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 Visions of Childhood
 Music of Mahler, Wagner, Humperdinck & Schubert
 Chamber arrangements by Erwin Stein, James Ledger and Kenneth Woods

1  Prologue, Bedächtig, nicht eilen from Symphony No. 4.  0.15
 Gustav Mahler, arr. Erwin Stein

2  Siegfried Idyll WWV 103 18.20
 Richard Wagner, arr. Kenneth Woods

3  Der kleine Sandmann and Abendsegen from Hänsel und Gretel.  4.57
 Engelbert Humperdinck, arr. Kenneth Woods

4  Die Forelle, Lied and Variations 5.45
 Franz Schubert, arr. Kenneth Woods

5  Das irdische Leben from Des Knaben Wunderhorn.  3.10
 Gustav Mahler, arr. Kenneth Woods

6  Der Tod und das Mädchen, Variations and Lied 15.33
 Franz Schubert, arr. Kenneth Woods

7  Das himmlische Leben from Symphony No. 4 9.11
 Gustav Mahler

8-11 Vier letzte Lieder (Four Last Songs) TrV296 22.19
 Richard Strauss, arr. James Ledger
 I Frühling (4.05)  II September (4.43)  
 III Beim Schlafengehen (5.44)  IV Im Abendtrot (7.52)

 April Fredrick, soprano

 English Symphony Orchestra
 Kenneth Woods, Artistic Director and Conductor

 Total playing time 79.30 
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Also available
From the English Symphony Orchestra on Nimbus Alliance

“This is an impressive disc. The music is 
imaginatively crafted, constantly showing 
fine melodic invention and a firm sense of 
purpose and direction. Clearly Sawyers 
knows how to get the best out of an 
orchestra…and I’m now resolved to catch 
up with his first two symphonies.”
MusicWeb-International

This quartet is an early, extrovert piece and 
Woods taps into the music’s unbuttoned 
joy. The first movement’s close is a case in 
point, a cheery, affirmative musical hug, 
pitched to perfection in this performance. 
All fascinating – a labour of love, 
handsomely recorded.  
Graham Rickson, TheArtsDesk.com
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body of work and recordings with them. Woods also serves as Artistic Director of both 
the Colorado MahlerFest – the only US organisation other than the New York 
Philharmonic to receive the International Gustav Mahler Society’s Gold Medal – and 
in 2017 became the founding Artistic Director of The Elgar Festival in Worcester.

Woods has conducted the National Symphony Orchestra, Royal Philharmonic 
Orchestra, Cincinnati Symphony, BBC National Orchestra of Wales, Budapest 
Festival Orchestra, Royal Northern Sinfonia and the English Chamber Orchestra, and 
has made numerous broadcasts for BBC Radio 3, National Public Radio and the 
Canadian Broadcasting Corporation. He has appeared on the stages of some of the 
world’s leading music festivals, such as Aspen, Scotia and Lucerne.

Under Kenneth Woods’ leadership, the English Symphony Orchestra has gained 
widespread recognition as one of the most innovative and influential orchestras in the 
UK. The first of Woods’ many acclaimed ESO discs was volume one in the Complete 
Piano Concertos of Ernst Krenek, selected by The Times as one of their “Best 
Recordings of 2016.” His recording of Fraser’s Elgar orchestrations for Avie was a 
Classic FM Disc of the Month. The ESO’s Nimbus Alliace recording of Kenneth’s 
orchestration of the Brahms’ Piano Quartet in A Major was chosen as one of the 10 
Best Classical CDs of 2018 by The Arts Desk.

In 2016, Woods and the ESO launched their 21st Century Symphony Project, an 
ambitious multi-year effort to commission, premiere and record nine new symphonies 
by leading composers, with the triumphant premiere of Philip Sawyers’ Third 
Symphony at St John’s Smith Square. In 2018, the Project continued with the 
premiere of David Matthews’ Ninth Symphony, selected by The Spectator as one of 
the Top Ten Classical Events of the year. The most recent work in the series  is 
Matthew Taylor’s Fifth Symphony, hailed by ClassicalSource as “a masterpiece” at its 
2019 premiere.

www.kennethwoods.net
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As a name, “The Society for Private Musical Performances” may not roll off the tongue, 
but it is surely easier to say for most English speakers than the German original “Verein 
für musikalische Privataufführungen”. The Society was founded by the composer 
Arnold Schoenberg with the intention of making carefully rehearsed and 
comprehensible performances of newly composed music available to genuinely 
interested members of the musical public. In the three years between February 1919 
and 5 December 1921 (when the Verein had to cease its activities due to Austrian 
hyperinflation), the organisation gave 353 performances of 154 works in 117 concerts 
involving a total of 79 individuals and pre-existing ensembles. Devoted to fostering 
new discussion of emerging works, the Society did not welcome critics, and audience 
members had to join the Society in order to attend.

Works performed in the Society’s concerts reflected a huge range of the best of late 
19th and early 20th Century works, but nothing by Schoenberg himself. Orchestral 
works were played in arrangements for small ensembles like the one you will hear on 
this recording. Schoenberg himself made many of these arrangements, and he 
oversaw the work of other composers and arrangers including Erwin Stein, 
who arranged the Fourth Symphony of Mahler for a Society concert in 1921.

There was no standard instrumentation for these concerts, but most of the 
arrangements that have come down to us from the Society are for some combination 
of solo strings, a few solo winds, piano and harmonium. This sort of salon orchestra 
was often augmented by the liberal use of percussion, which can greatly enhance the 
range of colour the ensemble can produce. For much of the 20th Century, the 
arrangements of the Society were largely forgotten. In an affluent age, there seemed 
to be little need for arrangements of Mahler symphonies and songs for 10-15 players.

However, in the last twenty years or so, these arrangements have seen a resurgence, 
and have become recognised as being artistically interesting in their own right. From 
a listener’s point of view, they offer a more intimate view of the music, one that 
perhaps allows the creativity and artistry of the individual performances to shine 
through. In the age of Covid-19, these arrangements have taken on a new importance 
in our musical life.
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2016) and John Joubert’s opera Jane Eyre (2017 MusicWeb Opera Recording of the 
Year).

Founded by William Boughton in 1980, the ESO have a long and distinguished history 
of collaboration with legendary figures of British music making. Vernon “Tod” Handley 
became the orchestra’s second Principal Conductor in 2007, and led the orchestra 
until his death. Over the years, the ESO has worked with a distinguished list of 
instrumentalists, composers and conductors, including Nigel Kennedy, Stephen 
Isserlis, Daniel Hope, Michael Tippett, Nicholas Maw and Yehudi Menuhin, who was 
appointed the ESO’s Principal Guest Conductor in 1991, and led the orchestra on a 
number of international tours.

British music has always been a central part of the orchestra’s mission. Appropriately 
for an orchestra based in Elgar’s home town, the ESO has made many acclaimed 
recordings of that composer’s music, as well as that of major 20th century British 
composers including Vaughan Williams, Britten, Butterworth and Bridge. The ESO 
discography also highlights a commitment to the music of our time; in addition to the 
notable recordings which grew out of the orchestra’s affiliation with Sir Michael 
Tippett, are recordings of music by John Metcalfe, John Joubert, and Michael and 
Lennox Berkeley. 

John McCabe served as the orchestra’s Composer-in-Association from 2013 until his 
death in 2015. Following McCabe’s death in 2015, the ESO appointed Philip Sawyers 
as “John McCabe Composer-in-Association” who was succeeded by David 
Matthews in 2018. The ESO’s current John McCabe Composer-in-Association is 
Adrian Williams. 

www.eso.co.uk 

Hailed by Gramophone Magazine as “a symphonic conductor of stature”, Kenneth 
Woods was appointed Artistic Director and Principal Conductor of the English 
Symphony Orchestra in 2013, and has quickly built up an impressive and acclaimed 
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I’ve conducted and recorded a number of the arrangements from the Society and have 
become thoroughly seduced by their unique sound world. I hope those of you new to 
this kind of ensemble will be similarly enchanted.

VISIONS OF A JOURNEY THROUGH LIFE
Given that this programme was to be an exploration of childhood, I thought the 
obvious place to start would be with birth. Richard Wagner wrote his Siegfried Idyll 
as a birthday present for his wife, Cosima, just after the birth of their son, Siegfried. 
Wagner, who in life was a selfish, narcissistic anti-Semitic monster, expresses in this 
work some of the most beautiful aspects of the human experience and some of the 
most precious qualities of the human character. Nowhere else in music is there so 
tender an evocation of those fragile, precious and fraught first days and weeks of life. 
One can hear the overflow of parental love, the gentle sounds of a traditional cradle 
song (“Schlaf, Kindlein, schlaf“), and hopeful visions of the child’s future life.

