69 EULENBURG SCORE + AUDIO '\9
WOHBER ik +CD

MAHIUEE -t

Symphony No. 5

,‘,‘

Al

EULENBURG
Ml K & A




69 ——— - EULENBURG SCORE +AUDIO
wmpHEtE Lik+ CD

Gustav Mahler
Symphony No. 5

W - Lol
A5 AL A

EULENBURG
ME K H &I




EHEREFE (CIP) #iE

A, WX /() D¥E; MERF. —KY. BIMX
ik RtE, 20113

(RPHE 2 HE+CD; 169)

4 3. Symphony No.5

ISBN 978-7-5404-4839-4

[. O 1. 05 O M. O3 ih-Si%-HEw-at V. ©
J657.611

R A B 4 4E CIP 3l %5 (2011) %8 031831 5

(© 2011 Ernst Eulenburg & Co GmbH, Mainz
FERAFE . 18-2011-089

B

5 33 Wi i
LA A O E W
Wi L AR . RAT
(KU AR AR ZH—B 508 5 HR%4i: 410014)
] hk: www.hnwy.net/music

WA REIERR W A D 5 A PR W ED A

2011 4 4 HES 1 RUEE 1 IR ED R
JFA . 970x680mm 1/16 ENik. 16
EN%. 1—2,000
ISBN 978-7-5404-4839-4
&£ . 50.00 G (% CD)
AR ERMR W LS . 0731-85983102
TRHEE . 0731-85983016
v R %4k . 0731-85983102 0731-85983019
ER TR, 3 B A AL R R




Preface

Composed: 1901/1903 in Vienna/Maiernigg

First performance: 18 October 1904 in Cologne

Original publisher: C. F. Peters, Leipzig, 1904

Instrumentation: 4 Flutes (also Piccolo), 3 Oboes (also Cor Anglais),

3 Clarinets (also Bass Clarinet), 3 Bassoons (also Contrabassoon) —

6 Horns, 4 Trumpets, 3 Trombones, Bombardon/Bass Tuba -
Percussion Instruments (4 Timpani, Cymbals, Bass Drum, Snare Drum,
Triangle, Glockenspiel, Tam-tam, Clapper) — Harp — Strings

Duration: ca. 65 minutes

At first sight, Mahler’s Fifth Symphony appears to mark a radical new departure in his sym-
phonic thinking. It is the first of his symphonies to emerge with neither title, literary pro-
gramme nor sung text. Here, for the first time, Mahler seems to place his trust entirely in
musical argument — still intensely emotional in character, but dispensing with any kind of ver-
bal props in communicating its overall message.

In fact Mahler had been moving increasingly in this direction since the premiere of the First
Symphony in Budapest in 1889. At first the symphony was titled ‘Symphonic Poem’ and
issued with a detailed descriptive programme: soon afterwards it was given the subtitle Titan,
inviting direct comparison with the once hugely influential novel by Jean Paul (Johann
Paul Richter, 1763-1825). Mahler also dropped substantial hints about connections with a
doomed love affair, involving a singer who also bore the surname Richter. But painful experi-
ence eventually convinced him that it was possible to tell an audience too much. The musi-
cologist Ludwig Schiedermair met Mahler in 1900 (the year before he began work on the
Fifth Symphony) and remembered him holding forth on this subject:

‘Mahler’s eyes shone ever brighter, his brow rose higher, he jumped up agitated from the table
and shouted emotionally: “Away with programmes, they give a false picture! Let the public
form its own thoughts about a work being played, not be forced to read someone else’s pre-
judgements while they are listening. If the composer himself forces listeners to feel the emo-
tions that consume him he has achieved his objective. The language of sound comes close to
that of words, but expresses infinitely more than words can...” And with that Mahler seized
his glass and emptied it, crying “Perish all programmes!””!

