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Lorin Maazel, in full Lorin Varencove Maazel, (born March 6, 1930, Neuil-
ly-sur-Seine, France—died July 13, 2014, Castleton, Virginia, U.S.), conductor 
and violinist who, as music director of the Cleveland Orchestra from 1972 to 
1982, was the second American to have served as principal conductor of a major 
American orchestra.
 Maazel grew up in Los Angeles and began his first musical instruction at age 
five. A musical prodigy, he began conducting as early as age nine and worked at 
the Hollywood Bowl (1939) and with the NBC Symphony Orchestra (1941) before 
enrolling (in languages, mathematics, and philosophy) at the University of 
Pittsburgh and joining (1948) the Pittsburgh Symphony Orchestra as a violinist 
and apprentice conductor. He made his adult debut in 1953 in Italy, where he 
was researching Baroque music on a Fulbright scholarship.
 Maazel held conducting appointments with the Deutsche Oper, West Berlin 
(1965–71), the West Berlin Radio Symphony Orchestra (1965–75), the New 
Philharmonia Orchestra of London (1970–72; 1976–80), the Cleveland Orchestra 
(1972–82), the French National Orchestra (1977–90), the Pittsburgh Symphony 
(1988–96; music consultant 1984–88), and the Bavarian Radio Symphony 
Orchestra (1993–2002). In 1982–1984 he was artistic director of the Vienna State 
Opera, the first American to hold that post. He later served as music director of 
the New York Philharmonic (2002–09) and of the Munich Philharmonic 
(2012–14).
  Maazel was equally at home in operatic and orchestral music, and his 
repertoire ranged from the 18th century to the most recent works. Undemonstra-
tive on the podium, he combined clarity with great emotional depth. He also 
composed and appeared frequently as a violinist. In 2009 Maazel founded the 
annual Castleton Festival for young musicians at his farm in Virginia.
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 When, at 33, Sibelius finally composed his Symphony No. 1, he already had a portfolio of 
orchestral music. His harmonic vocabulary, technical apparatus, orchestral style, and 
thematic character (rooted in the Finnish language) were firmly in place and organized. If, 
as Beckmessers have carped from the beginning, the first symphony here and there echoes 
Tchaikovsky, so do contemporaneous works by Glazunov and Rachmaninov; Pyotr Il'yich's 
Pathétique Symphony was not yet six years old when Sibelius introduced his new First with 
the Helsinki Philharmonic on April 27, 1899.
 Melodic substance and sonorities are voluptuous in the First without bursting the 
corset-stays of decorum or modesty. As Finnish patriotism hardened into resistance, 
Sibelius became emblematic both at home and abroad. His music attracted an ever-growing 
and appreciative following in Great Britain and the United States (but none at all in France, 
Italy, or Vienna). Politics aside, Russian conductors and concertgoers liked it nearly as 
much -- especially the First and Second symphonies. While No. 2 is technically surer and 
structurally tighter, No. 1 is the more memorable melodically, and the more volatile 
emotionally.
 The whole first movement is unified by a theme heard at the outset, played by a single 
clarinet over a soft timpani roll, then without accompaniment. In one way or another, the 
abundance of themes in a tightly argued movement derives from this opening, most 
ingeniously so in an episode for staccato flutes playing in thirds over strings and harp, 
extensively developed later on but not reprised before two E minor chords at the end.
 Both the slow movement and the scherzo are free adaptations of three-part form (ABA). 
Instead of new material, the B section of the Andante develops the main theme of A and 
then reprises only that theme. Here more than anywhere else, the Pathétique of Pyotr Il'yich 
casts an occasional lugubrious shadow on isolated string and bassoon passages.
 The pounding, headlong scherzo, with an A section in C, D flat, and G major, restores the 
timpani to prominence. The middle part, however, is slow (Lento) and sostenuto, in E 
major, until a transition back to the C major song section, where the previous D flat material 
is reprised in G flat before an accelerating coda.
 The finale begins in E minor with the same theme that opened the symphony, here played 
throbbingly by violins, violas, and cellos before its fragmentary development by pairs or 
groups of winds. This is only the introduction, however, to a sonata-form Finale. Its 
main-theme group of fast-moving, folk-flavored segments -- fragments, almost -- sets up 
a lyrical second theme played by unison violins on the G string. Thereafter, the main-theme 
group is developed extensively, verging on melodrama, following which the bardic G string 
theme returns. It, too, is developed to a passionate climax before the ending echoes the 
first movement: two E minor chords -- now soft, however, rather than loud, and pizzicato 
rather than sostenuto.

