
Fourth Movement
Text from Friedrich Nietzsche's Also sprach Zarathustra: the "Midnight Song" 

Fifth Movement
Text from Des Knaben Wunderhorn 

 In English
    O Man! Take heed!
    What says the deep midnight?
    "I slept, I slept—,
    from a deep dream have I awoken:—
    the world is deep,
    and deeper than the day has thought.
    Deep is its pain—,
    joy—deeper still than heartache.
    Pain says: Pass away!
    But all joy
    seeks eternity—,
    —seeks deep, deep eternity!"

Original German
    O Mensch! Gib Acht!
    Was spricht die tiefe Mitternacht?
    "Ich schlief, ich schlief—,
    aus tiefem Traum bin ich erwacht:—
    Die Welt ist tief,
    und tiefer als der Tag gedacht.
    Tief ist ihr Weh—,
    Lust—tiefer noch als Herzeleid.
    Weh spricht: Vergeh!
    Doch all' Lust will Ewigkeit—,
    —will tiefe, tiefe Ewigkeit!"

 In English
    Three angels sang a sweet song,
    with blessed joy it rang in heaven.
    They shouted too for joy
    that Peter was free from sin!

    And as Lord Jesus sat at the table
    with his twelve disciples and ate the evening meal,
    Lord Jesus said: "Why do you stand here?
    When I look at you, you are weeping!"

    "And should I not weep, kind God?
    I have violated the ten commandments!
    I wander and weep bitterly!
    O come and take pity on me!"

    "If you have violated the ten commandments,
    then fall on your knees and pray to God!
    Love only God for all time!
    So will you gain heavenly joy."

    The heavenly joy is a blessed city,
    the heavenly joy that has no end!
    The heavenly joy was granted to Peter
    through Jesus, and to all mankind for eternal bliss. 

Original German
    Es sungen drei Engel einen süßen Gesang,
    mit Freuden es selig in dem Himmel klang.
    Sie jauchzten fröhlich auch dabei:
    daß Petrus sei von Sünden frei!

    Und als der Herr Jesus zu Tische saß,
    mit seinen zwölf Jüngern das Abendmahl aß,
    da sprach der Herr Jesus: "Was stehst du denn hier?
    Wenn ich dich anseh', so weinest du mir!"

    "Und sollt' ich nicht weinen, du gütiger Gott?
    Ich hab' übertreten die zehn Gebot!
    Ich gehe und weine ja bitterlich!
    Ach komm und erbarme dich über mich!"

    "Hast du denn übertreten die zehen Gebot,
    so fall auf die Knie und bete zu Gott!
    Liebe nur Gott in all Zeit!
    So wirst du erlangen die himmlische Freud'."

    Die himmlische Freud' ist eine selige Stadt,
    die himmlische Freud', die kein Ende mehr hat!
    Die himmlische Freude war Petro bereit't,
    durch Jesum und allen zur Seligkeit. 
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Symphony No. 3 in D Minor
 Mahler spent the summer of 1893 in Steinbach on the Attersee near Salzburg. That year he became a 
“summer composer,” establishing the pattern that would suit him the rest of his life—working on his 
music during the long summer days in the countryside, then returning to the hectic life of a conductor 
and the tiresome chores of administration during the season in the city. The next summer Mahler had 
a tiny hut built, precisely to his speci�cations, on the edge of a giant meadow and right on the shore of 
the lake, where he could compose undisturbed. (Years later, the man who built the cabin remembered 
that Mahler said he composed more easily when he could hear the water.) He furnished it with a piano, 
a writing desk, a bookcase, and a wood-burning stove; from the windows he could see only the lake 
and the mountains beyond.
 The hut is still there, now planted incongruously in the middle of a trailer park. Vacationers swim and 
play, suspicious of the occasional tourist intent on visiting the cabin where Mahler wrote his Third 
Symphony, the one inspired by the forces of nature he found in Steinbach, far from the noise of the city 
and the hubbub of society. Though Mahler enjoyed irony—it colors much of his music—he surely 
would not appreciate the shouts of children and the aromas of the modern barbecue penetrating the 
room that became an almost sacred place for him during the summers of 1895 and 1896. He went 
there every day to write this symphony, beginning around 6:30 in the morning. Breakfast was brought 
to him on a tray. He was not to be disturbed unless the door to the hut was open. A scarecrow was 
installed in the meadow to discourage loud birds. Villagers were told to stay away; nearby peasants 
bribed not to sharpen their scythes. He would break late each afternoon for lunch, a nap, reading, and 
a walk. For two summers this music was his life.
 The history of this symphony is disorderly; like most of Mahler's early symphonies it took time and 
thought to reach its �nal, satisfying form. Movements were rearranged; the narrative “program” was 
re�ned, debated, and ultimately discarded; titles were proposed, changed, and dropped. The music 
itself is wrapped up in the history of Mahler's other works—of earlier songs and later symphonies, and 
of the ways all these compositions in�uenced and shaped one another. The genesis of Mahler's Third 
Symphony is so curious it sounds haphazard in the retelling: the �rst movement was added after the 
other movements were �nished and the original �nale was removed and set aside, only to turn up later 
as the last movement of Mahler's Fourth Symphony. The resulting work, with six movements divided 
into two large parts, is no more idiosyncratic than the way it evolved.

