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Abstract 
 

Mahler was unsatisfied with the Andante moderato of the Second Symphony, even years before completing the 
five-movement work.  His dissatisfaction manifested itself in his changing the movement order multiple times and 

in leaving the Andante out of the finale's web of thematic references to the symphony's other movements.  

Relatively speedy publication of the piece cemented the Andante's position, and the composer's only option was 
programmatic—working the Andante into a scenario he developed for the entire symphony.  Mahler's program is 

arguably a response to his, and others', perceptions of discrepancies in the symphony, and the evolving text points 

to justifying the Andante's presence.   
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One fault in the C-Minor Symphony is that the cheerful dance rhythms of the Andante contrast too sharply (and 

inartistically) with the first movement.  The reason for this is that I designed the two movements independently of 
each other, without any thought of connecting them.  Otherwise I could at least have begun the Andante with the 

cello melody followed by the present beginning, but to revise it now is no longer possible.
1
 

 

  Gustav Mahler to Natalie Bauer-Lechner, 1899 
 
 

Mahler's comment to Natalie Bauer-Lechner is not the earliest known evidence of his dissatisfaction with the 

Andante moderato of his Second Symphony, and it is not the last.  From apparent neglect early in the course of 
the symphony's composition to repeated switching of the movement's position within the work years later, 

Mahler's behavior toward the Andante suggests ambivalence at best.  Among the abundant evidence for this, the 

most compelling is the evolving program the composer developed for the Second Symphony, a program whose 
narrative Mahler expanded and altered to affirm a place for the second movement.  His changing descriptions of 

the Andante suggest an attempt to justify its presence, a justification necessitated by the absence of the Andante in 

the web of references linking the symphony's finale to the other three movements.  It is possible to trace this 

ambivalence back to the very origins of the Second Symphony, seven years before the completion of the work. 
 

Mahler's earliest known sketches for his Second Symphony date from January 1888, and are mostly related to the 

first movement.
2
  Sketches for the Andante moderato date from the same period and include all the melodic and 

some harmonic material for both the A and B sections, as well as the lilting cello line in the A' section (mm. 92–

132).  At the top of the page containing the A theme, Mahler wrote "2. Satz."
3
  Despite having written in great 

detail both themes and one variation, Mahler apparently made no attempt to finish the movement for more than 

five years.  This is all the more puzzling considering that he completed the full score of the first movement by 
September 1888, nine months after sketching his first ideas for it.

4
 

 

Perhaps Mahler's acceptance that he might never complete the symphony, plus the success of Richard Strauß's 
Don Juan and Tod und Verklärung, prompted him in the Fall of 1891 to begin marketing the first movement as a 

symphonic poem.
5
  Presumably at the same time he emended the title page of his full score of the first movement, 

crossing out "Symphonie in C-moll" and writing at the top of the page, "Todtenfeier."
6
  (Unfortunately, the 

incorrect assertion that Mahler originally composed the first movement of the C-minor symphony as a symphonic 
poem, which he later integrated into a multi-movement symphony, appears frequently and informs programmatic 

interpretations of the piece.
7
)   
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Three years had passed without progress on the C-minor Symphony, and Mahler evidently preferred 

dismembering the unfinished work to allowing it to languish in his desk drawer.  It would be another two years 

before Mahler would again work directly on the symphony.  (In a memoir, Mahler's friend Josef Foerster, writes 

that Mahler composed "Urlicht" in 1892, at least in piano/vocal form.  However, as I note below, manuscript 
evidence shows that Mahler did not intend to include "Urlicht" in the symphony at the time, and probably did not 

have such an intention until 1894.
8
) 

 

Once Mahler did resume work on his C-Minor Symphony, however, he composed quickly.  In late June 1893 

Mahler arrived at Steinbach am Attersee with the entire first movement and sketches for the second.  In a month 

he produced an orchestral draft of the Andante, dated "Steinbach 30. Juli 1893" and labeled "4. Satz" at the top of 

the first page.
9
  By 16 July Mahler finished an orchestral draft of the scherzo movement, based on his 

Wunderhorn Lied, "Des Antonius von Padua Fischpredigt," the piano/vocal score of which dates from 8 July, and 

the full score from 1 August.
10

Mahler also completed an orchestration of "Urlicht" by 19 July 1893, but it is clear 

from the manuscript that this version was meant to be part of a series of Wunderhorn Lieder and not for inclusion 
in the symphony.