! Ludwig Schiedermair, Gustav Mabler (Leipzig, 1901), 14
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Nevertheless, although Mahler had rejected direct literary explanations by the time he began
work on the Fifth Symphony, there are still plenty of clues for those who wish to hear them.
The symphony may not carry a title, but the first movement does: Trauermarsch (‘Funeral
March’). The tempo marking goes further in specifying the character: ‘In gemessenem
Schritt. Streng. Wie ein Kondukt’ (‘With measured tread. Strict. Like a processional’). The
opening suggests a grand public funeral, with portentous trumpet fanfare introducing massed
marching winds, the march rhythms heavily underlined by military percussion. Then the
quiet string theme at b34 brings a strong allusion to the song Der Tamboursg’sell (‘The drum-
mer lad’), from Mahler’s set of folksong settings Des Knaben Wunderborn. Composed in
the summer of 1901, that is, at around the same time Mahler started work on the Fifth
Symphony, the song tells of a soldier boy miserably awaiting execution for desertion. So we
have death in full grotesque pomp contrasted with something much lonelier and more
wretched. The bitter climactic outburst, marked Klagend (‘Wailing’ or ‘Lamenting’, b369),
and the march’s grim, increasingly skeletal ending, surely require no verbal elaboration.

In recordings and concert programmes the Fifth Symphony is often described as being ‘in
C sharp minor’: in fact only the Funeral March occupies that tonal territory. The rest of the
symphony can be understood as a journey away from C sharp minor, and from its clear asso-
ciations in the first movement with death, towards a brighter, more life-affirming D major.
The Funeral March’s second ‘Tamboursg’sell’ episode (b323f) was in A minor. This now
becomes the home key for the second movement, marked Stirmisch bewegt. Mit grosster
Vebemenz (‘Stormy. With the greatest vehemence’). This movement’s close links with the
Funeral March are emphasised by numerous thematic cross-references — most notably the
return of the leading melody of the second “Tamboursg’sell’ episode (b355). The leading
motif, the shrill rising ninth/falling second figure presented by high woodwind in bb6-8, can
itself be heard to derive from similar upward-striving/downward-stepping ideas in the first
movement, especially in the five bars leading to the latter’s Klagend climax. Eventually the
‘vehement’ striving energy of this figure appears to find release in the movement’s climactic
turn to D major (b464), its triumphal character underlined by powerful chorale-like writing
on brass. But the triumph is short lived: D major proves unstable, and the movement falls
tragically back into A minor, its striving main motif now fading to a stark final timpani A,
recalling the similarly curt ending of the Funeral March. Mahler’s death imagery still holds
sway.

The change in character between the second and third movements has proved too extreme
for some.? Others have looked for explanation in the circumstances of Mahler’s life at the
time. 1901, the year in which he began the Symphony, had been turbulent. In February, after
a near-fatal haemorrhage, Mahler had resigned as conductor of the Vienna Philharmonic
Orchestra. Towards the end of that same year (that is, after the first two movements of the
symphony had been sketched) he met his future wife, Alma Schindler, and fell passionately
in love. Given how closely biography and creativity interconnect in Mahler, these life-chang-

? Deryck Cooke, for example, called the symphony ‘schizophrenic”: see discussion in Gustav Mahler: An Introduc-
tion to his Music (London, 1980), 80-83
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ing events may well have left their mark on the Fifth Symphony’s musical narrative. There is
certainly a case for seeing Part I (the first two movements) as Mahler’s reaction to near-death
experience, and Part II (the Scherzo) as a response to the spiritually re-animating encounter
with Alma, now buoyed up in the very D major tonality that the second movement had so
tragically failed to establish. But in any case Parts I and I are not as musically split as they
may initially seem. The Scherzo’s opening starburst horn motif (bb1-4) outlines the notes a-
b'_a' — the same rising ninth/falling second figure as in the second movement’s ‘striving’
motif. Musically the impression of disunity is only skin-deep.

