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Wilhelm Furtwängler (1886 - 1954)

Symphonisches Konzert I Symphonic Concerto in B Minor for Piano and Orchestra 
(1954 version)

As a composer Wilhelm Furtwängler was only too well aware of the probable prejudices 
he would encounter. The “world”, he wrote in his Notebooks, would not take “seriously” 
the compositions of one known for 35 years as a conductor. He adds his own view of 
himself as, from the outset of his career, a conducting composer rather than a composing 
conductor. Another problem arose from criticism that accused him of rejecting wholesale 
contemporary music, a charge he indignantly rejects, while insisting that the future lay with 
tonality and consistent atonality, rather than with the eclectic individualism that he certainly 
found unsatisfactory.

Wilhelm Furtwängler was born in 1886 in Berlin, the son of the archaeologist Adolf 
Furtwängler and his wife, the painter Adelheid Wendt. The family later moved to Munich, 
where his father became a professor in 1894, and there he was educated privately under the 
tutelage of the archaeologist Ludwig Curtius and the sculptor Adolf Hildebrand. His early 
musical education was with the art historian and musicologist Walter Riezler, continued with 
Joseph Rheinberger and Max von Schillings.

As an adolescent Furtwängler wrote a great deal of music. By the age of twelve he 
had completed a choral setting of Die erste Walpurgisnacht from Goethe’s Faust in addition 
to other compositions of various degrees of complexity. The failure of his Symphony in 
D, performed in Breslau in the winter of 1903, may have deflected him from a career as 
a composer and turned his practical attention towards conducting, whatever his private 
creative ambitions. His early experience as a conductor took him from Breslau to Zurich and 
to the opera-houses of Munich and Strasbourg, before his appointment to Lubeck, where 
he remained for four years from 1911 to 1915. There followed a period of five years at the 
Opera in Mannheim and after the war engagements in Vienna and a chance to study with 
the influential theorist Heinrich Schenker.
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The death of Nikisch in 1922 brought Furtwängler to the position that he was to retain 
for the rest of his life as conductor of the Berlin Philharmonic Orchestra, coupled, for some 
six years, with direction of the Leipzig Gewandhaus Orchestra and a continuing association 
with the Vienna Philharmonic. A brief association with the New York Philharmonic Orchestra 
from 1925 earned him the respect of musicians and audiences, but the enmity of influential 
critics, who compared him unfavourably with Toscanini and the latter’s allegedly objective 
approach to interpretation.

As a conductor Furtwängler had his own idiosyncrasies. He approached his task 
with the imagination and creative power of a composer, so that some critics castigated 
his magisterial performances as a distortion of the original composer’s intentions. He 
himself regarded a slavish adherence to the text as a sign of artistic insecurity, analysing 
the problem as one of excessive reaction to the subjective and arbitrary individualism of the 
previous generation of interpreters.

During the years of National Socialism in Germany, Furtwängler occupied a position 
of some outward ambiguity. While firmly opposed to the new regime, he decided that he 
should remain in Germany, rather than seek exile, as so many of his colleagues did. The 
condemnation of Hindemith’s opera Mathis der Maler in 1934 led him to resign his official 
positions at the Berlin State Opera, the Berlin Philharmonic and in the Reichsmusikkammer, 
in what threatened to be a cause célèbre particularly damaging to the National Socialist 
Party, although he was later induced to reach a compromise. Furtwängler himself deeply 
resented the intrusion of politics into artistic matters. His international reputation at first 
ensured him a measure of personal safety and he was able to exert some influence in 
favour of musicians of Jewish extraction, persecuted by the regime. This did not save him, 
however, from hostility abroad after the war. In January 1945 he escaped imminent arrest in 
Germany by taking refuge in Switzerland. On his return he was detained by the occupying 
powers in Innsbruck, before being exonerated in December 1946. Nevertheless ill-informed 
prejudice against him remained in certain quarters, although this was generally overcome in 
Europe by the time of his death in 1954.