11
In late August, Mahler left Steinbach for Hamburg with a still-incomplete symphony in C-

minor.   
 

With Mahler at Steinbach in the summer of 1893 was Natalie Bauer-Lechner (1858–1921), a close friend and self-

appointed chronicler of the composer's life throughout the 1890s.  Her copious recordings of their conversations 

include discussions of the Andante of the Second Symphony: 
 

Mahler completed his Andante in seven days and said himself that he has reasons to be happy with it.  "But, what 

I wanted and what I had in mind at the conception has not been completely achieved, and some has been lost."   
 

"But," I answered, "that is certainly the case with every realized work vis-à-vis the sketch?" 
 

"That should not be so, and particularly with smaller compositions complete success at achieving the intention is 
more likely.  So it seems to me that, for example, with my "Himmlischen Leben," the realization of the sketch is 

completely adequate, and in each and every way most auspiciously coincides with it; indeed, in some respects 

even surpasses it."
12

 
 

Very early, then, Mahler expressed a degree of discontent, or, at best, tempered satisfaction, with the Andante.  

His comment also suggests that the reason for the five-year hiatus in composition was that he had few ideas of 

how to flesh out the sketches he had made in 1888.  One also senses resignation in the passage, particularly where 
Mahler assesses the success of  "Das himmlische Leben."  Despite his disappointment, and although he would not 

complete the symphony for another 18 months, Mahler did not elect to expunge or significantly alter the 

"inadequate" 1893 score of the Andante.  After the fruitful summer at Steinbach in 1893, the symphonic project 
languished for seven months until an external event triggered its completion.  
 

On 29 March 1894, Mahler attended the memorial service in Hamburg for Hans von Bülow, and it was then that 
he heard a choral setting of Friedrich Klopstock's "Aufersteh'n, ja aufersteh'n," which provided the inspiration for 

the finale of the C-minor symphony.
13

  By July 1894 the finale was essentially complete, and the inscription on 

the fair copy of the entire C-minor symphony (minus "Urlicht") reads "Completed on Tuesday, 18 December 

1894, in Hamburg."
14

  The Andante appears as the second movement in this manuscript, and, aside from 
orchestration, is little changed from the 1893 orchestral draft.  The primary exception is a single-page "Einlage" 

(insertion), with which Mahler added what are now mm. 175–82, encompassing a variation of the first melody of 

the B section (mm. 44–47) on Ab major.
15

 
 

Compared to the Allegro maestoso or the symphony's finale, composition of the Andante seems to have been 

relatively painless.  Mahler sketched the thematic material for both sections nearly exactly as they appear in the 
printed score.His alterations to the 1894 manuscript are minimal, as are his subsequent revisions.  However, the 

composer was very unsure of what to do with the movement after he had finished it.  I have noted that his initial 

sketches bear the inscription "2. Satz," and his orchestral draft of 30 June 1893 is marked "4. Satz."  In the 1894 
manuscript of the complete C-minor symphony (minus "Urlicht") the Andante is again second, and Mahler's 

indecision continued after he acquired Otto Weidich, his Hamburg copyist, to make fair copies for use in 

performance.   
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Weidich's first copy of Mahler's Second Symphony was probably used for a 25 January 1895 rehearsal in 

Hamburg, in preparation for the première of the first three movements in Berlin on 4 March 1895.
16