The Fourth Symphony has provoked much curiosity and discussion. It is certainly one of 
Sibelius' most enigmatic works, and the general consensus of his fans is that it is one of his 
best. But its austerity stands in marked contrast with the tuneful and relaxed Symphony No. 
3 (1904-1907) and the heroic and extroverted Symphony No. 5 (1914-1919). Why the 
dramatic change in style?

 The period of the Fourth Symphony was a difficult, traumatic time for Sibelius. His 
country was suffering under increasing repression from Russia. In addition, in 1907, 
Sibelius was diagnosed with throat cancer, for which he underwent painful surgery. 
Though the surgery was successful, he was forced to give up his beloved cigars and 
alcohol. And, as his diary of the time reflects, he came face to face with his mortality in 
dramatic fashion. He makes frequent note of his diminished concentration and capacity for 
work.
 Some have sought to find in the symphony some sort of extramusical program. One of 
the composer's friends, music critic K.F. Wasenius, even insisted that Sibelius had told 
him that the Fourth was inspired by a trip to the Karelian mountain Kolivaara, and that the 
four movements symbolized Sibelius' impression of the mountain: the ascent, view from 
the top, and descent. Sibelius vehemently denied any such intent.
 Around 1907, Sibelius also seems to have made a conscious decision to experiment in 
his work, partly motivated by his dislike of the gigantism and philosophical pretension of 
works like Richard Strauss' tone poems and the symphonies of Gustav Mahler. Many of 
Sibelius' works of this time, such as the string quartet Voces Intimae, Op. 56, share the 
Fourth Symphony's remoteness and dissonance.
 The symphony was begun in early 1910, completed in April 1911, and first performed in 
Helsinki with Sibelius conducting, on April 3, 1911. The applause was polite only, the 
overall reaction one of puzzlement. Sibelius' wife Aino later recalled: "People avoided our 
eyes, shook their heads; their smiles were embarrassed, furtive, or ironic. Not many 
people came backstage to the artists' room to pay their respects." A similar response 
greeted the work in subsequent performances elsewhere in Europe and America.
 The work is certainly slow to give up its meaning. The textures are consistently spare. 
Only occasionally is the entire orchestra used; much of the time we hear but a few 
instruments at a time. Likewise, the melodic ideas are very short, at times almost 
aphoristic. The first movement, for instance, seems to evolve from its querulous first four 
notes, a motif which recurs throughout the symphony. The music seems to drift, vague, 
unanchored, fragmentary, the quiet interrupted only briefly by orchestral climaxes. The 
movement ends abruptly and unresolved.
 The second movement emerges quickly from the first. The pastoral dance of the solo 
oboe evokes the world of Sibelius' earlier symphonies, the movement as a whole serving 
as something of a light-hearted diversion. The mood darkens again in the slow third 
movement which, while meditative and occasionally song-like, is also haunted, with 
textures of an almost Webern-like spareness.
 The fourth movement has many ideas and abrupt changes of mood. It opens almost 
cheerfully, with occasional contributions from the "Glocken" (so-named in Sibelius' score, 
there is still controversy over whether the composer had in mind the bright-sounding 
glockenspiel or the richer sound of tubular bells). A feeling of lethargy settles in, however, 
and the ending of the symphony is at best non-committal, even brusque. It is a strange 
and haunting end to one of Sibelius' greatest compositions.  
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Symphony No. 1 In E Minor, Op. 39 
1 Andante – Allegro Energico 10:40
2 Andante 8:33
3 Scherzo-Allergo 4:55
4 Finale (Quasi Una Fantasia) 11:44

Symphony No.4 In A Minor, Op. 63 
1 Tempo Molto Moderato, Quasi Adagio 10:05
2 Allegro Molto Vivace 4:00
3 Il Tempo Largo 9:20
4 Allegro 9:10
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