Keith Anderson
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 The twentieth century has seen a number of performing musicians who feel the urge 
to make use of their knowledge of music by composing. Among them musicians such 
as Yves Nat, Artur Schnabel or Otto Klemperer seem primarily performers. With Wilhelm 
Furtwängler the situation is very different. Rejecting the description interpreter-composer, 
he claimed throughout his life the right to the title composer-interpreter. In his own words he 
declared himself not a conductor who composed but a composer who conducted.

Outstanding among the compositions that witness to Furtwängler’s creative ability is 
the Symphonic Concerto in B minor for piano and orchestra. Although it is difficult to give 
any precise date for the origin of the work, Furtwängler was certainly occupied with it in 
1925. In a letter of 27th July 1930 to John Knittel he remarked that it was imperative that 
the Concerto, work on which had already lasted several years, should soon reach an end. 
In fact it was only completed in 1936, in Egypt, and first performed on 26th October 1937 
by the pianist Edwin Fischer with the Berlin Philharmonic Orchestra, under the direction 
of the composer. Revised by Furtwängler, the work was finally published in 1954. These 
changes affect the structure rather than the musical argument. It is, in any case, the final, 
1954 version that David Lively and Alfred Walter have used for the purposes of the present 
recording.

The Symphonic Concerto exemplifies clearly the style of Furtwängler, a style that has 
an intellectual as much as a musical basis. Fundamental to his work is the conjoining of the 
organic, the duality and the tragic. This symbiosis has for corollary three ideas which the 
creator invests with a symbolic dimension: form, tonality and symphonic function. These are 
the three keystones of Furtwängler’s aesthetic.

The concept of a symphonic concerto is not foreign to this way of thinking. If the 
work is not to be identified as a symphonie concertante, one may rather find its origin in 
the thematic duality inherent in sonata-form, as Beethoven envisaged it. In Furtwängler’s 
Symphonic Concerto the opposing principles are not exclusively thematic, but seem 
essential to the conveyance of the musical message. In this way the orchestra and the piano 
become two separate symphonic entities, struggling against one another, uniting, loving 
and hating. Furtwängler himself told Ludwig Curtius that his concerto could be compared 
to a vast tragedy of Titans.
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The influence on Furtwängler of the two piano concertos of Brahms was as definitive 
as on the concertos of Reger or Pfitzner. There are the massive architectural proportions and 
the symphonic character of the piano part that demand a very physical involvement from 
the soloist. At the same time there are a number of similarities in structure and in musical 
language. These include the important agogic part played by the transitions, the writing in 
thirds and sixths and the use of the rhythmic hemiola. The cyclic basis of the work and the 
use of counterpoint in a tradition stemming from Bach are all part of the legacy of Brahms.

In spite of the traces of the Austro-German aesthetic of the end of the nineteenth 
century that characterise it, the Concerto in B minor is not untypical or impersonal. Drawing 
on his perfect mastery of orchestral technique, Furtwängler succeeds in creating a singular 
fusion of sound and harmonic language. In these circumstances the varied timbres of 
specific harmonic colours coming from this mysterious musical alchemy are always justified 
by expression. Furtwängler’s concerto has no element in it that is without its purpose.

One of the modern characteristics that emerges from the concerto is the elaborate 
development of harmonic series, which, subject to analysis, reveal various ambiguities. It 
must be added that the Symphonic Concerto is extremely difficult and the piano writing in 
the virtuoso solo part is less naturally pianistic than that of Brahms.