The work is unique in Wagner’s output. It is his only mature masterpiece of 
instrumental music, having written some early symphonic works of marginal quality 
before focusing all his energies on the theatre, and is written for a small ensemble, far 
from the gigantic forces he called for in his epic operas. It was premiered at dawn on 
Christmas morning, 1870, with the small group of musicians stealing into the house to 
gently awaken Cosima with the Idyll’s magical opening. It was originally performed by 
an ensemble of just 13 solo players, among them the great conductor Hans Richter, 
who taught himself to play the trumpet just for the 13-bar solo at the Idyll’s climax. In 
order to bring this work into the same soundworld as the rest of the programme, I’ve 
had to sacrifice Richter’s trumpet part and the two beautiful horn parts, as well as the 
second clarinet and bassoon, but have been able to add piano and harmonium. Where 
possible, I’ve kept the parts from Wagner’s original unchanged in the instruments 
which carried over, but no single part in my arrangement is exactly the same as in 
Wagner’s.
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Engelbert Humperdinck’s great children’s opera, Hänsel und Gretel, a quasi-
Wagnerian setting of the classic Brothers Grimm fairy tale, tells the story of two 
children in peril. The opera was composed in 1891-2. Richard Strauss conducted the 
first production in 1893, Gustav Mahler the second production in Hamburg in 1894. 
The adventures of Hansel and Gretel balance moments of deprivation and hardship 
with wonder, of horror with hope. The two selections I have adapted come from Act II, 
Scene 2.

Having become lost in the forest, Hansel tries to find the way back home, but he 
cannot. As the forest darkens, Hansel and Gretel become scared and think they see 
something coming closer. Hansel calls out, “Who’s there?” and a chorus of echoes 
calls back, “He’s there!” Gretel calls, “Is someone there?” and the echoes reply, 

“There!” Hansel tries to comfort Gretel but, as a small figure walks out of the forest, she 
screams. Our excerpt begins as the Sandman (sung by a soprano), who has just 
appeared, tells the children that he loves them dearly, and that he has come to help 
them to sleep. He puts grains of sand into their eyes, and as he leaves, they can barely 
keep their eyes open. Gretel reminds Hansel to say their evening prayer and, after they 
pray, they fall asleep on the forest floor. My arrangement of this scene is essentially a 
reduction – wherever possible, I have kept true to Humperdinck’s original, with flute 
parts on the flute and string parts on the strings, and the harmonium standing in 
heroically for absent bassoons and horns. In the Evening Blessings, April changes 
roles from Sandman to Gretel…. and Hansel. 
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include David Matthew’s Le Lac with the Orchestra of the Swan and Eric McElroy’s 
cycle The Fetch to poems by Gregory Leadbetter with the composer at the piano. 
Recent opera roles include ‘Mary Crawford’ in Jonathan Dove’s Mansfield Park for 
Opera South and ‘Avis’ in Ethel Smyth’s The Wreckers for Arcadian Opera, the world 
premiere of ‘Lotus/Honglian’ in Monk and Lotus (Tête-à-Tête Festival), fusing move-
ment styles of Western and Chinese opera, and Part I of ‘Her War’, a ground-breaking 
opera on the female experience of shellshock in WWI, for Tête-à-Tête 2020. April 
also appears regularly with the Nottingham Harmonic Choir and the Leicester Bach 
Choir, and she is a founding member of Dei Gratia Baroque Ensemble. She is also a 
founding member of collective D’Accord, with a passion for re-imagining the soirée for 
the modern context.

Initially pursuing violin, April gained a BMus at University of Northwestern St Paul and 
went on to gain an MMus and PhD at the Royal Academy of Music, researching the 
late songs of Ivor Gurney. She now studies with Jacqueline Straubinger-Bremar.

www.aprilfredrick.com

The English Symphony Orchestra, the International Orchestra of Elgar Country, is an 
ensemble which in recent years has become synonymous with artistic excellence, 
innovative and visionary programming, distinctive commissioning and ground-break-
ing recordings. Since 2013, the orchestra has re-emerged as a major force in British 
musical life, presenting and recording the orchestra’s first full length opera (the world 
premiere of John Joubert’s Jane Eyre) to overwhelming critical acclaim, presenting the 
2015 Classical Music Magazine “Premiere of the Year,” (Donald Fraser’s orchestration 
of the Elgar Piano Quintet) and releasing a triumphant series of recordings, including 
the Complete Piano Concertos of Ernst Krenek (Sunday Times Best Recordings of 
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Im Abendrot (Joseph Eichendorff)
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? --

At sunset
We have through sorrow and joy
gone hand in hand;
From our wanderings, let's now rest
in this quiet land.

Around us, the valleys bow
as the sun goes down.
Two larks soar upwards
dreamily into the light air.

Come close, and let them fly.
Soon it will be time for sleep.
Let's not lose our way
in this solitude.

O vast, tranquil peace,
so deep in the evening's glow!
How weary we are of wandering -
Is this perhaps a hint of death?

ABOUT THE ARTISTS 
Hailed as ‘astonishing and luminous’ (Bachtrack), soprano April Fredrick’s world 
premiere performance of ‘Jane’ in John Joubert’s Jane Eyre with the ESO was 
described as ‘utterly riveting, with a terrific dramatic sense’ (Music and Vision). An 
Associate Artist with the English Symphony Orchestra, she has recently sung John 
Joubert’s An English Requiem with the BBC National Orchestra of Wales under Adrian 
Partington, broadcast live on Radio 4, and she has also appeared with the Warsaw 
Chamber Orchestra and the English Chamber Orchestra. With a growing reputation 
for championing new works, April premiered and recorded Philip Sawyers’ Songs of 
Loss and Regret with the ESO, Laurence Osborn’s Micrographia with the Riot 
Ensemble, and Geoffrey Álvarez’ epic cycle Hölderlinfenster. Other recent premieres 

NI6408 7
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Der kleine Sandmann bin ich – st!
Und gar nichts Arges sinn ich – st!
Euch Kleinen lieb ich innig – st!
Bin euch gesinnt gar minnig – st!

Aus diesem Sack zwei Körnelei
Euch Müden in die cugelein;
Die fallen dann von selber zu,
Damit ihr schlaft in sanfter Ruh.

Und seid ihr fein geschlafen ein,
Dann wachen auf die Sterne,
Und nieder steigen Engelein
Aus hoher Himmelsferne

HÄNSEL (schlaftrunken)
Sandmann war da!

GRETEL (ebenso)
Lass uns den Abendsegen beten!

Sie kauern sich nieder und falten die 
Hände

GRETEL, HÄNSEL 
Abends, will ich schlafen gehn,
vierzehn Engel um mich stehn:
zwei zu meinen Häupten,
zwei zu meinen Füßen,
zwei zu meiner Rechten,
zwei zu meiner Linken,
zwei die mich decken,
zwei, die mich wecken,
zwei, die mich weisen
zu Himmels Paradeisen!

I shut the children’s peepers, sh!
and guard the little sleepers, sh!
for dearly do I love them, sh!
and gladly watch above them, sh!

And with my little bag of sand,
By every child’s bedside I stand ;
then little tired eyelids close,
and little limbs have sweet repose.

And if they’re good and quickly go to
sleep, then from the starry sphere above
the angels come with peace and love,
and send the children happy dreams,

HANSEL (sleepily)
Sandmann was there!

GRETEL (likewise)
let's pray the evening blessing!

They crouch down and fold their hands

GRETEL, HÄNSEL 
When at night I go to sleep,
Fourteen angels watch do keep,
Two my head are guarding,
Two my feet are guiding;
Two upon my right hand,
Two upon my left hand.
Two who warmly cover
Two who o’er me hover,
Two to whom ’tis given
To guide my steps to heaven.
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September (Hermann Hesse)
Der Garten trauert,
kühl sinkt in die Blumen der Regen.
Der Sommer schauert
still seinem Ende entgegen.

Golden tropft Blatt um Blatt
nieder vom hohen Akazienbaum.
Sommer Lächelt erstaunt und matt
in den sterbenden Gartentraum.

Lange noch bei den Rosen
bleibt er stehn, sehnt sich nach Ruh,
langsam tut er die (großen) müdgewordnen
Augen zu.

Beim Schlafengehen (Hermann Hesse)
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.

September
The garden is in mourning.
Cool rain seeps into the flowers.
Summertime shudders,
quietly awaiting his end.

Golden leaf after leaf falls
from the tall acacia tree.
Summer smiles, astonished and feeble,
at his dying dream of a garden.

For just a while he tarries 
beside the roses, yearning for repose.
Slowly he closes his weary eyes.

Going to sleep
Now that I am wearied of the day,
my ardent desire shall happily receive 
the starry night
like a sleepy child.

Hands, stop all your work.
Brow, forget all your thinking.
All my senses now
yearn to sink into slumber.

And my unfettered soul 
wishes to soar up freely 
into night's magic sphere
to live there deeply and thousandfold.
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An arrangement shouldn’t be regarded as trying to improve on the 
original – although there are undoubtedly instances where this has been 
the case. An arrangement should be seen as a separate version in its 
own right. There are several reasons for remaining as true to the original 
instrumentation as possible with this arrangement. Firstly, Strauss 
writes so idiosyncratically for orchestral instruments it seemed 
fallacious to go against this. For example, I couldn’t imagine the horn 
solo that concludes September or the violin solo in Beim 
Schlafengehen on any other instrument. Secondly, these songs are so 
well-known and well-loved that to tamper with instrumentation too 
much could be seen as desecration of the original. I do hope that this 
chamber version presents the songs in a fresh way and at the same 
time remain as faithful as possible to the intentions of Richard Strauss.”

