler marks Klagend (grieving). 
This section builds gradually through restatements and recombinations 
of his themes, over a vast stretch of musical time, before culminating 
in a titanic brass chorale—Mahler carefully marks this moment in the 
score Höhepunkt (high point—as if we could fail to notice!) When the 
opening theme returns, it is almost an afterthought to this moment—it 
builds towards a second peak, then subsides to fade away to nothing. 
Mahler specifies a long pause after the close of this movement.

The title Scherzo (Italian for “joke”) usually implies a light, 
humorous, fast-paced movement. While there is certainly humor to be 
found in this movement, it is no lightweight—at over 800 measures, it 
is the longest section of the piece. Mahler wrote to Alma while he was 
rehearsing for the premiere, describing it as 

“…the devil of a movement. I see it is in for a lot of 
trouble. Conductors for the next fifty years will all take it 
too fast, and make nonsense of it; and the public—what are 
they to make of this chaos of which new worlds are forever 
being engendered, only to crumble into ruin the moment 
after. What are they to say to this primeval music, this 
foaming, roaring, raging sea of flashing breakers? Oh that 
I might give my symphony its first performance fifty years 
after my death!” 
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Strauss Songs

Frühling (Spring), from Four Last Songs

In dämmrigen Grüften 
träumte ich lang 
von deinen Bäumen und blauen 
Lüften, 
von deinem Duft und Vogelsang. 
  
Nun liegst du erschlossen 
in Gleiß und Zier,
von Licht übergossen
wie ein Wunder vor mir. 
  
Du kennest mich wieder, 
du lockest mich zart,
es zittert durch all meine Glieder
deine selige Gegenwart!

- Hermann Hesse (1877-1962)

Im Abendrot (In Twilight), from Four Last Songs

Wir sind durch Not und Freude
gegangen Hand in Hand:
vom Wandern ruhen wir beide
nun überm stillen Land.
  

Rings sich die Täler neigen,
es dunkelt schon die Luft,
zwei Lerchen nur noch steigen
nachträumend in den Duft. 
  
Tritt her und laß sie schwirren, 
bald ist es Schlafenszeit,
daß wir uns nicht verirren
in dieser Einsamkeit.
  
O weiter, stiller Friede! 
So tief im Abendrot,  
Wie sind wir wandermüde— 
ist dies etwa der Tod?

- Josef Karl Benedikt von Eichendorff (1788-1857) 

Beim Schlafengehen (While Going to Sleep), 
from Four Last Songs

Nun der Tag mich müd gemacht, 
soll mein sehnliches Verlangen 
freundlich die gestirnte Nacht 
wie ein müdes Kind empfangen. 
  
Hände, laßt von allem Tun,
Stirn, vergiß du alles Denken,
alle meine Sinne nun 
wollen sich in Schlummer senken. 
  
Und die Seele unbewacht
will in freien Flügen schweben,
um im Zauberkreis der Nacht 
tief und tausendfach zu leben. 

- Hermann Hesse

Morgen! (Tomorrow!), Op. 27, No. 4 

Und morgen wird die Sonne wieder 
scheinen,  
und auf dem Wege, den ich gehen 
werde, 
wird uns, die Glücklichen, sie wieder 
einen 
inmitten dieser sonnenatmenden 
Erde… 

Und zu dem Strand, dem weiten, 
wogenblauen, 
werden wir still und langsam 
niedersteigen, 
stumm werden wir uns in die Augen 
schauen, 
und auf uns sinkt des Glückes 
stummes
Schweigen…

- John Henry Mackay (1864-1933)

Strauss Songs

Frühling (Spring), from Four Last Songs
 
In shadowy vaults
I have long dreamt
of your trees and blue skies
of your scents and of  
bird-songs.

Now you lie revealed
glistening in your finery,
overflowing with light,
like a wonder before me.

You know me again,
You beckon tenderly to me,
all of my limbs tremble,
in your blessed presence!

We’ve gone through trouble and joy
together, hand in hand;
now we rest from wandering
above the silent land.

The valleys slope around us,
the air grows dark;
two larks are still ascending
dreamily into the haze.

Come here, and let them flutter,
the time for sleep approaches;
we wouldn’t want to get lost
in this loneliness.

O vast and silent peace!
So deep in reddish twilight.
We are so travel-weary—
could this possibly be death?

Now that the day has tired me out,
my dearest longings shall
be accepted by the starry night,
like those of weary child.

Hands, stop your activity,
head, stop your thoughts;
now all my senses
will sink into slumber.

And my soul, unwatched, will 
float about on  
untrammeled wings
in the enchanted circle  
of the night, living a thousand 
times more deeply.

And tomorrow the sun will shine 
again,
and on the path where I will 
walk,
it will unite us, the happy ones, 
again,
in the midst of this sun-breathing 
earth…

And to the broad, blue-waved 
shore,
we shall quietly and slowly 
descend,
mute, gazing into each other’s 
eyes,
and upon us sinks the muted 
silence of
happiness…

The main theme is stated by all four horns, and the opening 
panel is a series of several dance melodies—mostly in the rough-
edged character of the Austrian folk dance (Ländler), but occasionally 
lapsing into a citified waltz. The lengthy trio uses a more reflective 
idea stated by solo horn, which is then developed. Just when 
everything seems to be dwindling to a close, the strings begin an 
upbeat Ländler tune and sweep the rest of the orchestra towards 
a climax (listen for a woodblock solo). The horns enter again and 
there is a varied restatement of the opening material, with dense 
contrapuntal elaboration. The coda turns briefly to the darker mood 
of the trio, before ending abruptly with a final horn fanfare—a 
formal trick Mahler certainly learned from the Scherzo movements of 
his hero, Beethoven.

Part III begins with the dreamy Adagietto. This movement, 
scored simply for strings and harp, is dwarfed by the movements that 
surround it, and shows Mahler’s more introspective side. It is based on 
two long melodies sung by strings, and mounts to a subdued climax 
and then fades away. As in Part I, there is no break between this 
movement and the next.

The Rondo-Finale begins with a wonderful passage in which 
sustained tones from the horn are answered by solo woodwinds. This 
leads to an Austrian country-band passage that serves as the refrain 
in this movement. The refrain closes as the cellos begin vigorously 
pumping out an agitated line that becomes the subject of an extended 
fugue. The refrain returns again, and another contrapuntal episode 
begins, eventually moving towards a new version of the Adagietto’s 
main melody. This becomes a theme for a series of loosely-structured 
variations, as the movement works inexorably towards a Höhepunkt—
again, a triumphal brass chorale, now decorated by the strings and 
woodwinds playing the fugue subject. There is little that remains 
unsaid at this point, and the movement comes quickly to a close. 
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