Of the three movements of the concerto, the first is the most considerable. The 
direction Schwer - Pesante indicates the intense seriousness and inexorably tragic 
character of the music. In structure the movement is in the three sections of sonata-
form. Four themes emerge from the various motifs of the exposition. At first the sombre 
B minor ascending motif of the introduction appears, recalling the opening of the Second 
Symphony of the same composer, and the mournful singing phrase in F-sharp minor in the 
violins, accompanied by pizzicato violas and cellos. Then, after the orchestral repetition 
of a modified version of the introductory motif, the piano announces the third theme, in 
F-sharp minor, opening the second section of the exposition. With its repeated notes, this 
phrase recalls the first piano theme of the First Piano Concerto of Brahms. Later, after a 
repetition of the second motif, the violins tenderly introduce the fourth theme in A major, 
gently lyrical in feeling, to be repeated passionately by the piano. The introductory motif 
ends the exposition in a wild outburst of orchestral sound.
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The development is marked by an important contrapuntal element and introduces a 
new theme, sadly resigned in mood, and based initially on the arpeggio of D minor. Later the 
tension reaches its height with angrily hammered chords at the extremes of the keyboard, 
leading to the return of the introductory motif which now triumphs in the orchestra, before 
sinking into an abyss of terror. This apocalyptic vision is the climax of the first movement.

The recapitulation that follows consists of three episodes. The first brings back 
the four principal themes, in the piano and the orchestra. The second, which follows the 
repetition of the introductory motif, is a piano cadenza, in which only the fourth theme is 
omitted. A coda leads to a short presto, its motoric impulse in contrast with the general 
aesthetic of the movement.

The second movement, in D major, marked Adagio solenne, is in ternary form and 
is among the most inspired creations of Furtwängler. Leaving the tumult of what has 
gone before, the first bars have an air of meditative serenity. The orchestra, dreamy and 
contemplative, murmurs in radiantly translucent textures, then, in a plaintive voice, the 
piano announces the second motif, peaceful and sadly resigned, and the third, based on 
a descending figure. This last precedes the return of the orchestra. Finally, after a short 
episode of fuller sonority, the first motif reappears in the orchestra, ending the first section 
of the movement. The central section starts with the piano and the answer of the second 
motif transposed into B-flat major. Later on the musical argument grows darker and the 
tormented third motif raises the dynamic level to quadruple forte. The third section brings 
back the first motif, proclaiming its triumph over the dark turmoil that has passed. Finally the 
orchestra takes over the second motif from the piano and gradually takes on an air of sad 
resignation, as the movement ends in a mood that is meditative and questioning. The third 
movement follows immediately, without a break, restoring the original key of B minor. In free 
form, it is structurally a form of rondo, with two themes serving the purpose of refrains. The 
movement is in four episodes, followed by a short concluding epilogue.

In the first part, after the woodwind announcement of the first disturbing and 
mysterious theme, the piano introduces the first refrain, charming if hesitant. An orchestral 
transition follows, victorious and sonorous in character, leading to a third theme in F-sharp 
minor. This tragic theme, with its aura of suffering, is at first entrusted to the French horns, 
then taken up by the violins, treating it with gentle resignation. The fourth theme in C-sharp 
minor then appears in the piano. This is the second refrain, the repeated notes of which 
recall the third theme of the first movement. The subsequent transition, resilient and almost 
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happy is derived from the preceding refrain. It leads to the return of the first theme, entrusted 
to the trumpet and trombones, followed by the close of the section. The second part of the 
movement is perceptibly analogous to the first. It is dominated by the presence of the 
first refrain, allowing no reappearance of the second. The third section follows a violent 
outburst of sound. There is the unexpected reappearance of the ethereal first motif of the 
Adagio, then, after a discreet reminiscence of the first refrain, the second finishes by taking 
a dominant position both in the piano and the orchestra. The fourth section follows a stormy 
and impatient declaration from orchestra and piano, butonce again the motif of the Adagio 
brings a calm resolution of conflict, leading in a grandiose progress to victory. The Presto 
that follows brings back virtually all the themes, treated in various ways and leading to the 
edge of the abyss of Dante’s Inferno. At this moment the whole edifice of sound seems to 
part under the effect of the invincible powers of the earth, symbolised by the continuous roll 
of drums and cymbals, darkening into a Titanic void. The first refrain, defeated, reappears 
in the piano, by way of epilogue, but is obliged to give way to the orchestra, a reason for 
describing Furtwängler’s work as an anti-concerto. The passionate peroration that ends 
the traditional grand concerto is here replaced by a sober and discreet humility. This final 
meditative conclusion is surely a product of the wisdom with which Furtwängler regards 
eternity.