  Formerly in 
the possession of Bruno Walter, the MS contains the Allegro maestoso followed directly by the scherzo, which in 

turn is followed by the Andante con moto; neither "Urlicht" nor the finale are present.  The rehearsal numbers run 

continuously through the first two movements—the first instance of the senseless numbering of the scherzo in 
numerous published scores. By early 1895, then, the composer wished the scherzo to appear second and the 

Andante third, and he composed a brief timpani introduction to the scherzo to create a transition from the end of 

the Allegro. At the 4 March 1895 concert, however, the Andante was played second, and this is the order in which 
Weidich copied them into his second manuscript of the symphony, now at Yale University.

17
Other than 

eliminating a brief oboe flourish, Mahler altered nothing about the movement except its position in the 

symphony.
18

  Thus, the Andante changed position four times before the symphony was performed, creating 

several formats for the complete work.  (See Table 1.) 
 

Table 1:  Changes in the Order of Movements of Mahler's Second Symphony 
 

January 1888 

I. Allegro II.  Andante 

 

Summer 1893 

I. Allegro II. scherzo III. ?   IV. Andante (V. finale)  

 

December 1894 

I. Allegro II. Andante III. scherzo  IV. ―Urlicht‖ V. finale    

 

January? 1895 

I. Allegro  II. scherzo III. Andante IV. ―Urlicht‖ V. finale  

 

March 1895 

I. Allegro II. Andante III. scherzo  IV. ―Urlicht‖ V. finale 
 

 

It is clear, then, that Mahler was unsure of how to use what is now the second movement of his Second 

Symphony.  However, the composer's claim, made to Bauer-Lechner in 1899, that he never intended the Andante 
to be part of the work is undermined by the earliest know sketches for the movement, which show very clearly at 

the top of the last of three pages a large "2. Satz" in Mahler’s hand.  Furthermore, the two leaves bearing the 

Andante sketches are of the same paper Mahler used for most of his early work on the Allegro maestoso, with 

which the Andante sketch leaves are preserved.
19

  It is doubtful that Mahler intended the movement for another 
piece, for, unlike "Das himmlische Leben," the errant Andante wandered only within the bounds of the Second 

Symphony.  Also, there is no indication that the composer had written the music for a different context, as might 

be the case with the "Blumine" movement of the First Symphony.
20

 
 

Perhaps the most compelling evidence for the composer's ambivalence concerning the Andante lies in the 

completed score of the C-Minor Symphony itself.  Into the finale Mahler worked thematic links to other 

movements, the majority of which are to the Allegro maestoso.  The most prominent of these occur in mm. 62–69 
and 143–50 of the finale, both of which are drawn from mm. 270–77 of the Allegro (beginning with the first four 

notes of the Dies irae), and in mm. 301–13 of the finale, which is almost an exact quote of the Allegro, mm. 282–

94
.  

Also, the outburst at m. 465 of the scherzo, after the second appearance of the Trio, becomes the opening 
chord of the finale, and the alto part in mm. 58–63 of "Urlicht" appears in the finale in mm. 661–72.

21
  There are 

no references to the Andante moderato.   
 

Nevertheless, the simple fact remains that Mahler did retain the Andante moderato in his Second Symphony, 

possibly because he had had only one chance to hear the movement in situ.  Public performances of his works did 

not prevent Mahler from making significant changes, and, in the case of the First Symphony, might have 
prompted such a change.   
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After three complete performances of the five-movement version of his First Symphony (Budapest in 1889, 

Hamburg in 1893, and Weimar in 1894), Mahler cut the "Blumine" movement for a Berlin performance in 1896 

and for the published score of 1899.
22

  Mahler had ample opportunity and time before publication to assess the 
effect of the symphony in performance both with and without the "Blumine" movement.  Such was not the case 

with the Second Symphony, a two-piano arrangement of which appeared in 1895 (before the première of the 

complete work) and the full score in 1897.
23

  This is almost certainly the obstacle Mahler alluded to when he told 
Bauer-Lechner in 1899 that "to revise it now is no longer possible."   
 