Frühling (Hermann Hesse)
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 kennst mich wieder,
Du lockestmich zart,
Es zittert durch all meine Glieder
Deine selige Gegenwart.

Spring
In shadowy crypts
I dreamt long
of your trees and blue skies,
of your fragrance and birdsong.

Now you appear
in all your finery,
drenched in light
like a miracle before me.

You recognize me,
you entice me tenderly.
All my limbs tremble at
your blessed presence!

NI6408 9

Franz Schubert was, and always will be, the greatest exponent of the art song in 
human history. His output is without match in breadth, beauty, originality and 
importance. His songs were to be a huge influence on the creative development of 
Gustav Mahler. Mahler’s first masterpiece, the Lieder eines fahrenden Gesellen, or 
Songs of a Wayfarer, are extremely Schubertian in both their musical language and 
their subject matter.

“Die Forelle” (“The Trout”) is one of Schubert’s simplest and most popular songs, 
composed in 1817, when Schubert was just 20, to words by Christian Friedrich Daniel 
Schubart. The song later formed the basis of a set of variations which gave Schubert’s 
1819 work for violin, viola, cello, double bass and piano, its nickname: the Trout 
Quintet. The song’s three verses tell the story of a child observing a fisherman at work, 
and her outrage when the fisherman muddies the water, driving the trout from the 
safety of the rocks onto the waiting hook. The fourth stanza, which Schubert didn’t set, 
makes clear that the song is, in part, a parable of innocence lost and a cautionary tale 
for young girls:

You who tarry by the golden spring
Of secure youth,
Think still of the trout:
If you see danger, hurry by!
Most of you err only from lack
Of cleverness. Girls, see
Seducers with their tackle!
Or else, too late, you’ll bleed.

Heard in this context, I think the song speaks again to the child’s evolving view of our 
complex relationship with nature, food and comfort, and the cost of that food and 
comfort. One couldn’t blame the father of the starving child in Mahler’s “The Earthly 
Life” for muddying the waters in order to feed his family. The child is outraged for the 
trout, but largely because she clearly doesn’t yet know the pain of hunger.
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Schubert’s setting of “The Trout” is a compact masterpiece, barely more than a 
minute long. Given the sonic possibilities of expanding the accompaniment from 
piano to miniature orchestra, I decided to be more interventionist in arranging and 
expanding Schubert’s song. I have combined the three verses of the song with 
several, but not all, of the variations in the Trout Quintet, choosing to alternate 
strophes of the song with variations from the quintet that I thought suited the mood 
of the lyrics. In addition to knitting together the song and the quintet, I’ve had to 
transpose the song from its original key (D-flat major) to the key of the variations (D 
major) and I’ve performed a bit of harmonic surgery on the variations to make sure the 
new work flows in a logical way.

The most drastic change, which will probably upset the purists and go unnoticed by 
everyone else, is that I have changed the key of the lovely cello variation from B-flat 
major to D major. Unlike the Humperdinck and the Mahler, there was no orchestral 
original to work from here, so I’ve orchestrated the piano accompaniment of the song 
and gently, and sometimes playfully, expanded the instrumentation of the Quintet as 
needed.

Die Forelle (Christian Schubart)

In einem Bächlein helle,
Da schoß in froher Eil'
Die launische Forelle
Vorüber wie ein Pfeil.
Ich stand an dem Gestade
Und sah in süßer Ruh
Des muntern Fischleins Bade
Im klaren Bächlein zu.

Ein Fischer mit der Rute
Wohl an dem Ufer stand,
Und sah's mit kaltem Blute,
Wie sich das Fischlein wand.
So lang dem Wasser Helle,
So dacht ich, nicht gebricht,

The Trout

In a limpid brook
the capricious trout
in joyous haste
darted by like an arrow.
I stood on the bank
in blissful peace, watching
the lively fish swim 
in the clear brook.

An angler with his rod 
stood on the bank
cold-bloodedly watching 
the fish’s contortions.
As long as the water 
is clear, I thought,
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Falling Asleep), each of which, like Im Abentrot, explores themes of farewell, fulfilment, 
lifelong love, and death. The set was to be Strauss’s final masterwork, Four Last Songs.

This iconic song cycle has been a speciality of the ESO’s Affiliate Artist April Fredrick 
for several years, and it was the last piece she performed before the Covid-19  
lockdown in 2020. She was to have performed the work with the ESO at Malvern 
Priory in June of that year.

The work’s exploration of the fragility of life took on new urgency and poignancy when 
Fredrick contracted Covid-19 in late March, and so it was only right that this should 
be the work with which she returned to the performing arena with the ESO on the 
26th of July for this filmed concert and recording.

“The fatigue, which is one of the viruses’ symptoms was like nothing I’d 
experienced, giving a new dimension to the multiple uses in the cycle 
of the wonderful German adjective ‘müde’ (‘tired, weary, worn out’),” 
says Fredrick of her illness. “But I will also never forget the incredible, 
almost euphoric joy I felt the first time I walked out of my front door 
after my quarantine—what an unthinkable privilege to be well and free 
to move about again. A stark encounter with mortality, weariness, 
euphoria, and ‘weiter, stille Friede’ (wide, still peace): the virus provided 
me with most curious sort of gift of experience which has forever 
stamped and deepened my understanding of this work.”

The ESO performed a version of the Four Last songs for chamber ensemble made by 
leading Australian composer, James Ledger. It was commissioned for the great 
British soprano, Dame Felicity Lott, and premiered at the Wigmore Hall by her and the 
Nash Ensemble under the baton of Bernard Haitink. The ESO’s performance marks 
the first recording of this arrangement. James Ledger says of his arrangement:

“For example, the lush opening of the fourth song, “Im Abendrot,” might 
typically have fifty or more string players in the orchestra and this 
physically can’t be re-created in this reduced version. Importantly, it 
shouldn’t try to do so. This leads to an interesting perception of 
arrangements as they are often regarded as poor cousins of the original. 
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Both Gustav Mahler’s 100-minute Third symphony and his Fourth grew out of the 
musical material in the short, beautiful song which forms the final movement of the 
Fourth Symphony, “Das himmlische Leben” (“The Heavenly Life,”), and which 
concludes these Visions of Childhood. First, however, we hear his song “The Earthly 
Life” (“Das irdische Leben”) which forms a sort of bleak mirror image to that song. 
Where “The Heavenly Life” tells us of a world of eternal peace and plenty, “The Earthly 
Life” speaks of a world of terror and hunger. As with the Humperdinck, I have 
essentially stuck as closely as possible to Mahler’s own orchestration, which is a 
model of clarity and economy, but also full of extreme, even grotesque, colours.

So fängt er die Forelle
Mit seiner Angel nicht.

Doch endlich ward dem Diebe
Die Zeit zu lang. Er macht
Das Bächlein tückisch trübe,
Und eh ich es gedacht,
So zuckte seine Rute,
Das Fischlein zappelt dran,
Und ich mit regem Blute
Sah die Betrogene an.

he won’t catch the trout 
with his rod.

But at length the thief
grew impatient. Cunningly
he made the brook cloudy, 
and in an instant
his rod quivered,
and the fish struggled on it.
And I, my blood boiling,
looked on at the cheated creature.

Translation © Richard Wigmore, author 
of Schubert: The Complete Song Texts, published 
by Schirmer Books, provided courtesy of Oxford 
Lieder www.oxfordlieder.co.uk



12                 NI6408

Das irdische Leben  (Anon.)
Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind!
Morgen wollen wir ernten geschwind.

Und als das Korn geerntet war,
Rief das Kind noch immerdar:

Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind,
Morgen wollen wir dreschen geschwind.

Und als das Korn gedroschen war,
Rief das Kind noch immerdar:

Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind,
Morgen wollen wir backen geschwind.

Und als das Brot gebacken war,
Lag das Kind auf der Totenbahr.

The Earthly Life
Mother, ah mother, I am starving.
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the reaping will be swiftly done.

And when at last the corn was reaped,
Still the child kept on crying:

Mother, ah mother, I am starving,
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the threshing will be swiftly done.

And when at last the corn was threshed,
Still the child kept on crying:

Mother, ah mother, I am starving.
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the baking will be swiftly done.

And when at last the bread was baked,
The child lay dead upon the bier.

Translation © Richard Stokes, author of The 
Book of Lieder (Faber, 2005)
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Die Gärtner, die alles erlauben!
Willst Rehbock, willst Hasen?
auf offener Straßen sie laufen herbei!

The gardeners, they let you have anything!
Do you want roebuck or hare?
In the middle of the street they come running to us!

Sollt ein Fasttag etwa kommen,
alle Fische gleich mit Freuden 
    angeschwommen,
dort lauft schon Sankt Peter
mit Netz und mit Köder
zum himmlischen Weiher hinein!
Sankt Martha die Köchin muß sein!

Kein’ Musik ist ja nicht auf Erden,
die unsrer verglichen kann werden.
Elftausend Jungfrauen
zu tanzen sich trauen!
Sankt Ursula selbst dazu lacht.
Kein’ Musik ist ja nicht auf Erden,
die unsrer verglichen kann werden.