Bruno d’Heudieres (English version by Keith Anderson)
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David Lively
David Lively is among the most successful young American pianists. He studied inthe 
United States andin France, where he now lives, and won awards in a number of important 
international competitions such as the Marguerite Long Competition in Paris, where he met 
Claudio Arrau, later to become one of his rare pupils. He won awards also in the Belgian 
Queen Elizabeth Competition and the Tchaikovsky Competition in Moscow. In 1977 he won 
the Dino Ciani Prize at La Scala in Milan. David Lively made his début with the Cleveland 
Symphony Orchestra at the invitation of Lorin Maazel. He has since then worked with many 
conductors and orchestras of distinction and is director of the Saint Lizier Festival in the 
Pyrenees.

Czecho-Slovak State Philharmonic Orchestra (Košice)
The East Slovakian town of Koš ice boasts a long and distinguished musical tradition, 
as part of a province that once provided Vienna with musicians. The State Philharmonic 
Orchestra is of relatively recent origin and was established in 1968 under the conductor 
Bystrík Režucha. Subsequent principal conductors have included Stanislav Macura and 
Ladislav Slovák, the latter succeeded in 1985 by his pupil Richard Zimmer. The orchestra 
has toured widely in Eastern and Western Europe and plays an important part in the Košice 
Musical Spring and the Košice International Organ Festival.

For Marco Polo the orchestra has made the first compact disc recordings of rare 
works by Granville Bantock and Joachim Raff. Writing on the last of these, one critic praised 
the orchestra for its competence comparable to that of the major orchestras of Vienna 
and Prague. The orchestra has contributed several successful volumes to the complete 
compact disc Johann Strauss II and for Naxos has recorded a varied repertoire.
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Alfred Walter
Alfred Walter was born in Southern Bohemia in 1929 of Austrian parents. He studied at 
the University of Graz and in 1948 was appointed assistant conductor to the Opera of 
Ravensburg. At the age of 22 he became conductor of the Graz Opera, where he continued 
until 1965, while serving at Bayreuth as assistant to Hans Knappertsbusch and Karl Böhm. 
Frcim 1966 until 1969 he was Principal Conductor of the Durban Symphony Orchestra in 
South Africa, followed by a period of 15 years as General Director of Music in Monster. In 
Vienna he has worked as guest conductor at the State Opera and in 1986 was given the title 
of Professor by the Austrian Government. In 1980 he was awarded the Golden Medal of the 
International Gustav Mahler Society.
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Wilhelm Furtwängler (1886 -1954)

Concerto Symphonique pour piano et orchestre en si mlneur (version de 1954)

Au XXème siècle, nombreux sont les interprètes qui manifestent le désir de mettre leur 
connaissance de la science musicale au service de la composition. Parmi eux, Yves Nat, 
Artur Schnabel ou Otto Klemperer paraissent privilégier lʼactivité d’exécutant à celle de 
créateur. Toute autre est la démarche de Wilhelm Furtwängler. En effet, refusant l’épithète 
“d’interprete - compositeur”, le musicien revendiquera toute sa vie durant, une condition 
que l’Histoire semble avoir voulu injustement abolir: celle de ‟compositeur - interprete”. En 
ce sens, Furtwängler ne proclamera-t-il pas un jour: “Je ne suis pas un chef d’orchestre qui 
compose, je suis un compositeur qui dirige”?