Jascha Horenstein
Born: May 6, 1898 - Kiev, Ukraine
Died: April 2, 1973 - London, England

  The distinguished Russian-born American conductor, Jascha Horenstein, began his musical training in Königsberg as a piano student of his mother, and he also studied 
with Max Brode. In 1911 his family moved to Vienna, where he studied philosophy at the University and, starting from 1916, was a pupil of A. Busch (violin), Joseph Marx 
(music theory), and Franz Schreker r (composition) at the Vienna Academy of Music. He then continued his training with Franz Schreker at the Berlin Hochschule für Musik 
(1920).
  From 1920 Jascha Horenstein served as an assistant to Wilhelm Furtwängler in Berlin and began his career conducting 
the Schubert Choir in Berlin. In 1923 he was a guest conductor with the Wiener Symphoniker. Returning to Berlin, he 
conducted the Blüthner Concerts (1924) and was conductor of the Berliner Symphoniker (1925-1928); he also appeared 
as a guest conductor with the Berliner Philharmoniker. He became principal conductor of the Düsseldorf Opera in 1928, 
and then the company's Generalmusikdirektor in 1929, but was removed from that position in March 1933 by the Nazi 
regime because he was a Jew. His Düsseldorf tenure was the only permanent musical directorship in his career. After 
conducting in Europe, Australia, New Zealand, and Palestine, he went to the USA in 1940 and became a naturalized 
American citizen. He also taught at the New School for Social Research while in New York City.
  Following the end of World War II, Jascha Horenstein resumed his career in Europe. He became especially admired in 
England, where he appeared as a guest conductor with the London Symphony Orchestra. In 1961 he made his debut at 
London's Covent Garden conducting Fidelio. His �nal operatic, and British, engagement was his March 1973 
performances at the Royal Opera House, Covent Garden of Richard Wagner's Parsifal.
   While Jascha Horenstein's repertoire ranged widely from the Baroque era to the 20th century, he is particularly remembered as a champion of modern music and as a 
Anton Bruckner and Gustav Mahler conductor. In 1929 he conducted the premiere of three movements of Alban Berg's Lyric Suite in an arrangement for string orchestra. 
In 1950, he conducted the �rst Paris performance of A. Berg's Wozzeck. Horenstein conducted the works of A. Bruckner and G. Mahler throughout his career, and he also 
displayed ongoing interest in Carl Nielsen, whom he knew personally, at a time when these composers were unfashionable. For example, his 1952 Vox recording of G. 
Mahler's Symphony No. 9 was the �rst studio recording, and the second commercial record, of that work. Several years later, he recorded the original version of Bruckner's 
Symphony No. 9. He made studio recordings of several of G. Mahler's symphonies at various points in his career, including Symphonies Nos. 1 and 3 with the London 
Symphony Orchestra. A number of radio archives hold broadcast airchecks of many of the other G. Mahler symphonies, as well as Das Lied von der Erde. In recent years, 
several of Horenstein's concert performances have been reissued on the BBC Legends label, including his celebrated 1959 Royal Albert Hall performance of G. Mahler's 
Symphony No. 8 and his 1972 Manchester performance of G. Mahler's Das Lied von der Erde. Horenstein also recorded Robert Simpson's Third Symphony and music by 
Paul Hindemith and Richard Strauss during the last few years of his life. His opera recordings included Carl Nielsen's Saul og David. He was also the �rst conductor to 
record the complete J.S. Bach's Brandenburg Concertos (BWV 1046-1051) on period instruments (Vox, September 1954).


