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The customary way to create jazz arrangements of the Western classical canon—

informally called swingin’-the-classics—adapts the original composition to jazz conventions.  

Uri Caine (b.1956) has devised an alternative approach, most notably in his work with 

compositions by Gustav Mahler. He refracts Mahler’s compositions through an eclectic array of 

musical performance styles while also eschewing the use of traditional jazz structures in favor of 

stricter adherence to formal ideas in the original score than is usual in a jazz arrangement. These 

elements and the manner in which Caine incorporates them in his Mahler arrangements closely 

parallel the practices of a translator who chooses to create a “foreignizing” literary translation. 

The 19
th

-century philosopher and translation theorist Friedrich Schleiermacher explained that in

a foreignizing translation “the translator leaves the writer alone as much as possible and moves 

the reader toward the writer.” Foreignizing translations accentuate the otherness of the original 

work, approximating the foreign text’s form and syntax in the receiving language and using an 

uncommon, heterogeneous vocabulary. The resulting translations, which challenge readers with 

their frequent defiance of the conventions of the receiving linguistic culture, create literal, 

exaggerated readings that better convey authors’ characteristic use of their own languages for a 

new audience. My study of Caine’s music—which includes a survey of previously unavailable 

manuscripts and an exploration of selected arrangements using an analytical method designed to 

address the qualities in music that parallel foreignizing translation—contextualizes Caine’s 

modifications to Mahler’s compositions to generate intertextual readings that simultaneously 

highlight the ways that Mahler was innovative within his own tradition. 



ii 

Copyright 2015 

by 

J. Cole Ritchie 



iii 

ACKNOWLEDGEMENTS 

I would like to briefly express my appreciation to the people who made this dissertation 

possible. Thank you to my dissertation committee: Drs. Margaret Notley, John Murphy, 

Bernardo Illari, and Benjamin Brand. I am grateful for your thoughts, suggestions, and guidance 

throughout my time at the University of North Texas and during the development of this project. 

I especially wish to acknowledge my primary adviser Dr. Notley for her constant support and for 

committing countless hours to helping me revise and refine my ideas. Thank you to Uri Caine for 

inspiring my work, permitting me access to his personal documents, and for his willingness to 

take the time out of his busy schedule to respond to my questions. I wish to thank my friends and 

colleagues for helping me cope with the stresses of the doctoral process and for always being 

willing to put up with me. Finally, without the support of my parents, Larry and Vicki Ritchie, I 

could never have pursed this degree. I thank you most of all. 



iv 
 

TABLE OF CONTENTS 

Page 

ACKNOWLEDGEMENTS ........................................................................................................... iii 

LIST OF TABLES  ..........................................................................................................................v 

LIST OF FIGURES ....................................................................................................................... vi 

LIST OF MUSICAL EXAMPLES ............................................................................................... vii 

CHAPTER 1 – INTRODUCTION ..................................................................................................1 

CHAPTER 2 – CAINE IN CONTEXT .........................................................................................12 

CHAPTER 3 – THE MAHLER PROJECT MANUSCRIPTS ......................................................48 

CHAPTER 4 – TRANSLATION AS A METAPHOR FOR INTERTRADITIONAL 

SYNTHESIS ......................................................................................................................82 

CHAPTER 5 – ANALYZING THE MAHLER PROJECT ........................................................117 

CHAPTER 6 – INTERPRETING THE TEXT THROUGH ORCHESTRATIONAL AND 

STYLISTIC MEANS.......................................................................................................146 

CHAPTER 7 – DIONYSIAN READINGS OF “THE DRUNKARD IN SPRING” ..................178 

CHAPTER 8 – CONCLUSION ..................................................................................................207 

APPENDIX A – ANALYTICAL TERMINOLOGY REFERENCE SHEET  ...........................212 
 
APPENDIX B – DISCOGRAPHY ..............................................................................................215 

BIBLIOGRAPHY ........................................................................................................................222 

 

 



v 

LIST OF TABLES 

Page 

Table 2.1 The Contents of the Mahler Project Manuscript Collection ..........................................50 

Table 4.1 Model for the Analysis of Caine’s Transcriptions .......................................................124 

Table 4.2 Analysis of “Symphony no. 5, Funeral March,” Urlicht/Primal Light .......................139 

Table 5.1 Analysis of “I often think they have merely gone out!” Urlicht/Primal Light ............147 

Table 5.2 Text and Translation of “Lied des Verfolgten im Turm” ........................................ 151-2 

Table 5.3 Analysis of “Song of the Prisoner in the Tower,” Dark Flame ............................... 153-4 

Table 5.4 Analysis of “Shining Trumpets,” Dark Flame ............................................................164 

Table 5.5 Epitext for “Shining Trumpets,” Liner Notes, Dark Flame ........................................167 

Table 5.6 Text, Translation, and Division of the Text by Speaker in 

“Wo die schönen Trompeten blasen” ..............................................................................170 

Table 6.1 Analysis of “The Drunkard in Spring,” Urlicht/Primal Light ............................. 179-180 

Table 6.2 Text and Translation of “Der Trunkene im Frühling” .................................................187 

Table 6.3 Syntagmatic Structure of “The Drunkard in Spring,” Divided by Strophe .................197 



vi 

LIST OF FIGURES 

Page 

Figure 1.1 Ensemble Connections of Significant Downtown Scene Recordings 

and Uri Caine’s Urlicht/Primal Light ................................................................................29 

Figure 4.1 The Syntagmatic/Paradigmatic Axis ..........................................................................123 



vii 

 

LIST OF MUSICAL EXAMPLES 

Page 

Example 1 Mahler, Symphony no.1, Movement I, Oboe, mm. 7-9 ................................................6 

Example 1.1 Mahler, “Der Abschied,” Das Lied von der Erde, Oboe, mm. 3-4 ..........................43 

Example 2.1 Caine, Manuscript M18A, “Rhinelegend,” Dark Flame, mm. 1-8 ...........................58 

Example 2.2 Mahler, “Rheinlegendchen,” Des Knaben Wunderhorn, mm. 1-8 ...........................59 

Example 2.3 Mahler, “Lob des hohen Verstands,” Des Knaben Wunderhorn, mm. 1-5 ..............61 

Example 2.4 Caine, Manuscript M5A, “In Praise of Lofty Judgement,”  

Dark Flame, mm. 1-5 .......................................................................................................62 

Example 2.5 Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde, mm. 80-85 .............68 

Example 2.6 Schoenberg/Riehn, “Der Trunkene im Frühling,”  

Das Lied von der Erde, mm. 80-85....................................................................................69 

 

Example 2.7 Caine, Manuscript M34F, “The Drunkard in Spring,”  

Urlicht/Primal Light, mm. 80-85 .......................................................................................70 

 

Example 2.8 Caine, Manuscript M7A, “Dark Flame,” Dark Flame, mm. 6-14 ............................73 

Example 2.9 Caine, Manuscript M49C, “Symphony no. 1 »Titan«, 3
rd

 movement,”  

Urlicht/Primal Light, mm. 69-70 .......................................................................................75 

 

Example 2.10 Caine, Manuscript M4A, “When My Sweetheart Has Her Wedding,”  

Dark Flame, mm. 1-7.........................................................................................................79 

 

Example 2.11 Mahler, “Wenn mein Schatz Hochzeit macht,”  

Lieder eines fahrenden Gesellen, mm. 1-17 ......................................................................80 

 

Example 4.1 Mahler, Symphony no. 5, Movement I “Trauermarsch,”  

Trumpet, mm. 152-4 ........................................................................................................140 

 

Example 4.2 Caine, Manuscript M11K, “Symphony no. 5, Funeral March,”  

Urlicht/Primal Light, mm. 149-154 .................................................................................141 

 

 



viii 

 

Example 4.3 Caine, Manuscript M11L, “Symphony no. 5, Funeral March,”  

Urlicht/Primal Light, mm. 155-159 .................................................................................141 

 

Example 5.1 Mahler, “Oft denk ich, sie sind nur ausgegangen!” Kindertotenlieder, 

Cello, mm. 1-4 .................................................................................................................148 

 

Example 5.2 Clave Rhythm .........................................................................................................148 

Example 6.1 Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde,  

Violin I, mm. 8-9 .............................................................................................................189 

 

Example 6.2 Caine, Manuscript M50B-C, “The Drunkard in Spring,” Urlicht/Primal Light, 

Clarinet .............................................................................................................................190 

 

Example 6.3 Caine, Manuscript M34E, “The Drunkard in Spring,” Urlicht/Primal Light,  

Harmonic Changes for the Improvised Piano Solo..........................................................193 

 

Example 6.4: Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde,  

Reduction of mm. 74-78 ..................................................................................................200 

 



1 
 

CHAPTER 1 

INTRODUCTION 

It is said that one should not judge a book by its cover, but this does not always hold true 

for jazz recordings. A jazz album’s packaging has long been an important means for conveying 

intra- and intertextual information. The presentation of a record sleeve or compact disc case can 

help to shape the reception of an album’s musical content by evoking references to other works 

within the jazz tradition or to larger artistic/social movements.
1
 For instance, the artwork or the 

color and type of font can allude to the musical artistry or the social implications of the album. 

Thus, the combination of Francis Wolff’s elegant portrait-style photography and Reid Miles’s 

minimalist and geometric graphic design exemplified the professionalism and exquisite music 

production associated with the Blue Note Records label. Contrast this with Mati Klarwein’s 

Afro-centric surrealism for Miles Davis’s Bitches Brew (1970), which sets the stage for the 

psychedelic electronic explorations that made that album so provocative. Indeed, nearly every 

part of the album’s cover design can shape the listener’s experience. 

The albums produced by the Munich-based Winter & Winter label continue this practice. 

Despite the decline of the compact disc, for two decades producer Stefan Winter has consistently 

released high-quality, handmade CD cases to house the equally high-quality music inside. 

Winter’s albums regularly feature the work of contemporary visual artists, and even setting of 

the paratextual data (artist, album title, etc.) can inform how the listener is to approach the music. 

As a matter of fact, for one of the label’s first albums—1997’s Urlicht/Primal Light by pianist 

Uri Caine (b.1956)—the presentation of this information can be seen as symbolizing the 

inspiration for the music contained therein. For this album, Caine created arrangements of 

                                                           
1
 Throughout this study I refer to jazz and Western art music as traditions. This designation has to do with the fact 

that each of these musics has established its own historical lineage, canon, and performance expectations, all of 

which are self-perpetuating and largely independent from other musics.  
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Gustav Mahler’s symphonic movements and lieder using musical materials available to the 

modern jazz musician. While settings of music by composers in the classical canon have 

proliferated throughout the history of jazz, none have equaled Caine’s project either in its 

extravagant use of heterogeneous musical styles or in its often anarchic renderings of its source 

material.     

Caine’s album did not need extravagant cover art: it was innovative and incendiary on its 

own count. The disc for Urlicht/Primal Light is enclosed in a bright yellow, cardboard CD case 

that features a simple artistic monogram: a ‘G’ encased within an ‘M’, Mahler’s initials.
2
 Above 

this insignia are the names of the artists and the album, as follows: “gustav mahler/uri caine: 

urlicht/primal light.” Kenneth Gloag remarks that the ordering of the names makes it seem as if 

this album is “a collaboration between Mahler and Caine.”
3
 This assessment is appropriate; 

Caine retains far more of the musical source than the standard jazz-inspired arrangement of the 

classical canon and thus creates tracks that comprise both Mahler’s composition and Caine’s 

alterations. By listing Mahler as the first of the two names, Caine communicates to his audience 

Mahler’s significance to these recordings.   

The construction of the album’s title itself suggests further meaning, for the importance 

of an album title cannot be overstated: “Titles of jazz albums,” argues Philippe Carrard, “are 

comparable to titles of collections of poems or short stories. All make parts into a whole […] by 

highlighting features they have in common.”
4
 Caine’s title comprises two parts: “Urlicht” is the 

title of one of Mahler’s Wunderhorn lieder that he reused as a movement for his Second 

Symphony; “Primal Light” is, of course, the English translation of Urlicht. Urlicht/Primal Light 

                                                           
2
 The booklet for the album refers to this monogram as a letterhead and thanks the Österreichisches Theatermuseum, 

Vienna, Austria for permission to use it; Uri Caine, CD Booklet, Urlicht/Primal Light, Gustav Mahler/Uri Caine, 

Winter & Winter 910 004-2, 1997, compact disc. 
3
 Kenneth Gloag, Postmodernism in Music (Cambridge: Cambridge University Press, 2012), 155. 

4
 Philippe Carrard, “Titling Jazz: On the Front Cover of Blue Note Records,” Genre 37, no.1 (Spring 2004): 152. 
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thus gives the name of a significant composition by Mahler first in German and then in English. 

The order deliberately parallels the presentation of the artists’ names: “Primal Light” is a 

translation of “Urlicht,” and Uri Caine, I argue, translates Gustav Mahler. Translation, by 

implication, is the overriding metaphor for Caine’s approach in his Mahler project. 

 A simple definition of “translation” would be the transmission of ideas created in one 

communicative tradition through another. This definition makes it reasonable to understand the 

act of arranging Mahler’s fin-de-siècle classical compositions for performance using a modern 

jazz-influenced musical language as comparable to translation: the form, content, and 

(potentially) compositional intent of Mahler’s compositions are being transmitted through a 

musical system that is different from his own in a way that is analogous to how literary 

translators seek to recast the words, phrases, and images of foreign authors in a receiving 

language. Admittedly, the metaphor of translation is problematic with regard to music. One runs 

into difficulty in construing on parallel referents for form and meaning between musical 

traditions. Moreover, it is impossible to perfectly reconstruct a composition that was created 

using the principles of one musical language into another. Still, if one concedes that all acts of 

translation require creative decisions on the part of the translator in order to overcome the 

distance between the original and the new product, then exploring these decisions can provide 

new understanding of both the translated object and the source material itself. As shown 

throughout this study, Caine is sensitive to the nuances of Mahler’s compositional idiosyncrasies, 

and his creative responses to what makes Mahler unique within his own tradition can 

reinvigorate listeners’ hearing of the original works.  

Furthermore, as I discuss later, Caine’s work best approximates a type of translation that 

is as concerned with accentuating the way the text is presented as it is with what is said. Through 
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this method, called foreignization, the translator reconstructs the author’s characteristic manner 

of speech and style, giving the reader in the receiving translation a better idea than other modes 

of translation of how the original work tested the boundaries of its own tradition. Considering 

Caine’s Mahler project from this perspective can facilitate an understanding of its relationship to 

the source material.   

Effective translators must also have mastered both their subjects’ and their own 

languages. If any modern jazz musician were to be considered such a musical polymath, it would 

be Uri Caine. He received a formidable education in both jazz and Western art music. As a 12-

year-old piano student in Philadelphia, Caine had as his first major influence a French expatriate 

jazz pianist named Bernard Peiffer (1922-1976). A student of Nadia Boulanger and band mate of 

European jazz legend Django Reinhardt, Peiffer had the musical bilingualism that Caine would 

also achieve; the JazzTimes once proclaimed that Peiffer was one of the very few artists to 

“effectively combine the genres of classical and jazz.”
5
 By age 15, Caine wished to supplement 

his jazz education with the study of contemporary musical languages of the Western art tradition. 

He actively sought out George Rochberg (1918-2005), based at the time in Philadelphia. 

Unfortunately for Caine, who pursued Rochberg in the hope of studying 12-tone composition 

with him, he had approached Rochberg too late. As is well known, the tragic death of 

Rochberg’s son led the composer to shun serial composition in favor of more traditional tonal 

                                                           
5
 In my personal communication with Caine, he has more than once expressed disappointment that Peiffer’s name 

and musical contributions are not better known today. In the last decade, there has been a push to make Peiffer’s 

career more visible. Peiffer’s son Stephen and former student Don Glanden have within the last decade reissued two 

albums of Peiffer’s music: Formidable...! (2006) and Bernard Peiffer: Improvisation (2012); Bruce Klauber, 

“Bernard Peiffer: Defining ‘Improvisation’,” Jazz Times, August 2, 2012, accessed February 21, 2015, 

http://jazztimes.com/community/articles/54003-bernard-peiffer-defining-improvision. 
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and expressive idioms. Rochberg did manage to give Caine a thorough classical education before 

he enrolled at the University of Pennsylvania.
6
 

Caine’s academic pursuits were supplemented by his invaluable experience in the local 

jazz clubs, where he played alongside Philadelphia jazz luminaries such as “Philly” Joe Jones 

and Hank Mobley. Ultimately, despite the extensive connections with academic and jazz scenes 

he had cultivated in his hometown, Caine moved to New York City in 1985. There he became 

involved with the music scene in lower Manhattan. Specifically, he commingled with the 

“Downtown” artists associated with the Knitting Factory, a club/performance space known for 

its support of experimental rock and jazz and modern klezmer music. The New Yorker referred to 

the club as “a forum for free-thinking musicians—for those intent upon widening the parameters 

of jazz, rock, and pop. Beat and melody are optional, ‘music’ and ‘noise’ relative terms.”
7
 The 

heterogeneity fostered by the Downtown musicians helped to sharpen his ability to assimilate his 

own diverse interests (which included a number of new ones, thanks to his partnerships with 

eclectic performers such as clarinetist Don Byron and trumpeter Dave Douglas) and develop a 

coherent aesthetic. Many of Caine’s ensembles comprise Downtown Scene regulars. Drawing 

from this pool of creative musicians who are competent in many traditions has allowed Caine to 

create music that is stylistically diverse and adventurous. This served him well when he began to 

create his Mahler arrangements. 

The Mahler project started with an offhand remark. While editing “Time Will Tell,” the 

opening track for his second album, Toys (1995), Caine claims he jokingly referred to a pattern 

                                                           
6
 Caine continued his studies with Rochberg as an undergraduate at the University of Pennsylvania. He also took 

courses with George Crumb, who was a resident composer at that time. After Crumb looked at his compositions, 

they often played piano duet arrangements of symphonies by Mahler, Beethoven, and Mozart. Uri Caine, interview, 

April 8, 2011; I personally conducted all interviews and email communications with Caine unless otherwise 

indicated.   
7
 “Goings on about Town,” New Yorker, November 13, 1989, 12. 
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similar to the opening measures of Mahler’s First Symphony as his “Mahler quote” (Example 

1).
8
 Caine and his producer Stefan Winter, then owner of JMT Records (Jazz Music Today) and 

now of Winter & Winter, discussed their mutual admiration for Mahler. Winter asked Caine to 

contribute a live soundtrack for a documentary that Winter’s brother was making about Mahler’s 

life.  

 

 

Example 1: Mahler, Symphony no.1, Movement I, Oboe, mm. 7-9 

 

Most of Caine’s recorded output up to that point in his career fell into traditional jazz 

styles (post-bop, latin jazz, etc.) or work as a sideman for clarinetist Don Byron’s jazz-klezmer 

ensemble. But he was also well-versed in Mahler’s music: in an interview with Hans-Jürgen 

Schaal, he recalled his experience of attending the Philadelphia Orchestra’s performance of 

Mahler’s Symphony no. 1
9
 and he also noted that his first assignment for Rochberg was to create 

a piano reduction of Mahler’s Symphony no. 5, a project that required several months of work 

but helped him learn to reduce a large score and taught him about the fundamentals of 

orchestration.
10

 Caine still felt compelled to supplement his knowledge of the composer. During 

the months in which he was preparing his arrangements, Caine vigorously researched Mahler’s 

life and music, in part by reading through the first volumes of Henry-Louis de la Grange’s 

                                                           
8
 It is unclear whether Caine or his producer Stefan Winter initially mentioned the allusion; each claims he is the one 

who disclosed it to the other. See Bob Blumenthal, “Worldly Music, Don Byron & Uri Caine,” Jazz Times 31 

(January-February 2001): 52, and Björn Heile, “Uri Caine’s Mahler: Jazz, Tradition, and Identity,” Twentieth-

Century Music 4, no. 2 (September 2007): 231.   
9
 Hans-Jürgen Schaal, “‘Wie können sie das Mahler antun?’ Hans-Jürgen Schaal im Gespräch mit Uri Caine,” Neue 

Zeitschrift für Musik 161, no. 4 (July-Aug. 2000): 63. 
10

 Caine, interview, April 6, 2011. 
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extensive study.
11

 Even then, it was clear that Caine’s arrangements were not going to be merely 

jazzed-up Mahler. 

In November 1995, the documentary was projected onto the wall of the Knitting Factory 

in commemoration of JMT’s ten year anniversary. The music was outrageous: a kaleidoscopic 

presentation of styles that fall within and adjacent to the conventions of traditional jazz; chaotic 

improvisations assimilated into Mahler’s form; a turntablist weaving other Mahler records and 

electronic sound environments into the ensemble texture;
12

 and a Moroccan-born Jewish cantor 

wailing passages from the book of Psalms in Hebrew in place of Mahler’s text. Caine’s approach 

for these arrangements derived equally from his classical training, his research on the composer 

and his works, his versatile background as a modern jazz pianist, and the experimental milieu 

and musicians involved in the Downtown Scene. The depth and carefulness of Caine’s work on 

his Mahler project arrangements were unprecedented among jazz arrangements of the Western 

classical canon. 

Caine’s live performance was such a success and his passion for the project so self-

evident that he immediately began to prepare the arrangements for a recording session in June 

1996. The recordings were released in the United States the following year through Winter & 

                                                           
11

 Michelle Mercer, “A Man of Ideas Searches for Musical Metaphors,” New York Times, September 17, 2000, 

accessed February 16, 2015, http://www.nytimes.com/2000/09/17/arts/music-a-man-of-ideas-searches-for-musical-

metaphors.html. 
12

 Joanna Demers defines “turntablism” as “the practice of playing record turntables as musical instruments.” She 

notes that the practice emerged during the late 1970s. Turntablism appeared almost simultaneously in popular/dance 

music (early hip-hop deejays (disc jockeys) in New York) and in experimental works of Christopher Marclay, who 

would use damaged LP records to create percussive effects. Popular artists in particular have advanced the 

turntablist’s performance capabilities; their role is “not merely to replay records but also to improvise collages of 

sections of several different songs using two tables and a fader. Most skilled DJs created percussion effects by 

spinning tables in reverse so that the needle produced scratch noises.” Caine not only uses turntablists in his Mahler 

project but also employs them in many other ensemble contexts. In 2004, he was the first jazz musician to perform 

at the Village Vanguard with a turntablist in his ensemble; Joanna Demers, Listening Through the Noises: The 

Aesthetics of Experimental Electronic Music (Oxford: Oxford University Press, 2010), 176; David R. Adler, 

“Citizen Caine,” JazzTimes 42, no. 1 (February 2012): 43.    
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Winter as Urlicht/Primal Light.
13

 Caine was also inspired to continue his work with Mahler 

beyond the original settings: in addition to this initial album, the Mahler project has yielded a 

second studio album, entitled Dark Flame (2003), which focused specifically on Mahler’s lieder, 

a live recording featuring expanded improvisations on the arrangements from the first album 

(Gustav Mahler in Toblach: I Went Out This Morning into the Countryside [1999]), and a 

compilation disc that combines the best of these albums titled The Drummer Boy (2011).
14

  

The Mahler project has allowed Caine to make a unique place for himself in the jazz 

community. His versatility as a performer has provided him with unmatched creative 

possibilities, with an extensive recorded output that spans several musical traditions. A look at 

the albums that have come about under his leadership reveals that Caine has released music for 

straight ahead jazz trio, Brazilian ensemble, classical piano quintet, solo piano, and electronic 

jazz/hip-hop fusion quartet as well as music based on Jewish folk melodies, a historical 

reconstruction of jazz standards from Tin Pan Alley, and an extensive series of Western classical 

canon adaptations.
15

 His personal website lists collaborations with premier jazz musicians and 

ensembles that include Don Byron, Dave Douglas, John Zorn, Clark Terry, Sam Rivers, and the 

Woody Herman Band, among others.
16

  

                                                           
13

 Winter had been told the same day of the Knitting Factory performance that JMT’s parent company, Polydor, 

would be dropping the label. Shortly thereafter, Winter dissolved JMT and founded Winter & Winter GmbH; Franz 

Krieger, “And Where’s the Jazz? A Stylistic Search for Evidence in Uri Caine’s Mahler Interpretations,” 

Nachrichten zu Mahler-Forschung 58 (2008), 36.  
14

 Winter & Winter also released a compilation of works from several of Caine’s classical projects under the title 

Classical Variations (2007). The album includes three works from the Mahler project—“Only Love Beauty,” 

“Urlicht/Primal Light,” and “Symphony no. 5, Adagietto”—but the draw of the compilation was the release of new 

variations from Caine’s Goldberg Project and tracks from the then yet to be released Othello Syndrome, Caine’s take 

on Verdi’s opera. The documentary itself, entitled Gustav Mahler: Ich bin der Welt abhanden gekommen 

[“Detaching from the World”], was finally released in 2005, a decade after the initial performance. Caine’s music is 

again featured prominently, though there are a few additions to the soundtrack from Dark Flame and from Caine’s 

setting of Richard Wagner’s music for a Venetian coffee house style chamber ensemble called Wagner e Venezia 

(1997). Caine is also the narrator for the English version.    
15

 For an extensive discography of Caine’s work, see Appendix B. 
16

 Uri Caine, Uricaine.com, accessed January 22, 2015. 
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Though he considers himself to be primarily a jazz musician, Caine consistently returns 

to the Western classical canon for inspiration and has been called the “most successful jazz artist 

at interpreting classical music.”
17

 Since the first performance of the Mahler project arrangements 

on the wall of the Knitting Factory, Caine has released twelve album-length explorations of 

Western art music composers, including Wagner, Robert Schumann, J. S. Bach, Beethoven, 

Mozart, and Verdi. Caine has also performed music by Brahms and, more recently, Schoenberg, 

in honor of the centennial of Pierrot Lunaire (2012). Yet it is evident that Caine has a particular 

regard for Mahler: he has made more recordings of Mahler’s music than any other Western art 

music composer and has also performed selections from Mahler’s Third and Sixth Symphonies 

in concert.
18

 Caine’s early drafts for the Mahler project show that he planned arrangements of the 

scherzo movements of the Fourth and Ninth Symphonies, unrecorded at the time of this writing. 

Nearly two decades after the performance of the original arrangements, Caine’s work 

continues to polarize Mahler enthusiasts. Caine’s efforts have earned praise from jazz and 

Western art music critics and the German Mahler Society Award in 1997 for best new Mahler 

CD. Several of the society’s jury members, nonetheless, vehemently opposed recognizing 

Urlicht/Primal Light, and protested the decision.
19 An audience member at a performance of the 

Mahler project informed Caine that he “[did] not have the right to do this.”
20

 Caine admits, “I’ve 

had people say I should be arrested.”
21

 Nevertheless, the very qualities of Caine’s work to which 

                                                           
17

 C. Michael Bailey, Review of “Uri Caine: Plays Mozart (2007),” AllAboutJazz.com, February 20, 2007, accessed 

January14, 2015, http://www.allaboutjazz.com/plays-mozart-uri-caine-winter-and-winter-review-by-c-michael-

bailey.php. 
18

 Heile, “Uri Caine’s Mahler,” 230-1. 
19

 Mike Zwerin, “Uri Caine: Interpretive Musicologist,” New York Times, February 13, 2002, accessed February 13, 

2013, http://www.culturekiosque.com/jazz/portrait/uricaine.html.   
20

 Zwerin, “Uri Caine: Interpretive Musicologist.” 
21

 Caine in Celeste Sunderland, “Uri Caine: Developing that Third Ear,” AllAboutJazz.com, March 9, 2007, accessed 

January 12, 2015, http://www.allaboutjazz.com/uri-caine-developing-that-third-ear-uri-caine-by-celeste-

sunderland.php. 
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his critics point as insulting allow these arrangements to be some of the most faithful jazz 

adaptations of the Western classical canon to date.  

In this study, I move beyond existing discussions of Caine’s Mahler project—which 

center on his prominent use of Jewish materials, assertions of postmodernism to explain his 

polystylism, or questioning the basis of the project altogether—and develop an analysis that can 

help elucidate the underlying relationship between these arrangements and their source material. 

To return to the metaphor of translation: I hear this project as an attempt to render the 

characteristics of Mahler’s music in jazz, much as translators seek to make it possible for readers 

of their native language to read and understand works created in another language. But just as 

translators should go beyond a surface level presentation of their selected texts, Caine is 

interested in doing more than adapting Mahler’s melodies. The Mahler project shows his concern 

with exploring aspects of Mahler’s music that made him unique within his own tradition. In his 

realizations, Caine considers Mahler’s consistent, undisguised use of so-called low-class musics 

in his symphonic works; his idiosyncratic, circuitous approach to form; his propensity to 

introduce non-orchestral instruments (rute, hammer, mandolin, etc.) into his massive orchestras; 

and even his philosophical conception. 

I begin my examination of these recordings by exploring their foundations, with regard 

both to their relationship to the larger tradition of jazz arrangements of the Western art music 

canon and the development of the project. I have been in contact with Caine several times and 

have gained unprecedented access to his early sketches and manuscript drafts. After discussing 

the contents of these documents, I introduce an analytical strategy derived from an approach to 

literary translation, which allows for a better evaluation of Caine’s arranging decisions. Finally, I 

address several of the Mahler project recordings directly using this methodology in conjunction 
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with existing scholarly work on Mahler’s music. This dual approach reveals how Caine’s works 

reflect the implications and interpretation of the source material. Analyzing the Mahler project in 

this manner ultimately shows that by employing a method of musical translation that is 

sympathetic to the source material, Caine expands the potential for jazz musicians to create new, 

intertextual interpretations of other musical traditions that can enhance the listener’s experience 

of the original as well as the arrangement. 
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CHAPTER 2 

CAINE IN CONTEXT 

 There is a long, and often contentious history of jazz musicians being inspired by the 

canon of Western art music. Reactions of both musical communities toward these syntheses, 

regardless of whether the product was successful or not, usually range from skeptical to 

outraged. Take, for example, jazz critic Joe Goldberg’s observation about Gunther Schuller’s 

initial efforts to create a hybridized musical language: “Jazz and classical elements could blend 

in what [...] might be called ‘peaceful coexistence.’ But [...] the effect is more like that of an 

armed truce, every bit as tense and unpleasant as the global one.”
1
 This quote comes from 1961, 

during a pronounced escalation of the friction between the U.S.S.R. and the United States, which 

makes a comparison between the coexistence of jazz and Western art music elements within a 

single work and the Cold War a potent image. Of course, Goldberg is intentionally hyperbolizing 

and he even admits that some of Schuller’s compositional experiments are successful. Yet fifty 

years later, this antagonistic sentiment has not completely subsided. For some, like those who 

called for Caine’s arrest merely for arranging Mahler’s works, the two traditions cannot and 

should not mix. 

Yet the interaction between the traditions of jazz and Western art music has been 

consistent throughout jazz history. From the early New Orleans ensembles that had to hire 

classically-trained Creole musicians because they were musically literate to the modern 

university jazz students who are required to supplement their studies with an education in the 

classical canon, jazz musicians have regularly contended with the more established musical 

tradition. This kind of interaction is rarely reciprocated. True, especially when jazz was at its 

most popular during the first half of the 20
th

 century, Western classical composers eagerly 

                                                           
1
 Joe Goldberg, “The Third Stream: Is it Killing Jazz? (Pros and Cons),” Hi/Fi Stereo Review 7 (July 1961): 45. 
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adopted elements associated with jazz. European composers in particular employed the music to 

conjure images of African-Americans or American lifestyles. To emulate jazz, classical 

composers drew upon characteristic timbral inflections, syncopation, blues harmonies, or 

instrumentations used in jazz ensembles.
2
 Nevertheless, as Terry Teachout explains, “the direct 

influence of jazz on classical music proved to be a passing phase of modernism [...] and was 

already dying out in the ‘30s.”
3
 Although Leonard Bernstein, Gunther Schuller, and Dutch 

composer Louis Andriessen maintained some connection to jazz elements in their own Western 

art music compositions and it would be difficult to say that an interest in adopting characteristics 

of the jazz tradition has completely subsided, it is undeniable that jazz no longer holds the same 

pervasive influence on Western art music that it had during the years of its popularity.
4
   

Conversely, jazz musicians, whether out of genuine musical interest or some sort of 

political motivation, have more frequently returned to the sounds and ideas of the Western 

classical tradition. Caine’s work with Mahler or with any other Western art music composer for 

that matter is far from sui generis. Granted, the breadth and approach of Caine’s classical 

arrangements make them an impressive feat; the practice of ‘jazzing up’ works from the Western 

classical canon, however, “is as old as jazz itself.”
5
 To demonstrate how Caine’s arrangements 

differ from and draw upon previous endeavors, I first survey how jazz musicians approached 

Western art music in the past. The purpose of the present chapter is to provide a brief overview; 

                                                           
2
 Western art music composers were not, however, usually interested in adopting improvisation. Though 

improvisation continues to be a defining characteristic for jazz, during the time that jazz had its greatest influence on 

the classical tradition, the 1920s-30s, improvisation had largely disappeared from that tradition. Improvisation 

would return to the Western art tradition with the New York avant-gardists around John Cage, yet Cage vehemently 

denied being influenced by jazz; Terry Teachout, “Jazz and Classical Music: To the Third Stream and Beyond,” in 

The Oxford Companion to Jazz, ed. Bill Kirchner (Oxford: Oxford University Press, 2000), 347.  
3
 Teachout, “Jazz and Classical Music,” 347. 

4
 See Teachout for a collection of notable compositions from Western art music composers that incorporate elements 

from the jazz tradition; Teachout, “Jazz and Classical Music,” 347.  
5
 Mervyn Cooke, “Jazz Among the Classics, and the Case of Duke Ellington,” in The Cambridge Companion to 

Jazz, eds. Mervyn Cook and David Horn (Cambridge: Cambridge University Press, 2002), 162. 
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my summary is not meant to be comprehensive but rather merely to provide a concise account to 

contextualize Caine’s work within a larger trend. Following this survey, I then address more 

immediate influences on the Mahler project. Finally, by reviewing the reception of Caine’s 

recordings, I identify the state of the scholarly and journalistic discussion surrounding these 

arrangements. 

 

A Selective History of the Interactions Between Jazz and Western Art Music 

 Within the larger history of jazz/Western art music interaction two trends are prominent: 

put simply, either composers create new music based on a hybrid of the elements, concepts, and 

forms of the two traditions or they arrange existing music from the Western art music tradition to 

accommodate jazz performance practice. The difference in the perception of these two activities 

is critical: the former is generally taken as a byproduct of the musician’s appreciation of the 

classical tradition; the latter is more often considered a gimmick or an act of showmanship. Both 

approaches, however, are often viewed with skepticism. There are eras during which one or the 

other of these trends is more prominent, but examples of both can be found throughout most of 

jazz history. While Caine has composed extensively in the hybridization vein—most of his 

numerous collaborations with Western art music ensembles are new works—his commercially 

available recordings are more often arrangements of works from the canon.    