"Das himmlische Leben" affords another example of Mahler altering the situation of one of his works after its 
initial conception and composition.  Mahler completed the piano/vocal score of the song on 10 February 1892, 

and the full score on 12 March of the same year, as one of a group of five Lieder with texts from Des Knaben 

Wunderhorn, all of which were composed in the first four months of 1892.  The set, which Mahler entitled "The 5 

Humoresques" on his manuscript, was not published until 1899, by which time he had replaced "Das himmlische 
Leben" with "Das irdische Leben."

24
  Between its composition and the publication of the Wunderhorn set, "Das 

himmlische Leben" served briefly (in the summer of 1895, at least) as the seventh movement of the Third 

Symphony and ultimately as the fourth and final movement of the Fourth Symphony, composed 1899–1900.
25

 
 

No doubt Mahler withdrew "Das himmlische Leben" from his Wunderhorn set because he had found a home for it 

in the Fourth Symphony, which he was composing while arranging the publication of the songs.  As with the 
"Blumine" movement of the First Symphony, a performance of "Das himmlische Leben" with "Trost im 

Unglück," "Wer hat dies Liedlein erdacht?" and "Rheinlegendchen" on 27 October 1893, in Hamburg, did not 

compel the composer to keep the set of Lieder in its original configuration, and the lag time between the 
composition of "Das himmlische Leben" and publication of the Wunderhorn Lieder allowed him to experiment 

with "Das himmlische Leben" other contexts.
26

 
 

Similarly, Mahler's doubts about the Andante of the Second Symphony seem to have been fueled by early 

performances of the piece, despite it being frozen in place by rapid publication.  This becomes evident through the 

composer's programmatic attempts to link the movement to the rest of the symphony, beginning after his second 
hearing of the work in concert.  Mahler did not provide a program, public or private, for the 4 March 1895 

performance in Berlin of the first three movements, and he did not refer to the first movement as "Todtenfeier."
27

  

The three movements, "Allegro maëstoso," "Andante con moto," and "(Scherzo) Allegro commodo," were listed 

as comprising the "First Part" of the symphony.  The composer conducted the orchestra for the partial première, 
which was made possible by Richard Strauß.   
 

Mahler's work provoked mixed reactions, some of which may have reinforced his misgivings about the Andante.  
For example, the Vossische Zeitung reviewer noted, among other offenses, a lack of "internal unity."

28
Having 

heard rehearsals for the 4 March 1895 première in Berlin of the first three movements, an anonymous reviewer for 

Signale für die musikalische Welt wrote, "Judging from the rehearsal of the three movements, the question cannot 

be one of symphony at all, but at most one of suite …."
29

These auditors, it seems, missed the unity expected in the 
post-Beethoven symphony, a unity Mahler achieved through the composition of the work's finale.  However, the 

presence of the finale at a later concert did not prevent listeners from sensing discontinuity in the work, a 

discontinuity acknowledged by the composer himself.   
 

For the 13 December 1895 première in Berlin of the complete symphony, Mahler again placed the Andante 

second, and again provided no program. Otto Lessmann, writing in the Allgemeine Musik Zeitung, found the  
piece lacking a central idea, while a reviewer in the Börsenzeitung described the work as "program music without 

a program."
30

  Critic Ferdinand Pfohl, writing in the Hamburger Nachrichten, publicly requested a program, "… 

since the sequence of individual movements simply cannot be understood without further information and their 

relationships to the basic idea of the whole work cannot at all times be brought into clear, logical perspective."
31

  
Despite hearing both the "Urlicht" and "Aufersteh'n" texts, as well as the many thematic references in the 

symphony's finale, Pfohl and others found a disparity between movements.  Critics, and other auditors, of Pfohl's 

generation had arguably come to expect a printed program to accompany a new symphonic work, and Pfohl might 
have asked for one no matter what he had heard, but his comments are similar to those of Lessmann and the 

anonymous Signale and Börsenzeitung reviewers, as well as those made by Mahler himself four years later.   
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Mahler's earliest known programmatic description of the Second Symphony dates from roughly a month after the 
December 1895 performance.  Whether or not this was to any degree a response to comments by Pfohl and others 

is perhaps impossible to determine.  What we can determine, however, is how Mahler's program changed with 

each iteration, particularly in the language he used to incorporate the Andante into this narrative.   
 