Cäcilia mit ihren Verwandten
sind tref•iche Hofmusikanten!
Die englischen Stimmen
ermuntern die Sinnen!
Daß Alles für Freuden, 
    für Freuden erwacht!

Should, per chance, a day of fasting occur,
all the •sh immediately swim up to us 
    with joy,
there’s Saint Peter already running
with his net and bait
to the heavenly •shpond!
Saint Martha must be the cook!

No music on earth
can compare with ours.
Eleven thousand maidens
are bold enough to dance!
Even Saint Ursula herself laughs at the sight.
No music on earth
can compare with ours.

Cecilia with her relatives
are excellent court musicians!
The angelic voices
delight the senses!
So that everything for joy awakens

Richard Strauss – Four Last Songs
In 1948, composer Richard Strauss was 84 and suffering from failing health and 
depression. It was his son who suggested it might lift Strauss’s spirits to try writing a 
few songs. Strauss returned to a poem by Joseph von Eichendorff called Im 
Abendrot (At Sunset) which he felt a particular affinity with and had wanted to set to 
music for nearly a decade. He then quickly composed three more songs on texts by 
Hermann Hesse, “Frühling” (Spring), “September”, “Beim Schlafengehen” (When 
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The slow movement ends with a grand fortissimo, as if the very gates of heaven are 
opening. In fact they are, and so it is that after one of the greatest journeys in music, 
through ten years of composing and two epic symphonies, we experience heaven 
through the eyes of a child.

Das himmlische Leben (Anon.)
Wir genießen die himmlischen Freuden,
d’rum tun wir das Irdische meiden!
Kein weltlich’ Getümmel
hört man nicht im Himmel!
Lebt Alles in sanftester Ruh’! 

Wir führen ein englisches Leben!
Sind dennoch ganz lustig daneben!
Wir tanzen und springen,
wir hüpfen und singen!
Sankt Peter im Himmel sieht zu!

Johannes das Lämmlein auslasset!
Der Metzger Herodes drauf passet!
Wir führen ein geduldig’s,
unschuldig’s, geduldig’s,
ein liebliches Lämmlein zu Tod!
Sankt Lucas den Ochsen tät schlachten
ohn’ einig’s Bedenken und Trachten!
Der Wein kost’ kein Heller
im himmlischen Keller!

Die Englein, die backen das Brod!
Gut’ Kräuter von allerhand Arten,
die wachsen im himmlischen Garten,
gut’ Spargel, Fisolen
und was wir nur wollen,
ganze Schüsseln voll sind uns bereit.
Gut’ Äpfel, gut’ Birn’ und gut’ Trauben!

The Heavenly Life
We enjoy the heavenly pleasures,
so can dispense with earthly things!
No worldly turmoil
is to be heard in heaven!
Everything lives in gentlest repose!

We lead an angelic life!
We are, however, at times quite merry!
We dance and jump,
we skip and sing!
Saint Peter in heaven looks on! 

Saint John drains the blood of the little lamb!
Herod, the butcher looks out for it!
We lead a patient,
innocent, patient,
a lovable lamb to its death!
Saint Luke slaughters the ox
without giving it thought or mind!
Wine costs not a penny
in heaven’s cellars!

The angels, they bake the bread!
Tasty herbs of every kind
grow in heaven’s gardens,
good asparagus, beans
and whatever we desire,
Whole dishfuls are ready for us.
Good apples, good pears and good grapes!
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Finally, we come to another combination of song and variations by Schubert, both 
known as “Der Tod und das Mädchen” (“Death and the Maiden”). The song is based 
on a poem by Matthias Claudius and was written in 1817, the same year as “The Trout.” 
It has only two verses – one in which the Maiden pleads with Death to pass her by, 
and one in which Death assures her that he is a friend.

In 1824, Schubert used the song (in particular, the introduction of the song), as the 
basis of a set of variations which would become the slow movement of his String 
Quartet in D minor, one of his greatest chamber music works. Mahler’s love for this 
work was enormous – it was one of two string quartets (the other was Beethoven’s 

“Serioso” Quartet) that Mahler orchestrated for performance by the full strings of the 
Vienna Philharmonic. This arrangement, like the others for flute (doubling alto flute), 
oboe (doubling cor anglais), clarinet (doubling bass clarinet), percussion, harmonium, 
piano and solo strings, starts with an exact lifting of the beginning of the slow 
movement of the Death and the Maiden Quartet, but wanders pretty far from the 
soundworld of Schubert’s two originals.

It’s not uncommon these days for one to hear a performance of the Lied, Der Tod und 
das Mädchen (“Death and the Maiden”). as a prelude to a performance of the 
complete quartet. I’ve chosen a different approach. As I alluded to above, the entirety 
of Mahler’s Fourth Symphony (and much of his Third) can be viewed as a development 
of the ideas in the song that concludes it. Rather than weave together song and 
variations of Death and the Maiden as I have with The Trout, I’ve orchestrated the 
entire slow movement of the string quartet except for the last bar, then orchestrated 
the song to come at the end. Structurally, it’s not all that different than the Mahler 
symphony – we hear the basis of all the musical material at the end instead of at the 
beginning of the musical journey.

Death tells the Maiden to “Be of good cheer!” Does he speak the truth? Schubert’s 
tender coda is a hopeful clue that consolation awaits her.
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Der Tod und das Mädchen 
(Matthias Claudius)
Das Mädchen:
Vorüber! Ach, vorüber!

Geh, wilder Knochenmann!
Ich bin noch jung! Geh, lieber,
Und rühre mich nicht an.
Und rühre mich nicht an.

Der Tod:
Gib deine Hand, du schön und zart Gebild!
Bin Freund, und komme nicht, zu strafen.

Sei gutes Muts! ich bin nicht wild,
Sollst sanft in meinen Armen schlafen!

Death and the Maiden

The Maiden:
Pass me by! Oh, pass me by!

Go, fierce man of bones!
I am still young! Go, rather,
And do not molest me.
And do not molest me.

Death:
Give me your hand, you beautiful and tender form!
I am a friend, and come not to punish.

Be of good cheer! I am not fierce,
Softly shall you sleep in my arms! 

Mahler composed his song, “Das himmlische Leben” or “The Heavenly Life” in 1892. 
It is one of his many songs based on the collection of folk poetry, Des Knaben 
Wunderhorn (“The Youth’s Magic Horn”). The folksy fairy-tale world, not so far from 
that of the Brothers Grimm, of these poems and the songs they inspired Mahler to 
compose permeates the musical world of his Second, Third and Fourth Symphonies, 
but after the Fourth, Mahler would leave the world of Des Knaben Wunderhorn behind.

He originally intended this song to be the Finale of the epic Third Symphony, and 
began composing the Third Symphony backwards from the idea of the song in 1896. 
It was only as he was finishing the enormous first movement of the 3rd that he realized 
that the song no longer belonged in the symphony, and instead he made the great 
Adagio, originally called “What Love Tells Me” the Finale. By this point, he had 
sprinkled the entire Third Symphony with references to the song, using the song 
to extract a huge wealth of motivic material that is not obvious to the casual listener, 
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but which gives the huge piece a tremendous sense of structural cohesion. The 
intended effect was to make the appearance of the song be the logical culmination of 
all the musical ideas in the piece. However, it never appears. 

So, when Mahler started work on the Fourth Symphony in 1899, he essentially started 
the same, very unusual process, all over again, composing backwards from the end of 
the symphony, again using “The Heavenly Life” as his starting point and destination.

The implications of this for a performer are really interesting. It means we have two 
symphonies which could hardly be more different which are made of the same musical 
DNA – it’s like a pair of siblings, or even fraternal twins- they share the same genes, 
but they may grow up to be completely dissimilar people. This is just the first of many, 
many of these paradoxes present in Mahler’s 4th Symphony. It’s often described as 
his simplest and most straightforward work, and on some levels it is, but it is also his 
most multi-layered, most contradictory, most enigmatic, most paradoxical symphony. 
Nothing in this piece is as it seems.

The ending of the piece is the gentlest and most understated in any of his symphonies, 
yet Mahler called the Fourth the culmination of all his early works – Das himmlische 
Leben is not just the finale of this symphony, but of the entire first half of Mahler’s 
creative life. This tender song had more significance for the composer as an arrival 
point than any of the amazing, epic, cathartic, heaven-storming Finales of the first 
three symphonies.

The Fourth is about innocence and danger, about youth and mortality, about serenity 
(what could be more serene than the end of the symphony) and menace (what could 
be more menacing than the second movement, in which the devil himself fiddles away 
on an out-of-tune violin?). The first movement is folksy and rustic with a middle section 
that seems to find us lost in a great forest. The second movement is a menacing 
Totentanz with the solo violinist taking the role of Freund Hein, a devil of a fellow. 
The third movement is one of the most beautiful things in all music, a 
soulful Adagio which Mahler said was inspired by memories of his mother’s face.
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Der Tod und das Mädchen 
(Matthias Claudius)
Das Mädchen:
Vorüber! Ach, vorüber!

Geh, wilder Knochenmann!
Ich bin noch jung! Geh, lieber,
Und rühre mich nicht an.
Und rühre mich nicht an.