The lineage of jazz musicians who arranged the Western classical canon began even 

before modern jazz practice truly took shape, most notably in ragtime. Starting as a piano music 

before it was extended to other ensemble mediums, ragtime derived from the practice of pianists 

‘ragging’—setting a syncopated melody against a rhythmically regular accompaniment—a 
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procedure that could easily be used in adapting piano transcriptions of Western art music.
6
 

Though jazz would shortly supplant ragtime,
7
 this approach persisted among the early jazz 

pianists from New Orleans and the Harlem stride pianists.
8
 New Orleans-born pianist Ferdinand 

“Jelly Roll” Morton, self-proclaimed inventor of jazz, saw the performance of Western art music 

by jazz musicians as a lateral move:  

Jazz music is based on the same principles […] You have the finest ideas from the 

greatest operas, symphonies, and overtures in jazz music. There is nothing finer than jazz 

because it comes from everything of the finest-class music. Take the Sextet from Lucia  

[di Lammermoor] and the Miserere from Il Trovatore, that they used to play in the 

French Opera House, tunes that have always lived in my mind as the great favorites of 

the opera singers; I transformed a lot of those numbers into jazz time, using different 

variations and ideas to masquerade the tunes.
9
 

 

Morton’s perception evinces an understanding by early jazz musicians that jazz at that 

point was more of a process than a music with a separate lineage—hence “transformed [...] into 

jazz time.”
10

 The act of recasting a work via jazz principles could be similarly applied to 

classical compositions. This endeavor, typically referred to as jazzin’- or swingin’-the-classics, 

became so common that it resulted in an almost formulaic procedure. In essence, the jazz 

arranger converts an established classical composition into a “lead sheet.”
11

 The swingin’-the-

classics method requires the arranger to find a well-known classical melody and shape it to the 

performance considerations of jazz. These melodies are transformed through stylistic concerns 

                                                           
6
 William J. Schafer, “Ragtime,” in The New Grove Dictionary of Jazz, ed. Barry Kernfeld (New York: St. Martin’s 

Press, 1994), 1013. 
7
 Schafer notes that during the early decades of the 20

th
 century, ragtime and jazz were essentially interchangeable 

terms; Schafter, “Ragtime,” 1013.  
8
 Teachout, “Jazz and Classical Music,” 345. 

9
 Ferdinand Morton, quoted in Alan Lomax, Mister Jelly Roll: The Fortunes of Jelly Roll Morton, New Orleans 

Creole and “Inventor of Jazz,” reproduced in Keeping Time: Readings in Jazz History, ed. Robert Walser (New 

York: Oxford University Press, 1999), 20. 
10

 For an example of an early jazz approach, see Morton’s recording of the “Miserere” on his set of recordings for 

the Library of Congress; Jelly Roll Morton, Jelly Roll Morton: The Complete Library of Congress Recordings by 

Alan Lomax, Rounder Records CD11661-CD1888-2, 2005, compact disc. 
11

 A minimal presentation of musical material for jazz performance that supplies the tune’s melody and a series of 

chord symbols designating the harmony. 
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such as swing rhythm, syncopation, and timbral manipulation. This stylistically altered version is 

then set in some permutation of chorus structure, whereby the original theme is played at the 

beginning of a song, followed by a series of improvised solos over a harmonic structure, also 

derived from the original composition. The song concludes after a second performance of that 

melody. To complete the transition, the melody and improvisations are often supported by a 

standard jazz rhythm section (usually piano, bass, drums) performing a swing background.
12

 This 

practice allows the jazz musicians to approach the classical repertoire much as they would a song 

written for Broadway or on Tin Pan Alley. In this way, jazz musicians can perform a wide 

variety of works from the Western classical canon while still relying on the performance practice 

of their own tradition. 

The swing band era (approximately 1935-1945) saw arrangers take full advantage of a 

similar method while using the ensemble arranging tactics typical of big band writing to 

compose new accompaniments around the borrowed material. Many ensembles, from big bands 

led by Benny Goodman and Tommy Dorsey to the small groups under Raymond Scott and John 

Kirby, featured swingin’-the-classics arrangements for their band as a way to recontextualize 

audience favorites. A quick perusal of the most popular compositions set during this era shows 

an interest in composers such as Chopin, Debussy, Dvořák, Rachmaninov, Rimsky-Korsakov, 

and Johann Strauss II; i.e. either established Romantic-era composers or early-twentieth-century 

composers who used musical idioms generally considered to be pleasing to a popular audience. 

One does not find the likes of Stravinsky (outside his own “Ebony Concerto” written for the 

                                                           
12

 The addition of the rhythm section is not always necessary; many solo piano players like Morton can evoke swing 

rhythm through their rhythmic articulation. 
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Woody Herman Band), Schoenberg, Bartók, or Mahler within this repertoire, in part because 

they did not have the same wide-ranging popular appeal.
13

  

Although, as Mervyn Cooke points out, the repertoire addressed by these arrangers 

“tended to be those already popular in [their] own right, and no longer considered to be elitist in 

appeal,” the perception that these arrangements were created for commercial rather than artistic 

reasons has strengthened the
 
reservations that many in the jazz tradition have towards this 

activity.
14

 Performing jazz renditions of well-known classical works helped to drive record and 

ticket sales, and many of these arrangements were exceedingly popular with the album-buying 

audience as evidenced by subsequent recordings of the same arrangement by different bands.
15

 In 

fact, swingin’-the-classical arrangements are often seen as marketing toward a specific audience. 

Given the racially- and class-divided audiences of that time, it is thus not surprising that the 

swing ensembles recording these arrangements were predominantly though not exclusively 

white.  

Admittedly, this observation is skewed by the “unspoken boundaries that separated 

musical repertory along racial lines” in the first half of the twentieth century.
16

 Despite a wide-

ranging catalog, which included arrangements that could be considered in the ‘sweet’ style, black 

bands during this time were expected to record the fierier, more rhythmic, ‘hot’ jazz music from 

their repertoire. Consequently, discographies from this time do not fully illuminate live concert 

practices. Scott DeVeaux quotes trumpeter Rex Stewart’s lament: “Somewhere in the vaults of 

some record company […] there may still exist recording gems which the [Fletcher] Henderson 

band made and that were rejected because they were considered too perfect musically for a negro 

                                                           
13

 For a thorough catalogue of classical arrangements from swing bands, see Manfred Straka, “Kompositionen der 

abendländischen Kunstmusik im Repertoire von Swing-Ensembles,” Jazzforschung 36 (2004): 29-49. 
14

 Cooke, “Jazz Among the Classics,” 164. 
15

 Straka, “Kompositionen der abendländischen Kunstmusik im repertoire von Swing-Ensembles,” 32-48.  
16

 Scott DeVeaux, The Birth of Bebop (Berkeley: University of California Press, 1997), 123. 



18 
 

orchestra….Few people remember how extensive and beautiful [Henderson’s] waltz book 

was.”
17

 Therefore, while it is exceedingly likely that African-American big bands played the 

same arrangements of the Western art canon, the available recordings, and the list of bands that 

made those recordings, could be obscuring how pervasive these works truly were. 

As jazz became less popular after World War II due to factors such as the rise of other 

popular musics, the decreased economic viability of touring bands, and the growing prominence 

of the complicated harmonic language of bebop, the number of classical arrangements waned.
18

 

Jazz musicians who continued to confront the Western art canon became more individualized 

and experimental in their adaptations. Arrangements like Charles Mingus’s clever combination 

of the jazz standard “All the Things You Are” and Rachmaninoff’s “Prelude in C#” to create 

“All the Things You C#” or Gil Evans’s reorchestrations of Joaquin Rodrigo and Manuel de 

Falla on Miles Davis’s Sketches of Spain demonstrate a continued interest in the Western art 

music tradition. Though somewhat more conventional in their approach, projects like Duke 

Ellington and Billy Strayhorn’s arrangements of Tchaikovsky’s Nutcracker Suite and Grieg’s 

Peer Gynt or the extensive explorations of J. S. Bach’s oeuvre by John Lewis or Jacques 

Loussier reveal a conscious effort to address works from the older tradition that they connected 

with on a personal level: Lisa Barg convincingly argues for Strayhorn’s empathetic response to 

Tchaikovsky’s music through their mutual homosexuality;
19

 Lewis’s and Loussier’s love of 

Bach’s music, cultivated by their early training in Western art music, led each to record several 

albums constructed around or entirely from arrangements of that repertoire.
20

  

                                                           
17 DeVeaux, The Birth of Bebop, 125. 
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 DeVeaux, The Birth of Bebop, 440. 
19
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20

 Lewis recorded an album based on arrangements from Bach’s Well-Tempered Clavier (1984) as well as one with 
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Even with this revitalization of creative and personal responses to the Western classical 

canon, the number of composers that jazz arrangers addressed remained relatively small. Not 

until the final decades of the 20
th

-century does one see a dynamic shift in the repertoire used in 

these recordings. While there are still arrangements of Bach, Brahms, Debussy, and 

Tchaikovsky, arrangements of music by previously avoided composers became more frequent: 

Béla Bartók (Richie Beirach),
21

 Aaron Copland (Bill Frisell), Darius Milhaud (Branford 

Marsalis), George Enescu (Lucian Ban and John Hébert), Charles Ives (Bill Frisell, Naked City), 

György Ligeti (The Bad Plus), Conlon Nancarrow (Jason Moran), Steve Reich (Brad Mehldau), 

Erik Satie (Vienna Art Orchestra), Alexander Scriabin (Naked City), Igor Stravinsky (The Bad 

Plus, Dave Douglas, and Lalo Schifrin), Heitor Villa-Lobos (Wayne Shorter), Anton Webern 

(Dave Douglas), and, of course, Gustav Mahler (Uri Caine). 

There are two likely reasons for this new repertoire. First, these composers were now 

more securely within the Western classical canon. Since many of the jazz musicians listed were 

exposed to this music in their studies, this complex repertoire interested them, particularly given 

the parallel harmonic advancements of the jazz language. Second, the audience for these kinds of 

works has changed. Jazz arrangers were no longer trying to appeal to the tastes of a general 

audience. Those who actively sought these kinds of arrangements were likely either to be 

familiar with the original works in some capacity (e.g., consumers of Caine’s Mahler project 

probably possess some understanding of Mahler’s oeuvre already) or were fans of the artists’ 

other recordings and were intrigued by the latest inspiration. That is, of course, supposing that 

there is an audience; when asked who the ideal listener for his Western classical projects would 

                                                                                                                                                                                           
2;“Jacques Loussier” Discogs.com, accessed February 9, 2015, http://www.discogs.com/artist/289960-Jacques-
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21
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be, Caine jokingly said he was surprised that he even had one.
22

 No longer seeking to court broad 

audiences by arranging accessible classics, jazz musicians have greater freedom to explore other 

kinds of music. 

Ethan Iverson, pianist for The Bad Plus, noticed that the expansion into the 20
th

-century 

canon introduced new difficulties: “Problem A: How do you fit real, grooving drumming into the 

context of harmonically advanced and rhythmically disjunct modern classical music? [and] 

Problem B: How do you bridge the gulf harmonically between really modernist classical music 

and what a normal jazz musician can improvise?”
23

 These are issues that do not have a single, 

definitive answer and one could argue that even the best arrangements of the 20
th

-century canon 

still neglect one or both of these criteria. Iverson’s questions, nonetheless, do make it clear that 

the old swingin’-the-classics model is complicated by using music from more recent composers. 

Jazz musicians have addressed the irregular melodies, atonal harmonies, intricate rhythms, and 

asymmetrical forms that are characteristic of Western art music from the previous century; the 

resulting music, however, is a response to the expectations of the jazz tradition and thus may not 

facilitate a sympathetic, jazz-influenced realization of the twentieth-century classical canon. 

What generally results is a more faithful rendition of the original work that inserts jazz elements 

strategically rather than conforming the music directly to jazz models. Jazz musicians’ more 

recent explorations of the classical canon have in this way demonstrated unprecedented 

creativity. 

While Caine’s Mahler project is unmistakably in the lineage of Western classical canon 

arrangement, some also view the pianist as a member of a second, more pervasive type of 
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jazz/Western art music interaction. This thread relates to the use of the ideas, elements, and 

developments of Western classical music to facilitate the creation of new compositions in the 

jazz tradition.
24

 As mentioned above, Caine has composed works that share this impulse. Even 

his arrangements in the other lineage suggest an intent to accentuate prominent features of 

Western art music that have historically interested jazz musicians: its form, harmony, and 

instrumentation. A condensed summary of this tradition is therefore also significant to the 

discussion of Caine’s music. 

By the 1920s and 30s, many jazz musicians were inspired by the potential for integrating 

or collocating jazz and classical elements. The original efforts of that time, deemed “Symphonic 

Jazz,” could be seen as either innovative or condescending. In some cases, such as in the works 

created in line with Paul Whiteman’s famous (and infamous) intention to “make a lady out of 

jazz,” it was a little bit of both.
25

 Whiteman, who was such a commercial success that he was 

sincerely proclaimed the ‘King of Jazz’—though this is now seen more ironically—used his 

status to facilitate performances of jazz compositions that approach Western art music in certain 

respects. The most famous of these “experiments in modern music” was George Gershwin’s 

Rhapsody in Blue (1924). Whiteman’s ensemble was perfect for this type of jazz/symphony 

hybrid; in crafting his band’s ‘sweet’ sound, Whiteman added instruments to his ensemble such 

as a string section and French horns that recall the sound of the symphonic repertory.
26
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Gershwin’s work was also orchestrated by Ferde Grofé, the primary arranger for the Whiteman 

ensemble and a composer in the Western art music tradition in his own right. Though it is true, 

and frequently noted, that Gershwin’s work does not have a classical shape but rather consists of 

a collection of Tin Pan Alley tunes loosely stitched together, Rhapsody in Blue remains one of 

the few attempts at synthesizing the musical languages of jazz and Western art music that has 

earned a position in the performing repertory for jazz bands and classical symphonies alike.  

Gershwin was not the only one during the early 20
th

 century to create jazz compositions 

with classically inspired forms. James P. Johnson, a stride pianist whose recordings of dance 

tunes like the “Charleston” gave him great popular success, aspired to write concert music 

steeped in the jazz language. One of his best known works, Yamekraw, A Negro Rhapsody 

(1927) for piano, reflects the patchwork, march-style construction of many ragtime and stride 

piano compositions as well as that of Rhapsody in Blue; the piece is comprised of eight different 

melodic strains, presented more or less in order with only some repetition or digressions into a 

blues chorus.
27

 Ultimately, after 1930, Johnson stopped writing popular dance music altogether 

in order to better pursue his interest in creating these hybrid compositions.
28

  

Duke Ellington, too, experimented with the symphonic jazz concept, for example in his 

“Black, Brown, and Beige,” which premiered at Carnegie Hall in 1943. Ellington’s undertaking 

similarly acts as a collection of shorter songs. To combat the limitations of a form that seems to 

rely simply on stringing together of several discrete melodies, Ellington introduces a 

programmatic element. Ellington explicitly laid out a narrative in the concert’s program that 
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explained the composition as “a tone parallel to the history of the Negro in America.”
29

 Shortly 

after, Ellington divided this particular work into songs for recordings and concert performances.  

These examples are selected to demonstrate that symphonic jazz composers at this time 

sought to compensate for the difficulty of applying the principles of classical form to jazz, a 

problem created by attempting to make one tradition adhere to the procedures and expectations 

of the other. By employing a loose formal type such as a rhapsody, these composers found a 

means to use the tuneful melodies that made jazz the popular music of that time, while still 

exploring the potential of longer forms. 

 As the central musical language of jazz became bebop, the symphonic jazz experiments 

declined. The influence of contemporary Western art music on the bop musicians, however, 

remained potent. Of primary interest to jazz musicians during the middle decades of the 20
th

 

century were the recent harmonic or rhythmic developments of classical composers. Charlie 

Parker notably proclaimed his love of Bartók in DownBeat magazine.
30

 A number of sources 

also relate the apocryphal tale of Parker quoting The Firebird upon recognizing Stravinsky walk 

into a club. Throughout his career, Miles Davis was known to study diverse scores ranging from 

Ravel and Stravinsky to Cage, Partch, and Stockhausen.
31

 But in general jazz musicians during 

the 1940s and 50s were less interested in the aspects of Western art music that had appealed to 

earlier generations; they were less likely to adopt classical forms or employ orchestrally inspired 

instrumentations.
32
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During the late 1950s and mid-1960s, Gunther Schuller and John Lewis led the call for a 

true synthesis of jazz and Western art music: a Third Stream. The main idea of Third Stream 

music was to generate “a way of composing, improvising, and performing that brings musics 

together rather than segregating them. It is a way of making music which holds that all musics 

are created equal, coexisting in a beautiful brotherhood/sisterhood of musics that complement 

and fructify each other.”
33

 For its time, the initiative was remarkable and compelled a number of 

admirers from both traditions to contribute new compositions. This mutual interest is best 

symbolized by a concert staged at Brandeis University in 1957. The concert, under Schuller’s 

direction, featured the music of both jazz- and Western art music-oriented musicians including 

Charlie Mingus, Bill Evans, and Milton Babbitt. Nevertheless, that his movement is better 

known as third stream jazz indicates which tradition took the concept more seriously, and even 

then, most jazz writers, like Joe Goldberg quoted at the beginning here, consider this movement 

to be an odd deviation in the larger jazz tradition and essentially a failure. Nevertheless, Schuller 

continues to advocate for this conception and frequently claims similar exercises from modern 

musicians to be a part of the larger Third Stream mentality, even if they violate his original 

definition.
34

 Caine’s projects are occasionally drawn into this perceived neo-Third Stream 

movement, which, granted, is only belittling if one recalls the reception of the original projects. 

I should also mention the experimental music created by jazz musicians coming out of 

the music collectives in Chicago (AACM; Association for the Advancement of Creative 

Musicians) and St. Louis (BAG; Black Artists Group) starting in the late 1960s. The nature of 
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their free improvisations has led some critics to see a connection between this music and the 

indeterminate compositions from the previous decade, particularly those of John Cage and his 

circle. Cage, in fact, claimed that he influenced the direction of these musics.
35

 In contrast, 

George Lewis, a member of the AACM, argues in favor of differentiating between the 

Afrological impulse behind the improvisatory music of these jazz-leaning collectives and the 

Eurological model practiced by musicians influenced by the Western art music tradition. The 

former is often socially motivated, situated within “known” musical models, and evocative of 

individual expression whereas the latter is characterized in part by its attempt create music that 

avoids reference to established musical models and its deliberate distinctions between composer 

and performer.
36

  

 

Precedents from the Downtown Scene  

One creative center offers the clearest precedent for Caine’s classical canon projects. 

Members of New York’s Downtown Scene during the late 1980s and early 1990s, the musical 

circle that immediately surrounded him during the time when he composed those projects, shared 

his valuation of the qualities that define the Mahler project.
37

 After moving permanently to New 

York City in 1985, Caine gravitated to the “Downtown Scene” in lower Manhattan.
38

 Here, 

within this artistic community and particularly at the Knitting Factory, he met musicians who 
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would become his closest collaborators, especially Don Byron, Dave Douglas, and less 

frequently, John Zorn. The musicians in the Downtown Scene were noted for their receptiveness 

to a wide range of musical traditions and a flexibility that allowed them to perform music of 

those traditions sympathetically, qualities that many identify as central to Caine’s characteristic 

sound. Indeed, Caine credits his own diverse interests to Byron’s guidance: “He was very 

influential because he was a kindred spirit. I started working with him when he was playing 

klezmer music and then I started playing in his other groups [...] Don and I spent a lot of time 

together; there’s a lot of music that I was not so into that he really turned me on to.”
39

 This 

broad-minded appreciation of a musical totality is precisely what the artists in the Downtown 

Scene strived to cultivate.   

Beginning in the 1970s, a collection of New York City neighborhoods below Fourteenth 

Street became the home to a wide array of artistic avant-gardism;
40

 Ann Magnuson, herself a 

denizen of this culture in the 1970s and 80s, romanticizes the spirit of unbridled and unrestrained 

creativity by noting that one could be “in a band even if you couldn’t play, making art even if 

you never learned to paint, running a club with no business experience.”
41

 This spirit of outsider 

ingenuity led to the emergence or development of a staggering number of distinctive musics: 

minimalism (Steve Reich and Philip Glass were based in New York, though their connection to 

the other Downtown musicians is somewhat tangential), loft jazz, American punk rock, new 

wave, no wave, and a collection of experimental groups from the Western art music, jazz, rock, 
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and performance art traditions.
42

 Tamar Barzel asserts that “it is impossible to generalize about 

the wider scene without flattening the very differences that animated it.”
43

  

One can, however, list several characteristics central to the Downtown aesthetic, such as 

“collage, genre blurring, syntactic rupture, and intertextuality.”
44

 Particularly with regard to the 

Mahler project, the community-wide concentration on compositions that resist traditional 

boundaries and expectations is significant: Bernard Gendron even asserts that “this is the legacy 

of the rich and exciting Downtown music scene […] The barriers between musical fields, 

between the formerly high-, middle-, and lowbrow cultures, have been permanently dismantled, 

and crossover activity is now an almost banal fact of life.”
45

 This type of intertraditional 

synthesis was central to the founding of the Knitting Factory. Founders Michael Dorf and Louis 

Spitzer opened the club in 1987 on Houston Street between the Bowery and Broadway with a 

press release that doubles as a mission statement: “The Knitting Factory is primaraly [sic] a 

showcase. Our aim is to weave strands of art mediums into a congruent whole, from the 

Wednesday night poetry to the works on the walls. […] The Knitting Factory considers many 

things art and is open to suggestions.”
46

 The boundary defiance of the Mahler project typifies the 

Downtown sound; the similar, though less exhaustive, projects in this vein undertaken by other 

Downtown musicians further affirm the strong connection between Caine’s music and that of his 

immediate circle. 

 A collection of recordings from the early 1990s, the years immediately preceding the 

beginning of the Mahler project, anticipates elements of Caine’s approach: Don Byron’s The 
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Tuskegee Experiments (1992), The Naked City’s Grand Guignol (1992), Bill Frisell’s Have A 

Little Faith (1993), and Dave Douglas’s Separate Worlds (1993). All these albums include 

arrangements of music by composers who, like Mahler, were not used extensively in previous 

jazz/Western art music interactions. Furthermore, they actively reject the swingin’-the-classics 

model, preferring instead to retain large selections from, if not the entirety of, the original 

composition. Up to this point, only Frisell’s recording has come up in relation to the Mahler 

project.
47

 Yet, since Caine has frequently collaborated with many of the musicians involved with 

these recordings, both on the Mahler project and in other ensembles, it is highly likely that they 

affected his own artistic decisions (Figure 1.1 shows the overlap between the various ensembles 

and that of Urlicht/Primal Light).  

 Don Byron, given his influence on Caine and his participation as a performer on both of 

the Mahler project studio albums, serves as a convenient introduction into this collection of 

Downtown Scene recordings. At the conclusion of his debut album, The Tuskegee Experiments 

(1992, recorded in 1990-1), Byron uses his classical clarinet training at the New England 

Conservatory and includes a rendition of Robert Schumann’s “Auf Einer Burg” with piano 

accompaniment and without any stylistic or structural alterations.
48

 This straightforward 

performance is what one would expect from the musician who JazzTimes writer John Murph  
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Have a Little Faith (1993) 

Bill Frisell (guitar) 

Don Byron (clarinet; bass clarinet) 

Guy Klucevsek (accordian) 

Kermit Driscoll (bass) 

Joey Baron (drums)  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1.1: Ensemble Connections of Significant Downtown Scene Recordings  

and Uri Caine’s Urlicht/Primal Light  

Grand Guignol (1992) 

John Zorn (alto sax; vocals) 

Bill Frisell (guitar) 

Wayne Horvitz (keyboards) 

Fred Firth (bass) 

Joey Baron (drums) 

Yamatsuka Eye (vocals) 

Bob Dorough (vocals) 

Urlicht/Primal Light (1997) 

Uri Caine (piano) 

Joey Baron (drums) 

Aaron Bensoussan (cantor; hand drums) 

Dave Binney (soprano saxophone) 

Danny Blume (guitar and electronics) 

Dean Bowman (vocals) 

Don Byron (clarinet) 

Dave Douglas (trumpet) 

Mark Feldman (violin) 

Michael Formanek (bass) 

Larry Gold (cello) 

Arto Lindsay (vocals) 

DJ Olive (turntables) 

Josh Roseman (trombone) 

Tuskegee Experiments 

(1992) 

Don Byron (clarinet) 

Greta Buck (violin) 

Bill Frisell (guitar) 

Joe Berkovitz (piano) 

Edsel Gomez (piano) 

Richie Schwarz (marimba) 

Kenny Davis (bass) 

Lonnie Plaxico (bass) 

Reggie Workman (bass) 

Pheeroan akLaff (drums) 

Ralph Peterson (drums) 

Parallel Worlds (1993) 

Dave Douglas (trumpet) 

Mark Feldman (violin) 

Eric Friedlander (cello) 

Mark Dresser (bass) 

Michael Sarin (drums) 
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credits as the main reason why “the clarinet has largely shed its trad-jazz exclusivity and is now 

acceptable across a variety of postmodern jazz applications.”
49

 In the early 1990s, the jazz 

community knew Byron as “New York’s favorite klezmer/classical/art rock/jazz clarinetist.”
50

 

Indeed, throughout the critical community, Byron was thought of as a master of stylistic 

diversity; Time notes that “calling Don Byron a jazz musician is like calling the Pacific wet—it 

just doesn’t begin to describe it.”
51

  

The significance of Byron’s selection comes from the fact that he leaves the original lied 

intact, allowing a classically-informed performance of Schumann on clarinet to stand on its own 

at the conclusion of a jazz album. The confidence to place this work prominently on his debut 

recording as a leader indicates the regard that Byron has for the Western art music tradition, one 

that he projects toward his audience.   

John Zorn and his ensemble Naked City’s second album, Grand Guignol (also released in 

1992), demonstrates a similar respect for the classical tradition. The number and selection of 

Western canon arrangements is astounding. Following a lengthy opening track, the eponymous 

“Grand Guignol,” Naked City’s next seven tracks are all from the classical tradition: Debussy’s 

“La cathédrale engloutie,” the first three preludes from Scriabin’s Five Preludes, Op. 74, the first 

motet from Orlande de Lassus’s “Prophetiae Sybillarum,” Charles Ives’s “The Cage,” and then 

finally concluding the series with “Louange à l’éternité de Jésus,” the fifth movement of 

Messiaen’s Quatuor pour la fin du temps.
52

 And like Bryon’s decision to include an entire 
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Schumann lied, Naked City performs the full length of each work including the 

accompanimental figuration.
53

 

The sound of these arrangements is incongruous within the context of the album’s 

packaging and the Naked City’s more usual anarchic performance style. Following Zorn’s 

interest in the provocative and grotesque—the cover of Naked City’s previous album, Torture 

Garden (1990) features a bare-chested woman and foreshadows violence inflicted on another—

the album is named after the Théâtre du Grand-Guignol, a Parisian theater open from 1897-1962 

that specialized in realistic theatrical horror that would invariably include gruesome and bloody 

special effects. Grand Guignol’s CD booklet displays graphic photographs from the Dr. Stanley 

B. Burns Collection of Historic Medical Photography and Zorn writes that the album’s title 

comes as an allusion to “the darker side of our existence, which has always been with us and 

always will be.”
54

 Yet in the “Special Thanks” section of the CD booklet, one also sees that the 

band had included “The Transcriptions of Arnold Schoenberg”; though all of the arrangements 

were made by Zorn, the recognition of Schoenberg and his transcription practice indirectly links 

the Knitting Factory gatherings to the Verein für musikalische Privataufführungen, for which 

Schoenberg and his circle produced extensive transcriptions of favored works. 

In total, the album’s classical arrangements comprise over a third of the album and 

contrast with the 33 tracks that follow with regard to both size (the longest is 1:16) and title, for 

the later tracks fulfill the album’s macabre implications with evocative and vulgar names like 

“Blunt Instrument,” “Shallow Grave,” “Victims of Torture,” “Perfume of a Critic’s Burning 
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Flesh,” and “Jazz Snob: Eat Shit.”
55

 The most noticeable difference between the Naked City 

arrangements and Byron’s comes from the instrumentation of the ensemble. Naked City—John 

Zorn (alto sax/vocals), Bill Frisell (guitar), Wayne Horvitz (keyboard), Fred Frith (bass), and 

Joey Baron (drums)
56

—use their electronic instruments to create an aura of otherworldliness in 

these performances. The setting of “La cathédrale engloutie,” for example, expands from the 

original solo piano setting by dividing the music among the ensemble: thus the pianist’s right 

hand passages most often appear in Frisell’s guitar. Frisell plays with sustain and mild distortion 

throughout; the left hand is covered by Horvitz, who adds a similar sustain through the use of an 

organ timbre. This resulting wash of sound, oddly evocative of coloristic techniques Debussy 

himself used, evokes a dream world for the audience, an effect magnified when Zorn’s alto 

saxophone enters to accentuate the melodic lines at climactic points.  

While the arrangements of the Western classical canon on “Grand Guignol” anticipate the 

effect of introducing non-symphonic instruments into the texture for timbral effect, the music is 

still primarily the original work; unlike Caine in his Mahler project, Zorn does not add moments 

of improvisation nor does he rapidly changing performance styles. Most likely this was done 

specifically to contrast with the chaotic stylistic interplay that defines a Naked City album and, 

indeed, directly following this collection of arrangements, the listener is bombarded with 

precisely that. It is not, however, until a third album released the following year in 1993—

Frisell’s Have a Little Faith—that one can recognize an extensive interplay between the source 

work and the newly composed jazz elements.  
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Frisell, who played on The Tuskegee Experiments and Grand Guignol, approached 

classical canon arrangements by setting them as the core of the album. Frisell’s song selection 

for Have a Little Faith is drawn from American music of all musical traditions: the album 

features jazz (Sonny Rollins’s “No Moe”) and also marches (John Philip Sousa’s “Washington 

Post March”), popular music (Madonna’s “Live to Tell,” Bob Dylan’s “Just Like a Woman,” and 

the titular “Have a Little Faith in Me” by John Hiatt), folk (“Billy Boy”), and Western art music 

by Aaron Copland (Billy the Kid) and Charles Ives (“The ‘Saint-Gaudens’ in Boston Common: 

‘Col. Shaw and his colored regiment’”) as a foundation for improvisation. The concept caused 

David Ake to present this recording as an alternative for construing an identity within jazz to 

Wynton Marsalis’s Standard Time Volume 2: Intimacy Calling (1991), which constructs a 

version of the jazz narrative based on the great African-American performers who popularized 

particular jazz standards.
57

  

 Copland’s Billy the Kid, which comprises the first seven tracks of Frisell’s album, 

represents the longest composition addressed in full by the Downtown Scene musicians to this 

point.
58

 He maintains a similar approach to Zorn in that the foundation of the track is derived 

closely from Copland’s composition. Frisell, however, is more concerned with introducing 

recognizable jazz components into the performance than he is in maintaining complete fidelity to 

the original. Throughout the work, Frisell and his ensemble excise various passages from the 

score, which they balance by introducing passages of free improvisation at the beginning of track 

three (“Mexican Dance and Finale”) and four (“Prairie Night (Card Game at Night)/Gun 
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Battle).” Ake recognizes that “through these improvisatory passages—interludes that jazz up 

Copland’s score—the group recontextualizes the depression-era composition.”
59

 

More important, however, Frisell’s arrangement of Billy the Kid presents this work in 

order and reproduces substantial passages from the source composition in every track. Frisell 

creates a cohesive twenty-minute work that contextualizes these improvisational additions within 

the dramatic progression of scenes in Copland’s ballet. The growing importance of these free 

improvisations in the middle tracks, in contrast to the more literal transcriptions of the outer 

movements, grafts a climactic arc on top of Copland’s work, both through the explosive energy 

of the improvisations and from the tension between the original and the added materials. This 

same expressive, structural, and intertextual potential for improvisational insertions can be seen 

in Caine’s arrangements. 

One final recording, Dave Douglas’s Parallel Worlds (1993, his debut album as a leader), 

takes an approach to Western art music arrangement similar to Frisell’s. Douglas’s settings, 

however, provide the most convincing precedent for the Mahler project as he includes arranging 

techniques that Caine himself would later use. His selections for this album demonstrate a 

profound concern with integrating jazz-inspired elements in a way that serves to accentuate the 

structure or the textual implications of the original composition. Douglas programs three 

Western art music compositions for this recording: “Sehr bewegt,” the third movement from 

Anton Webern’s Fünf Sätze fur Streichquartett, begins the album; he inserts a selection from 

Kurt Weill’s Threepenny Opera (not the typical “Mack the Knife,” which had long been 

assimilated into the jazz tradition, but rather the “Ballad in Which MacHeath Asks Everyone to 

Forgive Him,” [Grabschrift in Weill’s German original]) into the middle; he then concludes with 

the “Grand Chorale” from the L’Histoire du Soldat by Stravinsky. The presence of these 
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compositions, in combination with his unique ensemble instrumentation—Douglas on trumpet, 

with a violin (Mark Feldman; another musician who also appears on Caine’s Mahler albums), 

cello, bass, and drums—and his Western art music-inspired original compositions, led Gunther 

Schuller to proclaim Douglas’s work to be an extension of the Third Stream movement in the 

album’s liner notes.
60

  

In these arrangements, Douglas and his ensemble perform the full work each time but, 

like Frisell, they find intriguing ways to introduce improvisation into, or against, the original 

form. In “Sehr bewegt,” Douglas manages to more than double the length of the work by 

beginning his arrangement with a chaotic improvisatory meandering that evolves into Webern’s 

quartet.
61

 In the “Ballad,” the original accompaniment and occasionally the melody are set in the 

strings, while Douglas moves through that ensemble: at times, he improvises freely over Weill’s 

swaying figuration; at other times, notably the climactic moments of the work, he performs the 

melody with an aggressive tone. His performance portrays MacHeath’s barbed apology, a 

condemnation of capitalism, which he compares with his own criminal activities, through a 

trumpet sound that recalls Bubber Miley’s solos for the Ellington band; a fascinating 

appropriation of a unique, jazz-inspired sound to convey the message of the source text.
62

 

Douglas’s take on the “Grand Chorale,” the finale to both Stravinsky’s work and Douglas’s 

record, again recreates the full length of the work. Yet, unlike the approach in “Sehr bewegt”— 

the ensemble performs the original without stopping after they move past the chaotic 
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introduction—they pause at various climactic moments to improvise joyfully for a few seconds 

before returning to the source work. These additions allow the musicians and the audience to 

ruminate on these emotional moments a little longer.  

In each of the tracks, Douglas anticipates a method that Caine uses in his Mahler 

arrangements. The improvisational introduction into an arrangement (“Sehr Bewegt”), the use of 

the Weill’s composition as accompaniment for improvised solos and the accentuation of textual 

meaning through stylistic techniques (“Ballad”), and the addition of improvisation to prolong 

significant structural moments (“Grand Chorale”) all appear repeatedly in Caine’s work. Indeed, 

each of the four recordings briefly discussed here demonstrates a clear interest in revising how 

the Western art music canon can be approached. A number of consistent characteristics emerge 

from these selections: the near-literal presentation of the original musical material, often in 

transcription; the use of unique timbral combinations to reflect a different sound environment 

from that in which they were originally heard; and the accentuation of structural points through 

orchestration (Zorn or Douglas waiting to join the melody until later in the piece to add volume 

and strength to the performance) or through the addition of improvisation. That so many of the 

musicians on these recordings appear on Caine’s Urlicht/Primal Light should not be surprising. 

