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GUSTAV MAHLER

Symphony No. 10 (performing version by Deryck Cooke)

Part I:
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Scherzo I: Schnelle ViertelN ...
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Finale: Lento non troppo—Allegro moderato..............
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SEATTLE SYMPHONY

The Seattle Symphony is one of America’s leading symphony orchestras and is
internationally acclaimed for its innovative programming and extensive recording
history. Under the leadership of Music Director Ludovic Morlot since September
2011, the Symphony is heard from September through July by more than 500,000
people through live performances and radio broadcasts. It performs in one of the
finest modern concert halls in the world — the acoustically superb Benaroya Hall —
in downtown Seattle. Its extensive education and community engagement programs
reach over 65,000 children and adults each year. The Seattle Symphony has a
deep commitment to new music, commissioning many works by living composers
each season. The orchestra has made nearly 150 recordings and has received two
Grammy Awards, 21 Grammy nominations, two Emmy Awards and numerous other
accolades. In 2014 the Symphony launched its in-house recording label, Seattle
Symphony Media.
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THOMAS DAUSGAARD, CONDUCTOR

Thomas Dausgaard is Chief Conductor of the Swedish Chamber Orchestra, Principal
Guest Conductor of the Seattle Symphony, Chief Conductor Designate of the BBC
Scottish Symphony Orchestra, Honorary Conductor of the Orchestra della Toscana
(ORT) and Honorary Conductor of the Danish National Symphony Orchestra, having
previously served as its Principal Conductor from 2004-2011. He is renowned for his
creativity and innovation in programming, the excitement of his live performances,
and his extensive catalogue of critically acclaimed recordings.

Dausgaard performs internationally with the world’s leading orchestras, and is a
committed advocate of contemporary music, having premiered works by many living
composers. He has made over 50 CDs with BIS and Da Capo, including a variety of
complete symphony cycles. Future plans include a Brahms cycle for BIS, and the
works of Pelle Gundmundsen-Holmgreen with the BBC Symphony Orchestra for Da
Capo.

Dausgaard has been awarded the Cross of Chivalry by the Queen of Denmark,
and elected to the Swedish Royal Academy of Music. His interests beyond music
are wide-ranging and include a fascination with the life and art of indigenous
communities. He lives in Copenhagen with his family.
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MAHLER TEN

Seattle Symphony Principal Guest Conductor Thomas Dausgaard writes:

Imagine, Mahler in his composing hut in the countryside of Toblach, holding in his hand
an unopened letter from Walter Gropius to Alma, Mahler’s wife who is away at a spa

in Tobelbad. Mahler has begun work on his Tenth Symphony and knows something is
wrong — should he open the letter?

Like the Ninth Symphony and Das Lied von der Erde, he doesn’t live to perform his
Tenth Symphony, but he does finish it in the way that he writes the whole work in its
outline: three movements are almost fully orchestrated, others in short score, while
some passages are left with only the melody. But the overall arc, the complex narrative,
the contrasting emotions and the way it unfolds is entirely Mahler’s. Without the use of
voices, only naked words by Mahler are left in the margins, hinting at his state of mind,
the emotional subtext and symbolism, making this symphony the most self-dramatizing
work of his.

Seattle Symphony annotator Paul Schiavo writes:

For more than a dozen years, Alma Mahler withheld the unfinished score of the Tenth
Symphony from scrutiny and may even have originated the statement, reported by one
of the composer’s early biographers, that Mahler requested the work’s destruction.
Eventually, however, Aima Mahler decided that the Tenth Symphony deserved to be
heard. In 1924 she approached Ernst Krenek about completing the piece, thus initiating
the early round of unsuccessful attempts to bring it to a performable state.

