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RICHARD STRAUSS
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I Thema I – III –
II Scherzo. Munter –
III  Wiegenlied. Mässig langsam –
IV  Adagio –
V  Finale. Sehr lebhaft

Richard Strauss’s great series of orchestral tone-poems, 
from Don Juan to Ein Heldenleben, dates from the years 
1888 to 1898. But in the new century he added to it two 
large-scale but continuous works which he called  
‘symphony’: respectively the ‘Domestic’ and the ‘Alpine’. 
He began sketching the former in May 1902, while resting 
on the Isle of Wight after a conducting tour of England, 
and finished the first draft the following summer, again 
on holiday on the Isle of Wight but this time with his wife 
Pauline and their six-year-old son Franz. 

He completed the full score on New Year’s Eve 1903, and 
conducted the first performance in a New York Strauss  
Festival in March 1904 – by which time he was hard at 
work on Salome, the success of which was to switch the 
focus of his activity from the concert hall to the opera 
house. The Symphony is scored for a very large orchestra, 
including quadruple woodwind, plus a fifth clarinet, and 
eight horns, and it includes episodes in full contrapuntal 

textures requiring extraordinary collective and individual 
virtuosity. But these are offset by passages of simple, folk-
like writing, recalling Mahler (with whom Strauss had a 
close association in the 1900s) and Humperdinck’s Hansel 
and Gretel (of which Strauss had conducted the first public  
performances). 

The work is structured both as an episode in the life of the 
Strauss family, from early evening to the following  
morning, and as a single-movement symphony, with 
themes presented in the opening section, developed in a 
full-length scherzo and slow movement, and further  
developed and freely recapitulated in a partly fugal  
finale. At the start, the husband is represented by a group 
of motifs showing him in different moods, but beginning 
and ending in easy-going fashion, and the wife by a second 
group, more volatile and more overtly emotional. Ideas 
from both groups are combined in marital conversation  
before the oboe d’amore introduces the sweetly simple 
theme associated with the child, for the purposes of the 
Symphony still a baby. The baby awakes noisily, and his 
theme is transformed into 3/8 ländler tempo as the basis 
for a ‘brisk’ Scherzo. This also incorporates motifs from the 
two groups of parental themes, and the scherzo theme is 
combined with the original version of the baby’s theme. 



furious breakfast-time quarrel, presumably about the 
child’s future. But eventually this dies down, the baby’s 
original theme returns on a high solo violin, and the wind 
section plays a ‘calm and simple’ hymn-like passage sug-
gesting reconciliation. The cellos then begin an episode 
which recapitulates many of the earlier themes in new 
contrapuntal combinations, at a much lower level of  
tension than before. This is followed by a brilliant coda, 
marked ‘very lively and merry’, including yet another  
transformation of the child’s theme, this time as a folk 
tune on very high horns, and ending in an atmosphere of 
great good humour. 

There is much more detail to the musical narrative than 
that – or at least there was. Strauss removed many  
intermediate headings and other indications from the 
score before it was published, and was later persuaded by 
friends (and by some bad reviews) to withdraw the  
programme entirely. But in any case the Symphony stands 
as, to quote Strauss’s last pronouncement on the subject, 
‘a musical picture of married life’, sometimes humorous, 
sometimes deeply serious, and throughout drawing on all 
the composer’s unrivalled resources of imagination and 
skill.
Programme note © Anthony Burton 

There is a quieter middle section, introducing a new idea 
suggesting parental affection; and then the scherzo is  
resumed in 2/4 time, with a perky new version of the  
baby’s theme, and developed to a tumultuous climax  
suggesting tears before bedtime. This dies down to a  
gentle ‘Cradle Song’; the clock (glockenspiel) strikes seven; 
and earlier motifs, and one new one, suggest the parents’ 
mutual affection beside their son’s cot.  