Moreover not everyone agrees with Cooke’s description of the Scherzo as ‘joyfully affirma-
tive’. Others, including this present writer, have found something unsettlingly manic about
this music — a reading which seems to find endorsement in Mahler’s own description of the
Scherzo in a letter to Alma:

“The Scherzo is a very devil of a movement. I see it is in for a peck of troubles! Conductors for
the next 50 years will take it too fast and make nonsense of it; and the public — Oh, heavens,
what are they to make of this chaos of which new worlds are for ever being engendered, only
to crumble in ruin the moment after? What are they to say to this primeval music, this foam-
ing, roaring, raging sea of sound, to these dancing stars, to these breath-taking, iridescent and
flashing breakers?’™

Again strong contrast is provided by the beginning of the famous Adagietto. In a symphony
whose character has so far owed so much to harsh and garish wind and percussion colours,
the change of palate to hushed strings and harp is highly telling. The impression of an impas-
sioned, tender orchestral ‘song without words’ — almost certainly a love-song to Alma —
is underlined by an allusion in the movement’s final protracted cadence (b94f) to the song
Ich bin der Welt abbanden gekommen (‘I am lost to the world’, also composed in the summer
of 1901): in the song this music accompanies the climax of the line ‘Ich leb’ allein in meinem
Himmel, in meinem Lieben, in meinem Lied’ (‘T live only in my heaven, in my love, in my
song’).

It is therefore possible to see the Adagietto as the real turning point of the Fifth Symphony’s
larger narrative: terror of death, the symphony’s ‘schizoid” split and the Scherzo’s mania
soothed, perhaps even healed by love. The Rondo-Finale begins with a touch of cheeky
humour. This time to another song from Des Knaben Wunderhorn is invoked: Lob des hoben
Verstandes (‘In praise of lofty intellect’). The song tells of a singing contest between birds,
judged by a donkey, who awards the prize to the cuckoo as his is the only ‘song’ he can under-
stand. This unmistakable jibe at Mahler’s critics is followed by his most impressive display
yet of contrapuntal skill, culminating in the now fully triumphant return of the choral from
the second movement, fused with the finale’s leading quasi-fugal motifs. At its high point

5 ibid. 82

4 Letter to Alma Mahler, 16 October 1904, included in Alma Mahler-Werfel, Erinnerungen an Gustav Mabler,
(Berlin, 1971), 283; English translation in Alma Mabler- Memories and Letters, trans. Basil Creighton (London,
1990), 243
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(bb730-38) the chorale’s first phrase rises climactically instead of falling as before, now
strongly recalling the first phrase of the Lutheran chorale Wie schon leuchtet der Morgen-
stern, famously harmonised by J.S.Bach. The invocation of Bach at the climax of a contra-
puntally vigorous and ingenious finale can be seen as Mahler’s declaration of his own sense of
belonging within the great Germanic musical tradition. At the same time, the combination of
massive brass chorale with surging strings from b731 clearly evokes comparison with Mahler’s
friend and musical mentor Bruckner.

Again, some have expressed doubts about this ‘triumphant’ ending. The first to do so was
apparently Alma Mahler, who described her reaction to hearing Mahler play the symphony at
the piano:

‘When he had done, I told him of all that own my instant love in this magnificent work, but
also that I was not sure about the chorale at the end. I said it was hymnal and boring. He dis-
agreed.‘Yes, but Bruckner’ — he protested. ‘He, yes; but not you’, I said, and on the way down
through the wood I tried to make clear to him the radical difference between his nature and
Bruckner’s.”