In the late 1950s, the BBC began planning a series of programs on Mahler and his music
to mark the centenary of the composer’s birth. As part of this effort, the broadcast
network engaged Deryck Cooke, a respected authority on late-Romantic music, to

write some text about the composer. Cooke’s research led him to examine Mahler’s

manuscript of the Tenth Symphony. As he immersed himself in the score, Cooke became
convinced that a performable version of the entire work was well within reach, and he
set about creating this by fleshing out the suggestions for instrumentation and other
matters Mahler had left in his short-score sketches.

Over the next quarter of a century, Cooke continued to refine his “performing edition”
of the Tenth Symphony. In 1964 he received from Aima Mahler’s daughter an additional
44 pages of sketches that had not been published. He also revised certain details of
the orchestration after hearing the music performed, and he consulted other Mahler
authorities for suggestions about filling out various passages that required speculative
addition of harmonies, counter-melodies and other material. He concluded his work in
1975, a year before his death.

Cooke emphasized that he did not hope to complete the Tenth Symphony as Mahler
would have done. In a lengthy preface to the score, he noted that:

“Mahler himself, in bringing it to its final form, would have revised the draft —
elaborated, refined and perfected it in a thousand details; he would also, no doubt,
have expanded, contracted, redisposed, added, or canceled a passage here and there
(especially in the second movement); and he would finally, of course, have embodied
the result in his own incomparable orchestration. ...

“On the other hand, it would be wrong to say that the present score cannot claim to
represent Mahler’s Tenth Symphony in any sense whatsoever. It does, quite simply,
represent the stage the work had reached when Mahler died, in a practical performing
version. ... The only realistic question is this: in the absence of his own final definitive
work, does his comprehensive draft, even filled out and put into score by other hands,



provide a Mahlerian experience of value? | believe that it does, for one simple reason:
Mahler’s music, even in its unperfected and unelaborated state, has such significance,
strength and beauty that it dwarfs into insignificance the momentary uncertainties
about notation and the occasional pastische-composing ... . After all, the thematic line
throughout, and something like 90% of the counterpoint and harmony, are pure Mahler,
and vintage Mahler at that.”

© 2016 Paul Schiavo

Thomas Dausgaard continues:

The symphony begins with an enigmatic and slow melody, quietly played by the violas
— like a prophecy spoken to us in archaic language. The relevance of this passage

only becomes apparent when we perform the whole Tenth Symphony; in the Finale it
suddenly returns played affirmatively by the horns, and thus a huge arc is created under
which the symphony unfolds.

We are in the world of Mahler where musical references and symbolism play a role

— so what can this passage possibly symbolize? Is it a premonition of death, an echo
of Richard Strauss’ Sancho Panza or of the sad shepherd tune (Cor Anglais solo) in
Wagner’s Tristan und Isolde? Or is it the letter burning in Mahler’s hand, yet unopened?

The viola melody is soon interrupted by glowing, chorale-like music, with passionate
wide leaps in the violin melody against a slow-moving background. With this leaping
melody painting a kind of musical “X” — a “cross” — Mahler gives us another symbol: is
he expressing the torment of crucifixion, that his love for Alma is crucified and doomed?

Left behind as another unanswered question, the passage is cut off by a more fleeting
kind of music, dance-like in its accompaniment, capricious, seductive and even
dangerously grotesque in its sudden expressions. Could we be in the world of Alma, or
rather how Mahler saw Alma at this time?

The first movement oscillates between these three worlds in a collaged fashion
(anticipating the music of the 1960s), but towards the end all winds, strings and harp
gather forces: a loud chorale subsides to a single quiet note after which the orchestra
breaks into a “scream” — a scream of paralysis, ultimate shock or perhaps psychosis.
This is the famous 9-note chord, also to return with even greater vehemence in the
Finale. Is this primeval scream the result of Mahler’s session with Freud that summer (a
diagnosis of Maria complex and compulsive neurosis) or is it him opening the letter to
Alma, reading its few words signed by her lover, Walter Gropius: “Come, flee with me”?
What follows is a kind of fragmented hallucination, exhaustedly trying to come to peace,
or perhaps even rather longing for the ultimate peace: death.