The developmental Adagio is in three sections. The first 
begins as a conversation between husband and wife, but 
later concentrates on the husband’s themes as he retires to 
his study and loses himself in work. The second combines 
the husband’s and wife’s themes in a graphic scene of 
love-making with a passionate climax. The third section, in 
which the baby’s theme also returns, suggests the couple’s 
dreams before dawn, and closes with the clock striking 
seven again. The ‘very lively’ Finale begins with the perky 
version of the baby’s theme from the latter part of the 
scherzo, followed by a highly-strung idea from the wife’s 
group of themes. These then form the two main subjects of 
a complex double fugue, which also later incorporates the 
original version of the baby’s theme and further motifs  
associated with both the wife and the husband. These are 
all worked up to a climax in a manner suggesting a  



I  The Sea and Sinbad’s Ship
II  The Kalandar Prince
III  The Young Prince and Princess
IV  Festival at Baghdad

Orientalism was big business during the final decades of 
the 19th century. World fairs introduced new clothes and 
customs to culturally voracious Westerners and, as  
shipping lines opened, not least the Suez Canal in 1869, 
access increased. The Russians had their own intoxicating 
brand of Orientalism, though even they admitted that an 
Empire straddling both Europe and Asia could not entirely 
consider the Middle and Far East as ‘other’. Nonetheless, 
there are numerous examples of exotic tropes in their  
music, such as Borodin’s In Central Asia, the Arabian Dance 
in Tchaikovsky’s The Nutcracker and Rimsky-Korsakov’s 
Scheherazade. 

Drawing on tales from One Thousand and One Nights, the 
collection of West and South Asian folk tales compiled in 
Arabic during the Middle Ages, this seminal symphonic 
poem was composed in 1888, shortly after Rimsky- 
Korsakov had finished work on the completion and  
orchestration of Borodin’s mammoth Prince Igor. Rimsky-
Korsakov decided that his new work, Scheherazade, would 

recall rather than refer directly to events from One  
Thousand and One Nights. ‘All I desired,’ he later wrote in 
his autobiography, ‘was that the hearer, if he liked my piece 
as symphonic music, should carry away the impression 
that it is beyond doubt an Oriental narrative of some  
numerous and varied fairytale wonders and not merely 
four pieces played one after the other and composed on 
the basis of themes common to all the four movements’.

The work begins with a glowering fanfare, describing 
Sultan Schariar. Rimsky-Korsakov wrote that the Sultan 
‘vowed to put to death each of his wives after the first 
nuptial night. But the Sultana Scheherazade saved her life 
by entertaining her lord with fascinating tales.’ After a  
passage indebted to Mendelssohn’s A Midsummer Night’s 
Dream, we hear Scheherazade’s own beguiling motif, 
played by a solo violin and harp. There follows a steady but 
sweeping barcarolle describing ‘The Sea and Sinbad’s Ship’ 
of her first tale. The melody, full of chromatic inflections, 
develops freely over the course of the ensuing sections, in 
which Scheherazade’s storytelling theme is also a  
prominent feature. The second movement heralds another 
story, introduced once more by the Sultana. She recites a 
fakir’s tale of a young prince who dressed up as a  
wandering pauper, enduring hardships in his search for 
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wisdom. Various instruments pick up his travelling tune 
before being interrupted by more ominous forces. The 
third movement, on the other hand, is a heartfelt romance, 
evoking a prince, represented by a string melody, and his 
love for a princess, who is described in the dancing  
middle section. Although the two are initially separated, 
they eventually come together, as the movement closes 
contentedly with both themes.

As in many four-part symphonies, the Finale offers a grand 
summation of the preceding movements. Particularly 
prominent is the juxtaposition of the Sultan’s booming 
bass motif and Scheherazade’s storytelling theme. To save 
her life, she offers a dazzling conflation of three episodes 
from One Thousand and One Nights, featuring the  
humming bazaars of Baghdad and a particularly violent 
seascape.Ultimately, Scheherazade’s charms overwhelm 
the Sultan’s murderous intentions and the work closes 
with her theme and a final reiteration of the Mendelssohn-
like chords.

 Prog  ramme note © Gavin Plumley



Zubin Mehta was born in 1936 
in Bombay and received his first 
musical education under his father 
Mehli Mehta, who was a noted 
concert violinist and the founder of 
the Bombay Symphony Orchestra. 
After a short period of pre-medical 
studies in Bombay, he left for 
Vienna in 1954 where he entered 

the conducting programme under Hans Swarowsky at the 
Akademie für Musik. 

Zubin Mehta was Music Director of the Montreal Symphony 
Orchestra from 1961 to 1967 and of the Los Angeles 
Philharmonic Orchestra fromt 1962 to 1978, when he took 
over the post as Music Director of the New York Philharmonic, 
commencing a tenure lasting 13 years, the longest in the 
orchestra’s history. From 1985 to 2017 he was chief conductor 
of the Orchestra del Maggio Musicale Fiorentino. In October 
2019 he celebrated his farewell from the Israel Philharmonic 
Orchestra which he served for 50 years as Music Director.