However, one does not have to see the Fifth Symphony’s ending as a triumph of faith -
whether in God or earthly love — over death to be moved and convinced by it. A lingering
sense of ambiguity, of fragile affirmation, can add to the pathos of this ending, and of the
symphony as a whole. The profoundly ambiguous ‘triumphant’ endings of Shostakovich’s
Fifth and Tenth Symphonies, Britten’s Cello Symphony and Second String Quartet, or more
recently in the symphonic works of Alfred Schnittke, clearly owe a great deal to Mahler’s
example. In any case, the clues Mahler gives us as to his larger meanings in the Fifth Sym-
phony are only clues: they do not indicate a definitive musical ‘story-line’ or clear-cut philo-
sophical conclusions. Mahler’s essential ambiguity of expression — the very factor that seems
to have caught out Alma Mahler in the Fifth Symphony’s ending — effectively precludes
the possibility of an unambiguous response on the listener’s part. For all Mahler’s talk of
forcing listeners to ‘feel the emotions that consume him’, we are invited to listen and interpret
creatively, not passively.

Stephen Johnson

° ibid., 4748
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Symphony No. 5

Gustav Mahler
1. Trauermarsch (1860-1911)

In gemessenem Schritt Streng Wie ein Kondukt

Vier Floten = = = —
Dj
Drei Hoboen % ==
; : . /8 E—
Drei Klarinetten in A o
Zwei Fagotte == ——
Contrafagott == = —~
N
Sechs Horner in F
2 e E— P — .
SESS=Ss e =S
Vier Trompetenin B {§ L T={y ito | f=p—
Drei Posaunen —
Tuba
Pauken - —==
Becken -]
Grosse Trommel ¢ -
Gr.Trommel}von otaem geschiagen ¢
Kleine Trommel 4 -
Tamtam % } - - -
Erste Violinen = —— = —F—
ZweiteViolinen F— = = =
Violen £ = 2 =— =
. £ oy %
Violoncelle Sy - = - - = = =
e —
Bisse Fs— =

*) Die Auftakt-Triolen die:»5 Themas mussen stets etwas flichtiz (quasi accelJnach Art der Militdrfanfaren vorgetragen werden

Unauthorised copying of music is forbidden by law, EAS 169 ©2010 Ernst Eulenburg Ltd, London
and may result in criminal or civil action. and Ernst Eulenburg & Co GmbH, Mainz

Das widerrechtliche Kopieren von Noten ist gesetzlich
verboten und kann privat- und strafrechtlich verfolgt werden.




a2

F e

g
o

T
&
=
Tr
¥ I&

T+
‘f_

| &

) T3
P
dess
33939

€
T
' s
=
—
——
x

e o
T E
-
T
=
3
e 2
s
—y
-
R
ey
o a

[TEd= g%
S

EE-EE

— $33%

— T

WEd

o
mw—
r~

e o
Rowa - 3

=TT g
e -
*x

s

2

s

rp<f
83| %
Vi

ﬁ.‘j |;

L
¥
b

4

7 i - 3
3
¥
v 5
e
4
v 3
x
. 3
=5
.

Vs 3
S 2

il

=
Sam - 2

E
4

:S#:F#FF‘I e e
R J R 2 2 2 3R 2
N
L4
——3 ~k—3
== == o s

B)
3

Nig

e w

i
I\ — .1
=
s
>
. >
£ s
% =
iy
FEs
f
U TRy TR
P—F
=== awy et

>

1

= o
r=tr

=
==

=
8

or=tr

o=t
or=7r

B
=
=
S
S

J=

ry
—FS =

it
Or=

EAS 169

-

1t

Y 0

1
'
g I S
e by [ ﬁ;) m W m
\ fwm. H ] |
W s
T
iy i ,
Al ¢ |
7 ‘
T Ll
A

%

1
2|

Fag.
Contraf.

F-Horner

)
%
I
le

weo e =<

B-Tromp.
Posaunen p
Tuba
Becken
Gr. Tr.
Erste Viol
Zweite Viol
Violen
Veelle.