What is in fact surprising then is that the particular arranging practices of this circle are rarely 

mentioned in scholarly discussion of the Mahler project.  

   

Caine’s Reception 

Caine describes the reception of his music by mentioning the reactions of three 

audiences: “At jazz places, they don’t understand it but sense that it’s cool. People at new music 

festivals are into it because they think we’re deconstructing these composers. When I play a 

classical music festival like Bach-Dresden, I really don’t know what they thought […] But then 
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so much has to do with the setting.”
63

 The scholarly and journalistic reception of Caine’s music 

typically divides along similar lines. Classical music scholars tend to be hesitant toward these 

arrangements. Jazz journalists are generally enthusiastic, though many who are involved in 

writing profiles and record reviews seem to have a greater grasp of Caine’s goals and Mahler’s 

oeuvre than the general audience to which Caine is referring. And those who present Caine’s 

project as deconstructing Mahler’s oeuvre because it deliberately accentuates particular elements 

of the composer’s style can also find plenty of support for their claims. Each of these 

perspectives provides insight into Caine’s project but, regardless of the writer’s personal opinion 

about the success or failure of or even the necessity for the Mahler project, the same series of 

analytical perspectives, which stress the stylistic diversity of the Mahler project and the 

connection between Caine’s and Mahler’s Jewish heritage, persist. 

As Caine and his ensemble are considered to be within the jazz tradition, and most of his 

recorded output falls into this generic category, most writing about Caine comes from the jazz 

world. Analyses of this music, however, are not necessarily found in the work of jazz scholars; 

rather it is the jazz press that has most often approached Caine’s Western art music projects. 

Journalistic writings on Caine’s work take three forms: profiles, interviews, and album reviews. 

The first two types, journalistic profiles and interviews, are related in their content: both can be 

insightful and by nature typically laudatory, since the author works directly with Caine. Album 

reviews are usually less consistent in their ability to illuminate their subject, as they tend to be 

brief (rarely exceeding a few paragraphs) and are inherently evaluative. Nevertheless, these 

reviews provide valuable insight into how Caine’s Mahler project is viewed by the jazz critical 

community. 
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Profiles of Caine most often focus on biographical matters, addressing how he rose to the 

level of prominence that would merit a feature article in a nationally circulated jazz periodical. 

Common topics in a profile include details about his current, multifaceted projects, the 

eclecticism of his recorded oeuvre, and a few quotes about his philosophies pertaining to either 

the performance and arrangement of jazz or its interaction with other music traditions. For 

example, David Adler’s profile of Caine in the January/February 2012 issue of Jazz Times details 

the aftereffects of Caine’s series of jazz/Western art music syntheses, describes in part his 

frenzied touring schedule, and draws connections between his work and that of like-minded jazz 

performer/arrangers.
64

 

Transcribed interviews can also be informative. Caine has given interviews with major 

jazz periodicals throughout his career and, though he often repeats himself, he projects a blend of 

expertise and approachability through his choice of language and his frank explanations for his 

complex projects. One interview that I return to several times in the course of this study is Bob 

Blumenthal’s joint conversation with Caine and Byron for JazzTimes in 2001. Blumenthal’s 

interview was a part of a collection of articles and discussions in that issue, which detailed artists 

that comprise a “new third stream.” He reproduced extensive quotations from the musicians, 

some of which give the clearest explanation of Caine’s approach to his Western art music 

arrangement projects. Caine broadly summarizes his approach in these projects by saying that he 

“realized that different methods could be applied to different composers, with more or less of an 

emphasis on historical approaches.”
65

 This quote indicates that Caine adapts each project 

according to his knowledge of the individual composer’s exceptional traits and biography, a 

marked contrast with the more systematic methods associated with earlier jazz arrangements.  
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Caine specifies how this outlook shaped his Mahler project, explaining that these 

arrangements were “his most biographical” and that he explored the possibility of “exaggerating 

the references to life that [Mahler] had already included, opening them up to improvisation.”
66

 

Also important is Caine’s elucidation of how he believes that working through Mahler’s 

structure was vital in creating these works: “I’ve always been interested in finding new structures 

for group improvisations, and as I developed the Mahler pieces I heard how they presented 

different things for people to play against.”
67

 Previous analyses tend to ignore Caine’s approach 

to classical form; this interview provides support for investigating this aspect of the Mahler 

project. Indeed, Caine’s explication of the characteristics of Mahler’s music he thought to 

approach serves as the point of departure for my own analyses of these arrangements. 

Finally, the reviews of the albums in the Mahler project provide insight on their critical 

reception by jazz musicians and critics. These reviews are remarkably formulaic. Many begin 

with an opening gambit regarding the problematic history of mixing jazz and Western art 

music;
68

 the writers then usually note that Caine’s methods differ from the norm.
69

 This leads to 

mentioning the complexity of these arrangements,
70

 quickly followed by the assurance that one 
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need not be a Mahler scholar to enjoy the album,
71

 while the reviewers provide clues that they in 

fact are well versed in Mahler’s oeuvre.
72

 Critics highlight the eclectic performance materials 

employed by Caine’s ensemble and how each individual arrangement tends to take on its own 

stylistic identity.
73

 If the review relates to Urlicht/Primal Light or Gustav Mahler in Toblach, 

i.e., if it predates the release of Dark Flame, the reviewer is likely to emphasize that Caine 

heightens Mahler’s Jewish elements.
74

 Reviewers do occasionally differ from each other in their 

perception of the turntablist in these records, but it rarely goes undiscussed: some see Caine’s 

addition of a deejay as the most striking and innovative element of an already striking and 

innovative album;
75

 others are uncertain that this instrument adds anything to the ensemble and 

find it to be a distraction.
76

 Finally, all the reviews from the jazz journalistic community do agree 

that Caine’s Mahler project, more so than some of his other experiments with the Western 

classical canon, is a success; if the journal uses ratings to score the albums, typically based on a 

five star system with five considered excellent, their ratings are four or five.
77

 

One can interpret the persistence of these observations as having to do with the defining 

aural characteristics of the Mahler project, those that reviewers could quickly garner from one or 
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two hearings. These reflexive reactions, however, parallel much of the scholarly discussion as 

well. Indeed, scholarly authors who write about the Mahler project (though there are admittedly 

few overall) can most often be placed in one of two categories: analysts who explore how 

Caine’s setting accentuates the Jewish element of Mahler’s works and those who are interested in 

viewing Caine’s polystylism as an expression of postmodernism. 

In general, the scholarly studies that are the most positive about the Mahler project are 

those that investigate this music in relation to Mahler’s Jewish heritage. The Jewishness of 

Caine’s settings is especially audible on Urlicht/Primal Light, so most of the detailed studies 

focus on this album rather than on Dark Flame. Caine’s arrangements in four of the eleven tracks 

on the first album—“Symphony no. 5, Funeral March,” “The Drummer Boy from The Boy’s 

Magic Horn,” “Symphony no. 1 Titan, 3
rd

 movement,” and “The Farewell from The Song of the 

Earth”—are perceived as being influenced by performance styles associated with Jewish music, 

especially klezmer and cantorial singing. Luca Bragalini argues that these consistent references 

to Jewish music allow Caine to connect Mahler to jazz and blues: “Jewish music not only builds 

a bridge from jazz to Gustav Mahler but also—and this is surprising—the presence of blues. 

Why? The scale that is used in blues is also to be found in Jewish melodies.”
78

 Other 

commentators interested in this interpretive perspective tend to recognize Caine’s heritage (he is 

Jewish and grew up in a household that spoke only Hebrew) as well as his professional 

connections to Don Byron’s klezmer ensemble, John Zorn (a vocal advocate of Jewish-

influenced references in contemporary music), and other Knitting Factory veterans like Dave 

Douglas, Mark Feldman, and Joey Baron, all of whom have participated in other Jewish music-
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influenced projects.
79

 These scholars appear to be interested in depicting Caine as another 

advocate for Mahler’s Jewishness following the tradition of Leonard Bernstein and the so-called 

Mahler Revival.  

Björn Heile, the most prolific writer on Caine in English is particularly concerned with 

this quality of the Mahler project. His work offers the most thorough published analysis of 

Caine’s Mahler arrangements as a whole and thus provides a point of reference for all 

considerations of the Mahler project. I therefore refer repeatedly to his articles here. In addition 

to providing brief analyses of several arrangements and making an evocative reference to 

Mikhail Bakhtin’s concept of the carnivalesque—in that Caine inverts and subverts the hierarchy 

of German symphonic and folk music movements from Mahler’s time—
80

 Heile views the 

Mahler project as a reclamation of Mahler’s Jewishness. He sees Caine’s prominent stylistic 

references to the Jewish music traditions as indicating that the Mahler project recordings “have 

to be seen in the context of his construction of a Jewish tradition within Jazz.”
81

 Heile notes 

Caine’s tendency to intensify the “Jewish” sound of melodies of specifically Jewish origin (the 

second theme group of Symphony no. 1, mvmt. III) as well as that of melodies heard as less 

overtly Jewish in the source composition (Symphony no. 5, mvmt. I, rehearsal 2), are 

transformed to present a more Jewish sound.
82

 A focus on Mahler’s Jewish identity, Heile 
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argues, is an overt political statement, one that situates both Mahler and Caine within a 

contemporary Jewish dialogue.
83

  

The merits of Heile’s interpretation are evident. For example, the introduction of a cantor 

into “The Farewell,” (“Der Abschied” from Das Lied von der Erde) to perform selections from 

Psalms 118 and 121 and the El Malei Rachamim (the Jewish prayer for the soul of the dead) in 

Hebrew is inspired by both Mahler’s heritage and the contemporary state of Israel. The original 

idea to use a cantor for the Mahler project came from an anecdote concerning Mahler’s asking a 

Polish opera singer/cantor back to his hotel room to sing him the songs of his youth.
84

 Adding 

this element to “The Farewell,” however, came from Caine’s experience of watching the funeral 

of the assassinated Israeli Prime Minister Yitzhak Rabin in 1995 on television.
85

 Caine, who was 

working on the Mahler project at the time, recognized the first notes sung by the cantor at the 

funeral as identical to the oboe’s notes in mm. 3-4 of Mahler’s final movement.
86

 

 

Example 1.1: Mahler, “Der Abschied,” Das Lied von der Erde, Oboe, mm. 3-4. 

 

In interviews Caine nonetheless acknowledges that Mahler’s Jewishness is only one of 

the inspirations for the Mahler project. Caine does not want to be restricted to this particular 

reference but rather seeks to encompass all of Mahler’s stylistic references. He explains that a 

similar emphasis on martial music in this project stems from the fact that Mahler “grew up near 
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an army barracks, he was influenced by fanfares and funeral marches. He put them into his 

music.”
87

 Moreover, Caine has denied that he intended either to construct an interpretation of 

Mahler as a victim or to draw connections between Mahler’s situation and the plight of Jews in 

Europe after his death.
88

 Caine does not want to be restricted in this way because he “likes so 

much other music!”
89

 Thus, although it is rewarding to investigate Caine’s accentuation of 

Mahler’s Jewish references, this approach in itself is insufficient for addressing Caine’s full 

conception of Mahler. 

Alternatively, if a critic focuses on Caine’s use of other distinctive styles without keeping 

in mind their connections to Mahler’s life, turn-of-the-century European culture, and Caine’s 

readings of the poetic text settings that Caine cultivates, then resulting interpretation tends to 

diagnose postmodernity. Caine’s associations with prominent postmodern musicians from both 

the Western art music (George Rochberg) and experimental/jazz (John Zorn and Don Byron) 

traditions, coupled with his markedly eclectic recorded work, support this assessment.
90

 

Certainly, aspects of postmodernism can inform hearings of these works, especially its interest in 

dissolving a generic hierarchy. The polystylism of the Mahler project viewed as an attempt to 

establish equality among stylistic references recalls Mahler’s own interest in introducing so-

called low-brow musics into a high-art environment. The biggest concerns that arise from 

applying the postmodern label are the lack of a universal agreement on a definition of 

postmodernism in jazz and, moreover, that those who categorize Caine’s work that way ignore 

the extramusical factors that inspired the characteristic diversity of postmodern performance.  
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When “postmodernism” appears in writings about Caine’s music, the Mahler project or 

otherwise, it is generally used only in reference to the heterogeneous stylistic and generic surface 

of these works. Writing in the Nachrichten zur Mahler-Forschung, Rainer Boss asks whether the 

conflation of Mahler and jazz is “another one of those postmodern attempts at connecting things 

that do not belong together.”
91

 This same attitude toward postmodernism appears in some jazz 

journalism: postmodernism is “the art of fitting together things that don’t necessarily fit 

together.”
92

 Often when postmodernism is evoked in the context of Caine’s oeuvre, it is used as 

means to criticize it: for those who feel that he distorts the source work, postmodernity, and the 

frivolous arbitrariness it often implies, becomes a phrase with which to attack his 

arrangements.
93

 This is, of course, an ideological dispute stemming in part from a belief that 

Mahler’s music should be left alone. Caine is surprisingly sympathetic to his vocal detractors: 

“I’ve played it at Mahler Festivals with the group and some people have said, ‘I can’t accept 

this,’ and I can understand it, and I don’t have a problem with that.”
94

 Still, using Caine’s music 

as a means to criticize postmodern aesthetics is detrimental to investigating how he employs 

diverse stylistic materials in his music. 

Taking a different approach, Vincent Cotro introduces concepts from the historical-

theoretical basis of postmodernism, namely its questioning of the linear narrative of modernism. 

The difficulty in deciding precisely what qualifies as musical postmodernism again arises. 

Writers from the Western art music tradition sympathetic to the concept of postmodernity would 

point to attributes such as eclecticism, appealing to a more commercial audience, and reassessing 
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and including the past through allusion or direct quotation. Yet, as Cotro rightly points out, the 

very qualities that help define postmodernism in Western art music have been characteristics of 

jazz throughout its history.
95

 Indeed, nostalgia for the past and a conscious pursuit of a 

commercial audience are readily identified in jazz since the 1980s. Caine’s Mahler project, too, 

clearly displays two of the attributes and one could make a case that the third applies as well 

(though, as mentioned earlier, Caine is a little surprised that there is an audience for these 

works).  

In appraising Caine’s oeuvre, Cotro nevertheless falls into the trap of merely noting that 

Caine is an uncommonly versatile performer and arranger.
96

 He does explain that Caine’s music 

invites audience members to question their notions of hierarchy, but as he presents only a brief 

overview of these works, Cotro does not look for the reasons why Caine would question these 

hierarchies.
97

 Again, just as in the case of the Jewish hearing of the Mahler project, reviewing 

Caine’s work as an expression of postmodernism is potentially beneficial but in tending to focus 

on one aspect of this music may preclude consideration of the whole. 

Caine’s interest in Mahler’s use of classical form is often ignored or diminished in the 

existing scholarship. Since form is a frequent topic in interviews with Caine, its relative absence 

in studies of Caine’s arrangements is surprising. Heile does address Caine’s interest in form to a 

greater degree than the other analytical articles regarding Caine’s music. Still, he does conclude, 

perhaps prematurely, that “Caine tends to abridge and simplify the form to a significant degree, 

preferring simple ternary and strophic forms to Mahler’s often complex formal outlines.”
98

 True, 

Caine admits that “Mahler’s forms, especially his symphonies, are so long and complex [that] I 
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was gravitating towards his songs, which are shorter forms.”
99

 But the desire to arrange shorter 

forms does not necessarily mean that Caine is simplifying the original works, as evidenced by 

the variety of arranging techniques presented on Dark Flame. Furthermore, as seen in the 

recordings made by the Downtown Scene musicians mentioned above, the original work’s form 

proves indispensable as a blueprint for the structural points most suitable for the placement of 

improvisation or other modifications. A discussion of form should be a significant aspect of 

investigating the Mahler project.  

Finally, in addition to studying the existing scholarly and journalistic literature, I have 

consulted with Caine about the nature of his music on several occasions. Indeed, Caine’s interest 

in this study has allowed me unique access to his manuscripts for the Mahler project. These 

documents provide a privileged view of Caine’s arranging process. The contents of these 

manuscripts are the central focus of Chapter 3. 
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CHAPTER 3 

 

THE MAHLER PROJECT MANUSCRIPTS 

 

Previous studies of the Mahler project, both scholarly and journalistic, have been based 

on Caine’s commercially available recordings and thus consider the predominant aural 

characteristics of a single performance. While Caine has been forthright about his compositional 

process, the unavailability of his early sketches has deterred exploration into his development of 

these arrangements. My access to his autograph manuscripts allows me to illuminate hitherto 

unexplored aspects of that process. 

When I first met Caine in April of 2011, I asked about the possibility of reviewing the 

sketches for his synthesis projects. Caine was curious about my interest in his manuscripts and 

questioned me as to what I hoped to gather from studying them. After I explained that the 

manuscripts could be integral in an examination of the connections between his works and 

Mahler’s originals, he agreed to assist me. Thus, in August 2012, I travelled to Caine’s New 

York City residence to view his manuscripts. After a lengthy interview, he offered the loose 

assemblage of manuscript pages that comprise the origins of the Mahler project. The collection 

contained many different sizes and types of manuscript paper: although most were of the 

relatively common 10.5” x 13” size, there were also many individual sheets measuring 7” x 

8.25,” 8.5” x 11,” 11” x 13,” 14.75” x 11.5,” and 17” x 11.”  

I digitally photographed every page in the collection and then cataloged them according 

to their location within the stack of papers. Caine is understandably protective of his 

manuscripts: at the time of our last communication, he had no plans for publishing them, most 

likely because these arrangements are still essential to his touring repertoire. As a result, my 

copies of his autographs are not reproduced in this study; all musical selections are relatively 
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brief and recreated using notation software. I do not provide complete versions of any of the 

arrangements from the collection. 

Caine’s Mahler project manuscripts comprise 188 total pages and consist for the most 

part of material from nineteen of the twenty-five arrangements that appear on the two studio 

recordings.
1
 Caine explained that these documents were not in any particular order. This often 

means that the pages of a single arrangement are divided and scattered throughout the collection: 

for example, fragments of “Now Will the Sun Rise as Brightly” are located in six separate 

groups of manuscripts. I decided to maintain this disorder in my cataloging primarily because of 

the time constraints on my handling of the manuscripts: Caine was leaving New York for his 

hometown of Philadelphia two days after our meeting, and he asked that I return the documents 

before he left. Since many of the documents do not include the title of the arrangement, measure 

numbers, or instrumentation, identifying and reordering these documents would require 

extensive time and examination. I therefore decided that I would record the collection as I 

received it and assess its contents at a later time. Table 2.1 displays the title of each arrangement 

found in the collection, the number of manuscript pages for each of these arrangements, and a 

symbol that indicates its location within the collection. 

As an aid in organizing these manuscripts, I developed a cataloguing symbol that helps 

me quickly locate photos in the collection. The symbol consists of three components. “M” 

indicates that the document contains material related to the Mahler project (at the time I intended 

also to make copies of Caine’s manuscripts for the Goldberg Variations). The number that 

follows indicates the group of papers in which the specific manuscript is located. Grouping is 

determined by similarity of content and physical location: group numbers can refer to a 
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Neither of these arrangements is available on a Mahler project recording. 



50 
 

Caine's Title Original Title Manuscripts Pages 

Adagietto Symphony no. 5, Mvmt. IV "Adagietto" M3A-D; M10A-J 14 

Dark Flame 

"Nun she' ich wohl, warum so dunkle Flammen" 

from Kindertotenlieder M7A-D; M8A-B 6 

I Often Think They 

Have Merely Gone Out! 

“Oft denk’ich, sie sind nur ausgegangen!” from 

Kindertotenlieder 

M40A; M45A-D;  

M46A-D; M47A-B 12 

In Praise of Lofty 

Judgement 

"Lob des hohen Verstands" from Des Knaben 

Wunderhorn M5A-F 6 

Labor Lost "Verlorne Müh'" from Des Knaben Wunderhorn M6A-G 7 

Now Will the Sun Rise 

as Brightly 

“Nun will die Sonn so hell aufgehn’” from 

Kindertotenlieder 

M23A-D; M24A-D; M38A; 

M41A-C;  

M42A-D; M43A; M44A-D 21 

Only Love Beauty 

“Liebst du um Schönheit” from Fünf 

Rückertlieder M36A-C 3 

Rhinelegend 

“Rhinelegendchen” from Des Knaben 

Wunderhorn  M18A-D; M19A-C 7 

Shining Trumpets 

"Wo die schönen Trompeten blasen" from Des 

Knaben Wunderhorn M1A-C; M2A-D 7 

Song of the Prisoner in 

the Tower 

“Lied des Verfolgten im Turm” from Des Knaben 

Wunderhorn  M16A 1 

St. Anthony of Padua 

Preaches to the Fishes 

“Des Antonius von Padua Fischpredigt” from Des 

Knaben Wunderhorn  

M9A-C; M20A-D;  

M21A-D 11 

Symphony no. 1, 3rd 

Movement 

Symphony no. 1, Mvmt. III "Feierlich und 

gemessen, ohne zu schleppen" M48A-H; M49A-C 11 

Symphony no. 2, 

Mvmt. I 

Symphony no. 2, Mvmt. I "Allegro maestoso mit 

durchaus ernstem und feierlichem Ausdruck" M37A 1 

Symphony no. 5, 

Funeral March Symphony no. 5, Mvmt. I "Trauermarsch" 

M11A-O; M12A-B; M33A-

B 19 

The Drunkard in Spring 

“Der Trunkene im Frühling” from Das Lied von 

der Erde M34A-G; M50A-H 15 

The Farewell "Der Abschied" from Das Lied von der Erde M35A-G; M39A 8 

Two Blue Eyes 

"Die zwei blauen Augen von meinem Schatz" 

from Lieder Eines Fahrenden Gesellen M14A-B; M15A-B; M17A 5 

When My Sweetheart... 

"Wenn mein Schatz Hochzeit macht" from Lieder 

Eines Fahrenden Gesellen 

M4A-C; M13A-B; M22A; 

M27A-B 8 

Who Thought Up This 

Song? 

"Wer hat dies Liedel erdacht?" from Des Knaben 

Wunderhorn 

M28A-B; M30A-B; M31A-

B; M32A-B 8 

*Symphony no. 4, 2nd 

Movement 

Symphony no. 4, Mvmt. II "In gemächlicher 

Bewegung" M25A-B M26A-C 5 

*Symphony no. 9, 2nd 

Movement 

Symphony no. 9, Mvmt II "Im Tempo eines 

gemächlichen Ländlers" M29A-M 13 

 

Table 2.1: The Contents of the Mahler Project Manuscript Collection 
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booklet comprising several sheets of manuscript paper bound together, loose pages collected in a 

folder, or single pages. The final figure in the identification symbol is a letter that indicates the 

placement of a document within the group: letter ‘A’ refers to the first page in the group that 

features information (musical or otherwise), letter ‘B’ to the second, etc.
2
 Accordingly, a 

manuscript labelled M34C indicates that I am referencing the third page (M34C) of the thirty-

fourth group of manuscripts (M34C) in the Mahler project collection (M34C), which is, in this 

case, measures 64-69.2 of “The Drunkard in Spring.” Throughout this chapter, and elsewhere in 

this study when I refer a manuscript document, I include this catalog number. 

Most of the manuscripts represent an early phase in Caine’s arrangements, usually the 

point at which he is reducing Mahler’s orchestration and allocating it to his own ensemble’s 

instruments. Although infrequently indicated on the manuscript itself, Caine’s usual score order 

is clarinet, trumpet, violin, piano, and bass. In the full score sketches, Caine does not provide 

music for his drummer or turntablist, the only regular ensemble members whose roles are not 

defined in the drafts. Caine’s piano part is also typically incomplete.  

Already at first glance, these manuscripts confirm that during the early stages of his 

arrangements, Caine was concerned with retaining a substantial amount of Mahler’s material. 

This is not surprising; it is audible and even more apparent when one follows Caine’s recordings 

with Mahler’s original scores. These manuscripts in fact corroborated my position that Mahler’s 

scores are the foundation for Caine’s arrangements, and they can help us understand how Caine 

has been able to recreate the original orchestration with fewer instrumental resources. When he 

redistributes Mahler’s musical material, Caine balances a wish to preserve a sense of the original 

voicings with the necessities of performing this music with a medium-sized jazz ensemble. Some 
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of these papers reveal the point in the creative process at which Caine’s stylistic and 

improvisational modifications first appear. In sum, these manuscripts offer new insight into 

Caine’s conceptual and arranging procedures.  

 

The Mahler Project Manuscripts as Transcriptions 

This chapter gives an overview of my study of these documents and how this affected my 

general perception of the Mahler project. My most significant finding encouraged my 

reconsideration of how to categorize of Caine’s arrangements. In previous attempts to describe 

Caine’s synthesis projects, critics and scholars typically rely on relatively similar labels, 

including “adaptation,”
3
 “recomposition,”

4
 “refreshed,”

5
 “reinterpretation,”

6
 “reinvention,”

7
 

“reworking,”
8
 and “transformation.”

9
 These authors typically do not attempt to connect their 

adjectives to specific compositional techniques but rather appear to be illustrating their general 

reactions to the idea that Caine’s projects are creative, often radical, arrangements of an existing 

work. My examination of Caine’s manuscripts supports the idea that nearly every arrangement in 

the Mahler project began as a version of Mahler’s original material orchestrated to fit Caine’s 

ensemble. Considering the Mahler project from this perspective brings into focus the care that 

Caine takes in producing his arrangements. 
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Most of the works available in the manuscripts recreate the original score as literally as 

possible. Caine reorchestrates Mahler’s music for his basic ensemble in a way that allows these 

arrangements to be self-sufficient. As evidenced on several tracks on both Mahler recordings 

(e.g., the “Adagietto” and the opening of “Symphony no. 5, Funeral March” on Urlicht/Primal 

Light and “Rhinelegend” and the second “Only Love Beauty” on Dark Flame), Caine’s ensemble 

can perform large selections of these manuscripts and sound remarkably like chamber ensemble 

performances of Mahler’s compositions. The essential difference between the original 

compositions and many of Caine’s manuscript arrangements then concerns the performing 

ensemble. In this respect, Caine’s procedure falls within an accepted general definition of 

transcription. 

I should address my use of “transcription” as opposed to “arrangement.” These labels 

have specific meanings in Western art music and jazz, though in some literature they have been 

used interchangeably. Indeed, a description of the circumstances in which something could be 

considered a transcription is often ambiguous, and definitions from different sources can 

contradict each other. The Oxford Dictionary of Music sees transcription as either the “Arr. of 

mus. comp. for a performing medium other than orig. or for same medium but in more elaborate 

style” or the “conversion of comp. from one system of notation to another.”
10

 At the same time, 

in The Oxford Companion to Music, Arnold Whittall recognizes the conflation of transcription 

and arrangement but limits the definition of transcription to “copying a composition while 

changing layout or notation.”
11

 Whittall designates the act of transferring a composition between 
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 The latter definition most closely resembles the general use of transcription in jazz: e.g., the practice of notating of 
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mediums an arrangement.
12

 Yet Peter Burkholder expresses the opposite opinion by specifically 

referring to the practice of recreating an existing work in a new performance medium as 

transcription.
13

 Stephen Davies then further obscures the definition by generalizing that 

transcriptions are merely “specifications for musical performance (and these specifications will 

usually be musical scores).”
14

   

To help alleviate the confusion over these terms, I assign specific designations according 

to the stage of Caine’s developmental process. When I refer to Caine’s rendering of the source 

work for his own ensemble, I employ transcription. In this state, the primary change is in 

performance medium; Caine has yet to introduce the characteristic jazz elements into the 

composition. Employing a definition derived from a Western art music understanding—

specifically Burkholder’s, which was developed in part from his categorization of types of 

musical borrowing—would better convey the connection between Caine’s version at that point 

and the original composition. 

When I discuss Caine’s work as it was recorded, with the added stylistic and 

improvisatory elements, I use the term arrangement. Here, I draw on the jazz definition of 

“arrangement” because it conveys Caine’s attitude toward the work after his modifications. 

Gunther Schuller explains in the New Grove Dictionary of Jazz that the jazz “arranger’s task can 

cover a wide spectrum of options, ranging from strict, unadorned rendering of a tune or popular 

song (as in the vast majority of ‘commercial’ arrangements) to the most inventive recomposing 

of such material, and all manner of gradations in between.”
15

 Thus, for the remainder of this 
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study, when I refer to Caine’s recreation of Mahler’s orchestration or formal scheme, I call this 

an aspect of his “transcription”; when I discuss Caine’s additions or where he placed his 

modifications within a performance of the transcription, I designate this stage “arrangement.” 

My labelling also applies to manuscripts that are not fully transcriptions. Though Caine 

does not always completely reproduce all aspects of Mahler’s composition in his manuscripts, he 

always makes a concerted effort to recreate recognizable elements of the source material in their 

original ordering. Although these partial recreations do not reproduce the entire written score, his 

actions still resemble transcription. 

Acknowledging that the foundations of the Mahler project are transcriptions has a 

profound effect on attitudes toward these recordings. Caine believes that he is essentially 

creating a lead sheet from these classical works, but the manuscripts reveal a far more specific 

groundwork than is usual when jazz musicians adapt the Western art canon. Indeed, it becomes 

clear that this fidelity is essential to his arranging process. And through its fidelity to the original 

work, the Mahler project encourages a reception based in part on the original composition. 

 

Complications and Reactions to Creating the Mahler Project Transcriptions 

Recognizing the transcriptional foundation of the Mahler project naturally leads to 

questions of reorchestration. Caine had to try to find a way for as few as five instruments to 

encompass the full range of Mahler’s orchestration. Caine acknowledges that Mahler’s 

characteristic orchestration was the most problematic aspect of the music to recreate with his 

ensemble.
16

 This difficulty arises from Mahler’s tendency to employ large orchestras for his 

compositions. At the same time, Mahler expertly orchestrates his works so that “every principal 
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part is unconditionally, unmistakably audible” despite the substantial instrumentation.
17

 Mahler 

moves through the available instruments, selecting sounds that best convey his conception of the 

music. He is as likely to construct a chamber ensemble-like texture from within his available 

instrumentation as he is to have his complete orchestra performing at once.  

Mahler’s use of shifting instrumental combinations to portray a limited number of 

melodic lines means that the melodic material in play at one time is relatively manageable for 

Caine’s ensemble. Caine is able to capitalize on Mahler’s approach to texture, which allows him 

to reduce music written for eighty musicians so that it can be performed by fewer than ten. But to 

accomplish this kind of reduction, especially when he works with the larger orchestration of a 

symphonic movement, Caine keeps the instrumental roles flexible. He tries to parallel his 

instrumentation of significant melodies with that of the original whenever possible: for example 

in the trumpet fanfare for the funeral march from Symphony no. 5. This means, however, that he 

must freely employ the rest of his ensemble as necessary to recreate the accompanimental 

texture. The third staff in his transcription of this work—Caine does not assign an instrument to 

this material but it can be heard variously in the cello and the soprano saxophone—is a 

composite line created from music originally written for the French horn, viola, tuba, clarinet in 

A, and the cello, all within a span of thirty-eight measures. 

While this flexibility allows Caine to complete Mahler’s accompanimental texture, it also 

places greater strain on the ensemble: the melodic lines are passed among members of Mahler’s 

ensemble, but Caine’s musicians must perform for the full duration of the transcription. 

Consequently, at several points in these manuscripts Caine leaves out a passage of Mahler’s 
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original work or interjects a solo improvisation, in part because the other ensemble members 

need a rest.  

Working with a smaller ensemble also greatly impedes Caine’s ability to recreate the 

kaleidoscopic variety of Mahler’s orchestral texture. Caine will occasionally add instruments 

from outside the usual ensemble, both to help reconstruct the original accompaniment and to 

alleviate some of the strain on the rest of the group. The manuscripts do contain a small number 

of individual parts including those for cello, electric guitar, and soprano saxophone, which are 

not shown in the full score manuscripts. Caine’s transcriptions of symphonic movements in 

particular regularly add a trombone and cello to the regular group. These additional instruments 

give Caine more options to recreate the timbral changes so essential to Mahler’s original works.   

Still, the difficulty of arranging symphonic movements and the incredible demands these 

works make on his musicians have led Caine to move away from recording lengthy symphonic 

movements. He admits this: 

[One has] to deal with the reality of having all these [...] different instrumental varieties 

reduced to one string, one horn, and one woodwind.  So, for [the musicians] it’s non-stop 

playing and in a way it’s the opposite of the Mahler effect, which is that you can always 

have these chamber ensembles within a big symphony orchestra, all these different 

combinations are played off against each other. So, it’s a paradox, it’s a problem to try to 

cover so much music, especially in the longer arrangements. I mean, in a way, that’s why 

I favor the songs and shorter versions of some of the pieces or the shorter pieces like the 

[Symphony, no. 5] Adagietto.
18

 

 

Working with the smaller orchestras and thinner instrumental textures of Mahler’s lieder or 

movements like the Adagietto (which is scored for strings and harp) makes it easier for Caine to 

follow the source work with greater fidelity.  
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Manuscript groups M18 and M19, which contain the transcription of “Rhinelegend” 

(“Rheinlegendchen” from Des Knaben Wunderhorn), show how Caine works to address all of 

the original material in some fashion and, at the same time, retain many of Mahler’s original 

orchestration decisions. To illustrate, I give the first eight measures of the original score 

(example 2.2) along with the corresponding selection from Manuscript M18A (example 2.1).  

As heard on Dark Flame, Caine assigns one musician each to perform the melody and 

countermelody: violinist Mark Feldman has the first violin part (staff 3 in example 2.1), while 

trumpeter Ralph Alessi takes the second violin part (staff 2). The cello line from Mahler’s 

original is played by bassist 

 

 

Example 2.1: Caine, Manuscript M18A, “Rhinelegend,” Dark Flame, mm. 1-8.
19
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 In an attempt to recreate Caine’s manuscripts, I include instrumental designations on my score examples only 

when they appear in the transcription. Caine does not always specify the performer and, even in the available 

recordings, it is clear that many instruments are interchangeable. In cases like the one listed above, I give the 

instruments that perform to each line according to their performance on the studio recording.  
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Example 2.2: Mahler, “Rheinlegendchen,” Des Knaben Wunderhorn, mm. 1-8. 

 

Michael Formanek (line 6). Caine’s role as the pianist is more adaptable (the grand staff). He 

performs the viola part and also combines its pizzicato figure from mm. 3-6 with its complement 

in the cello, thereby creating a single pattern. Caine’s ensemble thus performs all of the musical 

material in Mahler’s string section.  
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It is immediately evident, however, that some parts of the original composition do not 

appear in Caine’s transcription. It is easy to account for the absence of the cello’s music in m. 2, 

since it doubles the diverging melodies in the first and second violins. With the trumpet and 

violin already performing these notes, the doubling is not necessary. How Caine integrated the 

sustained note in Mahler’s horn, in contrast, is resourceful. Having recognized that the horn’s 

concert E is a solo in the first measure, and that the violins and cello enter with the same pitch in 

m. 2, Caine decided to have the trumpet perform the note as an extension of the violin II line. He 

then added fermatas to the second and third notes of m. 2 so as to address Mahler’s performance 

indication (“ritard”) and draw out the anticipation of the move into the triple-meter feel in the 

next measure. 

