
The eminent Hungarian-born English conductor, Georg (actually György) Solti, studied piano and 
composition with Ernst von Dohnanyi, Zoltan Kodaly, Béla Bartók and Leó Weiner at the Franz Liszt 
Academy in Budapest, giving his first concert at the age of 12.
Georg Solti began working as assistant at the Budapest Opera in 1930 and was director of music there 
from 1934 to 1939. In the summers of 1936 and 1937 he was assistant to Arturo Toscanini at the 
Salzburg Festival, an encounter that left a deep impression on the young musician. After the outbreak of 
the Second World War, he emigrated to Zurich, resuming his career as a pianist. He won first prize at 
the Geneva International Competition in 1942.
Georg Solti's career really began after the end of World War II. For almost 25 years, he concentrated 
entirely on conducting operas. He was chief musical director of the Munich Opera from 1947 to 1951 and 
of the Frankfurt Opera from 1952 to 1961. Covent Garden excelled during his tenure as musical director 
(1961-1971). In 1951 he conducted for the first time in Salzburg (Idomeneo by Mozart). At the end of the 
1950’s he made his first recordings e.g. Der Ring des Nibelungen by Wagner with the Vienna 
Philharmonic Orchestra. In 1961 he was appointed as musical director of the Los Angeles Philharmonic 
Orchestra, but hardly ever worked in this position since the orchestra's management had appointed an 
assistant without asking him.
In 1969 Georg Solti took over as director of the Chicago Symphony Orchestra and his second career as 
a conductor of orchestral music began. He remained in this post until 1991. From 1972 to 1975 he was 
also director of the Orchestre de Paris. In 1973, Rolf Liebermann appointed him as musical adviser to 
the Paris Opera. From 1979 to 1983 he was director of the London Philharmonic Orchestra. In 1983, in 
commemoration of the one hundredth anniversary of the death of Richard Wagner, he conducted Der 
Ring des Nibelungen in Bayreuth but without achieving his customary high standard. He excels 
principally in the German and Austrian post-Romantic repertoire and in contemporary Hungarian music 
(Béla Bartók, Kodaly). In 1992 he took over from Herbert von Karajan as artistic director of the Salzburg 
Easter Festival (until 1994). In 1995 he was artistic adviser to the festival that replaced the 
Schleswig-Holstein Music Festival.

Georg Solti did a large number of first performances, including works by Gilbert Amy D'un espace 
deployé (1973), Boris Blacher Requiem (1959) and Collage for Orchestra (1968), David Del Tredici Final 
Alice (1976), Gottfried von Einem Philadelphia Symphony (1961), Hans Werner Henze Heliogabalus 
Imperator (1972), Rolf Liebermann L'Ecole des femmes (second version) (1957), Witold Lutoslawski 
Symphony no. 3 (1983), George Rochberg Symphony no. 5 (1986) and Iannis Xenakis Noomena (1976).
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The Symphony No. 3 in E-flat major, Op. 97, also known as the Rhenish, is the last symphony composed by 
Robert Schumann (1810–1856), although not the last published. It was composed from 2 November to 9 
December 1850, and comprises five movements:
The first movement, "Lebhaft" (lively), follows the 19th century model of a large-scale sonata form. The symphony 
begins immediately with a heroic theme in E-flat major, scored for full orchestra. The strong hemiolic rhythm of 
the main theme returns throughout the movement giving an ever present forward push. This forward push allows 
for the melodies of this movement to soar over the bar lines. The transition moves from the tonic to mediant, G 
minor, with the use of a newly introduced motive in the strings consisting of energetic ascending eighth notes 
juxtaposed with material from the main theme. The subordinate theme is scored for winds and its less rhythmic 
drive has a gentler quality. The exposition unfolds with the return of the scale motif from the transition and main 
theme, ending in the dominant, B-flat. Schumann does not repeat the exposition, but rather has the strings and 
bassoon drop from unison B-flat to an F-sharp, leading to a triplet forte explosion in the unexpected key of G 
major marking the beginning of the development. The development section is composed mainly of the three main 
themes from the exposition. Schumann skilfully moves through a variety of keys for nearly 200 bars, never 
returning to E-flat, until a dominant arrival preceding the climactic and triumphant return of the main theme in the 
home key.
The second movement, "Sehr mäßig (very moderate), is in C major and takes the place of a Scherzo. The form 
of this movement is a synthesis of a traditional minuet and trio and theme variations. The opening theme is based 
on the ländler, a German folk dance. This is played out first in the lower strings and bassoons, and then is 
repeated and varied. The second theme with "trio" feeling is in A minor, played by the winds. Schumann uses a 
pedal point C throughout this section which is highly unusual, not because it is a pedal point, but rather because 
C is the third note instead of the root of A minor. After this middle section the rustic theme returns scored for full 
orchestra and thins out until only the celli and bassoons are playing the theme, ending with soft pizzicato.
The third movement, "Nicht schnell" (not fast), is in the subdominant, A-flat major. The omission of timpani and 
brass in combination with the static harmony (the movement never strays far or for long from A-flat), creates a 
moment of calm repose in the middle of the symphony. The thematic construction uses long beautiful themes that 
are constantly being pushed along by this friendly little motif of four chromatically ascending sixteenth notes, often 
on the fourth beat of a measure.
The Fourth movement, "Feierlich" (solemn), though written with three flats as the key signature, is in E-flat minor. 
The movement begins with a sforzando eight note E-flat minor chord in the strings that moves immediately into a 
pianissimo french horn and trombone chorale. This beautiful and hauntingly quiet low brass writing is a notoriously 
difficult spot in performances since the trombones haven’t played at all up until this point. This expansive theme is 
voiced by the winds and first violins in eight notes, accelerating the tempo by more than double the previous 
tempo, as the opening statement reaches its conclusion. Following the opening statement’s conclusion, the theme 
is used in imitation, mostly at the fourth and fifth, and combined with an accelerated version. After this, the tempo 
changes into a triple meter where the first theme undergoes a series of contrapuntal treatments. While the meter 
returns to a duple meter, the brass and winds play interwoven contrapuntal lines of the most expansive form of 
the theme while the strings push forward with constant 16th notes. This comes to a close on an E-flat minor 
chord, and after one beat’s rest an unexpected fanfare in B major which is then answered by the string in 
pianissimo, restating it in E-flat. While this is repeated the rhythmic motion slows down, and fragments of the 
theme can be heard at the end.
In the fifth movement, the piece returns to E-flat major in duple meter with the spirited feeling of a Finale. The 
first theme returns to the rustic dance feel from earlier in the symphony, scored for full orchestra. Sixteen bars 
later, a second, lighter but just as spirited theme appears. These themes are varied and imitated as the 
movement pushes exuberantly forward towards its heroic conclusion in E-flat major.

