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Henry Janzen’s formative influences include 
Masterclasses with Menahem Pressler and William 
Primrose at the Banff School of Fine Art coupled with 
advanced studies in New York City with renowned 
pedagogues Lillian Fuchs, Arianna Bronne, Raphael 
Bronstein and Nathan Gordon. 

Subsequent teaching positions include the University of 
Western Michigan, Wayne State University and 
University of Western Ontario. For the past 20 years Mr. 
Janzen has taught in the Orchestral, Applied and 
Chamber Music areas at the University of Guelph. In 
addition to regular orchestral and opera performances 
he has been heard in performances across North 
America and Europe including Prague, Salzburg and 
Vienna. Mr. Janzen has appeared with such diverse 
groups as the New York String Ensemble, Greenwich 

(Connecticut) Choral Society and Rackham Symphony Choir. 

As conductor he has served with distinction the Michigan Youth Symphony, the 
Clarion Choir and Orchestra; the Dearborn Symphony and the University of 
Guelph Orchestra. Some of his memorable performance opportunities were the 
private funeral ceremony for Henry Ford II; with Lloyd Bridges in the TV movie 
“In the Nick of Time”; performances at the Premier Centre in Detroit with Gladys 
Knight and the Pips; the installations of firstly Archbishop and then Edmund 
Cardinal Szoka and a mass for 100,000 people with Pope John Paul II. 

Henry Janzen, Conductor and Music Director

Eszter Horváth is pursuing an MMus in Orchestral 
Conducting at U of T with Uri Mayer. She has guest 
conducted several concerts with Nova Sinfonia and 
the Chebucto Symphony Orchestra, both in Halifax 
NS. Eszter was music director and conductor for 
Mozart’s Così fan tutte in 2016 and Cavalli’s L’Egisto 
in 2017 with the Halifax Summer Opera Festival. 
Eszter is equally versed in orchestral and choral 
conducting, which she is studying on the side at U of 
T with Hilary Apfelstadt. She was the interim music 
director at the Cathedral Church of All Saints in 
2014–15, and at St. George’s Round Church in 2010–
11 (Halifax). She was associate conductor of the 
Nova Scotia Youth Choir in 2013 and 2014, and 
founded the EMSNS Madrigal Group in 2012.  

Eszter is proficient on violin and viola, having served as concertmaster at 
Cardinal Carter Academy for the Arts (Toronto) and principal second violinist in 
the Chebucto Symphony Orchestra (2006-2011). An avid singer, she is a 
founding member of the professional quintet Helios Vocal Ensemble based in 
Halifax. This season, Eszter is assistant conductor at Hart House Orchestra, 
Orchestra Toronto, and the University of Toronto Women’s Chamber Choir.

Eszter Horváth, Assistant Conductor



III. SCHERZO  
The third movement is a spooky, sneering scherzo. The movement begins with a 
pianissimo dialogue between timpani and pizzicato basses and cellos with 
sardonic interjections from the winds. After some buildup, the orchestra sets off 
on a sarcastic mockery of a Viennese waltz, complete with unearthly woodwind 
shrieks and ghostly shimmerings from the basses. A gentler mood is introduced 
by a ländler-like trio in the major mode, introduced by the oboes and descending 
through the orchestra. 

IV. NACHTMUSIK II 
If the first Nachtmusik (the second movement) evokes a night procession, the 
second Nachtmusik (the fourth movement), marked “amoroso” has a more 
intimate character. A solo violin introduces the movement, while a horn solo 
above the gentle tones of a guitar and mandolin create a magical serenade 
character. However, true to his style, Mahler disturbs the serene mood by 
sardonic dissonances that give this movement a more satirical feel. A contrasting 
trio returns to the intimate mood, expected from a serenade. The movement 
ends in transcendence, providing a peaceful backdrop for the finale's abrupt 
entrance. 

V. RONDO FINALE  
In Mahler’s own words, the riotous Finale is the glare of day after the disquieting 
dreams of night. This movement begins with a brilliant fanfare from the horns 
and winds, accompanied by timpani. Mahler also includes a humorous reference 
to Wagner’s opera Die Meistersinger von Nürnberg (to which some humourless 
Viennese critics strongly took exception). The jubilant fanfare, the rondo’s main 
theme, alternates with different sections written for smaller orchestral forces; 
one of the episodes quotes music from Franz Lehar’s operetta The Merry Widow 
(which was a favourite of both Mahler and of Alma). Solo instruments and small 
groups elaborate on the main theme in more intimate combinations. In the coda, 

the fanfare returns with addition of cowbells and 
low-pitched bells. The music suddenly drops to 
piano before a fortissimo C major chord ends the 
work. 

Gustav Mahler: Symphony No. 7 in E minor

Gustav Mahler was born on July 7, 1860 in 
Kaliště, Bohemia (now Czech Republic) and died 
on May 18, 1911 in Vienna. The work is scored for 
piccolo, 4 flutes (1 doubling second piccolo), 3 
oboes, English horn, 3 clarinets, E-flat clarinet, 
bass clarinet, 3 bassoons, contrabassoon, horns, 
tenor horn, 3 trumpets, 3 trombones, tuba, 
t impani , bass drum, cowbel l s , cymbals , 
glockenspiel, rute, tambourine, tam-tam, triangle, 
tubular bells, 2 harps, mandolin, guitar, and 
strings. A typical performance is approximately 85 
mins long. 

Mahler’s Seventh symphony is the life-affirming 
response to the Sixth symphony, the Tragic, and a 

relief from its drama and emotional high voltage. The Sixth symphony ends in 
frozen stillness; the Seventh is a gradual return to life ending in joyful celebration.  