It is worth pointing out, I believe, that in all of Mahler's known communications concerning the Second 

Symphony prior to the première of the complete work on 13 December 1895, there is not a stitch of programmatic 

description.
32

  In contrast to the Third Symphony, it is only after the first performances of the Second that Mahler 
began to weave a verbal narrative for the work, and his three versions of the program show a growing desire to 

link the second movement with the other four, particularly the first.  Unsatisfied with the Andante of the Second 

Symphony, and unable to change the piece because it had already been published, Mahler set himself the task of 
making a programmatic place for the movement in the symphony in which it stands alone.   
 

In January of 1896 Natalie Bauer-Lechner recorded Mahler's earliest known version of the program for his 
Second Symphony, later published in her Erinnerungen an Gustav Mahler:   
 

The first movement embodies the titanic struggle of a colossal being, still entangled in the world, with life and 
with the fate to which he must submit:  his death.  The second and third movements, Andante and scherzo, are 

episodes from the life of the fallen hero.  The Andante embodies love.
33

  
 

The narrative continues through the succeeding three movements, comparing the effect of the scherzo to that of 

watching dancers without hearing the music, describing "Urlicht" as the struggling of the soul toward its god, and 

the finale as a representation of the Last Judgment as depicted in Christian mythology, sans judgment.   
 

With his program, Mahler establishes a protagonist in the Allegro (a colossal, struggling being), and deftly links 

the Andante to the Allegro by noting that the Andante is an "episode" from the life of this being, whom he then 

refers to as a "hero."  Whereas the composer also describes the scherzo as an episode and gives a long and 
detailed scenario, the description of the "episode" encompassed by the second movement is minimal:  "The 

Andante embodies love."  The movement does not convey narrative or a scenario; rather, it communicates an 

emotional state.   Three months later, in a long letter to critic Max Marschalk, Mahler included a program of only 
the first three movements of the work, modifying and expanding his narratives for the Allegro maestoso and the 

Andante.   
 

I have called the first movement "Todtenfeier," and if you want to know, it is the hero of my D-major Symphony 

whom I bear to the grave, and whose life I, from a high vantage point, reflect in a clear mirror.  […] 
 

The second and third movements are conceived as interludes:  the second movement, a memory!  A glance of the 

sun [Sonnenblick], pure and unclouded, from the life of this hero.   
 

It has surely happened to you:  you bear a beloved person to the grave, and then perhaps on the way back 

suddenly arises the picture of a long since past hour of happiness that impresses on you like a sunbeam into the 

soul—darkened by nothing—you can nearly forget what has happened!  That is the second movement! — Then, 
when you awake from this melancholy dream and must return to the chaotic life, …  This is the third movement!

34
 

 

Perhaps the most glaring difference between the Bauer-Lechner and Marschalk versions is the statement in the 

latter that the Allegro represents the funeral rite of the "hero" of Mahler's First Symphony.  The primary character 
is now not a nameless "being," but a somewhat more concrete character, and, significantly, that character is dead.  