Oddly enough, despite the fact that the thinner texture of Mahler’s original could allow 

for the full replication of the source material, Caine avoids deploying the full forces of his 

condensed ensemble. The clarinet does not appear in Caine’s transcription until m. 10, the point 

at which the winds, flute and bassoon, enter in Mahler’s original. Caine thus deliberately avoids 

using an instrument from the wind family until Mahler does this. Björn Heile notes that in other 

Mahler project arrangements, Caine “shows a preference for using the same or similar 

instruments to the original when available.”
20

 The manuscripts do confirm that Caine often will 

try to use the instruments from his ensemble—the violin, trumpet, and clarinet—as the 

representatives of their respective orchestral section, yet this kind of correlation is not as 

common as one might expect. Even in places where the material in Mahler’s orchestration is 

allocated in a manner that would facilitate this type of parallel, Caine is willing to go against it. 

This is the case in the opening measures of “Lob des hohen Verstands,” (ex. 2.3) which begins 

with a scalar ascent in the clarinet (m.1) immediately followed by ascending arpeggiation in the 
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horn; Caine reverses the family relationship (ex. 2.4), giving the opening scale to the trumpet (his 

representative for the brass section) and the response in the clarinet.  

Though Caine does not always precisely match the instrumentation, it is still clear that he 

is concerned with keeping most if not all of Mahler’s original notation. Recognizing this concern 

supports the observation that Caine strives to reproduce substantial elements of the original and 

places his arrangements in dialogue with previous attempts at transcribing Mahler’s music for 

other ensembles. Before continuing my review of the manuscripts, I briefly digress to compare 

Caine’s transcriptions with transcriptions of Mahler by Arnold Schoenberg and his circle. 

 

 

 

Example 2.3: Mahler, “Lob des hohen Verstands,” Des Knaben Wunderhorn, mm. 1-5. 
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Example 2.4: Caine, Manuscript M5A, “In Praise of Lofty Judgement,” Dark Flame, mm. 1-5. 

 

 In Comparison with Schoenberg  

 

Schoenberg and his students, vexed by the critical reception of their compositions but 

also wanting to reopen communication with musicians in other countries after World War I, 

established the Verein für musikalische Privataufführungen [Society for Private Musical 

Performance].
21

 The Verein, active from November 1918 until its final concert on December 17, 

1921, served simultaneously as a concert series, workshop, and artistic utopia for its limited 

membership. Throughout the years of the Society’s existence, its members devoted themselves to 

presenting concerts of contemporary works. Attendance at these concerts was limited to the 

membership (with the exception of ‘propaganda’ concerts, which were open to the general 

public) and any outward reactions, positive or negative, were expressly forbidden.
22

 The 

journalistic critical establishment was also excluded.
23

 Indeed, the Privataufführungen aspect of 

the society allowed the composers to perform music without regard for public opinion or tastes. 
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The Verein also worked to educate its membership in recent compositional developments. 

Complicated or unfamiliar works would be scheduled for successive performances to allow the 

audience a better opportunity to understand the piece through consecutive hearings.
24

 

Schoenberg also made the creation of transcriptions a central activity for himself and his 

students, many of whom filled leadership positions for the Verein. He believed in the 

pedagogical and artistic value of transcribing and of the transcriptions that resulted. At least 49 

transcriptions, 54 if we include the “Series B” concerts (which featured the standard performance 

repertoire), were produced for Verein performance.
25

 Transcriptions thrived within this 

environment for reasons that were both practical (the Verein could not consistently afford the 

services of outside musicians) and philosophical (Schoenberg believed that “the aesthetic 

substance of an orchestral work could often be presented more clearly in a transcription for fewer 

instruments”).
26

   

A substantial number of these transcriptions were renderings of works by Mahler, as is to 

be expected since Schoenberg and his circle held Mahler in great esteem. Indeed, as evidenced 

by the list of prepared transcriptions—Lieder eines Fahrenden Gesellen, Das Lied von der Erde, 

Des Knaben Wunderhorn and the Fourth, Sixth, and Seventh Symphonies—the Verein’s interest 

in maintaining Mahler’s legacy in Vienna is undeniable.
27

 Most of these transcriptions (with the 

exception of the Sixth and Seventh Symphonies) were scored for the Verein’s unique chamber 

ensemble, a group of approximately twelve musicians: Flute/Piccolo, Oboe/English Horn, B
b 

and 

E
b
 Clarinet/B

b
 Bass clarinet, Bassoon, Horn in F, Harmonium/Celesta, Piano, String Quartet, and 
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miscellaneous percussion. He specifically chose this instrumentation because of its “resemblance 

to typical salon orchestras of the day.”
28

  

Schoenberg is presumed to have been directly involved in producing several of these 

transcriptions. His creation (or rather instigation) of transcriptions for Das Lied von der Erde 

provides an opportunity to directly compare the Verein-style transcriptions with Caine’s practice. 

The creation of the Das Lied arrangements was somewhat complicated: Schoenberg began the 

transcriptions and then left specific instructions for their completion by another member. The 

archives for the Arnold Schoenberg Center—originally housed at the Arnold Schoenberg 

Institute at the University of Southern California until 1996, but in 1997 moved to their current 

home in Vienna
29

—contain Schoenberg’s own handwritten set of instructions, which address 

aspects of instrumentation and score assignments (i.e., the ensemble’s strings and winds perform 

the part of their orchestral counterparts) and explain the various symbols he employed to 

designate material for the piano/harmonium.
30

 The Verein archive includes a note indicating that 

Anton Webern is credited as the creator of a chamber ensemble version of Das Lied (i.e., that he 

supposedly finished the transcription by following Schoenberg’s instructions), but this version 

does not appear to have been completed.
31

 Rather, it was German composer and music theorist 

Rainer Riehn (b. 1941) who completed the work in 1983.
32

 This version is now published 
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through Universal Edition and is commercially available. Riehn’s unwavering adherence to 

Schoenberg’s rules makes this transcription useful for comparison with Caine’s manuscripts. 

To aid in this discussion, I also draw upon Walter Bailey’s study of the Verein’s 

transcription practices. From his study of Schoenberg’s rules and his thorough examination of 

other selections from the Verein’s transcription collection, Bailey has suggested a general model 

that Schoenberg would most likely have given to his students. I quote Bailey’s guidelines at 

length:  

1. Doublings are largely eliminated from the orchestral score, thus reducing the number 

of voices and greatly lightening the texture. 

2. Divisi within sections are re-worked or eliminated. (This process is often simplified by 

removing doublings.) Essential divisi lines, those that are not doubled elsewhere, are 

reassigned to other solo instruments or to the harmonium or piano. 

3. The three wind instruments nearly always play the parts of the "firsts" in the orchestral 

score, as written after doublings and divisi have been removed. Important melodies in 

second and third instruments are reassigned. The winds may take over horn parts if the 

winds are idle.  

4. The harmonium takes over the remaining wind and horn parts; it sometimes takes over 

inner voices eliminated from the string parts as well. 

5. The piano takes over the harp part as written and substitutes for the brass instruments 

(including horn) when they are used chordally—as punctuation—or when they have 

important melodic or rhythmic figures within a full orchestral texture. 

6. The strings play their parts from the orchestral score as written, after removing divisi 

parts. Important divisi parts are reassigned to other string or woodwind instruments (if 

these instruments have nothing important to play) or to the harmonium.
33

 

 

 While Caine’s transcriptions rely on some of the same principles, it also quickly becomes 

clear that despite certain similar intentions, he was creating these scores for a different set of 

circumstances from those of the Verein. A number of Bailey’s observations obviously 

correspond to Caine’s own transcriptions: doublings and divisi (rules 1 and 2) are both 

necessarily removed in the adaptation process, primarily because of the reduced ensemble. 
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Conversely, Rules 3 and 6 do not apply because Caine does not have ensemble forces 

comparable even to the already skeletal instrumentation of the Verein chamber group.  

The flexible role of the keyboard instruments, as outlined in Bailey’s fourth and fifth 

principles, however, does to some extent parallel Caine’s use of the piano. As mentioned 

previously, Caine has a tendency to omit this part from the manuscript and to improvise his 

contributions to the performance texture. When he does write out the part, the piano provides 

harmonic support or fills out the texture and is usually derived from the material that his three 

melodic instruments could not cover, much as the harmonium/piano does in the Verein 

transcriptions. Nevertheless, Bailey’s rules make it clear that the size of Caine’s ensemble does 

not allow him to make the more thorough recreations possible with the larger Verein chamber 

groups. 

A direct comparison of selections from transcriptions of Das Lied von der Erde supports 

this observation. To contrast these settings, I select a six-measure passage from “Der Trunkene 

im Frühling” (examples 2.5, 2.6, and 2.7) that is both a pivotal orchestral moment in the original 

and emblematic of the divergent approaches. Measures 80-85 are part of the sixth and final 

strophe of the symphony’s fifth movement. This section, as Donald Mitchell explains, features 

the “maximum integration” of the orchestra in the movement and simultaneously presents figures 

associated with two distinct musical groups.
34

 Since this selection has the fullest confluence of 

orchestrational forces in the work, it poses a challenge to any transcriber. 

The most obvious difference between the two transcriptions again concerns the available 

forces. Because of the size of the ensemble for which it was written, the Schoenberg/Riehn 

transcription can be more complete than its counterpart. The Verein-inspired chamber ensemble 
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is smaller than Mahler’s orchestra, yet it almost directly parallels the necessary instruments in 

the original orchestration; the only instrument in Mahler’s orchestration that does not have a 

counterpart is the trumpet. Retaining all of the music was thus much easier than it is for Caine.  

 That point becomes clear when one examines the fidelity to the original of which each 

composer is capable. In the Schoenberg/Riehn version (ex 2.6), not one note of the original 

composition is absent from the texture and the written material for the flute, oboe, bassoon I, 

violins I and II, and voice is all directly transferred to the same instrument in the Verein 

ensemble. The assignments for other transcribed lines usually remain within the same orchestral 

family: for instance, the cello plays the bottom note of the viola’s triad while the double bass 

performs what was the cello line. More creatively, the E
b
 clarinet transposes the B

b
 clarinet part 

when it has no notes of its own in Mahler’s original, insuring the continued coverage. 

Transferring material from one instrument to another occurs rarely, but does appear in the use of 

the harmonium. As suggested in Bailey’s fourth rule, the harmonium takes the woodwind parts 

that are not covered by the rest of the chamber ensemble, thus it performs the material for the 

second bassoon (m. 80 and again in mm. 83-5) as well as the second clarinet (m. 80). It can 

therefore be said that every note of the original work is present in the transcription and with as 

close an approximation of Mahler’s orchestration as possible. 

Caine does not have the same luxury of forces, and his deployment is economical by 

comparison (ex. 2.7). With an ensemble nearly half the size of that available to the Verein, Caine 

must make more critical decisions regarding what material to preserve and what material is less 

necessary. He assigns the vocal melody to the top staff trumpet and the countermelody, presented 

on the second staff, to his violin. This second line is created from an amalgamation of two
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Example 2.5: Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde, mm. 80-85. 
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Example 2.6: Schoenberg/Riehn, “Der Trunkene im Frühling,” Das Lied von der Erde, mm. 80-85.
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Example 2.7: Caine, Manuscript M34F, “The Drunkard in Spring,”  

Urlicht/Primal Light, mm. 80-85. 

 

violin parts in the original, leading to a similar instrumental parallel like that found in the 

Schoenberg/Riehn transcription. The third staff, which in this instance is performed by the 

clarinet, mixes material from throughout the orchestra to an even greater degree. The source 
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changes for each measure: clarinet II (m.80); a combination of notes taken from the violin II and 

viola line (m. 81); violin II (m. 82); oboe (m.83); violin II again (m. 84), and finally another 

combination of the two clarinet parts (m.85). This is a substantial amount of effort to create a 

single coherent line, but the collage construction is necessary, as Caine withholds material from 

the piano until m. 85. Assigning the role of the third staff to the transcription completes as many 

harmonies as possible in the absence of other potential ensemble voices. Nevertheless, Caine 

does not neglect any single identifiable melodic line. As listeners, we gain a basic understanding 

of Mahler’s intentions—the conflation of materials from separate parts—while Caine keeps the 

texture thin enough to include his own additions. Beyond the parts in the transcription, the 

recording of this passage features trombone (doubling the material on the transcription’s bass 

staff) and hi-hat (eighth-notes, echoing the rhythm of the oboe/viola). Though he does not follow 

Schoenberg’s practice and account for every note, Caine does create a transcription that is 

faithful to the essence of the musical material.   

Of course, one must also remember Caine’s reasons for approaching these works in the 

first place. Schoenberg and the Verein were creating transcriptions to facilitate performances of 

the original piece. Riehn notes that Schoenberg was not interested in developing a “new 

interpretation” [neue Deutung] of the compositions, but rather was aiming to create a “respectful, 

but extremely difficult technical attempt to preserve the original sound with an incomparably 

more economical, even drastically reduced means without loss.”
35

 Caine, in contrast, uses his 

transcription as an outline that he can decorate with improvisations and obscure stylistic 

references. The effects are also recognizable in Caine’s setting. His piano part is absent from this 

                                                           
35 [“respektvollen, jedoch überaus schwierigen technischen Versuch, den Originalklang mit unvergleichlich 

ökonomischeren, ja drastisch reduzierten Mitteln ohne Verlust zu retten.”] Rainer Riehn, quoted on “Lied von der 

Erde von Gustav Mahler: Beschreibung,” Arnold Schönberg Center, accessed April 3, 2015, 

http://www.schoenberg.at/compositions/werke_einzelansicht.php?werke_id=569&herkunft=allewerke. 
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texture; most likely because in the recording he had just completed a lengthy solo improvisation, 

and he could produce maximum textural contrast by omitting that instrument. Note also that he 

adds fermatas to m. 85 as the figure in it is repurposed, along with that in the following measure, 

to prepare the final collective improvisation before the work’s conclusion. Any investigation of 

Caine’s manuscripts must consider the available information regarding his modifications to his 

transcriptions.   

   

Caine’s Annotations 

 Throughout the manuscripts, Caine writes comments around the transcribed material to 

indicate potential additions, deletions, and stylistic changes that may or may not appear in the 

recording. Many notes have question marks, implying that these manuscripts represent early 

stages in his arranging process. Indeed, from the location of these comments it appears that 

Caine made several arranging decisions while writing out the transcription.  

The spatial location of the musical material on manuscript M7A (the opening of “Dark 

Flame”, ex. 2.8), for example, suggests that Caine originally thought of an improvisatory 

addition during the process of transcribing “Nun seh’ ich wohl, warum so dunkle Flammen” 

from Kindertotenlieder. Caine recreates Mahler’s orchestration up to the first half of m. 10. 

Then, instead of continuing with the transcription at the left side of the second system in example 

2.8, he leaves the area blank with the exception of the word “Solo?” written next to the clarinet 

and trumpet staves. The example approximates the placement of the material on Caine’s 

manuscript page.  
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Example 2.8: Caine, Manuscript M7A, “Dark Flame,” Dark Flame, mm. 6-14. 

 

Though this addition ultimately did not make it into the recorded version of the song, we 

can see aspects of the original source that may have led to this consideration. Caine’s proposed 

solo comes precisely at the conclusion of the first line of text and four measures before the key 

change. This type of addition is common; Caine regularly introduces improvisational space 

between stanzas or strophes in his arrangements of Mahler’s lieder. At the move from C minor to 

C major, which begins on the next manuscript page, Caine designates a stylistic change to 
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“Bossa” (bossa nova). Thus the potential solo, which does not feature any indications of 

harmony or length, would most likely separate the initial presentation of the melody from the 

final four measures in minor. Caine’s marking of “Solo?” recognizes that these measures 

ostensibly function as a ‘tag,’ i.e., a short phrase attached to the end of the theme. By introducing 

what would likely be a short improvised flourish between the theme and its tag, these four 

concluding measures would have provided a means of building into the stylistic change. This is 

only a hypothetical reading of Caine’s stray marking, and it is possible that he had other ideas in 

mind for the now absent solo, but it is undeniable that Caine recognizes structural and melodic 

elements as he selects locations to introduce jazz into the structure.   

For the most part, potential adaptations like this one appear in the margins above or 

below the score. Some changes, however, appear to have been planned out beforehand, since 

Caine leaves substantial space on the manuscript page to allow for writing out chord changes or 

other performance indications. This is particularly recognizable when he provides harmonic 

changes that are set off from the original composition. M49C, the final page of his transcription 

of “Symphony no. 1 Titan, 3
rd

 movement” (ex. 2.9; again, I recreate Caine’s placement of 

material on the manuscript as closely as possible) demonstrates this type of conscious spacing. In 

the top half of the page, Caine concludes the final two measures of his transcription (mm. 69-70 

of the original composition), and ends with a double barline. To the right of this he notes that the 

ensemble then moves “to solos,” and at the bottom of the page, he includes a harmonic 

progression with labels indicating that the series represents the “solo changes,” which are to be 

performed in a “klezmer” style, “for 3 horns.” The lack of ambiguity in these directions as well 

as the complete conception of the solo progression leads one to believe that this passage was 

prepared before the transcription process.   
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Example 2.9: Caine, Manuscript M49C, “Symphony no. 1 Titan, 3
rd

 movement,”  

Urlicht/Primal Light, mm. 69-70. 

 

When Caine introduces improvisation on top of Mahler’s orchestration, he indicates this 

with various symbols. His indications will appear as comments around the transcription since the 

modification will sound directly against the original work. This practice can make identifying 

these moments tricky. In several manuscripts, Caine forgoes transcribing his piano part or the 
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bassline in favor of writing in the chord structure. Many of these annotations do not designate 

locations for improvisation; sections of the recordings that correspond to the notated chords often 

feature Caine filling in the harmonies that could not be fully voiced with the ensemble forces. 

Nevertheless, written-out harmonies can be used for improvisation. In M2D, which provides 

chord changes for mm. 88-101 of “Shining Trumpets” (“Wo die schönen Trompeten blasen” 

from Des Knaben Wunderhorn) the harmonies for the trumpet improvisation appear in the piano 

and bass. Nevertheless, unless specifically designated as part of an improvisation, harmonic 

changes within the transcription are more for Caine’s own use than as a specific designation of a 

solo. 

Caine uses one additional marking to designate the introduction of improvised material in 

his transcriptions. At various points, he writes “free.” Depending on its location within the score, 

this indicates that a soloist or perhaps the full ensemble is to improvise without a prescribed 

harmonic progression. The manuscript collection features a number of synonymous labels to 

indicate free improvisation. These markings evoke the ways in which the improvisatory passages 

function in Mahler’s composition. Markings at the conclusion of a transcription will use 

language that indicates its position and conclusory function: “Melt out” (M13B) or “sputter out 

in F” (M17A). Others accentuate structural points with excited improvisations: “wild” (M31B) 

or “freeblowing” (M39A). By differentiating his means of signaling free improvisation he 

reveals the flexible role that it can play in his arrangements.   

Given the suggestive signals for free improvisation throughout the manuscripts, it is 

surprising that Caine does not designate as many of his characteristic stylistic references. Still, 

when noted in the manuscripts, these performance designations always correspond to the 

recorded material, suggesting that Caine again made these arranging decisions before he began 
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the transcription. More importantly, Caine’s labelling proves invaluable in discovering potential 

connections between his modifications and the original work. For example, mm. 8 (M50b) and 

29 (M50E) of “The Drunkard in Spring” are designated as “gospel.” This material, which 

supposedly indicates drunkenness, does not seem evocative of gospel music. One could deduce 

the reference merely from listening to the track on Urlicht/Primal Light, but confirming Caine’s 

incorporation of gospel attributes to this material strengthens a sense of the need to investigate 

potential connections between the widely divergent associations. In fact, as I discuss in greater 

detail in chapter 6, both the ecstatic and contemplative emotions of the African-American gospel 

tradition illuminate Caine’s references to it on the recording. Recognizing that Caine decided to 

integrate these references during the earliest planning stages of the arrangement reinforces their 

centrality.  

 Both added improvisations and stylistic alterations are key to viewing how Caine 

modifies the transcriptions of the Mahler project; it is, however, surprising how few of these 

manuscripts address formal considerations. Most of these documents provide only a few 

measures of a transcribed score, often without formal adjustments. Several of the full 

transcriptions do not reflect the arrangement’s structure as it emerges on the recordings, and one 

will occasionally find a transcription without any annotations whatsoever. A work like “In Praise 

of Lofty Judgement” appears as a full transcription of the original in manuscript M5 without any 

mention of the extended collective free improvisation or drum solo interruptions that comprise 

over one third of the recorded work. The transcription of “Now Will the Sun Rise as Brightly” 

(adapted from “Nun will die Sonn so hell aufgehn’” in Kindertotenlieder) in contrast, far exceeds 

what is heard on the studio recording.  
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The manuscripts that do reflect formal considerations contain transcriptions that more 

radically transform Mahler’s original. A transcription such as “When My Sweetheart Has Her 

Wedding” (“Wenn mein Schatz Hochzeit macht” from Lieder eines fahrenden Gesellen) found 

in the M4 manuscript (ex. 2.10), presents a disjointed rendition of the original. Caine follows the 

general outline of the original lied (ex. 2.11), but rather than present it continuously, he divides 

the original material into short segments, prolonging each of Mahler’s fermatas is prolonged by 

extended improvisations.  

While this is not the type of transcription that one sees throughout the remainder of the 

manuscripts, it too is vital to understanding “When My Sweetheart….”
36 

The same could be said 

about all of the annotations to the transcription. Still, one could deduce from Caine’s 

comparatively minimal comments that when he created many of these drafts, he had not yet 

conceived in full how this music would sound. Caine notes that he did not finalize many of these 

arrangements until after several performances.
37

 Hence, although the notes in the manuscripts 

give some insight into the early stages of these arrangements, they cannot fully explain all of 

Caine’s eclectic decisions. 

 

____________________________ 

Musicians, scholars, and aesthetic philosophers have all questioned the purpose of 

transcription. Some, like the composer and pianist Ferruccio Busoni, see this procedure as an 

approach to a Platonic ideal: he writes in his Sketch of a New Aesthetic of Music that “every  

                                                           
36

 “Two Blue Eyes,” based on “Die zwei blauen Augen von meinem Schatz,” also from Lieder eine fahrenden 

Gesellen, has a similar construction in manuscript M14 and 15. 
37

 Caine, interview, August 3, 2012. 
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Example 2.10: Caine, Manuscript M4A, “When My Sweetheart Has Her Wedding,”  

Dark Flame, mm. 1-7. 

notation is, in itself, the transcription of an abstract idea.”
38 

Most analysts, however, lean toward 

a more practical definition. Stephen Davies explains that “if a musical score is a transcription of 

a musical work, X, it must be the intention of the producer of the [transcription] to write a work 

faithful to the musical content of X while writing for and in a way appropriate to a medium other 

than that for which X was written.”
39

 He does, however, also introduce the significance of 

preservation: “it is also a necessary condition for transcription that the musical content of the 

                                                           
38

 Ferruccio Busoni, quoted in Paul Thom, The Musician as Interpreter (University Park, Pennsylvania: The 

Pennsylvania State University Press, 2007), 2. 
39

 Davies, Themes in the Philosophy of Music, 47. 
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Example 2.11: Mahler, “Wenn mein Schatz Hochzeit macht,” Lieder eines fahrenden Gesellen, mm. 1-17.
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transcriber’s score should adequately resemble and preserve the musical content of the original 

work.”
40

 Along the same lines, Paul Thom advocates for the literal recreation of the original by 

insisting that transcriptions “[share] all the principal melodic, harmonic, and rhythmic elements,” 

of the source material.
41 

A definition for transcription emerges from these observations: 

transcription is the act of preserving the musical content of a work while transferring it into a 

different notation or a different performing medium. 

According to this definition, Caine’s Mahler project manuscripts primarily contain what 

would best be considered transcriptions. He consistently recreates Mahler’s melodies, harmonies, 

rhythms, and even orchestrations within the restrictions of his performing forces. The 

modifications to his instrumental designations or his omission of countermelodies to create space 

for musicians to rest should be understood as necessary adjustments to the change in performing 

medium. This stipulation, however, applies only to the foundation of these works; Caine’s 

annotations and formal markings are intended to alter our hearing of the original. 

The manuscripts are the basis of the Mahler project, but how should we characterize 

Caine’s approach to realizing these transcriptions? Furthermore, what are we to make of Caine’s 

principle of drawing attention to and exaggerating Mahler’s stylistic and formal characteristics? 

To address this aspect of the Mahler project, we need to consider how Caine communicates 

aspects of Mahler’s musical language in a different musical tradition. We should inquire as to 

how Caine translates Mahler’s stylistic references, structures, and meanings into jazz. 

 

                                                           
40

 Davies, Themes in the Philosophy of Music, 47. 
41 Thom, The Musician as Interpreter, xvii-xviii. 
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CHAPTER 4 

 

TRANSLATION AS A METAPHOR FOR INTERTRADITIONAL SYNTHESIS 

 

The manuscripts discussed in the previous chapter illuminate the conceptual stage of 

Caine’s arranging process, but they do not clarify all of his creative decisions. Each Mahler 

project arrangement displays a level of adaptation beyond what is sketched in those early drafts. 

Thus, though transcriptions are the starting point for the arrangements, simply analyzing the 

manuscripts is insufficient for evaluating this music. One must search elsewhere to find a 

conceptual model that can address Caine’s realizations as wholes, and thus better facilitate 

discussion of his modifications to the original work. 

Although the pervasive transformation of the source compositions in Caine’s 

arrangements is unusual, it is not unprecedented for a transcriber to eschew strict replication in 

favor of accommodating current musical tastes. Most transcriptions require some degree of 

adaptation to enable a change in performing medium: Stephen Davies matter-of-factly comments 

that “one does not transcribe a harpsichord concerto merely by crossing out the word 

‘harpsichord’ on the score and replacing it with the word ‘piano’.”
1
 Still, there are times when 

the transcriber may choose to modify the original in a way that is foreign to the source 

composition’s musical culture. For instance, Charles Ives, in his string quartet arrangement of the 

second movement from Beethoven’s Piano Sonata in F minor, Op. 2, no. 1 (1898), replaces 

Beethoven’s Alberti bass accompaniment (a popular practice but old-fashioned even by late 18
th

-

century standards) with a linear accompaniment that shifts between scalar and chromatic eighth-

note passages.
2
 Peter Burkholder believes that Ives’s decision to substitute a different 

                                                           
1
 Stephen Davies, Themes in the Philosophy of Music (Oxford: Oxford University Press, 2003), 49. 

2
 J. Peter Burkholder, All Made of Tunes: Charles Ives and the Uses of Musical Borrowing (New Haven: Yale 

University Press, 1995), 46-48. 
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accompaniment comes from his intention to “preserve the original effect,” which, 

“paradoxically, [...] leads him to change some details to fit not only a new medium but a new 

age.”
3
 Nevertheless, despite Ives’s conscious modernization of the piano sonata, Burkholder 

considers this work the archetype for a transcription; Ives’s alteration is not radical enough to 

register this as something other than a change in performing medium. 

Ives’s alteration is no doubt relatively subtle when compared to the changes found in 

Hans von Bülow’s 1862 edition of C. P. E. Bach’s Sechs Klavier-Sonaten. This edition, which 

Kofi Agawu mentions in his Music as Discourse (2009), demonstrates a more concerted effort 

by the transcriber to acclimatize his source material to his own musical environment. In the 

edition, Bülow works to traverse the distance between Bach’s culture and his own; Bach’s 

“North German mid-eighteenth-century musical idiom” is consistently reworked into a 

“cosmopolitan nineteenth-century pianistic language” by way of “added dynamics, [a] thicker 

accompaniment texture, added inner voices, [and] composed-over gaps and pauses.”
4
 In adapting 

his source material, Bülow bridges the historical and stylistic distance. His changes evince a 

motivation beyond simply reproducing the source work, and “transcription” is no longer the most 

accurate designation. 

Bülow himself offers an alternative classification. In the forward to his edition, he asserts 

that his arrangements “should be understood as meaning neither more nor less than a translation 

from the keyboard language of the 18
th

-century to that of the nineteenth—from the 

clavichordistic to the pianofortistic [emphasis mine].”
5
 By alluding to the concept of translation 

[Übersetzung], Bülow justifies his creative liberties; his modifications translate this music into 

                                                           
3
 Burkholder, All Made of Tunes, 47. 

4
 Kofi Agawu, Music as Discourse: Semiotic Adventures in Romantic Music (Oxford: Oxford University Press, 

2009), 26-7. 
5
 Hans von Bülow, Preface to C. P. E. Bach, Sechs Klavier-Sonaten (Leipzig: Peters, 1862), in Agawu, Music as 

Discourse, 26. 
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his own musical language, thereby allowing listeners access to works from outside their own 

culture. Agawu takes up this term as well, and identifies Bülow’s edition as an interstylistic 

translation. He defines this practice as “an honest creative response to music of the past, a way of 

expressing the continuing relevance of past creativity to present audiences not by piously seeking 

to recreate an authentic sound [...] but by openly acknowledging the pastness of the past and 

seeking an understanding that reflects or preserves present dispositions and sensibilities.”
6
 

According to this description, successful interstylistic translators necessarily balance 

several contradictory responsibilities to the source material. Primarily, they must find a way to 

convey why the original composition was considered innovative within its own tradition. Given 

the continuous transformation of musical languages, this “past creativity” is likely to be less 

provocative to the receiving culture, which means that translators must recreate these innovations 

through their own “creative response.” The translator must also maintain the sense that the 

source work was the product of an earlier musical era, foreign to contemporary practice, while 

still appealing to contemporary audiences.  

The idea that a translator’s creativity is recognizable in a translation does not correspond 

to English-language conceptions of translation. For English readers, the purpose of translation is 

the accurate reproduction and communication of meaning across different language systems. 

Though translators are required to make interpretive judgments with regard to word choice and 

phrasing throughout the text, ideally they should be “invisible”
7
 so that the reader has a clear and 

unimpeded view of the foreign text. The distinguished American translator Norman Shapiro, for 

example, argues that “a good translation is like a pane of glass. You only notice that it’s there 

                                                           
6
 Agawu’s criticism of those “piously seeking to recreate an authentic sound” is in reference to the historically 

informed performance movement. He argues that these performers are using a performance practice derived from 

modern understanding of the past, not the authentic sound of the time; thus, this movement cannot actually 

accomplish its goals of historical recreation. Agawu, Music as Discourse, 27. 
7
 This word appears frequently in the writings of American translation theorist Lawrence Venuti. 
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when there are little imperfections […] Ideally, there shouldn’t be any. It should never call 

attention to itself.”
8
 According to this philosophy, one should not risk potentially distorting the 

original composition by making the reader conscious of the translator’s decisions. 

There is, however, a translation strategy known as ‘foreignization’ that is a closer 

analogue to Agawu’s description. Developed by German-language translators in the late 18
th

 and 

early 19
th

 centuries and supported in one form or another by an impressive collection of 

European thinkers including Friedrich Schleiermacher, Johann Wolfgang von Goethe, Walter 

Benjamin, José Ortega y Gasset, and Jacques Derrida among others, foreignizing translation is 

antithetically opposed to the dominant English-language translation practice. The divergent 

methods are neatly summarized by Schleiermacher (1768-1834): “either the translator leaves the 

writer alone as much as possible and moves the reader toward the writer, or he leaves the reader 

alone as much as possible and moves the writer toward the reader.”
9
 Where the latter approach 

(called “domestication” by its detractors) has the translator conforming the author’s text to the 

conventions of the reader’s language, the former (foreignization) forces readers to move outside 

their own language toward the author’s manner of expression. This foreignizes the readers’ 

experience by violating the principles of their native language for the sake of more closely 

recreating the effect of reading the source text in the author’s words. When the translator thus 

strains the receiving language to accommodate the foreign source, readers are consciously 

reminded that the original author’s culture is distinct from their own.  

Foreignizing translation provides a model that assists with the analysis of Caine’s Mahler 

project. Caine’s approach in this series of arrangements corresponds to the major principles of 

                                                           
8
 Norman Shapiro, quoted in Lawrence Venuti, The Translator’s Invisibility: A History of Translation, 2

nd
 ed. 

(London: Routledge, 2008), 1. 
9
 Friedrich Schleiermacher, “On the Different Methods of Translating,” trans. Waltraud Bartscht, in Theories of 

Translation: An Anthology of Essays from Dryden to Derrida, ed. Rainer Schulte and John Biguenet (Chicago: The 

University of Chicago Press, 1992), 42. 
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foreignization with surprising closeness. His stylistic and formal deviations from traditional jazz 

performance practices create the sense of otherness that linguistic translators seek to evoke when 

they apply foreignization strategies. Examining the Mahler project through this lens illuminates 

how Caine’s eclectic arranging decisions can affect our hearing of the source material through 

their rendering of Mahler’s characteristic style via a modern jazz language.
10

 

 

Translation and Its Application to Music 

Translation is commonly understood to be the act of recreating speech or text from one 

language within another. This is, however, a reductive definition; for the word applies to the 

navigation of many types of communicative distance, whether cultural, geographical, temporal, 

or social, or between local dialects of the same language. One could, in fact, argue that all 

communication is a form of translation, as interaction of any kind requires individuals to 

translate external signs using their own personal lexicon and experience. In this way, the 

definition of translation could be refined to “a process by which the chain of signifiers that 

constitutes the foreign [...] is replaced by a chain of signifiers in the translating language which 

the translator provides on the strength of an interpretation.”
11

  

Conceiving the translating act as applicable to other methods of communication permits 

me to employ translation theory outside its usual linguistic context. Provided one considers 

music to be communicative,
12

 one can employ models of translation to investigate the 

                                                           
10

 There is one previous suggestion that Caine’s Western art music projects act as translations in Michelle Mercer’s 

journalistic profile of Caine for The New York Times: “[Caine’s] stylistic breadth makes for challenging listening, 

but his command of wide-ranging styles and music history allow him to deftly translate classical compositions into 

modern settings”; Michelle Mercer, “A Man of Ideas Searches for Musical Metaphors,” The New York Times, 

September 17, 2000, accessed January 31, 2015, http://www.nytimes.com/2000/09/17/arts/music-a-man-of-ideas-

searches-for-musical-metaphors.html?pagewanted=2. 
11

 Venuti, The Translator’s Invisibility, 13. 
12

 The debate over whether music can actually function as a language is too complex to adequately address in this 

study. For the sake of my argument, I do not wish to imply that music functions exactly as language does, but rather 
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transference of music between various styles, genres, and traditions. Applying the concept of 

translation to music is not necessarily new; Agawu notes that “the metaphor of translation has 

remained active in discourse about music despite the more or less general agreement that music 

is ultimately untranslatable.”
13

 This “untranslatability” results from the abstractness of the 

referents for musical signifiers. Music does not have a universal lexicon; unless composers 

specify an interpretation, individual listeners create their own meaning. Attempts to describe the 

experience of music quickly lead to realization of the ambiguity inherent in musical signs. A 

fixed system of signs and structures that can be recreated within different musical languages 

appears to be a chimera. 