En outre, parmi les oeuvres qui font aujourd’hui figure d’emblême de sa créativité, 
le Concerto Symphonique pour piano et orchestre en si mineur demeure l’une des plus 
accomplies. S’il est difficile d’en déterminer précisément la genese, l’on peut néanmoins 
admettre que son élaboration ait prit naissance autour de 1925. Ainsi, dans une lettre 
destinée à John Knittel datant du 27 juillet 1930, Furtwängler révèle “qu’il est impératif que 
la conception du Concerto Symphonique qui dure depuis plusieurs années touche à sa fin”. 
En réalité, l’oeuvre ne sera achevee qu’en 1936 - en Egypte! - puis créée à Munich le 26 
octobre 1937, par le pianiste Edwin Fischer et l’Orchestre Philharmonique de Bertin placés 
sous la direction du compositeur. Remanié par Furtwängler, le Concerto Symphonique ne 
sera édité qu’en 1954. Aussi convient-il de preciser qu’au regard des deux partitions (1937 
et 1954), les retouches apportées à la version définitive concernent plus la structure que 
le contenu meme du discours musical. En outre, c’est cette ultime version qu’ont retenue 
David Lively et Alfred Walter pour le présent enregistrement...
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Au demeurant, le Concerto Symphonique constitue l’une des illustrations les plus 
significatives du style de Furtwängler. Ce style se fonde en premier lieu sur une équation 
qui semble moins appartenir au domaine strictement musical qu’à celui de la Pensée. Ainsi, 
la condition liminaire à toute création musicale, est chez le compositeur Furtwängler la 
conjugaison de l’Organique, de la Dualité et du Tragique. Dés lors, cette symbiose reçoit 
pour corollaires trois notions auxquelles le démiurge confere une valeur revêtant une 
dimension symbolique: la Forme, la Tonalité et la Fonction Symphonique. II s’agit là des 
trois clés de voûte de l’esthétique furtwänglérienne.

En outre, le concept de “concerto symphonique” ne demeure pas étranger à cette 
pensée musicale. S’il est en effet exclu d’assimiler l’oeuvre à une “symphonie concertante”, 
l’on peut davantage trouver l’origine de sa forme dans la dualité thématique inhérente à la 
“forme-sonate”, telle que Beethoven l’a envisagée. Ainsi, dans le Concerto Symphonique 
de Furtwängler, l’esprit d’opposition n’est plus exclusivement d’ordre thématique, 
mais semble, par extension, atteindre jusqu’à l’effectif recquis pour l’accomplissement 
du message musical. En ce sens, l’orchestre et le piano se muent en deux entités 
symphoniques indépendantes qui luttent, s’unissent, s’aiment et se haïssent. Dans cette 
perspective, Furtwängler ne laissera-t-il pas entendre à Ludwig Curtius en 1946 que son 
Concerto pourrait s’assimiler a une vaste et titanesque tragédie?

Par ailleurs, l’influence des deux Concertos pour piano et orchestre de Brahms sur celui 
de Furtwängler s’avère aussi déterminant que sur ceux de Reger ou Pfitzner par exemple. 
Outre les proportions architecturales massives, et le caractere symphonique dévolu au 
piano qui nécessite un engagement très “physique” de la part du soliste; l’on rencontre de 
nombreuses similitudes concemant tant la structure que le langage. Ainsi, l’important rôle 
agogique des transitions, l’écriture en tierces et sixtes et l’utilisation d’hémioles rythmiques; 
le recours à un cyclisme générateur et l’attention portée sur une tradition issue de Bach, 
parmi laquelle s’inscrit le contrepoint; peuvent faire figure d’heritage brahmsien.