Der Tod:
Gib deine Hand, du schön und zart Gebild!
Bin Freund, und komme nicht, zu strafen.

Sei gutes Muts! ich bin nicht wild,
Sollst sanft in meinen Armen schlafen!

Death and the Maiden

The Maiden:
Pass me by! Oh, pass me by!

Go, fierce man of bones!
I am still young! Go, rather,
And do not molest me.
And do not molest me.

Death:
Give me your hand, you beautiful and tender form!
I am a friend, and come not to punish.

Be of good cheer! I am not fierce,
Softly shall you sleep in my arms! 
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but which gives the huge piece a tremendous sense of structural cohesion. The 
intended effect was to make the appearance of the song be the logical culmination of 
all the musical ideas in the piece. However, it never appears. 

So, when Mahler started work on the Fourth Symphony in 1899, he essentially started 
the same, very unusual process, all over again, composing backwards from the end of 
the symphony, again using “The Heavenly Life” as his starting point and destination.

The implications of this for a performer are really interesting. It means we have two 
symphonies which could hardly be more different which are made of the same musical 
DNA – it’s like a pair of siblings, or even fraternal twins- they share the same genes, 
but they may grow up to be completely dissimilar people. This is just the first of many, 
many of these paradoxes present in Mahler’s 4th Symphony. It’s often described as 
his simplest and most straightforward work, and on some levels it is, but it is also his 
most multi-layered, most contradictory, most enigmatic, most paradoxical symphony. 
Nothing in this piece is as it seems.

The ending of the piece is the gentlest and most understated in any of his symphonies, 
yet Mahler called the Fourth the culmination of all his early works – Das himmlische 
Leben is not just the finale of this symphony, but of the entire first half of Mahler’s 
creative life. This tender song had more significance for the composer as an arrival 
point than any of the amazing, epic, cathartic, heaven-storming Finales of the first 
three symphonies.

The Fourth is about innocence and danger, about youth and mortality, about serenity 
(what could be more serene than the end of the symphony) and menace (what could 
be more menacing than the second movement, in which the devil himself fiddles away 
on an out-of-tune violin?). The first movement is folksy and rustic with a middle section 
that seems to find us lost in a great forest. The second movement is a menacing 
Totentanz with the solo violinist taking the role of Freund Hein, a devil of a fellow. 
The third movement is one of the most beautiful things in all music, a 
soulful Adagio which Mahler said was inspired by memories of his mother’s face.
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The slow movement ends with a grand fortissimo, as if the very gates of heaven are 
opening. In fact they are, and so it is that after one of the greatest journeys in music, 
through ten years of composing and two epic symphonies, we experience heaven 
through the eyes of a child.

Das himmlische Leben (Anon.)
Wir genießen die himmlischen Freuden,
d’rum tun wir das Irdische meiden!
Kein weltlich’ Getümmel
hört man nicht im Himmel!
Lebt Alles in sanftester Ruh’! 

Wir führen ein englisches Leben!
Sind dennoch ganz lustig daneben!
Wir tanzen und springen,
wir hüpfen und singen!
Sankt Peter im Himmel sieht zu!

Johannes das Lämmlein auslasset!
Der Metzger Herodes drauf passet!
Wir führen ein geduldig’s,
unschuldig’s, geduldig’s,
ein liebliches Lämmlein zu Tod!
Sankt Lucas den Ochsen tät schlachten
ohn’ einig’s Bedenken und Trachten!
Der Wein kost’ kein Heller
im himmlischen Keller!

Die Englein, die backen das Brod!
Gut’ Kräuter von allerhand Arten,
die wachsen im himmlischen Garten,
gut’ Spargel, Fisolen
und was wir nur wollen,
ganze Schüsseln voll sind uns bereit.
Gut’ Äpfel, gut’ Birn’ und gut’ Trauben!

The Heavenly Life
We enjoy the heavenly pleasures,
so can dispense with earthly things!
No worldly turmoil
is to be heard in heaven!
Everything lives in gentlest repose!

We lead an angelic life!
We are, however, at times quite merry!
We dance and jump,
we skip and sing!
Saint Peter in heaven looks on! 

Saint John drains the blood of the little lamb!
Herod, the butcher looks out for it!
We lead a patient,
innocent, patient,
a lovable lamb to its death!
Saint Luke slaughters the ox
without giving it thought or mind!
Wine costs not a penny
in heaven’s cellars!

The angels, they bake the bread!
Tasty herbs of every kind
grow in heaven’s gardens,
good asparagus, beans
and whatever we desire,
Whole dishfuls are ready for us.
Good apples, good pears and good grapes!
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Finally, we come to another combination of song and variations by Schubert, both 
known as “Der Tod und das Mädchen” (“Death and the Maiden”). The song is based 
on a poem by Matthias Claudius and was written in 1817, the same year as “The Trout.” 
It has only two verses – one in which the Maiden pleads with Death to pass her by, 
and one in which Death assures her that he is a friend.

In 1824, Schubert used the song (in particular, the introduction of the song), as the 
basis of a set of variations which would become the slow movement of his String 
Quartet in D minor, one of his greatest chamber music works. Mahler’s love for this 
work was enormous – it was one of two string quartets (the other was Beethoven’s 

“Serioso” Quartet) that Mahler orchestrated for performance by the full strings of the 
Vienna Philharmonic. This arrangement, like the others for flute (doubling alto flute), 
oboe (doubling cor anglais), clarinet (doubling bass clarinet), percussion, harmonium, 
piano and solo strings, starts with an exact lifting of the beginning of the slow 
movement of the Death and the Maiden Quartet, but wanders pretty far from the 
soundworld of Schubert’s two originals.

It’s not uncommon these days for one to hear a performance of the Lied, Der Tod und 
das Mädchen (“Death and the Maiden”). as a prelude to a performance of the 
complete quartet. I’ve chosen a different approach. As I alluded to above, the entirety 
of Mahler’s Fourth Symphony (and much of his Third) can be viewed as a development 
of the ideas in the song that concludes it. Rather than weave together song and 
variations of Death and the Maiden as I have with The Trout, I’ve orchestrated the 
entire slow movement of the string quartet except for the last bar, then orchestrated 
the song to come at the end. Structurally, it’s not all that different than the Mahler 
symphony – we hear the basis of all the musical material at the end instead of at the 
beginning of the musical journey.

Death tells the Maiden to “Be of good cheer!” Does he speak the truth? Schubert’s 
tender coda is a hopeful clue that consolation awaits her.
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Das irdische Leben  (Anon.)
Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind!
Morgen wollen wir ernten geschwind.

Und als das Korn geerntet war,
Rief das Kind noch immerdar:

Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind,
Morgen wollen wir dreschen geschwind.

Und als das Korn gedroschen war,
Rief das Kind noch immerdar:

Mutter, ach Mutter! es hungert mich,
Gib mir Brot, sonst sterbe ich.

Warte nur, mein liebes Kind,
Morgen wollen wir backen geschwind.

Und als das Brot gebacken war,
Lag das Kind auf der Totenbahr.

The Earthly Life
Mother, ah mother, I am starving.
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the reaping will be swiftly done.

And when at last the corn was reaped,
Still the child kept on crying:

Mother, ah mother, I am starving,
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the threshing will be swiftly done.

And when at last the corn was threshed,
Still the child kept on crying:

Mother, ah mother, I am starving.
Give me bread or I shall die.

Wait, only wait, my beloved child!
Tomorrow the baking will be swiftly done.

And when at last the bread was baked,
The child lay dead upon the bier.

Translation © Richard Stokes, author of The 
Book of Lieder (Faber, 2005)
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Die Gärtner, die alles erlauben!
Willst Rehbock, willst Hasen?
auf offener Straßen sie laufen herbei!

The gardeners, they let you have anything!
Do you want roebuck or hare?
In the middle of the street they come running to us!

Sollt ein Fasttag etwa kommen,
alle Fische gleich mit Freuden 
    angeschwommen,
dort lauft schon Sankt Peter
mit Netz und mit Köder
zum himmlischen Weiher hinein!
Sankt Martha die Köchin muß sein!

Kein’ Musik ist ja nicht auf Erden,
die unsrer verglichen kann werden.
Elftausend Jungfrauen
zu tanzen sich trauen!
Sankt Ursula selbst dazu lacht.
Kein’ Musik ist ja nicht auf Erden,
die unsrer verglichen kann werden.

Cäcilia mit ihren Verwandten
sind tref•iche Hofmusikanten!
Die englischen Stimmen
ermuntern die Sinnen!
Daß Alles für Freuden, 
    für Freuden erwacht!

Should, per chance, a day of fasting occur,
all the •sh immediately swim up to us 
    with joy,
there’s Saint Peter already running
with his net and bait
to the heavenly •shpond!
Saint Martha must be the cook!

No music on earth
can compare with ours.
Eleven thousand maidens
are bold enough to dance!
Even Saint Ursula herself laughs at the sight.
No music on earth
can compare with ours.