This is the only version of the program in which Mahler forges a link between his Second and First Symphonies, 

and I submit that he does this not because he at any time during or after the composition of the piece considered 
the first movement of the Second to be related to his First, but because of the addressee of the letter.  Mahler links 

the program of the Second Symphony to that of the First because Marschalk had recently written a positive 

review of the earlier work.
35

 
 

Despite the change of character and existential state of the protagonist, Mahler again connects the Andante to the 
Allegro, in this case by describing the second movement as "a memory! … from the life of this hero."  Mahler 

thus maintains the episodic nature of his program for the movement, but the perspective changes and the scenario 

becomes longer and more complex.   
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The composer positions the reader as a pallbearer who has just lowered "a beloved person" into the grave, and in 

whom a memory arises "like a sunbeam into the soul."  The experience, of seeing "the picture of a long since past 

hour of happiness," presumably from the life of the deceased, is not that of the dead protagonist, but of a 

participant in the funeral rite.  Labeling the Andante an "interlude" and invoking images of sunlight, clarity, and 
happiness that is "darkened by nothing" programmatically justifies the great disparity between the Allegro and 

Andante.  The contrast in programmatic mood between the Allegro and Andante parallels the musical contrast, 

and is stark enough that the pallbearer "can nearly forget what has happened" to the deceased.   
 

Unlike the Bauer-Lechner version, the Marschalk version devotes as much space to a description of the Andante 

as it does to that of the scherzo.  Here, Mahler more deeply embeds the Andante in the program by forging a 
programmatic link between it and the ensuing movement.  Once the "melancholy dream" of the Andante passes, 

the observer "must return to the chaotic life" represented by the scherzo, and the Andante effectively becomes a 

transition from the Allegro to the scherzo.  The Bauer-Lechner version makes no such connection.   
 

In a letter to his sister, Justine, Mahler enclosed his last and most extensive program for the C-minor 

symphony,written for King Albert of Saxony and published in the Dresdner Nachrichten of 20 December 1901, 

the day of the Second Symphony's Dresden première.
36

 
 

1st movement.  We stand by the coffin of a beloved person.  His life, struggles, passions and aspirations, 

once again, for the last time, pass before our mind’s eye.  […] 
 

 The next 3 movements are conceived as intermezzi. 
 

2nd movement—Andante:  a happy moment from the life of this precious departed one, and a melancholy 

memory of his youth and his lost innocence.
37

 
 

In the Dresden version of his program, Mahler both melds aspects of his earlier versions and introduces new 

concepts.  As in the Marschalk version, the scenario is that of a funeral rite and the main character of the first 

movement is dead, not alive as in the Bauer-Lechner memoir.  Unlike the Marschalk version, however, there is no 
mention of a "hero" or a connection to Mahler's First Symphony.  Mahler, in contrast to his communication with 

Marschalk, could not assume that King Albert (or the Dresden public) was favorably disposed toward his First 

Symphony, and for good reason:  At the 16 December 1898 Dresden première of the First, attended by the King, 
the audience had booed the work, and the next day the reviews in the Dresden press were uniformly scathing.

38
  

Thus, in the 1901 Dresden program for the Second Symphony the deceased is simply "a beloved person," and, as 

in the Marschalk iteration, memories of his life pass through the minds of the observers.   
 

Mahler once again links the Andante programmatically to the Allegro by describing it as one of the episodes from 

the life of the Allegro character "pass[ing] before our mind's eye."  Parallels with the "Sonnenblick" description in 

the Marschalk version are clear, particularly in the use of "melancholy memory" ("melancholy dream" in 
Marschalk) and "happy moment" ("hour of happiness" in Marschalk)  However, the idea of "lost innocence" is 

new, anticipated by neither the Bauer-Lechner nor Marschalk versions.   
 

Missing from the Dresden document is a programmatic connection to the scherzo, another unique feature of the 

Marschalk version.  The only conceptual link between the Andante and the ensuing movements is Mahler's 

grouping of it, the scherzo and "Urlicht" as "intermezzi."  The addition of "Urlicht" to the list of intermezzi is 

striking, as the composer had directed in the published score that there be no break between the end of "Urlicht" 
and the beginning of the finale, as well as no break between the scherzo and "Urlicht."