Néanmoins, en dépit des rémanences de l’esthétique austro-allemande de la fin du 
XIXème siècle qui le caractérisient, le Concerto Symphonique en si mineur n’est pas une 
oeuvre atypique ou impersonnelle. En effet, tirant profit de sa parfaite maîtrise de la science 
orchestrale, Furtwängler parvient à concevoir une singulière fusion de la masse sonore et 
du langage harmonique. En l’occurrence, les timbres diaprés de couleurs harmoniques 
spécifiques résultant de cette savante alchimie, sont toujours justifiés par les nécessités de 
l’Expression. II n’existe donc aucun effet gratuit dans le Concerto de Furtwängler.
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En outre, l’une des caractéristiques modernistes qui se dégage de l’oeuvre demeure 
l’evolution élaborée des enchaînements harmoniques; lesquels à l’analyse, aboutissent 
parfois à des équivoques et des ambiguïtés. Enfin faut-il souligner que le Concerto 
Symphonique est une partition jalonnée de grandes difficultés et que la virtuosité déptoyée 
dans la partie du soliste révèle toutefois une écriture moins “naturellement”-pianistique que 
celle des oeuvres de Brahms par exemple...

Des trois mouvements que compte ce Concerto, je premier est sans doute le 
plus massif. L’indication Schwer-Pesante (lourd-Pesant) gravé en guise d’épigraphe 
sur ce monument, annonce l’intense gravité et le caractère inexorablement tragique qui 
caractérisent le discours musical. Sa solide architecture repose sur le tripartisme de la 
“forme-sonate”.

En outre, de l’abondance motivique de l’exposition se dégagent quatre thèmes 
prégnants. Tout d’abord, le sombre motif ascensionnel en si mineur de l’introduction, qui 
n’est pas sans rappeier le début de la Deuxième Symphonie du même compositeur; et 
la phrase en fa dièse mineur douloureusement chantante des violons, accompagnée des 
pizzicati des altos et des violoncelles. Puis, succédant à la reprise par l’orchestre du motif 
introductif modifié, le troisième thème en fa dièse mineur est exposé par le piano seul, 
lequel ouvre ainsi la deuxième période de l’exposition. S’appuyant sur des notes répétées, 
cette phrase n’est pas sans évoquer le premier thème confié au piano dans le Premier 
Concerto de Brahms. Plus loin, après une reprise du second motif, le quatrième thème 
en la majeur, nimbé de douceur lyrique et réconciliatrice, émane tendrement des violons 
avant d’être repris passionément par le piano. Enfin, c’est le motif introductif qui conclut 
l’exposition sur une farouche véhémence orchestrale.

Dans le développement, caractérisé par un important traitement contrapuntique, il 
faut remarquer l’intervention d’un nouveau thème confié aux violons. L’incipit de ce motif 
recueilli et douloureusement résigné n’est autre que l’arpège de ré mineur. Plus loin, la 
tension musicale atteint son comble, lorsque les accords martelés aux extrêmes du clavier 
avec rage paroxystique, aboutissent au retour du motif introductif que l’orchestre, vengeur, 
fait triompher, avant de le faire sombrer dans de terrifiants abysses. Cette hallucinante 
vision d’apocalypse constitue le “climax” du premier mouvement.
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La réexposition qui suit s’articule autour de trois épisodes. Le premier fait reparaître 
les quatre thèmes principaux, tant au piano qu’à l’orchestre. Le second, qui suit la reprise 
du motif introductif, n’est autre que la cadence du piano, dans laquelle seulle quatrième 
thème n’est pas repris. Y succède enfin une coda aboutissant sur un court presto dont 
la détermination renforcée par une surprenante motorique, contraste avec l’esthétique 
générale du mouvement.

Ecrit en ré majeur, le deuxième mouvementAdagio solenne (Sehr langsam) (adagio 
solennel, très lent), est bâti suivant la structure A.B.A. de la “forme-lied”. Cette page émue 
figure parmi les plus inspirées qu’ait écrit Furtwängler .

Ainsi, abolissant les tumultes précédents, une grâce immatérielle se pose avec 
sérénité sur la méditation des premières mesures. Planant dans des vapeurs oniriques et 
contemplatives, l’orchestre murmure sa confidence diaphane et séraphique. Puis, d’une 
voix plaintive, le piano énonce le second motif, paisible et douloureusement résigné; et le 
troisième, fondé sur une cellule descendante. Ce dernier précède le retour de l’orchestre. 
Enfin, après un court épisode plus sonore, reparaît à l’orchestre le premier motif dont le rôle 
est de conclure le premier volet du mouvement.