Linguistic translators are similarly stymied by complications of ambiguity, accuracy, and 

artistic validity. The Spanish philosopher José Ortega y Gasset, in his “The Misery and the 

Splendor of Translation,” forthrightly declares, “it is utopia to believe that two words belonging 

to different languages, and which the dictionary gives us as translations of each other, refer to 

exactly the same objects.”
14

 To illustrate this phenomenon, Walter Benjamin points out that “the 

words Brot and pain ‘intend’ the same object [...] [but] the word Brot means something different 

to a German than the word pain to a Frenchman, [and] that these words are not interchangeable 

for them.”
15

 Ortega refers to this lack of a universal referent as the “flou,”
16

 the haziness of the 

                                                                                                                                                                                           
that it is capable of transmitting abstract emotions and socially constructed meanings through generally accepted 

compositional gestures. 
13

Agawu, Music as Discourse, 26. 
14

 José Ortega y Gasset, “The Misery and the Splendor of Translation,” trans. Elizabeth Gamble Miller, in Theories 

of Translation: An Anthology of Essays from Dryden to Derrida, eds. by Rainer Schulte and John Biguenet 

(Chicago: The University of Chicago Press, 1992), 96. 
15

 Walter Benjamin, “The Task of the Translator,” trans. Harry Zohn, in Theories of Translation: An Anthology of 

Essays from Dryden to Derrida, ed. by Rainer Schulte and John Biguenet (Chicago: The University of Chicago 

Press, 1992), 75. 
16

 A French word for vagueness or fuzziness. 
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referential image.
17

 This image of blurring suggests that all translations, textual or otherwise, are 

inherently imperfect. 

The flou muddles the original text and makes “a translated author always seem somewhat 

foolish to us,” thereby affecting the perception of translation’s ability to accurately reexpress the 

original work and thus its artistic value. This same imprecision further discourages the use of 

translation as an analytical model for music.
18

 Davies exemplifies an author with a predisposition 

against translation. He argues that, though transcriptions were often created to increase the 

accessibility of music before the radio/recording era, the continued production of these works 

“suggests that musical transcriptions are taken to have intrinsic worth and are not merely ‘poor 

substitutes for the real thing’.”
19

 To Davies, translations are these poor substitutes, which are “to 

be rejected in favor of the original whenever possible.”
20

 His conception of this activity is 

dismissive, if also reasonable given the general belief in English-speaking countries that 

translations are inherently inferior because they can never fully convey an author’s meaning. If 

the translator is merely attempting to recreate the text, which again is fundamentally impossible 

considering the extensive linguistic, cultural, and social factors that contribute to the meaning of 

a text, a translation cannot help but be insufficient when compared to the original. “The only 

fidelity,” Philip E. Lewis asserts, “is exact repetition—of the original, in the original; and even 

that, it can be argued, is finally a superficial fidelity.”
21

 The written score has often been 

assumed to be the final authority for Western art music, and a translator’s inability to precisely 

                                                           
17

 Ortega, “The Misery and the Splendor of Translation,” 96. 
18

 Ortega, “The Misery and the Splendor of Translation,” 97. 
19

 Davies, Themes in the Philosophy of Music, 52. 
20

 Davies, Themes in the Philosophy of Music, 52. 
21

 Philip E. Lewis, “The Measure of Translation Effects,” in Difference in Translation, ed. Joseph F. Graham 

(Ithaca, New York: Cornell University Press, 1985), 39. 
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reproduce the original work fundamentally conflicts with that authority. This is no doubt the 

major reason that the word translation has not gained currency in music analysis. 

Admittedly, if analysts are waiting for a method that allows complete understanding of 

compositional meaning before they consider the potential benefits of translation models, their 

waiting is futile, for that method will never exist. One must remember that translation is not a 

systematized process; there is no archetypal approach to any translation that will ensure a 

perfectly accurate recreation of meaning. Still, exact replication of meaning has not always been 

the purpose of translation, and the focus on that one aspect tends to minimize other elements of 

the source material. Many translation theorists and philosophers fault the growing importance of 

scientific disciplines in recent centuries for this current attitude. J. M. Cohen observed a 

correlation between the rise of “science-teaching” and the importance of accuracy in translation, 

but again this accuracy only extends to the perceived meaning; all other facets of the original 

work were swept aside for this singular purpose.
22

 Ortega adds that standards of literary 

translation have been skewed by the belief that art can be translated in the manner of scientific 

texts: “scientific books are easier to translate, [...] the author himself has begun by translating 

from the authentic tongue in which he ‘lives, moves and has his being’ into a pseudolanguage 

formed by technical terms, linguistically artificial words he himself must define in his book. In 

short, he translates himself from a language into a terminology.”
23

 Since neither music nor 

literature have firmly defined terminology comparable to that for science, imperfect transmission 

of the author’s intention is inevitable.  

Literary translators and philosophers have been aware of the limitations of this practice 

for centuries, but, rather than abandoning the practice, have worked to find ways to counteract its 
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deficiencies. Lewis deduces that “the problem here can no longer be how to avoid the failures—

the reductive and redirective interpretations—that disparity among natural languages assures; the 

problem is rather how to compensate for losses and to justify [...] the differences—how to renew 

the energy and signifying behavior that a translation is likely to diffuse.”
24

 If loss of meaning is 

evitable, one should consider evaluating a work not by its inability to be completely accurate but 

instead according to the creative approach by which the translator offsets these imperfections.  

Taking this directive into account, which musical elements are most capable of being 

adapted in a way that can balance the deficiencies of translation? Melody, usually the most 

identifiable component of a piece of music, can be modified only to the point where it is still 

audibly recognizable; if a translator compromises the audience’s ability to perceive the melody’s 

relationship to the original composition, the arrangement can no longer be considered a 

translation. Alterations to the melody, however, could be considered translated elements if they 

are a product of stylistic considerations (e.g. swing rhythm, ornamentation, etc.) because these 

changes could be used to communicate the difference between the performance practices of the 

original and the receiving musical language.
25

 Indeed, the best way to negotiate the distance from 

one musical tradition to the next is via the identification of characteristic musical idioms used to 

support and inform the melody in one tradition—form, style, harmony, accompaniment, 

orchestration, and the cultural/social meaning of these musical elements—and then the location 
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and substitution of comparable idioms from a second tradition.
26

 These particular elements are 

central to this conception as they can be modified without obscuring the melodic identity beyond 

recognition and can also efficiently convey the various features that help listeners identify the 

particular time, space, and social meaning that define a musical language. In sum, the placement 

and treatment of the original melody within a different context best corresponds to musical 

translation and should be the focus in analyses of these translated works. 

Richard Beaudoin and Joseph Moore offer a similar formulation in their explanation of 

musical transdialection. In their 2010 article, “Conceiving Musical Transdialection,” they define 

the eponymous term as a “[reexpression] of a work in a different musical dialect.”
27

 The authors 

equate a shift in musical language, defined according to style era, composer, and intellectual 

circle, with a dialect. In a comparison of how Ferruccio Busoni, Anton Webern, Igor Stravinsky, 

Ignaz Friedman, and Michael Finnissy integrate quotations from J. S. Bach into their own music, 

the authors show that in a transdialectic composition, the composers’ individuality, on the one 

hand, and their regard for the source composition, on the other, are equally influential on their 

rendering of Bach’s music. In each example, the authors speak to the transcriber’s fidelity to 

Bach’s melody and harmony (which is their primary criterion for calling a work a 

transdialection), while also addressing the state of the translatable characteristics described 

above: Webern’s orchestration, Stravinsky’s harmonic style, Friedman’s accompaniment, etc.
28

 

Nevertheless, the key word in transdialection is dialect; Beaudoin and Moore’s concept 

encompasses translation between musics encompassed within the larger Western art music 
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tradition. While Bach’s and Finnissy’s oeuvres do not sound similar to each other, the latter is 

generally understood as, in some manner of speaking, a descendant of the former. 

The process of musical translation poses a different set of obstacles in moving between 

two distinct traditions. Jazz and Western art music share ideas regarding harmonic and melodic 

content, as well as many of the same instruments, conceptions of solo and accompaniment, and 

even system of notation. Terry Teachout notes, however, that these musics “arise from different 

conceptions of rhythm and form, and attempts to amalgamate their characteristic features in a 

single coherent style have thus proved problematic.”
29

 Since its origins, jazz has created and 

developed its own genres, styles, vocabulary (musical and otherwise), ensembles, and 

expectations; hence, while one would not deny the pivotal role Western art music played in the 

development of jazz, the two languages have since become more separate. This increasing gap 

has complicated previous attempts at intertraditional translation. Still, the principle outlined 

above can be used to describe a jazz musician’s approach to arranging classical works: 

translators attempt to situate elements from the original composition (primarily, though not 

exclusively, the melodic content) within the context and conventions of their own tradition.  

 

Domesticated Translation 

In this study I analyze Caine’s Mahler project using the metaphor of the foreignization 

model. Before delving into the specifics of this strategy, however, I should explain the 

philosophy behind the domesticating approach, since foreignization was developed in reaction to 

that type of translation. A strategy of domestication illuminates how Caine’s arrangements 

deviate from the modus operandi of swinging’-the-classics. A domesticating strategy privileges 
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fluency, readability, and the perceived transmission of original meaning above all other elements 

of textual reproduction. This mode of translation calls for the translator to recreate the meaning 

of a foreign text through the words and structures of the receiving language. Ideally, the audience 

will be able to read the translation without realizing that it is a translation, as if the original 

author and the work itself were products of the receiving culture.  

To that end, advocates of this approach permit changing the source text’s words, phrases, 

and structures, provided that these changes serve to make the text sound more fluid in the 

translating language. John Dryden (1631-1700), an eminent force in establishing the English-

language translation tradition, makes this conformity explicit:  

A translator that would write with any force of spirit of an original must never dwell on 

the words of his author. He ought to possess himself entirely and perfectly comprehend 

the genius and sense of his author, the nature of the subject, and the terms of the art or 

subject treated of and then he will express himself justly, and with as much life, as if he 

wrote an original.
30

  

 

For Dryden, translating the author’s sense into the receiving language is more important than 

translating the author’s words. Although these recommendations may seem excessive, translation 

theorist Lawrence Venuti has demonstrated that in modern attitudes of English language 

translation, a translation’s readability, created from fluent syntactic structures and the use of a 

contemporary lexicon, remains the most significant criterion for evaluation.
31

 

To illustrate domestication as applied to literature, its usual artistic medium, I reproduce 

Alexander Pope’s early 18
th

-century translation of the conclusion of Book XIX from Homer’s 

The Iliad.
32

 This historical example, still readily available three centuries after its creation, is 
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valued as a fluent, literary translation, in part because of its readability and metrical structure, 

which are products of a domesticating strategy. For the sake of comparison, I also provide 

Robert Fagles’s acclaimed translation (1990) of the same selection as a “control.” Fagles serves 

as a baseline for other translations because of the quality of his own work and because he crafted 

his version toward the “middle ground [between domesticating and foreignizing strategies] 

neither so literal in rendering Homer’s language as to distort my own [...] nor so literary as to 

break his energy.”
33

    

At this point in the epic Achilles, following the death of his friend Patroclus, decides to 

lead his men back into battle. Speaking here to his horse Xanthus, Achilles acknowledges the 

prophecy that he will not survive the war: 

 

Robert Fagles’s Modern Translation (1990): Chapter XIX: 495-503 
34

 

 

“Why, Roan Beauty— why prophesy my doom? 

Don’t waste your breath. I know, well I know— 

I am destined to die here, far from my dear father, 

far from mother. But all the same I will never stop 

till I drive the Trojans to their bloody fill of war!” 

 

           A high stabbing cry— 

and out in the front ranks he drove his plunging stallions. 

 

 

Alexander Pope’s Domesticating Translation (1715-20): Chapter XIX: 480-5 
35

 

 

 With unabated rage—“So let it be! 
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 Portents and prodigies are lost on me. 

 I know my fate: to die, to see no more 

 My much-loved parents, and my native shore— 

 Enough—when heaven ordains, I sink in night: 

 Now perish Troy!” He said, and rush’d to fight. 

 

Even accounting for their temporal and national distance—Fagles created his translation 270 

years after Pope; Fagles was American and Pope was English—there is an obvious difference 

between the approach of these two translations. While Pope’s domesticated translation does 

essentially portray the same events as Fagles’s, these translations differ radically in their 

presentation of Homer’s text. Pope not only changes the metrical presentation from Homer’s 

quantitative hexameter to a qualitative iambic pentameter
36

 but also adds a rhyme scheme to 

create what are known as “heroic couplets.” By recasting The Iliad in this structure, Pope’s 

Homer is made to resemble works by noted English writers such as Chaucer, Shakespeare, and 

Pope himself, all of whom employed the heroic couplet. Venuti declares that “no form better 

than the [heroic] couplet epitomizes the artificial use of language.”
37

 

A comparison of Pope’s and Fagles’s word choice similarly reveals divergent 

motivations. The ‘control’ translation is almost colloquial: Fagles’s Achilles tells his horse 

(whose name is changed to Roan Beauty) not to “waste your breath” and he will make sure that 

Troy has “their bloody fill of war.” His shifts of register into a less refined language deliberately 

disrupt the fluidity. Pope, in contrast, never breaks from his graceful setting. The translation is 

rendered through a straightforward and clear vocabulary that adheres to the domesticating 

recommendations—that good translators “avoid syntactical fragmentation, polysemy [and], 
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sudden shifts in register”—proposed by Alexander Fraser Tytler (1747-1813) in his Essay on the 

Principles of Translation in 1791.
38

 In short, Pope’s domesticated Homer is fluid, effortlessly 

readable, refined, and profoundly English. 

One can question if this translation strategy is in fact undesirable. Domestication gives 

readers access to the ideas of significant foreign texts though the vocabulary and linguistic 

culture with which they are most familiar. Furthermore, a translation like Pope’s can be artistic 

in its own right. In that case, why not make Homer an Englishman? The proponents of a 

foreignizing strategy nonetheless believed the domesticating approach to be incapable of 

producing a high-quality translation. Schleiermacher argued that, as one’s ability to express 

oneself is shaped by the principles of one’s native language, a translator can never fully replicate 

the manner of the author’s expression in a different language system because the means of 

thinking and communication in the two languages are fundamentally dissimilar.
39

  

Furthermore, the process of domestication, in trying to increase readability for the target 

audience, tends to conceal the author’s individuality and the foreign qualities of the original 

work. To quote Johann Gottfried Herder’s (1744-1803) criticism of French translation practice 

(at that time the French, like the English, tended to favor a domesticating strategy), “Homer must 

enter France a captive, and dress according to fashion, so as not offend their eye [...] He has to 

conform to French customs, and where his peasant coarseness still shows he is ridiculed as a 

barbarian.”
40

 Most readers come to know Homer through translation, but acculturating Homer 

obscures his cultural difference. Readers of domesticated translations have a view of Homer that 

is not true to Homer. 
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Domesticating translation convincingly parallels the swingin’-the-classics method of 

jazz/Western art music synthesis discussed in chapter 1. To make a transformation of this type 

the jazz arranger identifies a well-known classical melody that can be easily adapted to the 

characteristic swing rhythm. That melody is then molded to fit within a jazz form, usually 

situated as the ‘head’ in a repeated chorus structure (head-improvisation-head). In addition, a 

rhythm section and, occasionally, a big band accompany this melody by performing the original 

work’s harmonies adjusted to jazz language through the addition of characteristic rhythms and 

harmonic extensions. 

Take, for example, Tommy Dorsey’s “Song of India,” (1936), Dorsey and Red Bone’s 

big band arrangement of an aria from Nikolai Rimsky-Korsakov’s Sadko (1896). For this work, 

Dorsey’s arrangement follows a form that is fairly standard for big band performance: the work 

begins with a newly composed introduction that sounds typical of its time, Dorsey performs the 

aria’s melody on trombone as a solo, the melody is repeated and developed primarily by the 

saxophone section and then divided throughout the band, after which the audience hears an 

improvised trumpet solo (Bunny Berigan on the original recording), and Dorsey returns to 

conclude the work with the aria’s melody now in counterpoint with the intro played by the rest of 

the band. “Song of India” was and remains a significant arrangement for the Dorsey band, yet 

many who hear the arrangement today would not know the melody’s operatic origins. In fact, the 

audience does not need to have any knowledge of Rimsky-Korsakov, Sadko, the opera tradition, 

etc. to accept and to enjoy the piece.  

“Song of India” thus aligns perfectly with the domesticating strategy, bringing the author 

to the reader. In each of the identified translatable qualities of music, Dorsey and Bone suppress 

what is foreign in favor of their own jazz idioms and conventions. Formally and stylistically, 
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there is nothing to differentiate this work from any of the other successful big band arrangements 

of the 1930s and 40s. Even the exoticism Rimsky-Korsakov evokes in his original is 

significantly lessened. True, the melody is kept largely intact and performed on trombone, a 

possible acknowledgement that a tenor sings the aria; in this arrangement, however, Rimsky-

Korsakov’s aria not only swings (an expected stylistic change), but also is sped up to better 

accommodate dancing. Dorsey and Bone’s arrangement imagines how “Song of India” would 

have sounded if Rimsky-Korsakov had been a jazz composer writing for a dance band, an apt 

example of the domesticating tradition.  

The Dorsey band is not the only ensemble that made domesticated translations during this 

era. Ensembles led by Benny Goodman, Harry James, Stan Kenton, John Kirby, and Raymond 

Scott, among others, searched the classical catalog for potential hits, with little concern about 

respecting the original works’ defining characteristics.
41

 Terry Teachout explains: “nearly all” 

the arrangements of classical compositions that were in “wide circulation in the ‘30s and ‘40s 

[...] trivialized the original material on which they were based.”
42

 He hypothesizes that this 

approach to arrangement “may also have reflected the desire of class-conscious jazz musicians to 

prove their ‘legitimacy’ at a time when jazz was not regarded as an art music.”
43

  

A similar reductiveness is found also in the forms of domestication practiced in antiquity. 

Hugo Friedrich (1904-1978), German expert on Romance languages, considered the Roman 

translation of Greek materials to be “the appropriation of the original without any real concern 

for the stylistic and linguistic idiosyncrasies of the original [...] Latin was not violated in any 

form, not even when the original text violated the structure of its own language by deviating 
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from normally accepted conventions.”
44

 Nietzsche viewed this particular translation strategy as a 

kind of colonization, claiming that for the Romans, “to translate meant to conquer—not merely 

in the sense that one would omit the historical dimension but also in the sense that one would add 

a hint of contemporaneousness and, above all, in the sense that one would delete the name of the 

poet and insert the translator’s name in its place.”
45

 While Rimsky-Korsakov’s name does 

parenthetically appear on Dorsey’s record,
46

 it is clear that the Russian’s melody has been fully 

absorbed into the jazz style of the 1930s; Western art music is, in a sense, ‘conquered’ by dance 

music.  

I should briefly note that my assessment does not mean that I necessarily think “Song of 

India” or any of the swingin’-the-classics translations are bad arrangements—many of these 

succeed as big band charts and persist in the repertoire for revival and college bands for that very 

reason—but rather that they are bad translations. If the goal of a translation—regardless of the 

way in which it was created—is to give an audience access to a great work from another 

language/tradition, we may be able to agree that merely adapting a classical melody to jazz 

without any consideration of its original context, form, genre, etc. does not facilitate nuanced 

understanding of why the work was significant in its native tradition. Granted that an accurate 

reproduction of Western art music characteristics is unlikely to be a concern for swingin’-the-

classics arrangers, translation theorists who advocate foreignization nonetheless do so in the 
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belief that introducing foreign texts into the receiving language can provide new creative 

possibilities for composition and expression. If the translated material is wholly domesticated 

into the translator’s language, that language remains static. The receiving culture is not agitated 

by the introduction of these works because the translations are not expressing the ways in which 

the original work deviated from its own language. Foreignization was first developed to combat 

exactly these problems. 

 

Foreignized Translation 

“It is only when we force the reader from his linguistic habits and oblige him to move 

within those of the author that there is actual translation.”
47

 With this statement, Ortega 

elucidates the basic idea of foreignization. Although a domesticating strategy seems relatively 

straightforward in its approach to the work, realizing foreignness in translation, forcing the 

reader toward the author, is not. In his definition of foreignization, Schleiermacher hints at how 

this can be accomplished. He explains that in a foreignizing translation, “the translator takes 

pains [...] to compensate for the reader’s lack of understanding of the original language [by 

seeking] to communicate to his readers the same image, the same impression that he himself has 

gained—through his knowledge of the original language—[...] and therefore to move the readers 

to his viewpoint, which is actually foreign to them.”
48

 The latter portion of his quote explains 

that translators do not cater their translations to audience expectations, but rather to how the 

translators themselves read the source text in its original language. The distinction here is crucial. 

To the translator, who is already accustomed with the foreign language system, “the foreign 

language is familiar, but yet always remains foreign; he no longer, like students, has to think of 

                                                           
47

 Ortega, “The Misery and the Splendor of Translation,” 108. 
48

 Schleiermacher, “On the Different Methods of Translating,” 42. 



101 
 

every detail in the native language before he can grasp the whole, but he always remains 

conscious of the differences of that language from his mother tongue, even where he most 

consistently enjoys the beauty of the work. [emphasis mine]”
49

 For readers to comprehend the 

translator’s perspective, of someone who is a connoisseur of the foreign language but not a 

native speaker, they too must be made aware of the ways that the original’s language differs 

from their own. 

Essentially, foreignizing translation recreates the difference between language systems, 

while simultaneously demonstrating how the authors deviate from their own linguistic norms. 

Most translation theorists who advocate for this approach argue that this can be accomplished 

through a more literal translation: “the more closely the translation follows the phrases of the 

original, the more foreign it will strike the reader.”
50

 As opposed to the domesticating approach, 

which seeks to conform the language of the original to the lexicon, structure, and culture of the 

receiving language; a foreignizing strategy disrupts the receiving language by more closely 

rendering how the text was written. Reading English with a foreign syntax or meter and a word 

choice that better approximates the author’s, rather than what sounds best and most readable, 

would clearly be disorienting.  

The impulse behind foreignization, the intentional alienation of the audience to reinforce 

the idea the author is trying to communicate, calls to mind the concept of defamiliarization. The 

effects and purposes of defamiliarization and those of foreignization overlap considerably. Victor 

Shklovsky explains that “the technique of art is to make objects ‘unfamiliar,’ to make forms 

difficult, to increase the difficulty and length of perception because the process of perception is 

an aesthetic end in itself and must be prolonged. Art is a way of experiencing the artfulness of an 
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object; the object is not important. [emphasis original].”
51

 As in Shklovsky’s description, an 

obfuscation of the translated text that more directly mirrors the author’s construction instead of 

the receiving language defamiliarizes readers’ own language, forcing them to pay attention to the 

characteristic way the author chose to create his image. In a sense, a foreignization strategy 

places the emphasis on the signifier over the signified, or rather, to paraphrase Walter Benjamin, 

turns the signifier into the signified.
52

 This is done by literally translating each word, each turn of 

phrase, each syntactic irregularity, and keeping the words in the same order. By distressing the 

receiving language, the audience reads how translators read the source text: registering each of 

the author’s divergences from the standardized rules of the original language. According to 

advocates of foreignization, the conscious recreation of the translator’s experience gives the 

reader greater access to the way the author crafted the text.   

Theorists articulate two primary concerns that must be taken into account in producing a 

foreignized translation: the literal reproduction of the source text’s form and meter and the 

approximation of the original signifier (i.e. the choice of words, phrases, colloquialisms, etc.) as 

determined through considerations of culture, context, connotation, and the avoidance of 

everyday use. I address each of these factors in turn and also show how Caine’s Mahler project 

uses similar principles and indeed exemplifies the foreignizing method, especially in comparison 

with earlier models of jazz translation. 

 

Foreignizing Structure 

 The first condition of a foreignization strategy is that the translation should literally 

render how the text appears in the author’s language, i.e. translators should work to accurately 
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recreate or parallel the form, rhythm, and meter of the original in their own language as it was 

presented. Goethe argues for translations that “approximate as closely as possible the external 

form of the original work” as more convincing than those that conform the source text to the 

receiving language.
53

 He sees the domesticating act as a disfiguration of the original and 

considers this to be “the saddest mistake a diligent and quite capable translator can make.”
54

 This 

is because, as Schleiermacher observes, “every language has its peculiarity of rhythm.”
55

 

Altering that rhythm distorts how authors crafted their thoughts in their own language. To restrict 

this loss of authors’ characteristic approach to their own language, foreignizing translators strive 

to keep the source text’s formal and syntactic presentation. To reiterate Schleiermacher’s point 

brought up earlier, by creating a translation that closely follows the original, translators can 

communicate a foreignness of presentation.
56

  

These more literal renderings of the original work’s structural principles are intentionally 

awkward, for they do not follow the subtle rules of language that have become second nature to a 

native speaker. A consistent and intentional deviation from those rules informs a text that 

opposes the readability championed by the domesticating tradition. The constant violation of 

syntax gives rise to a vision of the clumsy word-for-word translations of an amateur or novice. 

Indeed, Schleiermacher acknowledges the immense potential for inferior foreignized translations 

to read “schoolboyish,” as if created by one who copies words without knowing their linguistic 
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function or implications.
57

 Yet he cautions against discounting all literal translations, as those 

that are well constructed can profoundly affect the development of the receiving language.
58

 

  The German proponents of foreignization point to the role this type of structural 

recreation played in the development of their own language. The best known example of this 

action would be August Wilhelm Schlegel’s (1767-1845) translations of William Shakespeare. 

For Schlegel, “in language in general and in poetry in particular, form and content are 

inseparable. This meant that Shakespeare’s iambic pentameters be viewed as an organic 

component of the overall significance of his plays.”
59

 And indeed Schlegel applied iambic 

pentameter wherever Shakespeare himself used it but then “revert[ed] to prose” when prose 

appeared in the original work.
60

 Even more highly regarded among the German romantics was 

Johann Heinrich Voss’s (1751-1826) translation of The Iliad (Ilias; 1793). Goethe credits Voss’s 

decision to eschew a verse type common to the German language in favor of Homer’s own 

hexameters as a primary factor in establishing “what versatility has come to the Germans, what 

rhythmical and metrical advantages are available” to their developing language.
61

 Moreover, 

philosopher Wilhelm von Humboldt (1767-1835), credits Voss’s Ilias as the translation that 

“may be said to have introduced classical antiquity into the German language. [...] His combined 

talent and strength of character allowed him to keep working and reworking a problem until he 

found that form, which of course may still be improved upon, in which, now and for as long as 
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German is spoken, the ancients will be rendered in our language.”
62

 Thus, to German romantic 

writers and philosophers, replicating classical verse forms was essential to the translation process 

and to the growth of their language. 

 Caine’s statements regarding his approach to the Mahler project resonate with this aspect 

of foreignizing translation. For the January/February 2001 issue of JazzTimes, Caine explained to 

Bob Blumenthal that he has “always been interested in finding new structures for group 

improvisations, and as [he] developed the Mahler pieces [he] heard how they presented different 

things for people to play against. [...] [He] found that [he] could draw on [Mahler’s] forms.”
63

 

Caine reiterated this sentiment during our interview in 2012, stating his desire to “take advantage 

of the forms in Mahler’s music.”
64

 The Mahler project’s formal and structural fidelity to the 

original composition becomes clear if one listens to the recordings with the scores in hand, and it 

is further evidenced in the transcriptions given in the manuscripts. Through literal transcription 

of what Mahler composed, Caine recreates Mahler’s sequence of musical events in a manner 

similar to the German Romantics’ rendering of Shakespeare’s iambic pentameter or Homer’s 

hexameter.  

In contrast to Dorsey’s “Song of India,” which adhered to the era’s dominant jazz 

language and inserted Rimsky-Korsakov’s melody into a well-established big band formula, 

Caine’s Mahler recordings bring the listener to the composer through his recreation of Western 

art music phrasing and form: Caine provides Schleiermacher’s prescribed literalness by using 

Mahler’s orchestration arranged for his own jazz ensemble. Maintaining minutes-long sections of 

the score in transcription, which in turn preserves Mahler’s melody, harmonies, phrasing, 
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orchestration, pacing, etc., firmly situates elements foreign to jazz in a work conceived by a jazz 

musician presumably for jazz audiences. Unsuspecting listeners would likely be bewildered by 

their first hearing (or even subsequent hearings) of Caine’s Mahler project. During a jazz 

performance, one does not expect to hear long passages that convey the formal and 

orchestrational concerns of the Western art music tradition. The expectations of early readers of 

Voss’s Ilias were similarly frustrated; it was only after readers had adjusted to the foreign meter 

that they could truly appreciate the translator’s ambition.
65

 

Caine’s reconstruction, however, is not solely designed to thwart the listener. Even when 

Caine adapts Mahler’s music to a form that more closely resembles those employed in jazz, he 

manages to disrupt that form in a way that recalls Mahler’s characteristic procedures. Many of 

Caine’s deviations from the source material parallel ways in which Mahler himself upset the 

expectations of Romantic-era audiences for the symphony. Caine’s strategy would not register as 

effectively if he did not maintain so much of the original material; Mahler’s formal disjunctions 

are exponentially heightened by the interaction of the preserved source material and the 

additions.  

Consequently, the presence of a form and orchestration that is foreign to the jazz tradition 

is equally important to if in fact not more important than the way Caine creates material that 

surrounds or modifies the pre-existing work. In reproducing portions of Mahler’s original 

structure and emulating elements of his idiosyncratic approach to form, Caine defamiliarizes his 

own musical language to better represent Mahler’s music in jazz. At the same time, by 

manipulating jazz language to accommodate the literalness of his translations, Caine creates new 

structural possibilities for improvisation in his own tradition.  
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Foreignizing Language 

Caine’s recreation of the source text’s formal idiosyncrasies is not the only foreignized 

feature in the Mahler project. I noted in chapter 1 that, for Caine’s supporters and detractors 

alike, a defining aspect of the Mahler project has been the eclectic, polystylistic presentation of 

these works. Caine’s recordings refer to music from across the stylistic spectrum: klezmer, rock, 

bossa nova, turntablism, gospel, traditional Chinese music, etc. as well as to more 

straightforward jazz and Western art music. A consistently changing performance style never 

truly lets the audience settle into a comfortable listening experience and has often led to the 

branding of Caine’s music with the problematic postmodernist label. This heterogeneity, 

however, also suggests a parallel with foreignization. A foreignized translation emphasizes the 

signifier, placing greater weight on the implication, translation, and representation of each 

individual word. Benjamin argues that “words rather than sentences [are] the primary element of 

the translator.”
66

 In fact, for Schleiermacher, “a translation can be foreignizing only by 

approximating the play of foreign signifiers, and this can take various forms, including 

experimentation with language that is intelligible but less widely used, especially in translations, 

as well as close adherence to the foreign text.”
67

 Foreignizing translators tend to reach beyond 

the modern lexicon employed by the domesticated translator, seeking to foreignize their work 

through “a feeling for language which is not only not colloquial, but also causes us to suspect 

that it [...] has been bent towards a foreign likeness.”
68

 

A clear illustration of the effect of a foreignizing word choice on the reading of a 

translated text appears in the work of Francis Newman (1805-1897). Newman holds a peculiar 
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position in English translation history. Despite a distinguished and respected career as a classical 

scholar at University College, London, he is now best known as the target of malicious criticism 

by his distinguished rival Matthew Arnold (1822-88). Arnold, a defender of the English 

domesticating tradition, penned his still influential Oxford lecture series, “On Translating 

Homer” (1861), partly in response to the seemingly odd decisions that Newman made in his 

1856 translation of The Iliad. Throughout his lectures, Arnold criticizes Newman for treating 

Homer’s epic poem in a foreignizing manner and especially Newman’s decision to recreate the 

epic poem through a heterogenous, archaic language.  

To illustrate the halting effect of a foreignized word choice, I again return to Achilles’s 

monologue. In the interest of facilitating direct comparison of translation styles, I also give the 

passages from Pope and Fagles. 

Francis Newman’s Foreignizing Translation (1856)
69

   

 

“Chesnut! why bodest death to me? from thee this was not needed.           

Myself right surely know alsó, that ‘tis my doom to perish,           

From mother and from father dear apart, in Troy; but never                  

Pause will I make of war, until the Troïans be glutted.”                 

He spake, and yelling, held afront the singlehoofed horses.   

 

 

 

Robert Fagles’s Modern Translation (1990)
70

 

 

“Why, Roan Beauty— why prophesy my doom? 

Don’t waste your breath. I know, well I know— 

I am destined to die here, far from my dear father, 

far from mother. But all the same I will never stop 

till I drive the Trojans to their bloody fill of war!” 
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           A high stabbing cry— 

and out in the front ranks he drove his plunging stallions. 

 

Alexander Pope’s Domesticating Translation (1715-20)
71

 

 

 With unabated rage—“So let it be!” 

 Portents and prodigies are lost on me. 

 I know my fate: to die, to see no more 

 My much-loved parents, and my native shore— 

 Enough—when heaven ordains, I sink in night: 

 Now perish Troy!” He said, and rush’d to fight. 

 

Newman’s translation distances Homer from 19
th

-century English through its distinct 

linguistic otherness. In comparison with Pope’s and Fagles’s translations of the same passage, 

Newman’s word choice seems awkward and his presentation irregular. Arnold was especially 

offended by Newman’s remarkably informal translation of Xanthus as Chesnut, as well as 

words/phrases like “yelling,” “held afront,” and “singlehoofed.”
72

 Yet the clumsy sentences that 

result from Newman’s “homely colloquialisms” actually force readers to concentrate on each 

violation of their contemporary language.
73

  

The heterogeneity of the language in Newman’s translation provides a compelling 

analogue to Caine’s use of style. Several of Caine’s translations feature multiple style changes in 

a single track: for example, “Symphony no. 1 Titan, 3
rd

 movement,” “The Drunkard in Spring,” 

and “Dark Flame.” Still, there is more to foreignized translation than merely employing obscure 

and varied vocabulary: Lewis explains that “the strong, forceful translation [...] values 

experimentation, tampers with usage, seeks to match the polyvalencies or plurivocities or 
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expressive stresses of the original by producing its own [emphasis mine].”
74

 In the act of 

reproducing the foreign language signifiers, translators must select signifiers from their own 

languages that recreate both the meaning and the impression that the author’s word choice had 

on his own language. They achieve this by considering and reproducing the cultural, registral, 

stylistic, and dialectic connotations of the original text.
75

 

Newman’s translation deliberately draws attention to the historical distance between 

Homer and the readership of Victorian England; he remarked that “the entire dialect of Homer 

[was] essentially archaic.”
76

 Instead of the refined contemporary language expected in a Homeric 

translation, the vocabulary of Newman’s Iliad draws on numerous literary eras, both 

contemporary and antiquated, spanning Shakespearean to Victorian poetry and encompassing 

even some of the lexicon of Scottish writers.
77

 This diversity of references prompted Newman to 

include a glossary of the more obscure terms to help his readers.
78

  

Moreover, Newman chose to present his Iliad translation in the form of an English ballad. 

The title page of the original 1856 edition of Newman’s translation explains that his version has 

been “faithfully translated into unrhymed English metre,” an explicit acknowledgement of both 

the national origin of his form and his intentions to eschew the heroic couplet.
79

 Newman’s use 

of a popular prose setting from the receiving culture instead of the academically preferred 

hexameter manages to disregard the other major principle of foreignization, the close 

approximation of the poetic structure. Like his eclectic word choice, this metrical structure is 
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designed to draw attention to Homer’s foreigness. Specifically, Newman tried to give his 

audience a different image of Homer from that produced by translators like Pope and Arnold. 

