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MASTERING EQUIPMENT 

Although not regarded as one of the celebrity conductors of his age, Wyn Morris 
earned the gratitude of musicians and audiences alike for his pioneering work in 
the Mahler oeuvre. Although his recordings now have competing, and often 
superior alternatives, they remain in the catalog for study and enjoyment. Aside 
from Mahler, Morris has paid special attention to Beethoven, treating that 
composer to keen-edged interpretations that evoked considerable excitement. 
Little doubt exists that Morris' experiences with George Szell contributed to the 
precision and urgency of his conducting. Morris studied at the Royal Academy of 
Music before undertaking further training with Igor Markevitch at the Salzburg 
Mozarteum. When only in his mid-twenties, Morris founded the Welsh Symphony Orchestra and was its music director until 
1957. When studying in America at Tanglewood, Morris was awarded the Koussevitsky Memorial Prize. Impressed by the 
talents of the 28-year-old conductor, George Szell extended an invitation to Morris to come to Cleveland to aid him in 
Cleveland Orchestra rehearsals and to direct the Orpheus Choir and the Cleveland Chamber Symphony. Although Szell had 
a reputation as a severe taskmaster, he was also ready to share his unsurpassed knowledge with young musicians willing to 
apply themselves to learning. The experience proved seminal to Morris, grounding him in a disciplined approach to 
performance. When he returned to the United Kingdom in 1960, Morris became music director of the Royal National 
Eisteddfod in Wales, holding that post until 1962. The following year, his career moved forward when he made his London 
debut as a conductor with the Royal Philharmonic Orchestra. Hired by his alma mater, Morris was made a fellow by the Royal 
Academy of Music in 1964. A year later, he established the London Symphonica, a move that enabled him to present in 
concert (and record) the symphonies of Mahler. Indeed, the electricity generated by the concerts fed demand for the 
recordings that followed. Two choral conducting appointments brought Morris to the Royal Choral in 1968 and to the 
celebrated Huddersfield Choral Society from 1969 to 1974. Together with the Mahler symphonies, Morris recorded the 
composer's Das klagende Lied and Des Knaben Wunderhorn (the latter with Janet Baker and Geraint Evans). The Beethoven 
Piano Concertos No. 2 and No. 4 recorded with Charles Rosen are also worthy interpretations..
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Wyn Morris Mahler Symphony No. 10
The Symphony No. 10 by Gustav Mahler was written in the summer of 1910 and was his �nal composition. At the time 
of Mahler's death the composition was substantially complete in the form of a continuous draft; but not being fully 
elaborated at every point, and mostly not orchestrated, it was not performable in that state. Only the �rst movement is 
regarded as reasonably complete and performable as Mahler intended. Perhaps as a re�ection of the inner turmoil he 
was dealing with at the time (Mahler knew he had a failing heart, and his wife had committed in�delity), the 10th 
Symphony is arguably his most musically dissonant work.
Mahler's drafts and sketches for the Tenth Symphony comprise 72 pages of full score, 50 pages of continuous short 
score draft (2 pages of which are missing), and a further 44 pages of preliminary drafts, sketches, and inserts. In the 
form in which Mahler left it, the symphony consists of �ve movements:
Andante – Adagio: 275 bars drafted in orchestral and short score
Scherzo: 522 bars drafted in orchestral and short score
Purgatorio. Allegro moderato: 170 bars drafted in short score, the �rst 30 bars of which were also drafted in orchestral 
score
[Scherzo. Nicht zu schnell]: about 579 bars drafted in short score
Finale. Langsam, schwer: 400 bars drafted in short score
Mahler composed the work itself in four staves from start to �nish with no gaps at all. We know enough of his working 
techniques at that point in his life to know that, once he had set down that stage of a work, he never altered the basic 
structure. He then orchestrated the �rst movement and, to most intents and purposes, the tiny third movement. Only 
the beginning of the second movement was orchestrated and then the orchestration runs out. However, through the 
rest of the four staves there are indications, some more detailed than others, of his thoughts regarding possible 
orchestration, dynamics and tempi. It's these that have been worked on to arrive at what could be reckoned 
eighty-or-so percent of Mahler's wishes at that time. Deryck Cooke always pointed out that after arriving at the stage 
this "performing edition" partially represents Mahler would inevitably have further revised the work again and again - 
the form especially rather than the substance - and it is in those revisions that Mahler's own re�nements would have 
come in and his unique sound emerged, a unique sound no one else would have got to. So Cooke never o�ered his work 
as a "completion" of the Tenth rather a performing version of the score as it stood at the point Mahler had reached.

Wyn Morris premiered his second version of the Mahler score 15 October 1972, and this edition provides the basis of 
most subsequent readings of the “complete” score.
The di�erences between Cooke's original version of 1964 and then his revision of 1972 a�ect the second, fourth and 
�fth movements and a desire for greater clarity and a more Mahlerian sound palette. Triple woodwinds become 
quadruple and so remove the need for un-Mahlerian doubling of woodwind and strings by dividing o� the 
"harder-sounding" woodwind instruments. In the second movement "�lling out" elements that Cooke had thought 
were needed to make a proper texture went also. In came some retouching to get rid of what Cooke called "the e�ect of 
a rehearsal for violins and brass alone." In the fourth movement Cooke also reduced the dynamic levels in places to 
allow climaxes to stand out better and the same applies in the last movement. There are other changes that add to the 
greater vividness and greater Mahlerness of the score. 
The �rst performance of this second version by Cooke was given in London by the New Philharmonia Orchestra under 
Wyn Morris in 1972 and recorded by them for Philips the same year.
With Wyn Morris, you �nd the �rst and best possible performance of the completed Mahler 10 in the 2d Cooke version. 
Wyn Morris creates an incredible, powerful sometimes organlike sound with the NPO, while at the same time he is 
aware of the subtle textures of this di�cult modern score.
Alma Mahler, who had at one point taken the views of Bruno Walter to heart and demanded a veto on further 
performances of the Cooke performing version, actually changed her mind upon seeing Cooke's revised score and 
hearing the recording. She wrote Cooke a letter in English, postmarked New York, 8 May 1963, which Cooke includes in 
the preface pages to the score:
Dear Mr. Cooke,
Mr. Harold Byrns visited me here in New York. Today he read me your excellent articles on Mahler's Tenth Symphony and 
[showed me] your equally authoritative score. Afterwards I expressed my desire to �nally listen to the London BBC tape. 
I was so moved by this performance that I immediately asked Mr. Byrns to play the work a second time. I then realised 
that the time had come when I must reconsider my previous decision not to permit the performance of this work. I 
have now decided once and for all to give you full permission to go ahead with performances in any part of the world. I 
enclose [a] copy of my letter of even date to [the] BBC.Sincerely yours,
Alma Maria Mahler
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 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in their original,  pristine state for maximum 

"artifacts" which are an inseparable part of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  
 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced versions, microscopic cosmetic blemishes may 

be visible. Please regard these tiny marks as  evidence of the "human touch" in the care and individual attention that each and every HDTT disc receives during its very 
demanding  manufacturing process.
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1. Andante – Adagio
2. Scherzo
3. Purgatorio. Allegro moderato
4. Scherzo II
5. Finale

Mahler
Symphony No. 10

New Philharmonia Orchestra
Wyn Morris