L’épisode central s’ouvre au piano sur la réponse du deuxième motif transposé en si 
bémol majeur. Plus loin, le discours s’assombrit et les tourments du troisième motif élèvent 
la dynamique sonore jusqu’au quadruple forte.

Mais le troisième volet fait reparaître le premier motif qui semble proclamer son 
triomphe sur les obscures agitations et les déferlements sonores antérieurs. Enfin, 
lorchestre succède à la reprise du deuxième motif au piano, et s’efface progressivement 
dans un renoncement douloureux, pour laisser le mouvement s’éteindre sur une méditation 
interrogative.

  Lié à l’Adagio par un enchaînement en attacca, le troisième mouvement, Allegro 
moderato, recouvre la tonalité de si mineur. Construit dans une forme assez libre, il pourrait 
s’apparenter à un rondo jalonné par deux thèmes prégnants faisant office de refrains.
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En l’occurrence, ce mouvement se structure en quatre épisodes suivis d’un court 
épilogue conclusif.

Dans la première partie, après l’énoncé aux bois du premier thème, inquiet et 
mystérieux, le piano présente le premier refrain, aimable quoiqu’hésitant. Y succède ensuite 
une transition orchestrale conquèrante et sonore, qui aboutit au troisième thème en fa dièse 
mineur. Nimbé d’affliction, ce thème tragique est d’abord confié aux cors, puis est ensuite 
repris par les violons qui s’estompent lentement dans la résignation. C’est alors qu’apparaît 
au piano le quatrième thème en do dièse mineur. Il s’agit du second refrain dont les notes 
répétées ne sont pas sans évaquer le troisième thème du premier mouvement. La transition 
qui suit, rebondissante et presque joyeuse trouve son origine dans le refrain précédent. Elle 
aboutit en outre au retour du premier thème confié à la trompette et aux trombones, auquel 
succède une formule conclusive.

La deuxième partie est sensiblement analogue à la première. Précisons toutefois 
qu’elle est nettement dominée par la présence du premier refrain, lequel ne concède en 
effet aucune intervention au second.

Le troisième volet du mouvernent succède à une violente véhémence sonore. Il débute 
sur une apparition inattendue: le paisible retour de la mansuétude éthérée du premier motif 
de l’Adagio. En outre, après une discrète réminiscence du premier refrain, le deuxième finit 
par dominer ses timides hésitations causées par l’harmonieuse apparition, et s’impose en 
dominateur, tant au piano qu’à l’orchestre.

Plus loin, la quatrième partie fait suite à une nouvelle affirmation rageuse et impatiente 
de l’orchestre et du piano. Mais à l’instar de la partie précédente, une conciliante générosité 
est prêchée par le motif de l’Adagio. Celui-ci, abolissant les conflits tumultueux, s’exalte 
dans une progression grandiose pour proclamer son édifiante victoire. Le presto qui 
enchaîne, reprend la quasi totalité des thèmes, émaillés de variantes d’écriture, et aboutit 
au bord d’un abîme dantesque. A cet instant, tout l’édifice sonore sernble se lézarder sous 
les effets d’invincibles puissances telluriques, symbolisées par les roule ments continus des 
timbales et des cymbales, pour sombrer dans un titanesque néant.
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En guise d’épilogue, le premier refrain, vaincu, reparaît au piano. Celui-ci est 
presque contraint de se retirer devant l’orchestre... C’est la raison pour laquelle le 
Concerto Symphonique de Furtwängler fait figure “d’anti-concerto”. En effet, la véhémente 
péroraison qui conclut le grand “concerto traditionnel” est ici suppléée par une sobre et 
discrète humilité.

En ce sens, l’ultime évanescence méditative de l’oeuvre n’est elle point la traduction 
du regard empreint de sagesse, que Furtwängler sernble à cet instant poser sur l’Eternité?

Bruno d’Heudières
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