Newman drew upon the ideas that Homer’s epics were part of an oral tradition and that Homer 

(if, in fact, he ever existed as an individual) was unlikely to have been a nobleman in the English 

sense; thus, Newman set the Iliad in a popular form for oral English poetry and made it sound 

unlearned so as to better emulate English speech outside an academic setting.
80

 Not only was 

Newman’s word choice designed to express historical distance and to approximate the original 

text in its choice of signifiers, but also it was intended to register Newman’s interpretation of 

Homer’s culture and social standing, the forces that shaped the text’s composition. Whereas 

Pope’s Homer approximates the language of the English educated classes, Newman uses the kind 

of English one might hear in a pub.  

One can again see a correlation to Caine’s translating practice. In his interview with 

Blumenthal, Caine explains that in the Mahler project, he was concerned with “exaggerating the 

references to his time that [Mahler] had already included.”
81

 Caine is cognizant of Mahler’s own 

predilection for integrating so-called low-class music into his own compositions, and he draws 

the listener’s attention to this quality. Caine’s use of klezmer most notably has been remarked 

upon by journalistic and scholarly writers alike. The centrality of this style in several of the 

Mahler project translations demonstrates a conscious effort to foreground Mahler’s identity as a 

Jew, but it is only one of several prominent styles that Caine includes in his eclectic recordings. 

One benefit of introducing the concept of foreignization into the analysis of Caine’s 

arrangements is that it provides a framework for considering the full spectrum of his stylistic 

exaggerations in relation to their source material. Within this framework, we can see the 
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overstated klezmer style as just one example of a larger translational trend. Caine has explicitly 

expressed his intention to parallel a reference by Mahler to a music of his time with a reference 

to one from his own repertoire. During an interview, Caine explained this attitude with regard to 

his version of the Goldberg Variations. When asked why he included a variation performed in 

the style of a samba, he responded that “Bach has a gigue and a sarabande and basically he’s 

including national dances from other cultures than his own. Maybe it’s a little bit of a leap but...a 

samba is a national dance and it also lends itself to the harmony.”
82

 In Caine’s mind, Bach’s 

variations were based on contemporary styles that had their own cultural meanings; to recreate 

this situation, Caine needed to draw on similar national associations (e.g., connecting the Spanish 

sarabande to the Brazilian samba). Just as Newman made decisions about his word choice in 

order to emphasize Homer’s historical and social otherness, Caine stresses Mahler’s own 

polystylism and allusions to musics not typically heard in the fin-de-siècle concert hall by 

translating these into allusions to the wealth of musics available to the modern jazz musician.  

 

The Mahler Project as Foreignizing Translation 

Mahler’s compositions were notably missing from the first seventy-five years of recorded 

jazz; attempts to use the domesticating/swingin’-the-classics model were rare, if in fact any exist 

at all.
83

 Why then should Caine introduce him to a jazz audience? Schleiermacher asserts that 
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“only to the extent to which a person influences language does he deserve to be heard beyond his 

immediate environment.”
 84

 If the criterion for translation is that an author, or in this case a 

composer, had a profound influence on his or her native language, certainly Mahler’s music 

should be translated. Mahler’s oeuvre has had a central place in Western art music and its 

compositional language during the last century. Composers as diverse as Schoenberg and 

Shostakovich have consistently cited Mahler as a significant inspiration for the development of 

their personal styles. The stylistic heterogeneity of Mahler’s symphonic works has led some 

postmodernist composers to claim his compositional approach as a precursor to their own. 

Moreover, his complex structural designs stretched contemporary perceptions of form to such an 

extent that Adorno, for one, had to devise new analytical terminology to communicate the 

uniqueness of Mahler’s compositions. If the goal of musical translation is to introduce significant 

works into a different culture, works that through the strength of their own characteristic style 

and innovations could influence new methods of expression in the receiving language, then 

clearly translations of Mahler’s compositions are a significant addition to the jazz language.
85

  

Though not every musical language can successfully carry out this type of translation—

Schleiermacher maintains that the optimal language for foreignization must have some 

“flexibility”—the jazz language is especially fit for this type of musical transference.
86

 With its 

propensity for reacting to and absorbing other musics, jazz is an especially malleable musical 

language capable of accommodating any foreignizing procedure. And, just as jazz has 
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consistently incorporated new ideas from its contact with these other musics, it further benefits 

from an approach that adds even more expressive possibilities. 

The symbiotic relationship between the source and receiving language is only one reason 

why advocates for foreignization insist on this approach. In truth, motives for choosing 

foreignization differ for each writer. Schleiermacher viewed his developments in national terms, 

as a means of addressing and absorbing characteristics of other languages into German, an act 

that would help the educated and cultural elite shape the language.
87

 It is not coincidental that 

advocates of foreignization opposed France’s domesticating translation practices of the time, 

since Schleiermacher delivered his lecture on June 24, 1813, when Europe was embroiled in the 

Napoleonic Wars.
88

 Francis Newman, in contrast, saw foreignization as a means to rebel against 

the academic elite. His use of archaic language and unsophisticated forms was designed to 

address the general English public, readers that did not know Greek and Latin.
89

 For Benjamin 

and Ortega, the development of language itself was also paramount, but their adherence to 

literalness was part of a quest for a Platonic “pure language.” Benjamin saw translations that 

“write literalness with freedom” as the only means through which to discover this “pure language 

fully formed from the linguistic flux.”
90

 Finally, Venuti, the most vocal modern advocate, argued 

in favor of foreignization as an ethical decision, a way to combat ethnocentricism. For him, 

domesticated translation glosses over or actively suppresses the distinctive linguistic elements of 

a source text; while foreignizing translation is the best way to preserve those elements. 

 The Mahler project is not necessarily an attempt at divining pure language in a 

Benjaminian mold (though this does not prevent one from interpreting it as such). Still, the 
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benefits outlined by the other theorists do hold for to this approach to arrangement. Caine’s 

search for new improvisational structures parallels the growth of the language cited by 

Schleiermacher. At the same time, echoing Newman’s anti-academic, populist reading of Homer, 

Norman Lebrecht argues that the Mahler project can serve as a gateway into Mahler’s music for 

the listener who is uneducated in Western art music traditions.
91

 Lebrecht sees Caine as 

promoting the idea that “Mahler did not belong to any single tradition” but rather that he “was a 

man of several worlds”; by expressing Mahler through the diverse materials available to the 

modern jazz pianist, Caine had “wrested [Mahler] away from tailcoated conductors and wall-

faced orchestras.”
92

 That Caine would even approach Mahler’s music in a manner that parallels 

the foreignizing method reveals a sense of greater security for jazz within the cultural hierarchy. 

The swingin’-the-classics method discussed above is a product of a time when jazz was a 

popular music for dancing, still struggling for legitimacy. Rather than “trivialize” older music as 

it did earlier on, jazz could now address Western art music with a sense of security, an analogue 

to Venuti’s call to challenge the ethnocentrism inherent in a domesticating process. 

 Finally, Caine’s application of the foreignizing approach permits interpretive and 

intertextual hearings of the source work. His exaggerations of style and insertions of 

improvisation, noise, newly written text, etc. all prompt the listener to return to Mahler’s 

composition and ask, “Why is this here?” In this way, the Mahler project can inform our own 

hearing of Mahler’s music. Herder, in discussing the role of translation for an audience capable 

of reading the original work in the original language, praises the act of translation for its 

comparative function: “Of course, I shall go on studying Homer in the original [language], [...] it 

is just that I would not be ashamed to have the translation lie next to that original, to look at, to 
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compete with, whenever there is a strong image I want to feel fully in my mother tongue—that is 

how I read Homer.”
93

 Along similar lines, musical translations like the Mahler project should not 

be discarded as derivatives, as Davies suggested. Caine’s attention to Mahler’s compositional 

choices and his retention of recognizable structural elements allow listeners to consistently draw 

direct and informative comparisons with the original. Indeed, for jazz audiences Caine’s 

translations can convey certain aspects of Mahler’s music that they may not garner from hearing 

the original. In this way, the Mahler project, like Herder’s German Homer, is a project that can 

stand on its own achievements but can also be invaluable to jazz audiences approaching Mahler’s 

epic compositions.  
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CHAPTER 5 

ANALYZING THE MAHLER PROJECT 

 Foreignization, as it was presented in the preceding chapter, is not a specific 

methodology, but rather an attitude towards the act of translation. This flexibility can frustrate 

attempts to identify similar endeavors in music. Indeed, even within the field of literary 

translation, which developed the idea of foreignization, trying to establish universal criteria for 

analysis is problematic. Nevertheless, in the previous chapter I discussed properties that 

translation theorists suggest are central to foreignization: the reconstruction of the original 

work’s poetic meter/form and the use of an eclectic vocabulary that parallels the author’s word 

choices in the source language. If I am to propose Caine’s Mahler project as an example of a 

foreignized musical translation, I must approach these works using an analytical model that 

provides musical analogues to these principles.  

The parallels for these criteria in Caine’s Mahler translations are relatively direct: his 

reconstruction of the original work’s progression of musical events correlates to the literary 

translator’s concern for meter and structure, whereas lexical diversity is approximated through 

Caine’s exaggerated stylistic parallels. Nevertheless, attempts to investigate these components 

quickly confirm the need for a consideration of a third criterion: the contextualization of the 

elements within the original work. Caine’s rigorous preservation of the source composition’s 

melody and accompaniment raises the question of how each of these modifications translates the 

original composition. Someone who knows Mahler’s oeuvre or simply follows along in the score 

cannot help but recognize Caine’s changes. But how do these changes affect a listener’s 

experience of the work? How can accentuating the Jewish or march elements of Mahler’s 

original or disrupting the form alter one’s hearing of the music? Analyses of the Mahler project 
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should present the original and the translation together so as to better evaluate the alterations. 

With this in mind, I turn to the field of semiotics to generate my analytical model.    

I use semiotic concepts for two reasons. First, the fact that my primary metaphor, 

translation, is derived from the realm of language creates a natural correspondence between it 

and semiotics. Even before modern semiotic study was established, translation theorists 

consistently referred to the communicative significance of signs. Generating meaning through 

the correct placement and choice of signs is the foundation of the translator’s craft and, by 

extension, the musical translator’s craft. Employing the semiotic concepts that describe the 

construction of language and its signifying capabilities can then facilitate my reading of the 

Mahler project as a form of musical translation. Second, Ferdinand de Saussure observed that “in 

a language-state everything is based on relations.”
1
 Semiotic terminology foregrounds the 

accumulation of meaning for individual units within a larger context. As I illustrate throughout 

my analyses, contextualizing Caine’s arranging decisions with regard to the source material 

should be centrally important to hearing these translations. Semiotic conceptions of intratextual 

meaning assist in relating the consequences of Caine’s additions/modifications for the experience 

of the original composition. 

The first semiotic concept I employ is that of the syntagm, which considers how the 

ordering of the linguistic elements in a sentence affects their meaning. I must quickly clarify the 

distinction between syntax and syntagmatic relations, especially since Saussure’s translators 

specifically warn against confusing these closely related concepts.
2
 Syntax relates specifically to 

                                                           
1
 Ferdinand Saussure, Course in General Linguistics, ed. Charles Bally and Albert Sechehaye, collab. Albert 

Riedlinger, trans. Wade Baskin (New York: McGraw-Hill Book Company, 1966), 122. 
2
 Saussure, Course in General Linguistics, 123 n.5. 
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the arrangement and ordering of the words in a sentence.
3
 To apply this concept to the Mahler 

project, I would note that Caine retains Mahler’s ordering of musical events. Thus, he preserves 

the syntax of the original and uses it as the foundation for his modifications and additions.  

In a syntagmatic relationship, however, one looks at the ordering of these words to 

determine a sentence’s meaning. Saussure explains that “words acquire relations based on the 

linear nature of language because they are chained together.”
4
 As communicators, we construe 

the meaning of a sentence from the order in which the individual words or phrases are presented. 

Saussure asserted that “a term acquires its value only because it stands in opposition to 

everything that precedes or follows it, or to both.”
5
 This relationship is reciprocal. The addition 

of each new word or phrase refines the implications of the sentence’s other components. 

Viewing Caine’s additions as modifications to existing syntagms reinforces the idea that when 

they are inserted into the original sequence of musical events, the additions modify the listener’s 

comprehension of the surrounding material and take on new meaning themselves. Just as the 

addition of a new word into a sentence alters the meaning of that sentence, adding an 

improvisational passage into an extant composition changes one’s perception of that 

composition, the material leading up to that improvisation, the material following the 

improvisation, and the improvisation itself. Hence, contextualizing Caine’s improvisations 

within the original work’s syntagmatic progression imbues the added material with greater 

meaning. 

Still, as mentioned in the preceding chapters, the stylistic diversity of the Mahler project 

is more often considered to be the defining characteristic of these arrangements. For this type of 

                                                           
3
 Raphael Salkie, “Syntax, Syntactic,” in The Routledge Companion to Semiotics and Lingusitics, ed. Paul Cobley 

(London: Routledge, 2001), 273. 
4
 Saussure, Course in General Linguistics, 123. 

5
 Saussure, Course in General Linguistics, 123. 
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translational decision, I introduce a second semiotic concept: paradigmatic relationships. A 

paradigmatic relationship involves establishing a group of signs that are “linked by partial 

resemblances, either in form or in meaning.”
6
 Semiologist Roy Harris notes that the paradigmatic 

series has come to replace Saussure’s original term série associative because the former 

emphasizes interchangeability between the comparable signs within that grouping.
7
 With regard 

to the Mahler project, I am using paradigmatic relationships to relate any kind of modification 

(stylistic, orchestrational, or textual, or through added improvisation) provided that Mahler’s 

musical material also appears as part of the texture. In this way, the source and Caine’s altered 

version are interrelated via their function in the composition. Furthermore, the material of a 

paradigmatic substitution takes the place of something in the original sequence of musical events 

and therefore does not affect the form or syntagmatic ordering of the arrangement.  

Though the Mahler project’s diverse stylistic spectrum is invariably noted in existing 

analyses, adding the concept of paradigmatic substitution foregrounds the idea that Caine’s 

polystylism is a product of his intent to connect his modifications to some element of the original 

work. Caine mentions in his interview with Bob Blumenthal that he is looking to “exaggerate the 

references [that Mahler] had already included” in his music.
8
 Coincidentally, these exaggerations 

are often criticized for what some see as reducing the original work’s subtlety, an ironic 

assessment given that in its own time Mahler was also criticized for his lack of subtlety when 

integrating disparate stylistic materials into his compositions. Indeed, Caine’s stylistic 

exaggerations or improvisational additions are often inspired by his study of Mahler’s life and 

cultural milieu and are a conscious attempt to interpret the implications of Mahler’s original 

                                                           
6
 Roy Harris, “Paradigmatic,” in The Routledge Companion to Semiotics, edited by Paul Cobley (New York: 

Routledge, 2010), 282. 
7
 Harris, “Paradigmatic,” 282. 

8 Bob Blumenthal, “Worldly Music, Don Byron & Uri Caine,” JazzTimes 31, no. 1 (January/February 2001): 53. 
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reference using modern performance conventions. If we recall that a paradigmatic relationship 

exists between signs that can substitute for each other. Caine’s modifications to the composition 

can be seen as reactions to what he perceives as a resemblance in form or meaning to the original 

reference.  

Before I continue with my illustration of how I employ these terms in my analyses, I 

must first differentiate my approach from the larger tradition of semiotic studies in music. Extant 

methods of musical analysis inspired by semiotics would not adequately address Caine’s 

approach to arrangement. Paradigmatic analysis, for example, which tracks the repetition and 

subtle variation of musical cells with related syntactic functions as a means to discern structural 

elements, ultimately proves ineffective for highlighting how the Mahler project relates to the 

source material. Caine works with a transcription of the source work; his ensemble generally 

plays the same notes in the same ordering as Mahler’s composition. Thus, a traditional 

paradigmatic analysis of a Mahler project arrangement would essentially provide the same 

results as an analysis of the original.
9
 

Second, many semiotic studies work with smaller musical units (motives, phrases, 

melodies, etc.). Caine’s translations lend themselves to a macroscopic approach. His additions 

and modifications transpire over much larger musical segments. Some selections grouped 

together in my analyses according to style or function may extend through several original 

formal functions. Applying this terminology to larger passages does not violate the original 

purpose of these concepts: Saussure allowed for considerable flexibility in the size of the 

syntagm, explaining that “the notion of syntagm applies not only to words but to groups of 

words, to complex units of all lengths and types (compounds, derivatives, phrases, whole 

                                                           
9
 For an example of a traditional paradigmatic analysis of Mahler’s work, see Kofi Agawu’s extensive investigation 

of Symphony no. 9, mvmt. I. Kofi Agawu, Music as Discourse: Semiotic Adventures in Romantic Music (Oxford: 

Oxford University Press, 2009), 253-279.     
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sentences).”
10

 Caine’s large-scale grouping for his modifications hinders attempts to examine the 

Mahler project via methods of semiotic analysis that explore relationships in music on a motivic 

level. 

 

The Syntagmatic/Paradigmatic Axis 

My use of semiotic terminology comes from a concern with the interaction of Caine’s 

modifications with Mahler’s original composition. It is here that my approach to Caine’s work 

differs from a similar approach developed by Björn Heile. Heile views Caine’s modifications as 

a series of horizontal or vertical additions: horizontal, “on the one hand, [is] music that is 

improvised simultaneously with Mahler’s original, and, [vertical], on the other, [is] material that 

is inserted in between sections adapted from Mahler.”
11

 His applications of “horizontal” and 

“vertical” to some extent parallel my use of the terms “paradigmatic” and “syntagmatic” 

respectively. I am thus indebted to his work for this general conception. Heile, however, believes 

that “in general, it makes more sense to treat added material as separate from the material 

directly derived from Mahler.”
12

 In contrast, I have concluded from analyzing these 

arrangements that these two elements are inseparable in experiencing the Mahler project. Indeed, 

it is best to view the relationship of Caine’s translations to their source through the experiential 

consideration of his additions/modifications and their placement within the context of Mahler’s 

composition. My semiotically inspired analysis was developed to foreground this interaction. 

I derive the foundation of my analytical model from a syntagmatic/paradigmatic axis 

(Figure 4.1).  

 

                                                           
10 Saussure, Course in General Linguistics, 124. 
11

 Björn Heile, “Uri Caine’s Mahler: Jazz Tradition, and Identity,” Twentieth-Century Music 4, no. 2 (2008): 249. 
12

 Heile, “Uri Caine’s Mahler,” 238. 
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Figure 4.1: The Syntagmatic/Paradigmatic Axis 

 

This figure, which frequently appears in illustrations of semiotic structure, is designed to show 

the concatenation of signs within a series (syntagmatic presentation) while suggesting related 

signs that could potentially substitute for the individual components of the series (paradigm). 

Syntagmatic constructions, as they are concerned with the interlinear relationships of phonemes, 

words, or phrases, are mapped onto a horizontal axis. Reading from left to right, this axis 

presents the linear order of a series of signs. On the other axis, paradigmatic relationships are 

often portrayed as a list below each sign. This configuration allows the analyst to quickly view 

how these associated terms would affect the syntagmatic progression.  

The range of information presented on a syntagmatic/paradigmatic axis largely 

corresponds to that needed for comparing Caine’s translational decisions with the source text. 

Syntagmatic axes resemble existing methods of charting musical form with time moving from 

left to right. On this axis, I present an analysis of the translation delineated by recognizable 

changes in formal function, style, or orchestration. By listing the corresponding measures from 

the original for each of these passages and indicating the location of syntagmatic additions, this 

model assists in locating Caine’s changes within the context of Mahler’s composition.  
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I must, however, adapt this axis so that it would facilitate a paradigmatic analysis of 

Caine’s music. The original purpose of the paradigmatic axis is to demonstrate the signifying 

potential of related signs, not to document changes to pre-existing work. Consequently, although 

I retain the basic premise of the vertical axis, I also include categories that better present the 

necessary data for analyzing a musical translation (Table 4.1). 
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Table 4.1: Model for the Analysis of Caine’s Transcriptions  

  

I have divided the chart with a horizontal black line to make a distinction between the 

data for syntagmatic and paradigmatic analyses. The upper portion of the model provides 

information pertaining to the discussion of the translation’s syntagmatic structure: the measure 

numbers from Mahler’s original text, the corresponding timings on the Mahler project recording, 

and the structural function of the individual syntagms. The information presented in the category 

‘structural function’ is determined by referencing the purpose of the original material. 

Transcribed material is labeled according to its role in the source composition, e.g. introduction, 

primary theme, interlude, etc. In instances where I borrow formal terminology from other 
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analyses, I indicate the origin of this analysis in a footnote. When labelling the structural 

function of the added material, this box designates the syntagmatic type, which I describe 

shortly. 

Beneath the dividing line are the three categories that assist in studying Caine’s 

paradigmatic modifications. The first category from the top identifies the stylistic language of the 

source material. Information in this box provides a label for the performance tradition that best 

describes the source text, taken variously from existing scholarly studies, Mahler’s performance 

indications translated into English, or a defined and identifiable style. If the corresponding 

syntagmatic category above this section is one of Caine’s syntagmatic additions, this space is 

marked as not applicable (n/a). Caine’s modifications to the presentation of his source material 

appear in the second and third categories. The information in the section relates to changes 

specifically to the performance style and is compiled from annotations in Caine’s manuscripts, 

his comments in interviews, or the general name for the jazz or jazz-related style. The final 

section gives relevant information about the ensemble modifications. This is primarily intended 

to note additions to Caine’s standard ensemble—violin, trumpet, clarinet, piano, bass, drums—

for each composition, such as a voice, a cello, or a jazz influenced rhythm section. Though Caine 

considers the turntablist to be a part of his ensemble, I include any of DJ Olive’s additions in this 

category as well. The flexible and formidable use of this instrument throughout the Mahler 

project merits special mention when it appears in the ensemble texture.    

 These categories are not comprehensive but rather identify the primary aspects I 

investigate throughout this study. One can add or substitute any number of other potential data 

categories if they are deemed significant for an analysis. For example, several analyses in the 
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study require a consideration of key center. In these instances, I add this information as a fourth 

syntagmatic category.  

The purpose of this analytical model is to allow the analyst to concentrate on the 

placement of Caine’s modifications within the context of Mahler’s compositions, and their effect 

on the hearing of the work. Indeed, several of the categories expressed on the table can only be 

completed by considering the Mahler project arrangement against the original score. 

Determining the significant information for each of these categories requires consideration of 

each instrument, sound, or selection that deviates from Mahler’s composition and subsequent 

summary of its identity/function within both the original and the musical translation. This forces 

analysts to consider where material is added with regard to the source composition’s succession 

of musical events (syntagm) and how Caine addresses selections of the transcribed material 

through instrumentation and stylistic modification (paradigmatic substitution). 

Syntagmatic/paradigmatic analyses also draw attention to similarities in the material that Caine 

employs throughout a work (e.g., a recurring stylistic reference) or if and how he reacts to 

parallel developments in their source composition, thereby facilitating recognition of Caine’s 

larger interpretive conceits. Furthermore, the syntagmatic/paradigmatic model aids recognition 

of Caine’s means of foreignization: at a glance, one can view both how he works to maintain or 

react to the original formal presentation and evaluate the way that his stylistic substitutions are 

used to articulate musical gestures and stylistic references from the source work.  

To help with the categorization of Caine’s various arranging decisions, my table often 

includes one or more abbreviations that stand for actions that I have identified from my study of 

the Mahler project. Surprisingly, despite the seemingly inexhaustible variety of stylistic, 

improvisational, and instrumental modifications to Mahler’s work, these actions can be placed 
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into ten categories. Five relate to syntagmatic concerns: solo improvisation, collective 

improvisation, transitional, patchwork, and new text. And five are paradigmatic: solo 

improvisation, stylistic substitution, rhythm section, new text, and the translation of the original 

text. In the following sections, I outline how each appears in the Mahler project and affects the 

hearing of the source material.
13

 

 

Altering the Syntagmatic Series 

To be considered syntagmatic, the material must meet two conditions. First, this label 

applies only to the insertion of music or text (usually newly composed, although it can also be 

taken from other compositions) into an established series of musical events. For example, if the 

ensemble interrupts a performance of the transcription with new material written to accompany a 

clarinet improvisation, that section is considered a syntagmatic change. Though not a part of the 

original work, this inserted solo modifies the perception of the source material that surrounds it. 

This leads to the second condition: a syntagmatic addition will alter the progression of musical 

events presented in the original work. Syntagmatic material interrupts the composition’s linear 

progression and internal logic; e.g., if a ternary composition detours into an improvisation before 

returning to the A section, the new material and the delay of the return can affect the perception 

of both the A material and the composition as a whole. Audiences who are familiar with 

Mahler’s original work will thus be challenged by the deviation from the music’s expected 

course.  

Caine often further highlights these formal deviations by using music or techniques 

foreign to Western art music in Mahler’s time. This is particularly recognizable in Caine’s most 

frequent additions to these arrangements: syntagmatic improvisatory space. Caine acknowledged 
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 For quick reference, a brief summary of each term also appears in a glossary in Appendix A. 
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that one of the primary motivations for the project was the “opening up” of Mahler’s structures 

for improvisation.
14

 The practice of improvisation is particularly meaningful in these works 

because it is simultaneously a core element of jazz and a technique that was largely eliminated 

from Western art practices before Mahler’s time. In foreignizing a musical translation in which 

the arranger has rigorously transcribed orchestral settings, the unpredictability of improvisation 

acts as a foreign element, one that is characteristic of the receiving tradition and stands out 

against the original material. 

I divide Caine’s added improvisations into the categories of solo and collective. 

Syntagmatic solo improvisation (SSI)
15

 results from the creation of space in the arrangement for 

a melodic improvisation by a single instrument or voice. This addition can feature any number of 

accompanimental instruments provided that the soloist is most prominent in the texture. A 

syntagmatic collective improvisation (SCI) increases the number of melodic improvisations 

within the same space to two or more. Though at points the improvisers may briefly stand out 

from the ensemble or interact with one another, there is no clearly established hierarchy of 

improvisational importance; i.e. no single improviser is the primary performer for the duration of 

the addition. In my analytical abbreviations, I indicate which instruments are featured during the 

improvisation (e.g., SSI-Trpt; SCI-Clar/Trpt/Vln). I should note that in a syntagmatic solo 

improvisation, it is likely that the members of the rhythm section will be improvising their 

harmonic and rhythmic support for the soloist. Some audiences may hear these passages as 

collective improvisation; however, this is a customary practice for a jazz-inspired rhythm 

section. Referring to this construction as collective improvisation would not accurately portray 

the rhythm section’s responsibility to the improvising musician.  
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 Blumenthal, “Worldly Music,” 52. 
15 I use the provided abbreviations in my analytical charts. 
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Caine employs solo and collective improvisations to serve different formal functions. 

Solo improvisation is most likely to appear near the middle of the translation (as in the familiar 

head-chorus-head construction) or as an introduction. Collective improvisation, however, can 

appear at any point and works to support or subvert important structural moments. On the one 

hand, Caine’s ensemble may use this addition to express the cynicism that critics like Theodor 

Adorno believed Mahler’s music to express. In these instances, the improvising musicians 

perform in a frenzied chaotic manner that can create anxiety in the listener. On the other hand, 

the chaos can sound ebullient and joyous, creating a sense of satisfaction through the festive 

environment it evokes. This potential to reinforce opposing emotions makes this syntagmatic 

addition a valuable technique for expressing form and meaning. 

A second type of syntagmatic alteration comes about less from a desire to introduce new 

material into the composition than from Caine’s need to move through the transcription without 

performing the full work. Especially in translating Mahler’s lengthy symphonic movements, 

Caine has to abridge the composition by omitting large sections of the source material. This then 

requires newly written music to connect the selections that he has included. Accordingly, I 

designated the connecting material between non-adjacent musical passages as syntagmatic 

transitions (STR). The non-adjacent sections may be separated by only two or three measures or 

an incredible 285 measures, as in Caine’s “The Farewell” (“Der Abschied” from Das Lied von 

der Erde). In both instances, however, the music no longer moves to its originally intended 

destination and Caine’s added material must reconnect the remaining materials. A syntagmatic 

transition can also indicate the expansion of space between passages to replace Mahler’s own 

transitional material. One finds this usage most often in Caine’s translations of lieder or strophic 
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works. Adding space between strophes allows his ensemble to improvise or generate further 

musical commentary, which would be more difficult with the transitional material in the original. 

One further use for syntagmatic transition material is to introduce or conclude a 

translation at a point other than that designated in the source text. In these cases, the syntagm 

does not function as a means to connect non-adjacent selections but rather allows Caine to 

substitute his own introductions and conclusions, to begin a translation with an improvisation, or 

to skip over portions of the original work. Since the primary function of the syntagmatic 

transition is to bypass material from the source composition, even additions that are not 

traditionally thought of as transitional can alter the progression of the source material. Indeed, 

how Caine chooses to link these musical passages, and the performance of the syntagm itself, 

can greatly affect the translation’s syntagmatic progression. Most often, the syntagmatic 

transition is also a syntagmatic solo or collective improvisation. In these instances, the analytical 

chart lists both of these structural functions. 

The juxtaposition of two non-contiguous musical passages is not restricted to music from 

a single source text. A syntagmatic patchwork (SPW) is an especially disorienting addition. This 

occurs when Caine inserts an extensive musical quotation from one work into a different 

composition. The designation for this category is derived from Peter Burkholder’s definitions for 

musical borrowing, where he defines patchwork as a composition “in which fragments of two or 

more tunes are stitched together, sometimes elided through paraphrase and sometimes linked by 

[...] interpolations.”
16

 A syntagmatic patchwork should not be confused with the use of quotation 

in an improvised jazz solo. In jazz, quotation often occurs because the improviser believes that 

there is some communicable connection between the work being performed and the inserted 
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 J. Peter Burkholder, All Made of Tunes: Charles Ives and the Uses of Musical Borrowing (New Haven: Yale 

University Press: 1995), 4. 
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quote with regard to melody, harmony, or even the titles of the two compositions. This type of 

quotation typically lasts only long enough to be recognizable. A syntagmatic patchwork, 

however, presents an extended digression, set off from the primary translation by a noticeable 

shift in style and texture. Though this construction appears in only one translation—“‘I Went Out 

This Morning Into The Countryside’ from Song of the Wayfarer/Symphony no. 2 ‘Resurrection,’ 

Andante Moderato”
17

—the effect on the syntagmatic presentation is so striking that it merits its 

own categorical designation.
18

 

The final category of syntagmatic addition concerns Caine’s addition of new text (STX). 

Introducing this syntagmatic addition requires the creation of space to allow for presenting a text 

from outside the composition. Therefore, a syntagmatic textual addition requires both the text 

and a new musical accompaniment. As this type of addition more often functions 

paradigmatically, I discuss the effects and subcategories of a textual addition in greater detail 

below. 

 

Paradigmatic Modification 

The spectrum of potential arranging choices categorized as paradigmatic modifications is 

smaller than that of syntagmatic additions. This is because rather than introducing new material, 

a paradigmatic change will either alter or sound directly against the original material. Critics 

constantly cite Caine’s paradigmatic changes, specifically his stylistic adaptations of the source, 

                                                           
17 There is an error concerning the title of this track on Urlicht/Primal Light. The movement indicated on the case is 

the second movement; however the material is taken from the first movement, “Allegro Maestoso.” Caine’s original 

manuscript clearly indicates that this musical passage comes from “Symphony #2 #1.” All track names are shown as 

they appear on the CD itself. Caine, Urlicht/Primal Light, Winter & Winter 910 044-2, 1997, compact disc. 
18

 Caine does use a paratactic succession of distinct works in another arrangement from outside of the Mahler 

project. In Caine’s recording Uri Caine Plays Mozart, he combines performances of the ‘Bei Männern welche Liebe 

fühle’ duet with ‘Der Hölle Rache kocht in meinem Herzen’ aria from Die Zauberflöte, into a single track. He does 

not, however, integrate the two. Instead, the ensemble completes the arrangement of the former, pauses, and then 

begins with the latter. It is likely that the only reasons why these two works are set together are that they are both 

short and that they originate from the same singspiel. 
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as the defining characteristics of the Mahler project. The two most prominent topics in 

commentary on Caine’s Mahler project—the accentuation of Jewish music references and the 

postmodern impetus for polystylism—have to do with this aspect of Caine’s arranging process.  

These assessments focus on what I refer to as a paradigmatic style change (PSC): the 

transformation of the source material through stylistic or instrumental means. Scholars interested 

in the exaggeration of Jewish sounds touch on the potential of a style change. While postmodern 

readings consider only the eclectic performance of the form (i.e., the transcribed notes) of 

Mahler’s original material, Jewish readings recognize that the performance style of Caine’s 

translation seeks to parallel the original reference in both form and meaning. Meaning, according 

to this line of interpretation, stems from Caine’s considering events in Mahler’s life while 

Mahler composed these works. Although a paradigmatic style change does not have to be the 

result of extramusical considerations, Caine’s concern with such considerations is consistent, and 

identifying those extramusical connections is invaluable for studying his translation practice.  

The process of transcription itself could be considered a paradigmatic style change; 

orchestrating the work for a different ensemble implies the resemblance with the original that 

defines a paradigmatic relationship. For the purpose of this study, I concede the presence of this 

kind of association in every Mahler project arrangement. Notable changes to the transcription 

ensemble, as mentioned above, are registered in the “ensemble modification” section of the 

analytical chart, but generally this reorchestration is seen as a given. I do, however, specify 

instances in which Caine introduces a jazz rhythm section (PRS) to accompany the transcribed 

music.  

Historically, the addition of a jazz rhythm section is a central element of jazz/Western art 

music synthesis. The standard instrumentation of a rhythm section comprises a chordal 
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instrument (usually a keyboard or strummed string instrument), an instrument that supports the 

bass line (either acoustic or electric bass, but a low brass instrument can also serve this function), 

and a drum set (the actual components of which vary according to the personal tastes of the 

drummer, but the basic modern jazz drum kit includes a snare drum, bass drum, floor tom, rack 

tom, high hat, and ride cymbal). Adding this unit into the ensemble texture both provides the 

foundation for that portion of the arrangement and asserts its identity as deriving from the jazz 

tradition. With regard to performance, the rhythm section provides the harmonic and rhythmic 

accompaniment for the soloist or ensemble and simultaneously supplements the momentum of 

the music it is accompanying. Paul Berliner succinctly summarizes the task of the rhythm section 

with “‘comp,’ a term that carries the dual connotations of accompanying and complementing.”
19

  

The primary reason I highlight this particular addition is to help differentiate between 

when Caine’s translations reflect the jazz tradition and when he breaks with these conventions. 

As many of the characteristic qualities of jazz arise from the rhythm section, the expectations for 

a selection with a rhythm section will differ significantly from those without one. I should also 

add that though Caine considers the turntablist to be a member of the rhythm section, this 

instrument is not a part of the traditional configuration, nor does it consistently fulfill a general 

function of that unit. For these reasons, the turntables are not automatically included in this 

ensemble. 