Schumann's fourth symphony is now widely regarded as one of his most original and inventive works. In departing 
radically from the classical forms of Haydn, Mozart and Beethoven, it paved the way for the great late romantic 
symphonies of Brahms and Dvorak. Much of its innovation lies in the unity and cohesiveness of the work. 
Schumann called it a "symphony in one movement".
Virtually all the thematic material can be traced to the mysterious slow introduction, where a "generative" motif is 
played by the second violins and bassoons. The lively questing allegro that follows is built from a semiquaver figure 
derived by inverting the generative motif and breaking it with an octave leap. The second movement is a romance 
in which the symphony's slow introduction reappears as the middle section. The scherzo theme is the inversion of 
the generative motif, but given a completely different character by the rhythm, dynamics and orchestration. 
Unusually the trio is played a second time, and is joined seamlessly to the final movement by a short passage of 
great solemnity and nobility, dominated by four horns and three trombones, with the first violins interjecting the 
semiquaver theme of the first movement. The final movement mirrors the first, using the same musical ideas but 
now in the major key, replacing the troubled uncertain mood with one of joy and triumph. Just to confound the 
musical analysts, Schumann introduces a closing theme which is the only one not related in any way to the 
generative motif.
The symphony did not immediately meet with a favourable reception. The first version was completed in 1841 and 
given to Clara Schumann as a birthday present. Schumann called it his "Clara Symphony", a name that is now 
rarely used. The first performance took place in Leipzig, with Schumann himself conducting, and was a disaster. 
Several factors seemed to contribute to this. Firstly, there was insufficient rehearsal time devoted to the work, and 
the orchestral players were unfamiliar and uncomfortable playing Schuman's new symphonic idioms. Secondly, 
Schumann himself was a notoriously poor conductor. His introverted nature, and lack of confidence in his own 
work, prevented him from interacting well with the musicians and providing the necessary guidance. Thirdly some 
of the orchestral parts were very difficult. In particular the horn parts were not well written for the valve-less 
"waldhorn" which were normally used at that time. Disappointed by its failure, Schumann withdrew the work and 
only returned to it ten years later, after the completion of his less radical C major symphony and highly successful 
Rhenish symphony.
The premiere of the second version took place in Dusseldorf in 1853, shortly before Schumann attempted suicide 
and was confined to an asylum. The majority of the revision was to the orchestration. The orchestral textures were 
thickened, with more instruments playing each part. It was suggested by Brahms that this was to cover up the 
inadequacy of some of the players in the Dusseldorf orchestra. The more instruments that played a particular 
passage the more likely it was that at least some of them would get it right. The second version was a success, 
with the eminent musicologist George Grove describing it as "a landmark in the history of the symphony".
The failure of the first version of the symphony has been the source of heated critical debate. It became very 
common in the late nineteenth and early twentieth century to criticise Schumann's orchestration. Particularly 
vituperative in his criticism was Adam Carse (music master at Winchester college and writer of instructive violin 
pieces for young students) who said " . . (Schumann) lacked the instinct to distribute his musical materials in 
places where they would best contribute to the overall impression, his tone is monotonous and consistently dull, he 
fails to balance melodic and harmonic elements . .". On the other hand Johannes Brahms, who obtained the 
manuscript of the first version after Schumann's death and published in 1890 against the wishes of Clara 
Schumann, believed the original version to be better than the revision. He wrote "It is a real pleasure to see 
anything so bright and spontaneous expressed with corresponding ease and grace. Everything is so absolutely 
natural that you cannot imagine it in any other way - there are no harsh colors, no forced effects."
Despite Brahms' championship the later version of the symphony is the one that is most commonly performed. 
However, the first version is now no longer considered difficult by the modern professional orchestra, and a recent 
recording, conducted by John Eliot Gardiner, does seem to vindicate Brahms' judgment of the work.
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Robert Schumann Symphony No. 3 and 4
Georg Solti conducts the Vienna Philharmonic Orchestra

Symphony No.3 In E Flat "Rhenish" 
1 First Movement: Lebhaft 
2 Second Movement: Scherzo: Sehr Mässig 
3 Third Movement: Nicht Schnell 
4 Fourth Movement: Feierlich 
5 Fifth Movement: Lebhaft  

Symphony No.4 In D Minor, Op.120 
6 First Movement: Ziemlich Langsam - Lebhaft 
7 Second Movement: Romanze: Ziemlich Langsam 
8 Third Movement: Scherzo: Lebhaft 
9 Fourth Movement: Langsam - Lebhaft  

Transferred from London 4-track tape - Recorded 1968