Cecilia with her relatives
are excellent court musicians!
The angelic voices
delight the senses!
So that everything for joy awakens

Richard Strauss – Four Last Songs
In 1948, composer Richard Strauss was 84 and suffering from failing health and 
depression. It was his son who suggested it might lift Strauss’s spirits to try writing a 
few songs. Strauss returned to a poem by Joseph von Eichendorff called Im 
Abendrot (At Sunset) which he felt a particular affinity with and had wanted to set to 
music for nearly a decade. He then quickly composed three more songs on texts by 
Hermann Hesse, “Frühling” (Spring), “September”, “Beim Schlafengehen” (When 
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Both Gustav Mahler’s 100-minute Third symphony and his Fourth grew out of the 
musical material in the short, beautiful song which forms the final movement of the 
Fourth Symphony, “Das himmlische Leben” (“The Heavenly Life,”), and which 
concludes these Visions of Childhood. First, however, we hear his song “The Earthly 
Life” (“Das irdische Leben”) which forms a sort of bleak mirror image to that song. 
Where “The Heavenly Life” tells us of a world of eternal peace and plenty, “The Earthly 
Life” speaks of a world of terror and hunger. As with the Humperdinck, I have 
essentially stuck as closely as possible to Mahler’s own orchestration, which is a 
model of clarity and economy, but also full of extreme, even grotesque, colours.

So fängt er die Forelle
Mit seiner Angel nicht.

Doch endlich ward dem Diebe
Die Zeit zu lang. Er macht
Das Bächlein tückisch trübe,
Und eh ich es gedacht,
So zuckte seine Rute,
Das Fischlein zappelt dran,
Und ich mit regem Blute
Sah die Betrogene an.

he won’t catch the trout 
with his rod.

But at length the thief
grew impatient. Cunningly
he made the brook cloudy, 
and in an instant
his rod quivered,
and the fish struggled on it.
And I, my blood boiling,
looked on at the cheated creature.

Translation © Richard Wigmore, author 
of Schubert: The Complete Song Texts, published 
by Schirmer Books, provided courtesy of Oxford 
Lieder www.oxfordlieder.co.uk
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Schubert’s setting of “The Trout” is a compact masterpiece, barely more than a 
minute long. Given the sonic possibilities of expanding the accompaniment from 
piano to miniature orchestra, I decided to be more interventionist in arranging and 
expanding Schubert’s song. I have combined the three verses of the song with 
several, but not all, of the variations in the Trout Quintet, choosing to alternate 
strophes of the song with variations from the quintet that I thought suited the mood 
of the lyrics. In addition to knitting together the song and the quintet, I’ve had to 
transpose the song from its original key (D-flat major) to the key of the variations (D 
major) and I’ve performed a bit of harmonic surgery on the variations to make sure the 
new work flows in a logical way.

The most drastic change, which will probably upset the purists and go unnoticed by 
everyone else, is that I have changed the key of the lovely cello variation from B-flat 
major to D major. Unlike the Humperdinck and the Mahler, there was no orchestral 
original to work from here, so I’ve orchestrated the piano accompaniment of the song 
and gently, and sometimes playfully, expanded the instrumentation of the Quintet as 
needed.

Die Forelle (Christian Schubart)

In einem Bächlein helle,
Da schoß in froher Eil'
Die launische Forelle
Vorüber wie ein Pfeil.
Ich stand an dem Gestade
Und sah in süßer Ruh
Des muntern Fischleins Bade
Im klaren Bächlein zu.

Ein Fischer mit der Rute
Wohl an dem Ufer stand,
Und sah's mit kaltem Blute,
Wie sich das Fischlein wand.
So lang dem Wasser Helle,
So dacht ich, nicht gebricht,

The Trout

In a limpid brook
the capricious trout
in joyous haste
darted by like an arrow.
I stood on the bank
in blissful peace, watching
the lively fish swim 
in the clear brook.

An angler with his rod 
stood on the bank
cold-bloodedly watching 
the fish’s contortions.
As long as the water 
is clear, I thought,
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Falling Asleep), each of which, like Im Abentrot, explores themes of farewell, fulfilment, 
lifelong love, and death. The set was to be Strauss’s final masterwork, Four Last Songs.

This iconic song cycle has been a speciality of the ESO’s Affiliate Artist April Fredrick 
for several years, and it was the last piece she performed before the Covid-19  
lockdown in 2020. She was to have performed the work with the ESO at Malvern 
Priory in June of that year.

The work’s exploration of the fragility of life took on new urgency and poignancy when 
Fredrick contracted Covid-19 in late March, and so it was only right that this should 
be the work with which she returned to the performing arena with the ESO on the 
26th of July for this filmed concert and recording.

“The fatigue, which is one of the viruses’ symptoms was like nothing I’d 
experienced, giving a new dimension to the multiple uses in the cycle 
of the wonderful German adjective ‘müde’ (‘tired, weary, worn out’),” 
says Fredrick of her illness. “But I will also never forget the incredible, 
almost euphoric joy I felt the first time I walked out of my front door 
after my quarantine—what an unthinkable privilege to be well and free 
to move about again. A stark encounter with mortality, weariness, 
euphoria, and ‘weiter, stille Friede’ (wide, still peace): the virus provided 
me with most curious sort of gift of experience which has forever 
stamped and deepened my understanding of this work.”

The ESO performed a version of the Four Last songs for chamber ensemble made by 
leading Australian composer, James Ledger. It was commissioned for the great 
British soprano, Dame Felicity Lott, and premiered at the Wigmore Hall by her and the 
Nash Ensemble under the baton of Bernard Haitink. The ESO’s performance marks 
the first recording of this arrangement. James Ledger says of his arrangement:

“For example, the lush opening of the fourth song, “Im Abendrot,” might 
typically have fifty or more string players in the orchestra and this 
physically can’t be re-created in this reduced version. Importantly, it 
shouldn’t try to do so. This leads to an interesting perception of 
arrangements as they are often regarded as poor cousins of the original. 
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An arrangement shouldn’t be regarded as trying to improve on the 
original – although there are undoubtedly instances where this has been 
the case. An arrangement should be seen as a separate version in its 
own right. There are several reasons for remaining as true to the original 
instrumentation as possible with this arrangement. Firstly, Strauss 
writes so idiosyncratically for orchestral instruments it seemed 
fallacious to go against this. For example, I couldn’t imagine the horn 
solo that concludes September or the violin solo in Beim 
Schlafengehen on any other instrument. Secondly, these songs are so 
well-known and well-loved that to tamper with instrumentation too 
much could be seen as desecration of the original. I do hope that this 
chamber version presents the songs in a fresh way and at the same 
time remain as faithful as possible to the intentions of Richard Strauss.”

Frühling (Hermann Hesse)
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 kennst mich wieder,
Du lockestmich zart,
Es zittert durch all meine Glieder
Deine selige Gegenwart.

Spring
In shadowy crypts
I dreamt long
of your trees and blue skies,
of your fragrance and birdsong.

Now you appear
in all your finery,
drenched in light
like a miracle before me.

You recognize me,
you entice me tenderly.
All my limbs tremble at
your blessed presence!
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Franz Schubert was, and always will be, the greatest exponent of the art song in 
human history. His output is without match in breadth, beauty, originality and 
importance. His songs were to be a huge influence on the creative development of 
Gustav Mahler. Mahler’s first masterpiece, the Lieder eines fahrenden Gesellen, or 
Songs of a Wayfarer, are extremely Schubertian in both their musical language and 
their subject matter.

“Die Forelle” (“The Trout”) is one of Schubert’s simplest and most popular songs, 
composed in 1817, when Schubert was just 20, to words by Christian Friedrich Daniel 
Schubart. The song later formed the basis of a set of variations which gave Schubert’s 
1819 work for violin, viola, cello, double bass and piano, its nickname: the Trout 
Quintet. The song’s three verses tell the story of a child observing a fisherman at work, 
and her outrage when the fisherman muddies the water, driving the trout from the 
safety of the rocks onto the waiting hook. The fourth stanza, which Schubert didn’t set, 
makes clear that the song is, in part, a parable of innocence lost and a cautionary tale 
for young girls:

You who tarry by the golden spring
Of secure youth,
Think still of the trout:
If you see danger, hurry by!
Most of you err only from lack
Of cleverness. Girls, see
Seducers with their tackle!
Or else, too late, you’ll bleed.

Heard in this context, I think the song speaks again to the child’s evolving view of our 
complex relationship with nature, food and comfort, and the cost of that food and 
comfort. One couldn’t blame the father of the starving child in Mahler’s “The Earthly 
Life” for muddying the waters in order to feed his family. The child is outraged for the 
trout, but largely because she clearly doesn’t yet know the pain of hunger.
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Der kleine Sandmann bin ich – st!
Und gar nichts Arges sinn ich – st!
Euch Kleinen lieb ich innig – st!
Bin euch gesinnt gar minnig – st!

Aus diesem Sack zwei Körnelei
Euch Müden in die cugelein;
Die fallen dann von selber zu,
Damit ihr schlaft in sanfter Ruh.

Und seid ihr fein geschlafen ein,
Dann wachen auf die Sterne,
Und nieder steigen Engelein
Aus hoher Himmelsferne

HÄNSEL (schlaftrunken)
Sandmann war da!