=

Basse



m g
< 1 h 13 E]a + o
= & G M
w \..n 2‘M h .AE bkl Pl .N R .1
& 1 <$AR & A & M (T A 4 | b9 by atiy m.f.#
_,, ...~ N [TH Lﬁ. : . ﬁ‘ _..i _,.. . i
~fttp- >t N HM 4 (TH 9 e~ 1 9> TR “. h
bl m | xu... i Tu"u b Tj h I
P : L g Phid M Mg M i ﬁrr Hed .Tr
rﬁ U .:_ﬁ L4 Had L Hhid ﬁ Hed Tr. P Lida
1 i [l 11 n | I H N n
1 -_n rw L 1 1 \ \
My 9 _,r. 1 _ 1 ﬁ... ' i
iR g iy il St
i hd N d Hoe mf_.1 e r'r bl Mad T- Hsd
i RN I ol b td i i e |+
i I 1 o (11| R 11 nl jﬁ
8l ol - 1. i (1 -l H 1 i
i o a‘r . m il T b 1 ‘ % Hel! ? ks TRe  THs
i 4 Ui ﬂh.n..io (R, ik i i ™ 1. i
It .r..J Luvf nnﬁ# B S ” t” j.’ ﬁ ’ ﬁ ’
b} Ng (~e J.j H Hd el 2 u. & bndg) i kg {4
‘iu H ‘-ﬁ ‘..iL e Mg v.i # id v_.”u ‘”“ ;ru ‘..v_
L }}rru L \. T_ e R ¥a, S 1] N i JL \ { i A
RN
PRERDY 8y 16 B W len 1SNty MRPRMER QAne MOd Mok Mok Med
{
i Had ~ Id bpeig) i
31 4 s [ 4B ,
A A 1 - - .W ] -4 -”" T.W L"va. A »U" A Fvﬂ A il b
b f
] Lol Mg ~ Pl Sus xu#
b | Py A W bt
A l.> ”.. - N Hih vAfﬁf ik L] e AL N A A uv A UV
¥H = Pt A
il B BT o
. 3 A T e B B g
me  weo -n . ee hlo“/\'\! — = S——
; g P P o3 EéE £ 0§ g 5.
F] s & 2 3 3 2 st
2 a g ¢ & &&= | 3 7 2

EAS 169



24

EAS 169

sewpre

4 S 84
e imuw JA"HN
H144 L s { e
g
ﬁ I3 LL K L A H4d N4 M4 1T M i i
q o TR {[Tre. ._.Lﬂ e r&w 14 i ([t ([t 1t H1S m e
| =
L N <+ U I " ﬂw L SN
Y :ﬁnu — e (|1 Hth r> u.‘,.ﬂ mil h uivﬂ mi
h t
1
M ﬁ q 1
i Ha ~ e 11 M | K4 I in
Er =0T (TR i L i i \ \ § \ 4
H ) N -~ L M B £ M i W
il Sl || olivs WY e R | 3 i O VAR AR
ull A i il
N
L. | L q q
> i -~ A v‘rx Hdd b 2 Hdd Ind I
& _" g § Tf e ,WV BROAERL L,?p rms, fp 1k i H ,5
1 i A ] i
P A .“ H 4 3 hn A ,Tm & nmﬂ A A 1ﬁ
P8 % i..tuﬂ ? A T_m
v L ¢ z:ﬁm PRl (RF
W ..bu ; J.ﬁ A H
s W Pa, 4, .qu. . g iw A 4
mn u- H 3 m “nwn p “ 4 n_
5 m" ! ﬂ A mﬁ pA .ti> %ﬁ?.b all
! T Had
! A 10 1 o
H H
i i £ TS S [ s T
% £ | m.” £ i W ~ g .n
: & T A & 4.>..”‘n. § NS I
= Al B H 3 S |
ead B 4
i< g

2

A-Klar.
Contraf.
F-Horner
B-Tromp.

Tuba
Pauken
Becken

Gr.Tr.

KL.Tr.
Tamtam
Brste Vio)
Zweite Viol.
Violen
Voelle
get.
Bass:
get.