Mahler started working on the Seventh in the summer of 1904, one of the happiest 
times in his life: he was enjoying great international success not only as 
a conductor, but also as a composer, and his second daughter Anna was born that 
June. During his annual break at his summer residence in Maiernigg he finished the 
Sixth symphony, and  right on its heels, he sketched the second and fourth 
movement of the Seventh (both named Nachtmusik (Night music), arguably the 
most charming and relaxed movements out of the five of the symphony). The 
summer of 1905 started with a severe case of writer’s block. Mahler was almost 
ready to write it off, when the stroke of the oars of the rowboat on which he was 
crossing the Wörtherseee lake gave him the inspiration for the rhythm and 
character of the theme of the first movement.  

By the end of that summer, Mahler had finished the other three movements of the 
symphony. Work on orchestration progressed in fits and starts over the next couple 
of years, as he was busy revising and preparing for the premiere of the Sixth 
symphony. At long last, the Seventh symphony had its first performance in Prague 
in September of 1908. By that time, Mahler’s fortunes had suffered profound 
reversals: he lost his position as director of the Vienna Court Opera, his eldest 
daughter Maria died of diphtheria, and he was diagnosed with the incurable heart 
condition that would ultimately cause his death. It is thought that these events may 
have prompted to Mahler to revise the orchestration significantly, giving it a darker 
tone. 

Programme Notes © Joseph Nachman

“ to-day the Seventh symphony is considered not 
only as Mahler’s most modern work, but also one 
of the prime makers of the ‘new’ music that was to 
startle the world post-1900.” 



Neither the Prague premiere, nor the Amsterdam performance shortly afterwards 
were well received, as both performers and the audience were confused by it. So 
were the critics: the Seventh symphony is one of Mahler’s most controversial 
works. Some of the criticism was voiced even by some Mahler’s greatest 
admirers. The philosopher Theodor Adorno, for instance, complained about the 
“disproportion between the splendid exterior and the meagre content of the 
whole”. Another great admirer, Deryck Cooke, the author of the performing 
version of Mahler’s unfinished Tenth Symphony, considered the finale of the 
Seventh to be a case of “Kappelmeistermusik” (“band master music”), music of 
uninspired correctness. 

On the other hand, Arnold Schönberg, not a fan of uninspired correctness, and 
not normally effusive, lavished praise on the symphony, declaring: “… at the first 
hearing I perceived so many formal subtleties, while always able to follow a 
main line. It was an extraordinarily great treat”. History seems to have sided 
with Schönberg’s assessment: to-day the Seventh symphony is considered not 
only as Mahler’s most modern work, but also one of the prime makers of the 
‘new’ music that was to startle the world post-1900. 

ABOUT SYMPHONY NO.7 
Maher’s Seventh symphony is unique in 
two ways. One is the orchestration, 
which is the most original and crazy-
innovative of all his symphonies. Mahler 
uses his most extravagant orchestral 
effects in the Seventh, such as the tenor 
horn  solo in the first movement, an 
instrument very rarely included in an 
orchestral setup, or guitar and mandolin 
in the fourth movement, instruments not 
normally associated with symphonic 
music. Moreover, throughout the 
symphony, instruments are required to 
play at the extreme of their upper 
registers. Another unique aspect of the 
Seventh is the complexity of its tonal 
scheme: while being described as being 
in the key of E-minor, the symphony has 
actually no true home key. Mahler uses 
“progressive tonality”, i.e., a wandering 

through various keys, mostly unrelated to each other, which leads to a near 
disintegration of tonality. It is perhaps not surprising that the Seventh symphony 

Gustav Mahler: Symphony No. 7 in E minor (cont.)

appealed to Schönberg, who was to write his first atonal works only a couple of 
years later. 

Even though Mahler rejected the title The Song of the Night under which the 
Seventh symphony is known, the nickname is justified not only by the two 
Nachtmusik movements but also by the movement that separates them, a scherzo 
marked with the direction “schattenhaft” (shadowy). Mahler himself, in spite of 
his known reluctance to provide programmes to his work, described the 
symphony to one of his friends as: “Three night pieces; the finale, bright day. As 
a foundation for the whole, the first movement.”  

I. LANGSAM - ALLEGRO RISOLUTO MA NON TROPPO 
The first movement is the most complex one in its treatment of the thematic 
material. It is linked to the end of the Sixth symphony by what seems to be a 
funeral procession. Its dotted motif, inspired by the stroke of the oars, becomes 
part the main subject of the first movement proper. The march-like character of 
the first subject bears some similarity to the first movement of the Sixth, but 
lacks the latter’s grim ferocity. A lush, extremely lyrical second subject is 
introduced by the violins accompanied by sweeping cello arpeggios. The stormy 
development is interrupted by pianissimo trumpet fanfares and a slow chorale 
based on the march theme from the introduction. Following this section, a harp 
glissando propels the music into a new section based on the second theme and 
the march/chorale theme. The recapitulation is very similar to the exposition, 
although it is significantly more agitated. There is a massive climax at the end of 
the first thematic section, followed by a shortened version of the second subject. 
The coda features march rhythms and multiple high points in the orchestral 
texture, and ends on an E major chord. 

II. NACHTMUSIK I 
The second movement, named Nachtmusik, represents a night procession. 
Mahler compared it to Rembrandt’s The Night Watch, although he did not intend 
to evoke the painting itself. The movement starts with a dialogue between the 
two horns, with the second one being muted, so as to create the illusion of 
distance. Scampering woodwinds imitating bird calls pass off into the distance, 
after which the horns introduce a rich, bucolic theme, surrounded by dancing 
strings and a march motif strongly reminiscent of his song Revelge from the Des 
Knaben Wunderhorn cycle. The rural mood is heightened by a gentle, rustic 
dance – typical of Mahler at his most carefree and childlike – as well as by the 
gentle clanking of distant cow-bells. 