39
  I will return to this issue, 

as it is a primary topic in a letter of 1903 from Mahler to conductor Julius Buths.   
 

Mahler calls the second and third movements "interludes"for Bauer-Lechner and Marschalk, and describes 

"Urlicht" similarly in 1901, referring to the movement as an "intermezzo."  However, it is not until 1901 that he 

clarifies this characterization in his programs.  The two early programs are inconsistent in their use of "characters" 

from movement to movement (who is having the experience, the mourner or the deceased?); the 1901 program is 
not:  the memories, turmoil and experiences of the middle three movements are those of the deceased, and the 

questions and events of the outer movements are experienced by observers—by us.
40
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In the 1901 program, Mahler’s description of the Andante, scherzo, and "Urlicht" as intermezzi and his extra-

musical explanations of the movements support one another, and, on the hand-written program Mahler used a 
symbol, to separate the three central movements from the outer ones.  Mahler’s earlier conception of the work, 

illustrated in the printed concert program for the 4 March 1895 première of the first three movements, is quite 

different.  Here, the Allegro, Andante, and scherzo constitute the "first part" of the symphony.  Initially, it seems, 
Mahler divided the work along timbral lines—instrumental vs. vocal movements.  By 1901 he felt that a verbal 

grouping of the three central movements would emphasize the ties, both musical and programmatic, between the 

massive outer movements.  Such a grouping, however, overlooks the links between the finale and both the 
scherzo and "Urlicht."  It also belies his direction in the score that the third, fourth and fifth movements be played 

without a break, separating these movements from the Andante, which is separated from the Allegro by a five-

minute pause.  On the basis of the score alone, the only movement that appears to be an independent episode is 

the Andante.   
 

Perhaps Mahler's changing bundle of episodes or intermezzi is primarily the result of his ambivalence toward the 

Andante.  "Urlicht" is linked directly to the finale not only through its attacca subito relationship but through a 
direct reference at mm. 661–72 of the finale.  The opening measures of the finale, with its quote of m. 465 of the 

scherzo, makes the scherzo something more than an interlude that lies outside the musical events of the 

symphony.  The Andante, however, does indeed lie outside the web of references in the finale, and does act as an 

interlude, a respite, in the midst of the symphony.  Mahler tried to make the Andante fit into the program by 
listing one or two other movements under the rubric of interlude or intermezzo, despite this being a less apt 

description for them than it is for the Andante.  Had he jettisoned the Andante, he would have had no musical 

reason to refer to any movement as an interlude.   
 

To summarize:  From Bauer-Lechner’s succinct, "The Andante embodies love," Mahler enlarges his narrative for 

the Andante to four sentences, describing for Marschalk an event that does not necessarily concern love.  In both 
versions, Mahler links the Andante to the Allegro by describing it as depicting an episode from the life of the 

Allegro protagonist, be he alive or be he dead.  In the Dresden version, Mahler’s description of the Andante is 

clear and concise.  Here, the "happy moment" is a reiteration of the "hour of happiness" in the letter to Marschalk, 
but Mahler has added "a melancholy memory of his youth and lost innocence."The concept is present in Mahler’s 

program for Marschalk, for after the mourner experiences the "hour of happiness" from the life of the hero, he 

returns to reality, "awake[ning] from this melancholy dream…."However, the Dresden program lacks the link 

between the Andante and the scherzo Mahler forged for Marschalk, in which the tumult of the scherzo awakens 
the observer from the dream of the Andante.  Also, in the Marschalk program the memory arises in a pallbearer, 

but in the Dresden program, the agency is less clear and seems to occur in the mind of the departed one.   
 

Although the Andante descriptions differ, they are all reflective of the stark contrast between it and the other 

movements, particularly the first.  In each version, Mahler makes a case in the narrative for the Andante, and he 

achieves this to a greater degree in the second and third iterations than in the first.  Tellingly, Mahler suggests to 
Marschalk that the atmosphere of the Andante is so unlike that of the preceding movement that "you can nearly 

forget what has happened" in the Allegro.   
 