GRETEL (ebenso)
Lass uns den Abendsegen beten!

Sie kauern sich nieder und falten die 
Hände

GRETEL, HÄNSEL 
Abends, will ich schlafen gehn,
vierzehn Engel um mich stehn:
zwei zu meinen Häupten,
zwei zu meinen Füßen,
zwei zu meiner Rechten,
zwei zu meiner Linken,
zwei die mich decken,
zwei, die mich wecken,
zwei, die mich weisen
zu Himmels Paradeisen!

I shut the children’s peepers, sh!
and guard the little sleepers, sh!
for dearly do I love them, sh!
and gladly watch above them, sh!

And with my little bag of sand,
By every child’s bedside I stand ;
then little tired eyelids close,
and little limbs have sweet repose.

And if they’re good and quickly go to
sleep, then from the starry sphere above
the angels come with peace and love,
and send the children happy dreams,

HANSEL (sleepily)
Sandmann was there!

GRETEL (likewise)
let's pray the evening blessing!

They crouch down and fold their hands

GRETEL, HÄNSEL 
When at night I go to sleep,
Fourteen angels watch do keep,
Two my head are guarding,
Two my feet are guiding;
Two upon my right hand,
Two upon my left hand.
Two who warmly cover
Two who o’er me hover,
Two to whom ’tis given
To guide my steps to heaven.
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September (Hermann Hesse)
Der Garten trauert,
kühl sinkt in die Blumen der Regen.
Der Sommer schauert
still seinem Ende entgegen.

Golden tropft Blatt um Blatt
nieder vom hohen Akazienbaum.
Sommer Lächelt erstaunt und matt
in den sterbenden Gartentraum.

Lange noch bei den Rosen
bleibt er stehn, sehnt sich nach Ruh,
langsam tut er die (großen) müdgewordnen
Augen zu.

Beim Schlafengehen (Hermann Hesse)
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.

September
The garden is in mourning.
Cool rain seeps into the flowers.
Summertime shudders,
quietly awaiting his end.

Golden leaf after leaf falls
from the tall acacia tree.
Summer smiles, astonished and feeble,
at his dying dream of a garden.

For just a while he tarries 
beside the roses, yearning for repose.
Slowly he closes his weary eyes.

Going to sleep
Now that I am wearied of the day,
my ardent desire shall happily receive 
the starry night
like a sleepy child.

Hands, stop all your work.
Brow, forget all your thinking.
All my senses now
yearn to sink into slumber.

And my unfettered soul 
wishes to soar up freely 
into night's magic sphere
to live there deeply and thousandfold.
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Im Abendrot (Joseph Eichendorff)
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? --

At sunset
We have through sorrow and joy
gone hand in hand;
From our wanderings, let's now rest
in this quiet land.

Around us, the valleys bow
as the sun goes down.
Two larks soar upwards
dreamily into the light air.

Come close, and let them fly.
Soon it will be time for sleep.
Let's not lose our way
in this solitude.

O vast, tranquil peace,
so deep in the evening's glow!
How weary we are of wandering -
Is this perhaps a hint of death?

ABOUT THE ARTISTS 
Hailed as ‘astonishing and luminous’ (Bachtrack), soprano April Fredrick’s world 
premiere performance of ‘Jane’ in John Joubert’s Jane Eyre with the ESO was 
described as ‘utterly riveting, with a terrific dramatic sense’ (Music and Vision). An 
Associate Artist with the English Symphony Orchestra, she has recently sung John 
Joubert’s An English Requiem with the BBC National Orchestra of Wales under Adrian 
Partington, broadcast live on Radio 4, and she has also appeared with the Warsaw 
Chamber Orchestra and the English Chamber Orchestra. With a growing reputation 
for championing new works, April premiered and recorded Philip Sawyers’ Songs of 
Loss and Regret with the ESO, Laurence Osborn’s Micrographia with the Riot 
Ensemble, and Geoffrey Álvarez’ epic cycle Hölderlinfenster. Other recent premieres 
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Engelbert Humperdinck’s great children’s opera, Hänsel und Gretel, a quasi-
Wagnerian setting of the classic Brothers Grimm fairy tale, tells the story of two 
children in peril. The opera was composed in 1891-2. Richard Strauss conducted the 
first production in 1893, Gustav Mahler the second production in Hamburg in 1894. 
The adventures of Hansel and Gretel balance moments of deprivation and hardship 
with wonder, of horror with hope. The two selections I have adapted come from Act II, 
Scene 2.

Having become lost in the forest, Hansel tries to find the way back home, but he 
cannot. As the forest darkens, Hansel and Gretel become scared and think they see 
something coming closer. Hansel calls out, “Who’s there?” and a chorus of echoes 
calls back, “He’s there!” Gretel calls, “Is someone there?” and the echoes reply, 

“There!” Hansel tries to comfort Gretel but, as a small figure walks out of the forest, she 
screams. Our excerpt begins as the Sandman (sung by a soprano), who has just 
appeared, tells the children that he loves them dearly, and that he has come to help 
them to sleep. He puts grains of sand into their eyes, and as he leaves, they can barely 
keep their eyes open. Gretel reminds Hansel to say their evening prayer and, after they 
pray, they fall asleep on the forest floor. My arrangement of this scene is essentially a 
reduction – wherever possible, I have kept true to Humperdinck’s original, with flute 
parts on the flute and string parts on the strings, and the harmonium standing in 
heroically for absent bassoons and horns. In the Evening Blessings, April changes 
roles from Sandman to Gretel…. and Hansel. 
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include David Matthew’s Le Lac with the Orchestra of the Swan and Eric McElroy’s 
cycle The Fetch to poems by Gregory Leadbetter with the composer at the piano. 
Recent opera roles include ‘Mary Crawford’ in Jonathan Dove’s Mansfield Park for 
Opera South and ‘Avis’ in Ethel Smyth’s The Wreckers for Arcadian Opera, the world 
premiere of ‘Lotus/Honglian’ in Monk and Lotus (Tête-à-Tête Festival), fusing move-
ment styles of Western and Chinese opera, and Part I of ‘Her War’, a ground-breaking 
opera on the female experience of shellshock in WWI, for Tête-à-Tête 2020. April 
also appears regularly with the Nottingham Harmonic Choir and the Leicester Bach 
Choir, and she is a founding member of Dei Gratia Baroque Ensemble. She is also a 
founding member of collective D’Accord, with a passion for re-imagining the soirée for 
the modern context.

Initially pursuing violin, April gained a BMus at University of Northwestern St Paul and 
went on to gain an MMus and PhD at the Royal Academy of Music, researching the 
late songs of Ivor Gurney. She now studies with Jacqueline Straubinger-Bremar.

www.aprilfredrick.com

The English Symphony Orchestra, the International Orchestra of Elgar Country, is an 
ensemble which in recent years has become synonymous with artistic excellence, 
innovative and visionary programming, distinctive commissioning and ground-break-
ing recordings. Since 2013, the orchestra has re-emerged as a major force in British 
musical life, presenting and recording the orchestra’s first full length opera (the world 
premiere of John Joubert’s Jane Eyre) to overwhelming critical acclaim, presenting the 
2015 Classical Music Magazine “Premiere of the Year,” (Donald Fraser’s orchestration 
of the Elgar Piano Quintet) and releasing a triumphant series of recordings, including 
the Complete Piano Concertos of Ernst Krenek (Sunday Times Best Recordings of 
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2016) and John Joubert’s opera Jane Eyre (2017 MusicWeb Opera Recording of the 
Year).

Founded by William Boughton in 1980, the ESO have a long and distinguished history 
of collaboration with legendary figures of British music making. Vernon “Tod” Handley 
became the orchestra’s second Principal Conductor in 2007, and led the orchestra 
until his death. Over the years, the ESO has worked with a distinguished list of 
instrumentalists, composers and conductors, including Nigel Kennedy, Stephen 
Isserlis, Daniel Hope, Michael Tippett, Nicholas Maw and Yehudi Menuhin, who was 
appointed the ESO’s Principal Guest Conductor in 1991, and led the orchestra on a 
number of international tours.

British music has always been a central part of the orchestra’s mission. Appropriately 
for an orchestra based in Elgar’s home town, the ESO has made many acclaimed 
recordings of that composer’s music, as well as that of major 20th century British 
composers including Vaughan Williams, Britten, Butterworth and Bridge. The ESO 
discography also highlights a commitment to the music of our time; in addition to the 
notable recordings which grew out of the orchestra’s affiliation with Sir Michael 
Tippett, are recordings of music by John Metcalfe, John Joubert, and Michael and 
Lennox Berkeley. 

John McCabe served as the orchestra’s Composer-in-Association from 2013 until his 
death in 2015. Following McCabe’s death in 2015, the ESO appointed Philip Sawyers 
as “John McCabe Composer-in-Association” who was succeeded by David 
Matthews in 2018. The ESO’s current John McCabe Composer-in-Association is 
Adrian Williams. 

www.eso.co.uk 

Hailed by Gramophone Magazine as “a symphonic conductor of stature”, Kenneth 
Woods was appointed Artistic Director and Principal Conductor of the English 
Symphony Orchestra in 2013, and has quickly built up an impressive and acclaimed 
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I’ve conducted and recorded a number of the arrangements from the Society and have 
become thoroughly seduced by their unique sound world. I hope those of you new to 
this kind of ensemble will be similarly enchanted.