Zubin Mehta made his debut as an opera conductor with 
Tosca in Montreal in 1963. Since then he has conducted at 
the Metropolitan Opera New York, the Vienna State Opera, 
the Royal Opera House, Covent Garden, La Scala Milan, as well 
as at the Salzburg Festival. Between 1998 and 2006 he was 
Music Director of the Bavarian State Opera in Munich. 
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Zubin Mehta’s list of awards and honours is extensive and 
includes the ‘Nikisch-Ring’ bequeathed to him by Karl Böhm. 
He is an Honorary Conductor of orchestras including the 
Vienna Philharmonic, Munich Philharmonic, and Bavarian 
State Orchestra, and in 2019 was honoured as Conductor 
Emeritus of the Israel Philharmonic Orchestra and Los Angeles 
Philharmonic. Among other honours are the ‘Praemium 
Imperiale’, awarded by the Japanese Imperial Family, the 
Commander’s Cross of the Order of Merit of the Federal 
Republic of Germany and the ‘Tagore Award for cultural 
harmony’ from the Indian Government.

With his brother Zarin he is a co-chairman of the Mehli Mehta 
Music Foundation in Bombay where more than 200 children 
are educated in Western Classical Music. The Buchmann-
Mehta School of Music in Tel Aviv develops young talent 
in Israel and is closely related to the Israel Philharmonic 
Orchestra, as is a new project of teaching young Arab Israelis 
in the cities of Shwaram and Nazareth with local teachers  
and members of the Israel Philharmonic Orchestra.



The London Philharmonic Orchestra is one of the world’s 
finest orchestras, balancing a long and distinguished history 
with its present-day position as one of the most dynamic 
and forward-looking ensembles in the UK. This reputation 
has been secured by the Orchestra’s performances in the 
concert hall and opera house, its many award-winning 
recordings, trail-blazing international tours and wide-
ranging educational work. 

Founded by Sir Thomas Beecham in 1932, the Orchestra 
has since been headed by many of the world’s greatest 
conductors, including Sir Adrian Boult, Bernard Haitink, 
Sir Georg Solti, Klaus Tennstedt and Kurt Masur. Vladimir 
Jurowski was appointed the Orchestra’s Principal Guest 
Conductor in March 2003, and became Principal Conductor 
in September 2007.

The Orchestra is based at Southbank Centre’s Royal Festival 
Hall in London, where it has been Resident Orchestra since 
1992, giving around 30 concerts a season. Each summer 
it takes up its annual residency at Glyndebourne Festival 
Opera where it has been Resident Symphony Orchestra for 
over 50 years. The Orchestra performs at venues around 
the UK and has made numerous international tours, 
performing to sell-out audiences in America, Europe, Asia 
and Australasia.

The London Philharmonic Orchestra made its first recordings 
on 10 October 1932, just three days after its first public 
performance. It has recorded and broadcast regularly 
ever since, and in 2005 established its own record label. 
These recordings are taken mainly from live concerts given 
by conductors including LPO Principal Conductors from 
Beecham and Boult, through Haitink, Solti and Tennstedt,  
to Masur and Jurowski. lpo.org.uk
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CD1 RICHARD STRAUSS (1864–1949) 

 44:19  Symphonia Domestica, Op. 53 
01 05:20  I Thema I – III – 
02 06:38  II Scherzo. Munter –
03 05:37  III Wiegenlied. Mässig langsam – 
04 11:53  IV Adagio – 
05 14:51  V Finale. Sehr lebhaft 

CD2 NIKOLAI RIMSKY-KORSAKOV (1844–1908) 

 45:23  Scheherazade, Op. 35 
01 10:22  I The Sea and Sinbad’s Ship 
02 11:48  II The Kalandar Prince
03 10:47  III The Young Prince and Princess 
04 12:23  IV Festival at Baghdad 
 
   ZUBIN MEHTA conductor 
   LONDON PHILHARMONIC ORCHESTRA 
   David Nolan leader (Symphonia Domestica) 
   Henrik Hochschild guest leader (Scheherazade)

   Recorded live at Southbank Centre’s ROYAL FESTIVAL HALL, London

LPO – 0117