In spite of the calm ending of the first movement, the inner conflict is unresolved — how
to express that in the following movement? Mahler writes a wildly irregular scherzo
where rhythms and meters are restlessly changing. A brilliantly original — and disturbing
— portrayal of emotional chaos. The unpredictability of this dance is at its most radical in
Mahler’s entire musical production: just as you think you can begin dancing along, you
miss a beat or two, as the music has already changed direction. Sometimes delirious

in its fanatic self-propelling wild joy, sometimes choleric in its aggression or even
schizophrenic in the ways these expressions are contrasted and interweaved with folk-
music-like banal melodies. We are thrown around in a world of incessantly changing,
confused mood — what to do about the letter from Gropius?

Exhausted from this, music from Mahler’s youth surfaces: the third movement has a
striking resemblance to his early song Das irdische Leben about the starving child, finally
dying because the mother doesn’t hear its screams — the now grown-up Mahler in a
loveless world? Calling this movement Purgatorio, and filling it with written comments

in the margins, he is stepping up the self-dramatization: “Annunciation of death,” “Have
mercy,” “O God, O God, why hast thou forsaken me?,” “Thy will be done” — a mixture

of Jesus’ words on the cross according to St. Matthew and hints to Wagner’s Parsifal



and Walkiire fills this tiny movement with disproportionate depth, this actually being the
shortest movement in any of his symphonies. Why was Mahler’s word “inferno” crossed
out by another hand on the first page, and who cut out a part of that page? Could it have
consisted of lines from Mahler’s poet-friend Siegfried Lipiner’s work called // purgatorio
— poems circling around shame and love for Hell?

Time for a dance — “The Devil dances with me” as Mahler wrote at the top of the fourth
movement, and at the bottom: “Crazyness, touch me, Destruction! Deny me, so that |
forget that | exist! So that | cease to exist, so that I...” This movement is a waltz, raging
between the demonic and the delicate, ambivalent between its violence and triviality

it finally opens up to a macabre ending where the music disintegrates and rests in
between the music grows: “Only you know what this means. Oh, oh, oh! Live well, my
lyre!” as Mahler writes in the margin.

The dying waltz connects to the Finale through the ultimate death symbol of a stroke
on a large but muffled drum. Its 11 beats and the surrounding funereal music might also
imply that this is the eleventh hour — or does part of the music already come from a
world beyond ours?

Piercing through this darkness, the Finale introduces the most painful yet heavenly
long-spun melody on the flute. The melody evaporates into a mix of quotes from the
earlier movements, building up tension to an even wilder and longer climax than in

the first movement: a scream that like a frenzied flashback reminds us that we are
under this huge symphonic arc. The scream becomes a catalyst for re-experiencing the
viola melody from the beginning now heard at full volume; over an ambiguously quiet
trumpet, the horns present it as a kind of gateway to transformation. Does it perhaps
signify Gropius’ letter being read — or rather screamed — aloud? Or does it imply a
change from a subconscious state to a conscious one? Is it only now that things can be
seen clearly?

The music following it seems suddenly to have a radiance and glow, like opening up into
a transcendental world. Several times long notes are held for so long that the pulse can
feel suspended into moments of timelessness. But it is not until the flute melody from
the early part of the Finale surges into a passionate climax, one of the great moments
of symphonic music, that Mahler pens the words “To live for you! To die for you!” And

at the final huge sigh he writes the pet name for Alma, “Almschi.” Is she forgiven? Does
Mabhler think their love can return? Has his consultation with Freud (or the two psychotic
scream-moments) opened up for him being at peace with the world, ready or even
longing for death? Having read his letter, Mahler took Gropius to Alma at the spa in
Tobelbad, and asked her to decide between them. She went for Mahler, who died within
a year. In the most beautiful other-worldy open-ended way does this perhaps most
personal of all Mahler’s works drift away into silence.

© 2016 Thomas Dausgaard (including introduction)
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