Although it is secondary to style change in defining Caine’s characteristic sound, the 

paradigmatic addition of improvisation is no less integral. Paradigmatic solo improvisation (PSI), 

much like a syntagmatic solo improvisation, is defined by the addition of a single melodic 

improvisation to the texture. The most intriguing difference between a paradigmatic and a 
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 Paul Berliner, Thinking in Jazz: The Infinite Art of Improvisation (Chicago: University of Chicago Press, 1994), 

315. 
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syntagmatic improvisation is that the former must function within or against the existing 

material. This is not an added improvisatory space but rather a soloist added to a texture that 

already contains musical content functionally independent from that improvisation. Furthermore, 

unlike syntagmatic improvisations, which foster a relationship between a self-contained passage 

and the music that surrounds it, paradigmatic solo improvisation enters into a direct dialogue 

with the preexisting material. The results of this conflict vary depending on the translation: at 

times the source text remains the dominant voice and the soloist is relegated to improvising 

around or commenting upon the larger ensemble, while in other instances Caine focuses the 

listener’s attention on the soloist and repurposes a transcription of Mahler’s orchestration as 

accompaniment.  

One final paradigmatic category refers to the treatment of text and voice in Caine’s 

translations (PTX). His conception of how to approach text changed between the production of 

his two studio recordings. Caine’s early translations, found on Urlicht/Primal Light, utilize the 

voice, but mostly in a way that complements the heightened Jewish elements on this album. 

Three of the five tracks that include a vocal element are those with cantor Aaron Bensoussan. 

With Dark Flame, the number of tracks with a vocal addition increases to ten, with Bensoussan 

performing on only two. Furthermore, on the first album, only “The Farewell” features actual 

text (in Hebrew); the vocal additions in the other four translations are vocables. Dark Flame 

displays a much more varied range and includes poetry written to augment the source material 

and the performance of the original text in one of four different languages. The latter recording’s 

experimentation with text most likely results from the fact that it exclusively comprises 

translations of Mahler’s symphonic lieder. The diversity of performers on Dark Flame (including 

a gospel singer, a Bavarian actor, two performance poets, the waiter at a Chinese restaurant in 
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New York City, and even Caine’s mother) also demonstrates that during the seven-year gap 

between recording the studio albums, Caine acquired a range of professional connections with 

unique artists. 

Indeed, nearly every instance of textual addition or substitution in the Mahler project 

recordings is unique in sound and function. Even the inclusion of a (relatively) direct 

presentation of Mahler’s text and melody in the original German, such as that heard on “In Praise 

of Lofty Judgement [sic],” is striking. In outlining the general procedures of textual 

manipulation, it is therefore important to note that a full analysis of how the text functions within 

a specific translation requires additional explanation.  

I condense the variety of textual changes in Caine’s arrangements to two types: the 

translation of Mahler’s original text into another language and the addition of new text, either 

pre-existing or written specifically for the Mahler project. For the first category, I indicate the 

translated language after the PTX symbol (e.g. PTX-English). This method of text modification 

is always paradigmatic in Caine’s music, performed in place of the original German. Caine’s 

performers, however, take considerable freedom with the rhythmic rendering of these words. The 

translated text would not naturally align with the original melodic rhythm and, instead of 

distorting one element in favor of the other, these texts are spoken rather than sung. If the 

melody remains in the translation, it is performed instrumentally.  

The other category of text addition, the insertion of texts that are new to Mahler’s 

compositions, can function either syntagmatically or paradigmatically. I refer to this type as an 

STX- or PTX-New, but this category must be further differentiated in prose discussion that 

accompanies the chart analysis. Caine’s textual additions provide a number of his more salient 

interpretive commentaries on the source work. In some translations, the added text introduces 
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intertextual connections by virtue of its status outside the Mahler project. The insertion of Psalms 

118 and 121 and El Malei Rachamim into “The Farewell,” for example, generate complementary 

readings between the social and religious context of the new material and the original text’s 

musings on the acceptance of death.
20

 Similarly, new expressive nuances can also come about 

through the introduction of poetry written specifically for Caine’s translations. This kind of 

writing can be a direct addition to Mahler’s original text, as in Julie Patton’s expansions to “The 

Song of the Prisoner in the Tower” (“Das Lied des Verfolgten im Turm” from Des Knaben 

Wunderhorn), or written as a reaction to that text. An example of the latter occurs in “Labor 

Lost,” a translation of “Verlorene Müh” also from Wunderhorn. Caine recruits Sadiq Bey, a 

performance poet with whom he had worked while recording Don Byron’s album Nu 

Blaxploitation (1998), to read a poem over an instrumental performance of the lied. Bey presents 

a fragmented biographical narrative that details Mahler’s relationship with his wife, Alma, his 

meeting with Sigmund Freud, and his ever present anxieties. The intertextual play here is 

particularly amusing in consideration of the original text, which relates a humorous story of a 

young woman whose romantic advances are continuously rebuffed by her beloved. Bey’s poem 

in a sense casts Mahler and Alma in these roles, though, if one is aware of the history of this 

marriage, it is uncertain who is representing which character. 

Two other vocal/textual arranging decisions are not covered by these categories: the use 

of the original German and the introduction of improvised vocable solos. The former does not 

qualify because Caine, in including this text, is being more faithful to the original lied than he is 

when he sets them instrumentally. The addition of the voice is better classified as an ensemble 

                                                           
20

 Björn Heile addresses this specific intertextual connection extensively in both of his Mahler project studies. Björn 

Heile, “On Taking Leave: Mahler, Jewishness, and Jazz in Uri Caine’s Urlicht/Primal Light,” in Music and 

Displacement: Diasporas, Mobilities, and Dislocations in Europe and Beyond, ed. Erik Levi and Florian Scheding 

(Lanham, Maryland: Scarecrow Press, Inc., 2010); Björn Heile, “Uri Caine’s Mahler: Jazz Tradition, and Identity,” 

Twentieth-Century Music 4, no. 2 (2008).  
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modification: as in the case of his additions of other instruments, the voice is not a normal 

member of Caine’s base ensemble, and its addition to the texture allows for greater fidelity to the 

source composition. The second arranging decision, the introduction of a vocable improvisation, 

focuses on the generation of new melodic content and does not act as a supplementary text to the 

translation. Hence, these are better classified as improvisations. In an unusual case in which the 

soloist improvises with words rather than vocables, as in the a cappella translation of “Only Love 

Beauty” (“Liebst du um Schönheit” from the Rückert lieder), the solo would be classified as 

follows: ‘PSI-Vce; PTX-New.’ 

  

An Analysis through Foreignized Translation 

To illustrate the analytical observations facilitated by considering the Mahler project 

through this model, I briefly discuss Caine’s translation of the first movement from Mahler’s 

Fifth Symphony. “Symphony no. 5, Funeral March,” which serves as the opening track for both 

Urlicht/Primal Light and the live album Gustav Mahler in Toblach, presenting two diametrically 

opposed manners of performance. Most of the translation is a nearly literal transcription of the 

source material. Caine’s ensemble essentially plays Mahler’s symphony up to rehearsal 7, just 

before what is usually referred as the first trio section (m. 155). Rather than continue with the 

transcription, trumpeter Dave Douglas then revisits the famous fanfare from the opening 

measures. Upon reaching the final note of this melody, the ensemble explodes into an anarchic 

collective improvisation. This concluding section lasts for over 90 seconds and, though Douglas 

performs the fanfare a final time from within the chaos, the transcribed original never returns.  

Heile makes three observations about “Symphony no. 5, Funeral March”: he notes that 

Caine literally recreates Mahler’s music up to rehearsal 7, that he renders the march theme (m. 
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35) in a Jewish-inspired performance style, and that he then returns to the opening fanfare at the 

conclusion of the work, which allows the ensemble to avoid modulating to B
b
 minor.

21
 My 

syntagmatic/paradigmatic chart for this translation (Table 4.2) includes these features, but it also 

points to several other characteristics important in analyzing this work. The most significant 

change is visible in the syntagmatic information regarding the final fanfare. Note that when 

Caine’s ensemble returns to the opening section, he does not begin with the anacrusis of m. 1 but 

rather in m. 3. To explain this change, we must return to the measures that immediately precede 

rehearsal 7 in the source music (mm. 152-4). In these measures, Mahler reintroduces the first 

measures of the fanfare in the trumpet (Example 4.1). The figure deliberately calls to mind the 

opening and, because of the presentation of the material so far, leads his audience to anticipate a 

full return of the fanfare theme. Mahler, however, goes the other direction and instead moves 

into the trio.  

Where Mahler merely feints toward returning to the opening section, Caine actually does 

it. Caine’s manuscript M11K shows a transcription for the full ensemble through m. 154 

(Example 4.2). In M11L (Example 4.3), Caine writes out only the trumpet line, but he does 

continue the measure numbers from the previous page, labelling what is ostensibly measure 3 as 

measure 155. This detail supports the idea that Caine sees the fanfare as an organic continuation 

of the cues from before the trio. Such a change may not affect the experience of a listener who is  

                                                           
21

 Heile, “Uri Caine’s Mahler,” 237, 237 n. 28, and 242. Heile notes that the return of the fanfare before rehearsal 7 

allows the ensemble to avoid the modulation. In both of his articles on Caine, Heile points out that many of Caine’s 

works do not follow Mahler’s modulations. His focus on this particular aspect of the Mahler project supports his 

view that Caine simplifies Mahler’s form. Caine does occasionally break off his arrangements before a major 

modulation. Still, it should also be noted that Caine retains Mahler’s modulations when he performs the transcribed 

material, including the move to A
b 
in measure 120 of this very movement. 
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Table 4.2: Analysis of “Symphony no. 5, Funeral March,” Urlicht/Primal Light

Measures 1-26 27-34 35-59 60-87 88-119 120-132 133-154 3-13       

Timing 0:00-0:38 0:39-0:50 0:51-1:31 1:32-2:14 2:15-3:06 3:07-3:26 3:27-4:00 4:01-4:23 4:24-4:46 4:47-5:07 5:08-5:50 

Structural 

Function Fanfare Fanfare 

March 

Theme A Fanfare 

March  

Theme A 

March  

Theme B  

March 

Theme A Fanfare 

STR;       

SCI-All 

Fanfare; 

STR; 

SCI-All 

STR;  

SCI-All 

                        

Stylistic 

Language of the 

Source Material 

Measured. 

Strict. 

Measured. 

Strict. March 

Like the 

Beginning March 

Woodwind 

Chorale 

Return of 

the March 

Measured. 

Strict.  n/a 

Stylistic 

Modifications   
 

PSC-Jewish 

Inflection 

PSC-Jazz 

Inflection 

PSC-Jewish 

Inflection; 

Playful Drums 

and Tbn     

PSC-Jazz 

Inflection Wild 

Wild,  

Jazz-inflected 

Fanfare Sparse 

Ensemble 

Modifications 

(Regular  

Ensemble + Tbn)   Electronics Vcl. Electronics Vcl. Vcl.   Electronics Electronics 

Electronics; 

Voice 

Samples 
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Example 4.1: Mahler, Symphony no. 5, Movement I “Trauermarsch,” Trumpet, mm. 152-4. 

 

not familiar with Mahler, but it is astonishing for those who know the original movement. Up to 

this point, audience members believe they are hearing a transcription (albeit one that employs 

jazz and Jewish performance inflections) and thus would naturally expect the work to continue to 

its written conclusion. Caine’s decision to present the full fanfare in place of the trio amounts to 

a structural deviation from which the transcription never recovers.  

Indeed, though Douglas’s performance has progressively moved away from the stricter 

metrical time of the first presentation throughout the track, the iteration of the fanfare before the 

collective improvisation is intentionally distorted through growls and DJ Olive’s synthetic 

sounds. When Douglas plays the climactic high note, he only briefly lands on the intended target 

(A5) before leaping up a tritone (Eb6). This signals the chaos that quickly dominates the rest of 

the composition. From 4:47-5:09, Douglas gives a final performance of the fanfare amid the din 

that seems like it could restore the march to order, but his final note is unconvincing, an attitude 

that is matched by the other instruments that join him in the texture. The last forty seconds of the 

translation disintegrate into a much sparser presentation of audio samples, sporadic improvised 

lines, and what sounds to be a brief quotation (Mahler’s “Liebst du um Schönheit,” perhaps) on 

the piano. Ultimately, as demonstrated by the anticlimactic conclusion, the translation of the 

funeral march evokes a feeling of brokenness.  
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Example 4.2: Caine, Manuscript M11K, “Symphony no. 5, Funeral March,”  

Urlicht/Primal Light, mm. 149-154.
22

 

 

 

Example 4.3: Caine, Manuscript M11L, “Symphony no. 5, Funeral March,”  

Urlicht/Primal Light, mm. 155-159. 

 

Caine’s decision for the music to burst into chaos following his deviation from the 

original is based on another aspect of the reception for Mahler’s composition. The syntagmatic 

collective improvisation may sound wild and anarchic, which corresponds to perceptions of the  

trio to which Caine’s transcription was supposed to lead. Henry-Louis de La Grange sees an 

effect in the source composition that directly parallels Caine’s addition: “The third repetition of 

the trumpet fanfare is brutally cut short at the third bar (bar 155) by an outburst of grief and 

                                                           
22

 Though in Mahler’s original most of the score is written in A
b
, Caine places his transcription of these measures in 

C
#
. Mahler uses that key for the first and second violins during these measures. 
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passion.”
23

 Adorno echoes this interpretation, explaining that “the first trio of the Funeral March 

of the Fifth Symphony, which already begins grandly enough, does not respond with a lyrical, 

subjective complaint to the objective lament of the fanfare and march. It gesticulates, raises a 

shriek of horror at something worse than death.”
24

 Caine’s introduction of the explosive 

collective improvisation communicates this “outburst of grief” or “shriek of horror” without 

actually performing the music of the trio. In a sense, Caine alludes to music that the audience 

does not hear. He effectively translates the tragic effect of the rupture in Mahler’s composition 

by creating his own.  

The harshness of this work’s conclusion overshadows the stylistic play throughout the 

transcription. As noted by Heile and other writers, the march theme takes on a markedly Jewish 

performance style in Caine’s translation. The style change here seems odd, given that that 

melody is rarely considered one of Mahler’s more transparent allusions to Jewish music.
25

 Much 

of the Jewish sound heard in this passage might be attributed to Caine’s choice of ensemble. His 

use of clarinet and violin in particular associates these sections with styles variously known as 

Jewish, gypsy, and Hungarian. Yet the second presentation (2:15-3:06) makes the stylistic 

change obvious. Don Byron joins violinist Mark Feldman for the melodic presentation, 

highlighting the aural allusion to that otherness while, as indicated in the analytical chart, 

trombonist Josh Roseman and drummer Joey Baron audibly alter their performance style to make 

their accompaniment playful and more evocative of something other than the funeral procession 

the theme was meant to imply.
26

  

                                                           
23

 Henry-Louis de La Grange, Mahler, Vol. 2: Vienna: The Years of Challenge (1897-1904) (Oxford: Oxford 

University Press, 1995), 810. 
24

 Theodor W. Adorno, Mahler: A Musical Physiognomy, trans. Edmund Jephcott (Chicago: University of Chicago 

Press, 1992), 20. 
25

 Heile, “Uri Caine’s Mahler,” 248. 
26

 Baron does provide a similarly light-hearted accompaniment to the first stanza, but the humorous aspects of his 

drumming are noticeably more pronounced in the second iteration. 
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Caine’s stylistic treatment of the transcription reverberates with observations about 

Mahler’s original. Though Mahler does not make a specific parallel between the march theme 

and a Jewish sound, Max Kalbeck, in his review of the symphony for the Neues Wiener Tagblatt 

hints that there is something belying the lamenting exterior: “[Mahler’s] sharp eyes probe every 

detail of the smile, sometimes an impatient sigh. While the other weeps during the violins’ 

lamenting march melody in C-sharp minor, he thinks of a cheerful street song.”
27

 The humorous 

accompaniment by Roseman and Baron corresponds to the smirk that Kalbeck senses with this 

theme. Caine’s ensemble, whether intentionally evoking a Jewish sound or not, does hint that 

maybe the funeral march is not as somber as it should be. 

The transforming accompaniment behind each melodic presentation of the march theme 

sections, along with Douglas’s incremental addition of jazz elements for each subsequent 

performance of the fanfare, evince yet another quality of Mahler’s music. In an interview with 

Paul Olson, Caine observes, “one aspect of [Mahler’s] music, especially in the longer pieces, is 

that there’s a constant transformation. He’ll take very simple elements that he introduces and 

then he’s constantly developing them, repeating them in different forms and then repeating those 

for repetitions, and transforming them more.”
28

 Adorno refers to these ever transformed melodies 

as “variants”: “the technical formula for the epic and novel-like element of the always different 

yet identical figures.”
29

 As Caine is already reproducing Mahler’s own thematic variants in his 

transcription, he employs his ensemble’s manner of performance to replicate this “constant 

transformation.” He keeps the Mahlerian outline the same (literally playing Mahler’s notes), but 

                                                           
27

 Max Kalbeck, “Feuilleton: Gustav Mahler and His Symphony,” ed. and trans. Karen Painter and Bettina Varwig, 

Neues Wiener Tagblatt (December 12, 1905), in Mahler and his World, ed. Karen Painter (Princeton: Princeton 

University Press, 2002), 310. 
28

 Paul Olson, “Uri Caine: Transformation, Improvisation and Context,” AllAboutJazz.com, October 9, 2006, 

accessed January 15, 2015, http://www.allaboutjazz.com/uri-caine-transformation-improvisation-and-context-uri-

caine-by-paul-olson.php?&pg=1. 
29

 Adorno, Mahler: A Musical Physiognomy, 86. 
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subtly changes how it sounds. Here, again, we see Caine searching for how to communicate a 

characteristic of Mahler’s work through means his audiences can easily recognize. 

My reading of “Symphony no. 5, Funeral March” is designed to take into account the 

elements highlighted through consideration of paradigmatic and syntagmatic relationships. These 

elements, which correspond to the principles associated with foreignizing translation, reveal this 

recording to be a close reading of Mahler’s original that nonetheless exaggerates the composer’s 

compositional idiosyncrasies. Analogues to Mahler’s variant form, the commingling of so-called 

high- and low-class musics, and formal digressions (including the ramifications these digressions 

have on the remainder of the work) are all present over the course of this translation. These 

analogues come to the surface through the contextualization of Caine’s arranging decisions, 

made possible by his close adherence to the original in his transcription. Through exaggerating 

the stylistic play and then recreating or reacting to the original sequence of musical events, Caine 

allows his audience to identify some of the ways that Mahler approached his own compositional 

language. 

 

____________________________ 

John Ephland, in his review of Dark Flame, tries to assuage the potential trepidation of 

his envisioned readership by reassuring them that “one needn’t have a working knowledge of 

either Mahler or Caine’s work to appreciate the range and scope represented on [the album].”
30

 

But, as seen in the preceding example and the forthcoming analyses, a working knowledge 

certainly helps. Caine himself recognizes that an audience familiar with Mahler’s music can 

appreciate these arrangements in a way that is not immediately possible for the average listener: 

“If you didn’t know any Mahler […] it’s a success if it still sounds like something that can work. 

                                                           
30

 John Ephland, Review of Uri Caine’s Dark Flame, DownBeat 71, no. 4 (April 2004): 65. 
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And, of course, if you know what the references are, or at least the history of the composers and 

how people are dealing with that through time and tradition, there’s also that something there.”
31

 

Still, this should not discourage listeners who are not as familiar with Mahler’s works and their 

characteristics; Caine’s transcriptions, more than most other types of cross-traditional musical 

transmission, encourage those who wish to investigate the reasons for these changes.  

In the following chapters, I use a similar approach to investigate some of Caine’s most 

radical translations. These readings may or may not fully reflect Caine’s intentions but they do 

present details of Mahler’s original that could have influenced Caine’s creative arranging 

decisions. It is not my purpose to create definitive readings of these works but rather to initiate a 

reconsideration of this music as intertextual dialogue with Mahler’s oeuvre. 

                                                           
31

 Olson, “Uri Caine: Transformation, Improvisation and Context.” 
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CHAPTER 6 

 

INTERPRETING THE TEXT THROUGH ORCHESTRATIONAL AND STYLISTIC MEANS 

 

  Approaching Caine’s Mahler project within the framework of foreignizing translation 

encourages active investigation into how Caine reconstructs Mahler’s methods of creating 

meaning. Since foreignization is as much concerned with imitating authors’ characteristic use of 

language in their source texts as it is with the perceived meaning of those texts, the foreignizing 

musical translator must strive to find parallels to the original composition’s gestures and 

symbolism. This is especially the case in translations of Romantic lieder, a genre defined by the 

artistic ‘collaboration’ between text and music. Foreignizing musical translators like Caine 

necessarily must ensure that not only do their choices support or refine the original work’s 

interpretation of the text but also that these choices are analogous to the way that the composer 

crafted these interpretations in the source music. As Caine tends to replace, amend, or omit the 

original text from his arrangements, he must find a way to compensate for these changes while 

still communicating the centrality of the original text to Mahler’s setting. 

Consider, for example, one of Caine’s least complicated arrangements: “I Often Think 

They Have Merely Gone Out!”, a translation of “Oft denk ich, sie sind nur ausgegangen!” from 

Kindertotenlieder. Apart from the solo piano improvisations he added to the syntagmatic 

sequence, Caine’s most prominent modification is the change in stylistic performance (Table 

5.1). Mahler’s symphonic lied becomes a bossa nova; a type that synthesizes the Brazilian samba 

and jazz music’s ‘cool school’ of the mid-20
th

 century.
1
 Caine hired noted producer/performer of 

Brazilian music and Downtown Scene denizen Arto Lindsay to perform the melody (though not 

the words) of the lied using a breathy delivery characteristic of the style. Lindsay’s lightness,  

                                                           
1
 Ed Morales, The Latin Beat: The Rhythm and Roots of Latin Music from Bossa Nova to Salsa and Beyond 

(Cambridge, Massachusetts: Da Capo Press, 2003), 205. 
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Measures 1-5 6-23 24-32; 36-44 

 

46-71 

 Timing 0:00-0:09 0:10-0:44 0:45-1:19 1:20-2:09 2:10-2:58 2:59-3:30 

Structural 

Function STR-Intro Strophe 1 Strophe 2 SSI-Piano Strophe 3 

SSI-Piano; 

STR-

Conclusion. 

              

Stylistic 

Language of 

Source Material 

Calmly, 

without 

hurrying 

Calmly, 

without 

hurrying 

Calmly, 

without 

hurrying n/a  Do Not Hurry  n/a 

Stylistic 

Modifications PSC-Bossa Nova 

Ensemble 

Modifications PRS 

PRS;  

PTX-Vocable 

PRS;  

PTX-Vocable PRS 

PRS;  

PTX-Vocable PRS 

 

Table 5.1: Analysis of “I often think they have merely gone out!” Urlicht/Primal Light 

 

rhythmic litheness, and disaffected quality (particularly his laughter at 2:54) recall Astrud 

Gilberto’s celebrated rendition of “Garota de Ipanema” (The Girl from Ipanema) and are 

effective in enhancing the ensemble’s bossa nova feel.  

Lindsay’s aloofness appears to be a strange choice for Mahler’s melody and the somber 

subject matter of Friedrich Rückert’s text and examining Mahler’s orchestration in search of a 

notational reason for Caine’s bossa nova setting is frustrating. The performance indication 

“Ruhig bewegt, ohne zu eilen” [Moves calmly, without hurrying] could describe the restrained 

coolness of that music, but it could also describe other jazz-related performance styles and is 

therefore not specific enough to confirm this as the inspiration for Caine’s choice. Björn Heile 

argues that the style change results from the resemblance between the cross-rhythms in Mahler’s 

cellos and the clave rhythm that is so pervasive in Latin jazz.
2
  

                                                           
2
 Heile identifies this passage as Afro-Cuban, which would support his clave interpretation; however, both the 

musical and extramusical elements of the bossa nova better fit this arrangement. A flexible clave rhythm is also part 

of the bossa nova style, but it is not as consistent in that style as it is in Cuban-influenced jazz performance styles; 

Björn Heile, “Uri Caine’s Mahler: Jazz, Tradition, and Identity,” Twentieth-Century Music 4, no. 2 (2008): 248. 
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Example 5.1: Mahler, “Oft denk ich, sie sind nur ausgegangen!”  

Kindertotenlieder, Cello, mm. 1-4. 

 

 

Example 5.2: Clave Rhythm 

Yet a more straightforward connection can be found in the implications of the bossa nova 

style that extend beyond purely musical concerns. The light textures and detached affect that 

characterize its sound contrast with the contemplativeness that is also essential to this music. Ed 

Morales explains that the core of the bossa nova can be described as saudade: “an untranslatable 

Portuguese word roughly meaning melancholic nostalgia.”
3
 For Caine, this “melancholic 

nostalgia” captures the emotions of Mahler’s selected text. Rückert’s “Oft denk ich, sie sind nur 

ausgegangen!” depicts the poetic speaker trying to convince himself that the absence of his 

deceased children is temporary, only to conclude that he will see them again only in the afterlife. 

Caine recognizes the tragic story behind the lied and explains that “all the stuff I did, I did in a 

way [to] make a certain connection. Like the Kindertotenleider, heart-break songs, like bossa 

nova, maybe, so maybe try to get a bossa nova musician.”
4
 For anyone familiar with the origins 

of Mahler’s lied and the history of the bossa nova, the intertextual suggestion is compelling. 

Consider, for example, Bill Shoemaker’s review of Urlicht/Primal Light for JazzTimes. 

Shoemaker, who displays at least a passing knowledge of Mahler’s oeuvre throughout his 

                                                           
3
 Morales, The Latin Beat, 207. 

4
 Uri Caine, interview, April 6, 2011. 
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review, recognizes how this “unpredictable change,” the addition of “Arto Lindsay’s murmuring 

vocal and Caine’s Brazilian tinges,” allows Caine to “[tap into] Mahler’s melancholy.”
5
  

Caine’s stylistic substitution here is relatively straightforward but many of his more 

complex translations require similar intertextual consideration. Throughout the Mahler Project, 

Caine’s most radical changes are frequently inspired by the themes or images of the original 

poetic text. The extremes to which Caine takes this procedure become especially clear in a 

comparison of his translations of “Song of the Prisoner in the Tower” and “Shining Trumpets” 

based on “Lied des Verfolgten im Turm” and “Wo die schönen Trompeten blasen” respectively. 

These two Wunderhorn lieder have been inextricably linked in Mahler studies because he 

composed both of them in the summer of 1895. They also display significant parallels in their 

musical and textual content: each is military-themed dialogue text set in a D minor rondo form 

that oscillates between march and dance styles.
6
 Despite the resemblance in the structure and 

subject matter of the lieder, Caine creates vastly different translations of the two. True, these 

arrangements retain the original rondo construction of their source compositions, which follows 

the foreignizing principle of recreating the original work’s form in the receiving tradition.
7
 

Beyond this structural preservation, however, the two translations have little in common. 

In “Song of the Prisoner in the Tower,” Caine emphasizes the original’s disparate styles 

by stripping away Mahler’s orchestral texture and creating two instrumentally distinctive 

ensembles from the remaining elements (the melody, the text, and one accompanying 

instrument), each designed to represent a character from the dialogue.
8
 Caine also stretched the 

                                                           
5 Bill Shoemaker, Review of Uri Caine’s Urlicht/Primal Light, JazzTimes (September 1998): 84.  
6
 Henry-Louis de La Grange, Gustav Mahler, vol. 1 (New York: Doubleday & Company, Inc., 1973), 777. 

7
 While rondo form is rare in jazz composition, its use is not without precedent. The most famous use of this 

construction is probably in Dave Brubeck’s “Blue Rondo à la Turk” from Time Out (1959).   
8
 The manuscripts confirm that Caine approached the development of this work differently from his other 

arrangements of Mahler’s works; where nearly every other arrangement in the Mahler project manuscripts shows a 

full transcription, the available material for “Song of the Prisoner in the Tower” is the guitar part (M16a), which 
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source work’s rondo form to better accommodate his more radical additions, adding space for 

extended poetic musings and improvised rock-inspired solos for electric guitar. As a result, the 

version presented on Dark Flame sounds nothing like the source composition.  

“Shining Trumpets,” in contrast, rigorously maintains the form and orchestration of “Wo 

die schönen Trompeten blasen”; Caine does not excise or expand any of Mahler’s material, 

preferring instead to make a translation that parallels the original lied measure for measure. He 

does, however, set the work instrumentally, completely removing the voice and poetry. To 

portray the poetic images without the text, Caine paradigmatically introduces improvised solos 

for trumpet over sections of the original orchestration as well as commentary from his turntablist 

in the form of synthetic and mimetic sound.  

Though he uses divergent procedures for these translations, Caine’s intent remained the 

same: to introduce additions and modifications that suggest interpretations of the original texts. 

One can even read Caine’s alterations as reinforcing widely accepted readings of Mahler’s 

versions. Most important, however, is the simple fact that these arrangements can be interpreted 

with regard to the original work, something that is generally not possible with jazz settings of the 

Western art music canon. Analyzing Caine’s integration of syntagmatic and paradigmatic 

elements within the context of the original music and text helps to reveal these recordings as 

commentaries on the works’ poetic syntheses. 

  

“Song of the Prisoner in the Tower” 

 “Lied des Verfolgten im Turm” depicts a conversation between a prisoner (labelled 

“Der Gefangene” in the score) and a maiden (“Das Mädchen”) waiting for her beloved’s release. 

                                                                                                                                                                                           
features only the melody, harmonic changes, and circled numbers denoting the duration of the dance passages when 

the guitarist rests. 
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“Lied des Verfolgten im Turm”  “Song of the Persecuted in the Tower” 

 

Der Gefangene:    The Prisoner: 

 Die Gedanken sind frei,    Thoughts are free, 

 Wer kann sie erraten?    who can guess them? 

 Sie rauschen vorbei    They rush past 

 Wie nächtliche Schatten.    like nocturnal shadows. 

 Kein Mensch kann sie wissen,   No man can know them; 

 Kein Jäger sie schießen;    no hunter can shoot them; 

 Es bleibet dabei,     for it remains thus: 

 Die Gedanken sind frei.    thoughts are free. 

 

Das Mädchen:    The Maiden: 

 Im Sommer ist gut lustig sein    In summer it is good to be merry 

 Auf hohen wilden Heiden,    on high, wild meadows, 

 Dort findet man grün Plätzelein,   where one finds a green little place; 

 Mein herzverliebtes Schätzelein,   my heart’s beloved treasure, 

 Von dir mag ich nit scheiden.    I do not wish to part from you! 

 

Der Gefangene:    The Prisoner: 

 Und sperrt man mich ein    And if they lock me up 

 Im finstern Kerker,    in a dark dungeon, 

 Dies alles sind nur    it is all only 

 Vergebliche Werke;    in vain that they try, 

 Denn meine Gedanken    for my thoughts 

 Zerreißen die Schranken    rip apart the barriers 

 Und Mauern entzwei,    and break the walls in two: 

 Die Gedanken sind frei.    thoughts are free! 

 

Das Mädchen:    The Maiden: 

 Im Sommer ist gut lustig sein   In summer it is good to be merry 

 Auf hohen wilden Bergen;    on high, wild mountains; 

 Man ist da ewig ganz allein,   one is always alone there; 

 Man hört da gar kein Kindergeschrei,   one hears no children shrieking, 

 Die Luft mag einem da werden.   and the air is so inviting. 

 

Der Gefangene:    The Prisoner: 

 So sei es, wie es will,    So may it be, just as it is; 

 Und wenn es sich schicket,    and if it is proper, 

 Nur alles in der Still;    may it be in silence; 

 Mein Wunsch und Begehren   my wish and desire, 

 Niemand kann's wehren;    no one can restrain; 

 Es bleibet dabei,     for it remains thus: 

 Die Gedanken sind frei.    thoughts are free. 
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Das Mädchen:    The Maiden: 

 Mein Schatz, du singst so fröhlich hier  My darling, you sing so cheerfully here, 

 Wie's Vögelein in dem Grase;   as if you were a bird in the grass; 

 Ich steh so traurig bei Kerkertür,   and I stand so sadly by the dungeon door. 

 Wär ich doch tot, wär ich bei dir,   If only I were dead, or if only I were with you! 

 Ach, muß ich denn immer klagen?   Alas! Must I always lament? 

 

Der Gefangene:    The prisoner: 

 Und weil du so klagst,    And because you lament so, 

 Der Lieb ich entsage,    I will renounce love, 

 Und ist es gewagt,    and if I dare, 

 So kann mich nicht plagen!    then nothing will torment me. 

 So kann ich im Herzen    So in my heart 

 Stets lachen, bald scherzen;     I can always laugh and joke, 

 Es bleibet dabei,      for it remains thus: 

 Die Gedanken sind frei!                 thoughts are free! 

 

Table 5.2: Text and Translation of “Lied des Verfolgten im Turm,”  

English Translation by Emily Ezust.
9
 

 

Within their individual stanzas, these characters either address each other (though the tower 

walls would seemingly hinder actual conversation) or relate their individual motivations to the 

audience: the prisoner resolutely insists that though his body is captured, his thoughts are free 

[die Gedanken sind frei!]; the maiden imagines a bucolic summer to mollify her longing for her 

incarcerated love. Mahler’s setting reflects these dissimilar sentiments in his choice of 

performance style. He uses a minor-key martial accompaniment in 12/8 to relate the prisoner’s 

agitation, but for the maiden’s episodes, switches to the major mode. He also converts the meter 

to 6/8 for the maiden’s dialogue, effectively transforming a soldier’s gait into a country dance. 

The sectional setting helps to differentiate between these characters, and when the two styles 

alternate throughout the song, the listener feels the change of mood and message in each shift.  

Caine’s translation exaggerates the stylistic disjuncture through his use of two ensembles 

and styles (see Table 5.3 for the full analysis of this work). This approach to  

                                                           
9
 Trans. Emily Ezust, “Lied des Verfolgten im Turm,” The Lied, Art Song, and Choral Texts Archive, accessed 

December 7, 2013, www.recmusic.org/lieder/. 
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Measures 1-9 

 

11-18.2 18.3-27 

 

29-37 

 Timing 0:00-0:27 0:28-0:38 0:39-0:59 0:50-1:21 1:22-1:48 1:49-2:15 2:16-2:28 

Structural 

Function A 

SCI- 

El-Gtr/Dm B B 

SSI-Cl;  

STX-New A SCI-El-Gtr/Dm 

                

Stylistic 

Language of 

Source 

Material
10

 

Passionately, 

Willfully 

Obstinate n/a Despondent, Flattering n/a 

Passionately, 

Willfully 

Obstinate n/a 

Stylistic 

Modifications Rock Ländler Rock 

Orchestral 

Modifications 

Spoken Text; 

Prisoner Acc: 

El-Gtr, Dr 

Prisoner 

Acc. 

PTX-English; 

Maiden Acc.: 

Cl, Pno 

PTX-New; 

Maiden Acc. 

Maiden 

Acc. 

Spoken Text; 

Prisoner Acc. Prisoner Acc. 

 

 

39-46 47-62 

  

64-74 

  2:29-2:51 2:52-3:30 3:31-3:44 3:45-3:52 3:53-4:21 4:22-4:48 4:48-4:59 

B B SSI-Vln SCI-Vln/Electronics A A SCI-El-Gtr/Dm 

              

Despondent, Flattering n/a n/a Passionately, Willfully Obstinate n/a 

Ländler Noise Rock 

Rock (New Texture: 

Power Chord 

Strumming) Rock 

PTX-English; 

Maiden Acc.: 

Vln, Pno 

PTX-New; 

Maiden Acc. 