VISIONS OF A JOURNEY THROUGH LIFE
Given that this programme was to be an exploration of childhood, I thought the 
obvious place to start would be with birth. Richard Wagner wrote his Siegfried Idyll 
as a birthday present for his wife, Cosima, just after the birth of their son, Siegfried. 
Wagner, who in life was a selfish, narcissistic anti-Semitic monster, expresses in this 
work some of the most beautiful aspects of the human experience and some of the 
most precious qualities of the human character. Nowhere else in music is there so 
tender an evocation of those fragile, precious and fraught first days and weeks of life. 
One can hear the overflow of parental love, the gentle sounds of a traditional cradle 
song (“Schlaf, Kindlein, schlaf“), and hopeful visions of the child’s future life.

The work is unique in Wagner’s output. It is his only mature masterpiece of 
instrumental music, having written some early symphonic works of marginal quality 
before focusing all his energies on the theatre, and is written for a small ensemble, far 
from the gigantic forces he called for in his epic operas. It was premiered at dawn on 
Christmas morning, 1870, with the small group of musicians stealing into the house to 
gently awaken Cosima with the Idyll’s magical opening. It was originally performed by 
an ensemble of just 13 solo players, among them the great conductor Hans Richter, 
who taught himself to play the trumpet just for the 13-bar solo at the Idyll’s climax. In 
order to bring this work into the same soundworld as the rest of the programme, I’ve 
had to sacrifice Richter’s trumpet part and the two beautiful horn parts, as well as the 
second clarinet and bassoon, but have been able to add piano and harmonium. Where 
possible, I’ve kept the parts from Wagner’s original unchanged in the instruments 
which carried over, but no single part in my arrangement is exactly the same as in 
Wagner’s.
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As a name, “The Society for Private Musical Performances” may not roll off the tongue, 
but it is surely easier to say for most English speakers than the German original “Verein 
für musikalische Privataufführungen”. The Society was founded by the composer 
Arnold Schoenberg with the intention of making carefully rehearsed and 
comprehensible performances of newly composed music available to genuinely 
interested members of the musical public. In the three years between February 1919 
and 5 December 1921 (when the Verein had to cease its activities due to Austrian 
hyperinflation), the organisation gave 353 performances of 154 works in 117 concerts 
involving a total of 79 individuals and pre-existing ensembles. Devoted to fostering 
new discussion of emerging works, the Society did not welcome critics, and audience 
members had to join the Society in order to attend.

Works performed in the Society’s concerts reflected a huge range of the best of late 
19th and early 20th Century works, but nothing by Schoenberg himself. Orchestral 
works were played in arrangements for small ensembles like the one you will hear on 
this recording. Schoenberg himself made many of these arrangements, and he 
oversaw the work of other composers and arrangers including Erwin Stein, 
who arranged the Fourth Symphony of Mahler for a Society concert in 1921.

There was no standard instrumentation for these concerts, but most of the 
arrangements that have come down to us from the Society are for some combination 
of solo strings, a few solo winds, piano and harmonium. This sort of salon orchestra 
was often augmented by the liberal use of percussion, which can greatly enhance the 
range of colour the ensemble can produce. For much of the 20th Century, the 
arrangements of the Society were largely forgotten. In an affluent age, there seemed 
to be little need for arrangements of Mahler symphonies and songs for 10-15 players.

However, in the last twenty years or so, these arrangements have seen a resurgence, 
and have become recognised as being artistically interesting in their own right. From 
a listener’s point of view, they offer a more intimate view of the music, one that 
perhaps allows the creativity and artistry of the individual performances to shine 
through. In the age of Covid-19, these arrangements have taken on a new importance 
in our musical life.
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body of work and recordings with them. Woods also serves as Artistic Director of both 
the Colorado MahlerFest – the only US organisation other than the New York 
Philharmonic to receive the International Gustav Mahler Society’s Gold Medal – and 
in 2017 became the founding Artistic Director of The Elgar Festival in Worcester.

Woods has conducted the National Symphony Orchestra, Royal Philharmonic 
Orchestra, Cincinnati Symphony, BBC National Orchestra of Wales, Budapest 
Festival Orchestra, Royal Northern Sinfonia and the English Chamber Orchestra, and 
has made numerous broadcasts for BBC Radio 3, National Public Radio and the 
Canadian Broadcasting Corporation. He has appeared on the stages of some of the 
world’s leading music festivals, such as Aspen, Scotia and Lucerne.

Under Kenneth Woods’ leadership, the English Symphony Orchestra has gained 
widespread recognition as one of the most innovative and influential orchestras in the 
UK. The first of Woods’ many acclaimed ESO discs was volume one in the Complete 
Piano Concertos of Ernst Krenek, selected by The Times as one of their “Best 
Recordings of 2016.” His recording of Fraser’s Elgar orchestrations for Avie was a 
Classic FM Disc of the Month. The ESO’s Nimbus Alliace recording of Kenneth’s 
orchestration of the Brahms’ Piano Quartet in A Major was chosen as one of the 10 
Best Classical CDs of 2018 by The Arts Desk.

In 2016, Woods and the ESO launched their 21st Century Symphony Project, an 
ambitious multi-year effort to commission, premiere and record nine new symphonies 
by leading composers, with the triumphant premiere of Philip Sawyers’ Third 
Symphony at St John’s Smith Square. In 2018, the Project continued with the 
premiere of David Matthews’ Ninth Symphony, selected by The Spectator as one of 
the Top Ten Classical Events of the year. The most recent work in the series  is 
Matthew Taylor’s Fifth Symphony, hailed by ClassicalSource as “a masterpiece” at its 
2019 premiere.

www.kennethwoods.net
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The Orchestra

Flutes/Piccolo – Laura Jelicoe, Oboe/Cor Anglais – Sam Baxter, 
Clarinets – Alison Lambert, Bassoon – Rosemary Cow, French Horn – James Topp, 

Craig MacDonald, Piano – Michael Young, Harmonium – Adrian Partington, 
Percussion – Graham Bradley, Violin 1/Leader – Zoë Beyers, Violin 2 – Kate Suthers, 

Viola 1 Helen Roberts, Viola 2 – Emma Shepperd, Cello 1 – Joely Koos, 
Cello 2 Corinne Frost, Bass – Stephen Warner,

Recorded in Wyastone Concert Hall, 26-28 July 2020
Producer and engineer, Phil Rowlands

Assistant engineer and editing, videographer, Tim Burton

English Symphony Orchestra
Andrew Farquharson, CEO and Orchestral Management

Si Brittlebank, Stage Manager
Tony Burke, Librarian

Special thanks to: 
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 Visions of Childhood
 Music of Mahler, Wagner, Humperdinck & Schubert
 Chamber arrangements by Erwin Stein, James Ledger and Kenneth Woods

1  Prologue, Bedächtig, nicht eilen from Symphony No. 4.  0.15
 Gustav Mahler, arr. Erwin Stein

2  Siegfried Idyll WWV 103 18.20
 Richard Wagner, arr. Kenneth Woods

3  Der kleine Sandmann and Abendsegen from Hänsel und Gretel.  4.57
 Engelbert Humperdinck, arr. Kenneth Woods

4  Die Forelle, Lied and Variations 5.45
 Franz Schubert, arr. Kenneth Woods

5  Das irdische Leben from Des Knaben Wunderhorn.  3.10
 Gustav Mahler, arr. Kenneth Woods

6  Der Tod und das Mädchen, Variations and Lied 15.33
 Franz Schubert, arr. Kenneth Woods

7  Das himmlische Leben from Symphony No. 4 9.11
 Gustav Mahler

8-11 Vier letzte Lieder (Four Last Songs) TrV296 22.19
 Richard Strauss, arr. James Ledger
 I Frühling (4.05)  II September (4.43)  
 III Beim Schlafengehen (5.44)  IV Im Abendtrot (7.52)

 April Fredrick, soprano

 English Symphony Orchestra
 Kenneth Woods, Artistic Director and Conductor

 Total playing time 79.30 
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Also available
From the English Symphony Orchestra on Nimbus Alliance

“This is an impressive disc. The music is 
imaginatively crafted, constantly showing 
fine melodic invention and a firm sense of 
purpose and direction. Clearly Sawyers 
knows how to get the best out of an 
orchestra…and I’m now resolved to catch 
up with his first two symphonies.”
MusicWeb-International

This quartet is an early, extrovert piece and 
Woods taps into the music’s unbuttoned 
joy. The first movement’s close is a case in 
point, a cheery, affirmative musical hug, 
pitched to perfection in this performance. 
All fascinating – a labour of love, 
handsomely recorded.  
Graham Rickson, TheArtsDesk.com
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Also available
From the English Symphony Orchestra on Nimbus Alliance

“This is music to hold close and to savour 
at leisure.” Norman Lebrecht,

2017  Critics' Choice Winner
Gramophone

“Terrific music like this renews my faith in 
the symphony as a genre…” 
American Record Guide
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