This is precisely the problem Mahler described to Julius Buths in 1903, as the composer stressed the need for a 

pause after the Allegro.  Buths had written to Mahler suggesting a break between "Urlicht" and the finale.  Mahler 

replied to Buths in a letter of 25 March 1903, approving of Buths's suggestion but also stressing that 
  

Nevertheless, after the first movement must certainly come an ample pause for recollection, because the second 

movement does not act as contrast, rather as a mere discrepancy after the first.  This is my fault and not a lack of 
understanding on the part of the listener.  Maybe you have already sensed this, if you have rehearsed the two 

movements consecutively.  The Andante was composed as a kind of intermezzo (like an echo of long past days 

from the life of the one whom we have borne to the grave in the first movement "at the time the sun still smiled on 

him").   
 

While the first, third, fourth and fifth movements are thematically and sentimentally connected, the second is 

there for itself, and in a certain sense interrupts the strict, harsh course of events.  Perhaps this is a weakness of the 
format [die Disposition], but the intention has certainly become clear to you through the above suggestion.   

 



The Special Issue on Social Science Research                  © Centre for Promoting Ideas, USA              www.ijhssnet.com                                                                                          

35 

 

It is entirely consistent to interpret the beginning of the fifth movement as a link to the first, and the long pause 

before it will make this clear to the listener also.
41

 
 

In his 1903 letter to Buths, Mahler again suggests grouping the middle three movements of the Second by 

supporting a pause between "Urlicht" and the finale.  Also, Mahler points out that such a pause would facilitate 

the interpretation of the beginning of the fifth movement as a reference to the first movement ("… den Anfang des 
5. Satz als Anknüpfung an den ersten zu deuten").  Maher relates to Buths that the Andante was conceived as a 

kind of intermezzo that, unfortunately, ―interrupts the … course of events,‖ and that the Allegro maestoso, 

scherzo, ―Urlicht,‖ and the finale are connected.  However, in his letter of March 1896 to Marschalk the composer 
states that both the second and third movements are "interludes," and in his December 1901 program indicates 

that all three central movements are intermezzi.  It is not until his letter to Buths in 1903 that Mahler writes 

anything about the symphony that articulates its actual musical characteristics.  The first, third, fourth and fifth 

movements are connected, and there exists a "course of events" that culminates in the finale.  The close ties that 
―Urlicht‖ and especially the scherzo share with the last movement make it difficult to hear the two as intermezzi 

or interludes.  The ―intermezzo‖ designation was a result of the composer’s wish to construct an extra-musical 

program encompassing a particular movement (Andante moderato) that does not fit into the musical scheme.  In 
his 1903 letter, Mahler gives a programmatic statement for the second movement only; the others he describes in 

terms of their connections to one another.  Once he had acknowledged that the Andante was out-of-place 

musically he was able to discuss the rest of the symphony in musical, albeit brief, terms. 
 

Mahler was unsatisfied with the Andante moderato of the Second Symphony, even years before completing the 

five-movement work.  His dissatisfaction manifested itself in his changing the movement order multiple times and 
in leaving the Andante out of the finale's web of thematic references to the symphony's other movements.  

Relatively speedy publication of the piece cemented the Andante's position, and the composer's only option was 

programmatic—working the Andante into a scenario he developed for the entire symphony.  Mahler's program is 
arguably a response to his, and others', perceptions of discrepancies in the symphony, and the evolving text points 

to justifying the Andante's presence.  Mahler's ambivalence toward the Andante was certainly not the primary 

impetus behind developing a program for the Second Symphony, but it was clearly a force in shaping the structure 

and narrative.   
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demselben wird dies auch dem Zuhörer deutlich werden."  Letter to Julius Buths, Vienna, 25 March 1903.  GMB2, 279. 

 

 

 
 

http://www.ijhssnet.com/