Maiden 

Acc. 

Maiden Acc.; 

Electronics 

Spoken Text; Prisoner Acc.; 

Electronics (4:10) 

Spoken Text  

(Repeat Stanza); 

Prisoner Acc. Prisoner Acc. 

 

 

 

                                                           
10

 The labels for section of the chart are derived from a translation of Mahler’s original performance indications. 
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Measures 78-90 91-95 

  

99-103 103-107 

Timing 5:00-5:31 5:32-5:44 5:45-6:14 6:15-6:19 6:20-6:34 6:35-6:45 

Structural Function B B 

SSI-Tpt; STX-

New 

SSI-

Electronics A A 

              

Stylistic Language of 

Source Material Despondent, Flattering n/a n/a Passionately, Willfully Obstinate 

Stylistic Modifications Ländler Reverb Calm Rock 

Orchestral 

Modifications 

PTX-English; 

Maiden Acc.: 

Tpt, Pno 

PTX-New; 

Maiden 

Acc. Maiden Acc. Electronics 

Sung Text; Prisoner 

Acc. 

Spoken Text; Prisoner 

Acc. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Table 5.3: Analysis of “Song of the Prisoner in the Tower,” Dark Flame 

  

109-110 

  6:46-7:12 7:13-7:36 7:37-7:43 7:44-7:59 8:00-8:07 

SCI- 

El-Gtr/Dm 

SCI-

Electronics/Dm Conclusion 

SCI- 

El-Gtr/Elect/Dm 

Transition into  

Next Track 

          

n/a n/a 

Passionately, Willfully 

Obstinate n/a n/a 

Rock 

 Prisoner Acc. Sung Text; Prisoner Acc. Prisoner Acc. 
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composition/arrangement is common: both jazz and Western art music frequently feature 

antiphonal (call and response) settings. It is less common, however, for the ensembles to be 

completely separate in their instrumentation and the performance traditions they draw on. Yet 

Caine employs exactly this technique, most noticeably in his figurative and literal amplification 

of the frenetic energy of the prisoner’s episodes. In “Song of the Prisoner in the Tower,” Caine 

translates the prisoner’s rage and anxiety by transforming the march into a rock-stylized 

ensemble of electric guitar and drum set. Over the top of the din, Bavarian actor Josef “Sepp” 

Bierbichler speaks the original German text as if it were a dramatic reading. Caine juxtaposes 

this chaotic German rock concert with a quieter group comprising performance poet Julie Patton, 

one of his frontline instrumentalists (first the clarinetist, then the violinist, and finally the 

trumpeter), and himself on piano replicating Mahler’s changing accompanimental patterns. 

Caine’s inventive instrumentations imbue this track with a momentum that can 

compensate for the removal of so much of the original orchestration. This is most obvious in the 

abrasive performance of the prisoner’s rock ensemble. Mahler’s original melody and text are 

retained, but they are obscured by loud drumming and electronic feedback. Guitarist David 

Gilmore, in his presentation of the lied’s melody, draws upon a wide spectrum of rock guitar 

techniques: Gilmore ‘wails’ through lyrical improvisations, ‘crunches’ rhythmic power chords, 

and expertly uses distortion and feedback as textural accentuation. The guitar is supported by a 

frenetic drum solo that plays a major role in sustaining the music’s anger. Jim Black’s approach 

to these passages is partially rock inspired, though, for the most part, it is simply chaotic and 

meant to inspire apprehension in the listener. By representing the prisoner’s defiance through 

allusions to an anarchic rock music performance, Caine makes the captive’s refusal to submit 
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comparable to the rebellious attitudes associated with that tradition. This vivid intertextual 

connection quickly conveys the prisoner’s mental state to modern audiences.  

Yet it may be Bierbichler’s presentation of the spoken text that best expresses the 

prisoner’s situation. Caine specifically hired the actor because of Bierbichler’s poetic sensibility 

and his ability to better portray the textual meaning: “He’s an actor who’s sort of a singer, but he 

also declaims poetry. [The idea was] to have this German actor declaiming them—sometimes in 

a kind of cynical manner. Because the lyrics reflect that.”
11

 This statement reveals Caine’s 

interest in moving beyond a mere recreation of the source work’s textual element toward the 

presentation of an actual interpretation of the text.  

Bierbichler’s ‘cynical’ and composed reading is unnerving in its emotional detachment 

from the raging rock accompaniment. Indeed, his comparative restraint suggests physical (and 

mental) confinement that has led to a division between the prisoner’s words and emotions.
12

 For 

most of the translation, the pacing of his spoken-text performance allows him to avoid aligning 

with Gilmore’s presentation of the melody. Though Bierbichler does stay more or less 

synchronized with the guitar’s phrasing—he waits to move on to the next phrase of text until the 

slower guitar line catches up with him—the lack of synchronization between the components of 

Mahler’s vocal line enhances a sense of unease. The separation of text and melody suggests a 

fracturing of the prisoner’s mental state: the rock guitarist’s passionate internal rage is at odds 

with Bierbichler’s stalwart defiance.  

                                                           
11

 Paul Olson, “Uri Caine: Transformation, Improvisation and Context,” All About Jazz, October 9, 2006, accessed 

January 15, 2015, http://www.allaboutjazz.com/uri-caine-transformation-improvisation-and-context-uri-caine-by-

paul-olson.php?&pg=1. 
12

 Although Bierbichler is the only solo vocalist on the Mahler project who performs his text in the original German, 

the Kettwiger Bach Chor, who appear as the a cappella accompaniment on Dark Flame’s “Only Love Beauty,” also 

sing the original German text. Caine explains that he prefers that his performers work in the language in which they 

are the most comfortable. Caine, interview, August 3, 2012. 
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By the prisoner’s third stanza, Bierbichler conveys a sense of acquiescence, as if he has 

resigned himself to his fate. The conflict between the elements of melodic presentation in this 

passage is the most prominent, as it is set against the guitar’s determined rendition of the new 

melody appearing in this section and the rhythmic power chords that follow it. Bierbichler 

speaks this stanza’s text twice, the only time in the translation that any part of Mahler’s setting is 

repeated. With the final stanza, however, the prisoner’s resolve is renewed, and finally, at this 

point, Bierbichler not only syncs his delivery with the guitar but also sings. The synchronization 

lasts only for the opening of the strophe (“Und weil du so klagst/Der lieb ich entsage/Und ist es 

gewagt/So kann mich nicht plagen”), but the brief effect of unison is profound.  

This change in presentation suggests a response to his beloved (the speaker during the 

rondo’s B section). In her first two stanzas, she discusses only the coming summer, yet in her  

final episode, she is more explicit about her desire to see him again. In deferring the unification 

of text and melody until the prisoner’s final episode, Caine increases the emotional strength of 

his restored determination while also conveying a moment of clarity for the prisoner’s clouded 

mind After that, Bierbichler speaks, or rather mutters, through to the end of the work. He does 

conclude the lied by confidently (desperately?) singing the prisoner’s motto a final time, but by 

then, triumph seems unlikely. Through his dramatic reading, Bierbichler manages to illustrate the 

prisoner’s evolving mental state as it is presented in the text; Caine’s decision to hire an actor 

proves to be an effective means to emphasize the fluctuations in emotion expressed by the lied’s 

protagonist.  

The expression of instability supports a specific interpretation of Mahler’s original work. 

“Lied des Verfolgten im Turm,” typically viewed as a dialogue between two different characters, 

can also be understood as the ramblings of a delusional prisoner who is imagining his loved one 
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on the other side of his cell walls in an attempt to preserve his sanity.
13

 This reading is derived in 

part from the similarity between the music given to these two characters: though the prisoner and 

the maiden exist in different stylistic environments, her musical material (mm. 11-13 and mm. 

23-25 as well as much of the accompaniment) are adapted from the soldier’s episodes.
14

 This 

work can be performed either by two singers or by a male soloist who can “fine down his voice 

to her tone” i.e., make his voice sound more feminine so as to present both roles.
15

  

Though Caine does not set his translation for a single voice, his adaptations of the 

maiden’s episode are peculiar enough to allow hearing this character as the hallucination of a 

madman. As in the prisoner’s episodes, the text and the melody are out of sync, but now the 

melodic instrument changes with each new episode. This constant shifting of the accompaniment 

creates the impression that the images of summer the maiden sings about are no longer as vivid 

in the prisoner’s mind. Moreover, Caine again brings in a non-singer to portray the maiden’s 

text. Performance poet Julie Patton, speaking in what Heile calls an “ostentatiously ‘girlish’ 

voice,” renders the prisoner’s beloved through disengaged digressions that mimic the detached 

affect of the original text.
16

  

Patton writes and performs new poetry that is an extension of the Wunderhorn original. 

Her reading of this text articulates a rhythmic, even circuitous, succession of disconnected 

thoughts. Each of the maiden’s episodes begins with an English translation of the original Des 

Knaben Wunderhorn text, after which she moves into her own words. In the first stanza, Patton’s 

contributions begin with the word “Hearts.” She selects a similar ‘theme’ as the point of 

departure for her other poetic extensions as well: the new text for the second maiden episode 

                                                           
13

 Paul Hamburger, “Mahler and Des Knaben Wunderhorn” in The Mahler Companion, eds. Donald Mitchell and 

Andrew Nicholson (Oxford: Oxford University Press, 1999): 80. 
14

 Edward F. Kravitt, The Lied: Mirror of Late Romanticism (New Haven: Yale University Press, 1996), 212. 
15

 Hamburger, “Mahler and Des Knaben Wunderhorn,” 80. 
16

 Heile, “Uri Caine’s Mahler,” 241. 
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muses on “Self” and the final episode originates with “Plain.” In all three poems, it is evident 

that Patton is not concerned with interpreting the original text. Rather, she displays a fascination 

with homonyms, syllables, and repetition. Patton’s text for the first episode, as given in the CD 

booklet, is reproduced below: 

Summer’s a time for merriment, 

on high, wild heaths. 

There one always finds a green place, 

my heartily lovin little sweetheart, 

from you I do not wish to part 

 

Hearts – A basic concept of set theory 

is that of membership in a set 

Why… 

 

We should say that any such object is 

an in div id you hell letter, those 

designating sets of individuals, those 

designating sex of sets of individuals, 

those designating sects of sets of 

sex of sets upset individuals 

So on my alluring… ‘f u…hurry…
17

 

 

Patton’s focus on sound and syntax rather than on connecting her new text with the theme 

of the original poem, combined with her aloof delivery, creates the impression that word is 

separated from meaning. Each time she speaks of the beauty of summer, of the outside world, 

her thoughts dissolve into rambling digressions about love and identity. Then, just as the 

momentum of each of the maiden’s poems breaks down, the translation returns to the prisoner. 

When he is no longer able to maintain the coherence of his illusion, his vision collapses around 

him. 

                                                           
17

 Uri Caine, CD Booklet, Dark Flame, Uri Caine/Gustav Mahler, Winter & Winter 910 095-2, 2003, compact disc. 
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 This pattern appears in each of the maiden’s episodes; but in the second, Caine introduces 

a new instrument into the texture that complements the ‘imagined maiden’ interpretation: DJ 

Olive’s electronic commentary. Olive often plays the role of meta-commentator in Caine’s 

ensemble. Though Caine prefers to think of the turntables as another member of the rhythm 

section, he often takes advantage of that instrument’s capacity for sampling (the insertion of 

existent recordings in new works), mimesis (electronic sounds that imitate recognizable non-

musical sounds), and noise. In the reception of Caine’s music, the most remarked-upon example 

of this occurs not in the Mahler project, but rather in his Goldberg Variations: “Olive introduced 

to concert versions [of this project] an anarchic, and often witty, musical commentary on the 

performance as it progressed, ending each live show with a repetitive snoring motif as a 

reference to Bach’s original commission to write music for an insomniac patron.”
18

 According to 

Caine, in performances of the Mahler project Olive most often ends up playing either “other 

Mahler against what [the ensemble] was playing, or just somehow setting soundscapes up against 

the players,” though there are certainly times when Olive introduces recognizable sounds that 

illustrate the mood of the text, as in the insertion of a baby’s cries during the live recording of 

“Now Will the Sun Rise as Brightly!” (“Nun will die Sonn’ so hell aufgeh’n!” from 

Kindertotenlieder).
19

 Caine admits that he rarely tells his turntablists to create specific sounds or 

when they should enter the ensemble texture (the snoring incident was one of the few times he 

did explicitly ask for the joke)
20

 yet for Caine, the turntablist’s role in the interpretation and 

defamiliarization of the Mahler is invaluable. 

                                                           
18

 Alyn Shipton, A New History of Jazz, 2
nd

 ed. (New York: Continuum, 2007), 630. 
19

 Steven Koenig, “Uri Caine: From Mahler to the Jewish Alternative Movement,” Signal to Noise: The Journal of 

Improvised & Experimental Music 13 (Sept-Oct 1999): 12. 
20 Caine, interview, August 3, 2012; Caine notes that in live performances he has his singer perform the snoring 

sounds as well. Caine, email, April 20, 2015. 
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For “Song of the Prisoner in the Tower,” Olive finds space for electronic commentary in 

the transitions between the speakers/ensembles. After his initial appearance during Mark 

Feldman’s solo in the second maiden episode, Olive provides an electronic effect during each 

transition section until the conclusion of the work: the first (3:45-3:52) is a distortion sound that 

would not be out of place in a science fiction movie; his second transitional commentary (5:00-

5:02) briefly overlays Ralph Alessi’s entrance at the opening of the third maiden’s episode with 

electronics that subtly defamiliarize the trumpet; finally, for the transition back into the 

prisoner’s concluding episode (6:16-6:20), Olive interrupts the translation’s forward momentum 

with a heavily reverberated atmospheric calm created by a synthetic flute.  

At the same time, Olive is careful to maintain the force of the stylistic juxtaposition and 

even magnifies it. In each instance his electronic additions can be understood to support the 

‘imagined maiden’ reading. The disruptive insertions of artificial sound imply that the dialogue 

is also artificial. Olive’s additions suggest that the maiden’s episodes are fabrications; shortly 

after the prisoner loses focus and control over the projection of his beloved (Patton’s move from 

the original text to her own), the electronics depict how he is violently pulled away from his 

idyllic daydream. 

Violence, chaos, and confusion are all prominent forces in “The Song of the Prisoner in 

the Tower.” Gilmore’s intense rock guitar, Bierbichler’s disturbing calm, Patton’s intentional 

incoherence, and DJ Olive’s otherworldly interjections challenge the listener. Each modification 

of instrumentation, text, and structure magnifies the emotional content of this dialogue. His 

foreignizing overstatement of the source work—one that keeps the essence of the original form 

but exaggerates the stylistic references to reflect the prominent juxtaposition with the source 

composition—allows Caine to reconstruct the feverish energy that Mahler’s awkward style 
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changes would have expressed to contemporary audiences. What is most astonishing about this 

translation is that the extreme abrasiveness is in the service of an extant interpretation of 

Mahler’s work. The placement of Caine’s additions and modifications is not only calculated with 

regard to the musical structure but also evokes specific elements of the Wunderhorn text such as 

the prisoner’s anxiety and the ethereally distant maiden. Through his exaggeration of the stylistic 

vocabulary and through effects created by the deejay’s electronic commentary, Caine’s 

translation projects an interpretation of the text.  

 

“Shining Trumpets” 

In contrast to his approach in “Song of the Prisoner in the Tower,” which radically adapts 

the source work to explore the lied’s interpretive potential, Caine’s “Shining Trumpets” 

essentially presents the original composition without the voice. In addition to refraining from 

introducing musicians from outside his typical performing group, such as electric guitar or non-

singing vocalists, Caine’s manuscripts reveal his remarkable fidelity: only 39 of the 192 

measures of “Wo die schönen Trompeten blasen” are not fully replicated in the manuscript.
21

 

Twenty-six of these 39 measures are incomplete because of Caine’s decision to remove the 

trumpet from the texture in the B and C (non-march) passages. Even without the trumpet, 

however, Caine manages to retain the melody and all of the important accompanimental figures 

from the original; these passages usually fall short of full replication by only a single note. Thus, 

                                                           
21

 For this analysis, I categorize replication as the reproduction of all the melodic, harmonic, and rhythmic material 

in Mahler’s score. Due to the limitations of his reduced ensemble, the presence of the pitch class itself is sufficient 

for harmonic replication. For example, the E
b
3 in the fourth horn in m.11 of this piece is not necessary because an 

E
b
4 is performed by the trumpet in Caine’s ensemble. It also bears mentioning that there is some allowance in the 

reproduction of rhythm: if the original score featured two instruments with the same progression of pitches but slight 

variations in rhythm (such as in m. 76 where the voice has four eighth notes and the oboe has a dotted eighth, 

sixteenth and two eighth notes) and Caine elects to set only one of these patterns, this still qualifies as a full 

representation of Mahler’s orchestration. One other qualification is that Caine abbreviates manuscript page M1b by 

writing “repeat 40-71” instead of reiterating his arrangement of the soldier’s folk-like melody in measures 130-61. 

The replication data for the omitted measures are taken from mm. 40-71. 
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over 80% of the measures in the original composition are fully reproduced in Caine’s 

transcription, and the other 20% is readily identifiable as Mahler’s work. In this regard, “Shining 

Trumpets” is closer to transcription.  

In addition to his extensive recreation of the original musical material, Caine also avoids 

making adjustments to the lied’s syntagmatic ordering; all of his modifications to this work are 

paradigmatic (Table 5.4). Moreover, Caine does not follow his usual inclination to overstate 

Mahler’s juxtaposition of styles. His ensemble more or less recreates the original alternation of 

march and ländler (a triple-meter dance of central European origin). By retaining the original 

work to such an extent, his interpretive commentary can sound simultaneously against his source 

material. This allows the listener to make direct comparisons between the original and the 

commentary throughout. His audiences are constantly confronted by the friction between a 

reproduction of the source text and the new material.  

Trumpeter Ralph Alessi best demonstrates this conflict. Caine’s translation converts “Wo 

die schönen Trompeten blasen” into a solo vehicle for the instrument in the title. As with all of 

the transcriptions, Caine will move melodies and accompaniments away from the instrument for 

which they were originally written if this benefits his vision of the translation. He employs this 

technique frequently throughout to make Alessi the focus of the recording. In the march 

passages, the trumpet assumes primary responsibility for the fanfare motive, a figure that Mahler 

gives to each wind instrument in his orchestra at least once. During A3 and A4, he also performs 

much of the vocal melody. Caine also adds prominent solo improvisations for the trumpet over 

each of the non-march episodes (B1, B2, and C). This last element best conveys the friction 

described above, especially for audiences familiar with the original lied. The near completeness 

of the orchestration solidifies the trumpet solo as a foreign entity. Furthermore, though Alessi’s  
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Measures 1-20 21-39 40-71 72-87 88-111 112-29 130-61 162-92 

Timing 0:00-0:44 0:45-1:24 1:25-2:52 2:52-3:26 3:27-4:12 4:13-4:51 4:51-6:31 6:32-7:47 

Structural 

Function Intro A1 B1 A2 C A3 B2 A4 

Key
22

 D minor D minor D major D minor Gb Major B minor D Major D minor 

                  

Stylistic 

Language of 

Source Material March March Ländler March Lullaby
23

 March Ländler March 

Stylistic 

Modifications 

  

PSI-Trpt 

 

PSI-Trpt 

 

PSI-Trpt 

 Ensemble 

Modifications 

Drums 

(March) 

Drums 

(March) 

Drums 

(Free) 

Drums 

(March) 

Drums 

(Free) 

Drums (March); 

Electronics 

Drums (Free); 

Electronics 

Drums (March); 

Electronics 

 

Table 5.4: Analysis of “Shining Trumpets,” Dark Flame

                                                           
22

 I include the key for each episode in this analytical chart as I address both the mode and the modulations during my discussion of this work.  
23

 I refer to this episode as the lullaby in accordance with La Grange’s designation. La Grange, Mahler, 778. 
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solo intermittently reacts to the lied’s harmonic direction and melodic phrasing, there is a clear 

shift in performance style toward a more intimate, imperfect sound. A free rhythmic 

interpretation also helps to distinguish his solo from the rhythmic regularity of the lied. 

Caine’s manuscripts reveal that when first crafting his transcription for this work, he may 

have had a different plan in mind for where to introduce solo improvisation from what appears 

on the recording. M2D and M1A (M1 and M2 comprise the full transcription but were reversed 

in Caine’s stack of papers) show that Caine had only written out the harmonic changes for the G
b
 

major lullaby. This episode is not labeled as a solo, implying that, as discussed in chapter 2, 

these changes could have been written out for Caine’s harmonic realization. And yet Caine often 

augments climactic moments with improvisation. The G
b
 lullaby, with its remote key change, 

already stands out from the rest of the lied as a climactic point in the work so the inclusion of a 

solo there would make sense. There is, however, no indication in the manuscripts that Alessi was 

to improvise over the ländler episodes. Caine’s transcription of the B section largely omits the 

trumpet, but he does not include the harmonic changes as he does in the lullaby. Moreover, the 

manuscripts show the trumpet reentering the ensemble texture near the episode’s conclusion. 

Thus, at least in Caine’s early conception of this translation, the solo was confined to the lullaby 

and the trumpet’s omission in the B sections was most likely to create textural contrast.  

So why does Caine introduce additional solos? There are many potential reasons. Caine 

notes that associating improvisation with specific material in the rondo would intensify the 

contrast between the different episodes.
24

 His transcriptions also consistently demonstrate that he 

is willing to sacrifice some fidelity to the original setting for the sake of exaggerating stylistic 

differences. Since “Shining Trumpets” retains Mahler’s orchestration and form, Caine must 

include improvised solos to enhance the contrast between musical materials. Additional solo 

                                                           
24

 Caine, email, September 12, 2013. 
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improvisations would also solidify the trumpet as the feature instrument for that translation. 

Caine acknowledged that many of these added solos in other translations were designed to 

showcase members of his ensemble; he believes that if musicians are going to commit to long 

tours on the road, they should have ample opportunities to demonstrate their talents.
25

 These are 

all practical reasons for the solos, but they neither help explain the manner in which Alessi 

improvises over the passages, nor suggest the effect of his interaction with the transcription.  

More likely, the reason for these additions is a reaction to the text, as evinced by Caine’s 

short epitext in the CD booklet. Normally, Caine admits, he has little control over the packaging 

for his music.
26

 That task is typically reserved for his producer, Stefan Winter, and for good 

reason: throughout Caine’s recorded oeuvre with Winter & Winter, the accompanying booklets 

consistently feature abstract or conceptual art and epitexts which are often tangentially related to 

the recording’s contents.
27

 The interior of Urlicht/Primal Light, for example, presents short 

essays by Franz Winter (Stefan’s brother; the other half of Winter & Winter) about Mahler and 

the background of Caine’s project written in German, and then translated into English, French, 

Italian, Spanish, and Chinese. These essays are printed over blurry photos of Mahler or the 

manuscript for the composer’s unfinished Tenth Symphony.  

For Dark Flame, however, Caine insisted on a greater role in designing the album’s 

packaging, asking artist Rachel Bliss to create drawings for the CD.
28

 He commissioned 

calligraphic illustrations of Chinese and Hebrew texts and also included texts, often in German 

and English, for each translation. This includes arrangements, like “Shining Trumpets,” that do 

                                                           
25
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not include that text in the recording. The resulting CD booklet is thus a compendium of 

intertextual information. 

For “Shining Trumpets,” Caine situates the original text’s final stanza above Bliss’s 

simple drawing of a trumpet:  

Ich zieh’ in Krieg  I’m off to war, 

auf grüne Haid;  on the green heath; 

die grüne Haide,  the green heath is 

die ist so weit!   so far away! 

Allwo dort die schönen Where there the fair 

Trompeten blasen,  trumpets sound, 

da ist mein Haus, mein there is my home, my 

Haus von grünem Rasen! house of green grass!
29

 

 

Table 5.5: Epitext for “Shining Trumpets,” Liner Notes, Dark Flame
30

  

 

This stanza acts as the most straightforward statement of the poem’s tragic twist ending. “Wo die 

schönen Trompeten blasen” relates the story of a young soldier visiting his beloved during the 

night. He wishes to see her one more time before he leaves for war and, though he reassures her 

that he will return in a year, the text concludes with a sense of foreboding. Members of Mahler’s 

circle, as well as many modern commenters, believed that the soldier has already died and that 

his spirit is making the late night visit.
31

 Much of the textual support for this reading comes from 

the selection printed above, in which the soldier bids farewell before he returns to his “house of 

green grass,” a symbol of death and interment. When we isolate this passage from the rest of the 

poem, we lose the emphasis on the lovers’ dialogue and instead focus our interpretation on the 

soldier’s fate. By supplementing his work with the part of the original text that relates the all-too-

                                                           
29

 Caine does not speak German and there is no credit as to who provided the translation. According to Caine, he 

considered several different translations and does not remember which version he ultimately decided to include but 

notes that it was likely one produced by his producer Stefan Winter. Caine, email, October 24, 2014. 
30 Caine, CD Booklet, Dark Flame. 
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common result of war, Caine provides his audience with a viewpoint for interpreting his 

commentary.  

Reconsidering Caine’s translation from this interpretive perspective reveals potential 

connections between the story and his modifications. Although the trumpet improvisation is the 

most substantial and memorable of Caine’s changes to “Shining Trumpets,” the drummer’s 

entrance is the first recognizable deviation from Mahler’s orchestration. Black’s drums are 

initially surprising to listeners already familiar with the original lied, which does not include 

percussion in the ensemble. Yet his addition is inspired by the subject matter and the march 

topos of the A section. Black augments Mahler’s orchestration with a military-inspired 

accompaniment that rigorously defines a pulse on the snare throughout these episodes. Even 

during snare rolls, which often lack metrical definition, Black’s precision is discernable. The 

meticulousness of his performance sets up a marked contrast with his pulse in the B and C 

stylistic episodes, which is far more ambiguous. Black’s sporadic cymbals and snare in the non-

march sections create a free-flowing accompaniment for the dance and lullaby style passages. 

Black’s drums therefore add another element for the rondo form juxtaposition of this work: the 

experience of time. 

Alessi’s trumpet performance furthers this same contrast. As mentioned above, his 

assumption of the fanfare motive accentuates the militaristic theme of “Wo die schönen 

Trompeten blasen,” and like Black he tends to exaggerate the metrical pulse of the motive. His 

insistence on maintaining exact time, magnified by his marcato articulation, actually makes the 

performance sound stilted. The solos in the non-march episodes, however, take on the character 

of free improvisation. While at times Alessi’s solo does match the meter and phrasing of the 

transcription, he more often enters and responds to the accompaniment at irregular intervals with 
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an improvisatory vocabulary of metrically ill-defined runs and asymmetrical melodic ideas. The 

continued presence of the original orchestration, now recast as accompaniment, furthers the 

metrical disassociation between the soloist and the ensemble.  

Depicting the opposing types of metrical pulse could be just another way of indicating 

that the speaker in the dialogue changes. With the text removed from the setting, this association 

could merely be emphasizing the juxtaposition at the core of this work. Yet it also calls attention 

to the fact that Mahler’s setting does not follow his typical alignment of soldier/march and 

maiden/dance. Table 5.6 shows that the only consistent correlation between speaker and style is 

between the solider and the landler (the B episodes). These are the same episodes that feature 

Caine’s late-addition improvisations. One notes the symbolic alignment of trumpet and soldier in 

this translation: during the march passages, he either takes up the fanfare (a symbol of the 

military) or the melody; when the soldier is presenting his text, Alessi again takes the lead by 

improvising. If we are to interpret “Wo die schönen Trompeten blasen” as the story of a 

deceased soldier’s spirit returning to his beloved one final time, the differentiation Caine makes 

between the temporal approaches in “Shining Trumpets” could lead to a further deduction that 

the trumpet’s performance of time parallels the soldier’s physical state. Hearing Alessi’s free 

improvisations as resisting the earthly time of the transcription increases one’s awareness of the 

solo’s detached ambivalence. The disjunction between these elements emphasizes a purposeful 

incompatibility between the original and the additions. If we interpret the continuing sound of 

the original orchestration as the earthly element, then Alessi and the other players not called for 

by Mahler (the drummer and the turntablist) act as the soldier’s spirit: interacting with the world, 

but not necessarily a part of it.  
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“Wo die schönen Trompeten blasen”  “Where the Fair Trumpets Sound” 

Wer ist denn draußen und wer klopfet an, Who then is outside and who is knocking? 

Der mich so leise, so leise wecken kann? that can so softly awaken me? 

 

Das ist der Herzallerliebste dein,   It is your dearest darling, 

Steh auf und laß mich zu dir ein!  get up and let me come to you! 

Was soll ich hier nun länger stehn?  Why should I go on standing here? 

Ich seh die Morgenröt aufgehn,  I see the red of morn arise, 

Die Morgenröt, zwei helle Stern,  the red of morn, two bright stars. 

Bei meinem Schatz, da wär ich gern,  I long to be with my sweetheart! 

bei meiner Herzallerliebsten.   With my dearest darling! 

 

Das Mädchen stand auf und ließ ihn ein; The maiden got up and let him in, 

Sie heißt ihn auch wilkommen sein.  she bade him welcome, too. 

Willkommen, lieber Knabe mein,   Welcome, my fine lad! 

So lang hast du gestanden!   You have been standing so long! 

 

Sie reicht ihm auch die schneeweiße Hand. She offered him too her snow-white hand. 

Von ferne sang die Nachtigall  From far away the nightingale sang, 

Das Mädchen fing zu weinen an.   then began she too, to weep! 

  

Ach weine nicht, du Liebste mein,  Ah, do not weep, beloved mine! 

Aufs Jahr sollst du mein eigen sein.  After a year you will be my own. 

Mein Eigen sollst du werden gewiß,  My own you shall certainly become, 

Wie's keine sonst auf Erden ist.  as is no other on earth! 

O Lieb auf grüner Erden.   Oh love on the green earth. 

 

Ich zieh in Krieg auf grüner Heid,  I’m off to war, on the green heath; 

Die grüne Heide, die ist so weit.  The green heath is so far away! 

Allwo dort die schönen Trompeten blasen, Where there the fair trumpets sound, 

Da ist mein Haus, von grünem Rasen.  there is my home, my house of green grass! 
 

Table 5.6: Text, Translation, and Division of the Text by Speaker in  

“Wo die schönen Trompeten blasen.” English Translation by  

Renate Voit-Stark and Thomas Hampson.
32

 

 

                                                           
32 Renate Stark-Voit and Thomas Hampson, “Des Knaben Wunderhorn” Texts and Translations, accessed December 

7, 2013, http://hampsongfoundation.org/all-texts-and-translations-for-des-knaben-wunderhorn/. 

A1: 

Beloved 

B1: 

Soldier 

A2: 

Narrator 

C: 

Beloved 

C: 

Narrator 

A3: 

Narrator 

B2: 

Soldier 

A4: 

Soldier 
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Adding improvisation to the G
b
 major passage supports this interpretation, but for 

different reasons. The text for this episode is not spoken by the soldier but rather divided 

between the soldier’s lover and the lied’s narrator. As noted above, this was the only section of 

Caine’s original draft that included harmonic changes, but this improvisation appears to have 

been designed to accentuate formal considerations rather than to provide a poetic reading. Still, 

the role of this stanza in the narrative interpretation may have affected how Caine’s added 

elements were realized during this passage. This text recounts the interaction between the soldier 

and his beloved. She invites him inside, but the nightingale sings (a type of bird song often 

associated with lament) when she reaches for him, at which point she begins to cry. This stanza 

appears to depict her discovery of the soldier’s fate.  

Mahler accentuates this stanza by modulating from D minor to the remote key of G
b
 

major. This progression, a major third relationship (D to G
b
/F

#
) compounded with a modal shift, 

had particular meaning for composers of Mahler’s era. Richard Cohn relates this type of 

progression to the “uncanny” as described in essays by the psychologists Ernst Jentsch and 

Sigmund Freud.
33

 Cohn finds these kinds of progressions, which he designates hexatonic poles, 

throughout music history but notes a pronounced connection between their use by Romantic era 

composers, in particular Wagner, though he also isolates examples from Richard Strauss’s 

Salome, Puccini’s Tosca, and Mahler’s Resurrection Symphony among others
34

 to depict when 

“agents pass from life to death, or from death to life or hover in between.”
35

 The instability of the 

secondary key, on the surface a stabilized triad, results from the fact that each pitch in the triad is 

merely a half-step away from the presumed tonic triad and vice versa: “the constituents [of these 
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 Richard Cohn, “Uncanny Resemblances: Tonal Signification in the Freudian Age,” Journal of the American 

Musicological Society 57, no. 2 (Summer 2004): 285-324. 
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progressions] both are and are not triads, they both are and are not consonant. In terms of music-

theoretic writings of Freud’s contemporaries, their status as entities is both real and imaginary, 

both alive and dead.”
36

 Thus, Mahler’s modulation at this point in the narrative draws upon an 

established means of evoking a symbolic duality between perceived and actual worlds, between 

life and death. 

Because Caine retains Mahler’s music as literally as possible, this uncanny modulation is 

also present in the translation. Indeed, the addition of the trumpet solo draws the audience’s 

attention to this pivotal structural, harmonic, and narrative point in the lied. Again, this is the 

only episode in the draft manuscripts in which Caine writes out the harmonic changes; an 

accentuation of this tonal shift appears to have been planned from the beginning. Even without 

knowledge of Caine’s original intentions one can hear that Alessi’s improvisation in this episode 

interacts more with the transcribed material than elsewhere. Alessi seems to illustrate the 

beloved’s attempt at physical contact. Despite the slight alteration in the solo performance, he 

still evades a complete alignment with the rhythmic presentation of the transcription. The 

association of the soloist’s metrical relationship with the accompaniment and with the 

spiritual/earthly divide persists. 

What has largely been a symbolic interpretation of the trumpet and drums is made 

concrete in DJ Olive’s use of electronic sound. As in “Song of the Prisoner in the Tower,” 

Olive’s first contributions to the translation appear during the latter half of the work, and again 

his entrance helps to suggest the interpretive subtext. During the conclusion of the third march 

episode he introduces the sounds of war itself into the texture: the listener is startled by sounds 

that could double for the bursts of a gun or the whistle of falling bombs. Granted, these sounds 

are synthetic; but despite this, the aural image is powerful. In light of the poetic theme, the 
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connection cannot be coincidental. Whereas Caine’s other additions to this translation convey the 

vision of militaristic precision, order, and organization during the march episodes, Olive’s 

commentary relates the violence of a soldier’s life in a disarming and disturbing fashion. 

Olive’s contributions to the final two episodes in the rondo are far more subtle. His use of 

high-pitched abstract sounds during the second ländler passage and near the conclusion of the 

final A section (7:18-7:25) creates an appropriately uncanny environment and marked contrast 

with the mimetic explosions. The role of the turntablist during these sections is not to illustrate 

reality (the bombs of the far-off battlefield), but rather to distort it. Heile views the role of the 

deejay in Caine’s music to displace the music from reality: “many of the sounds seem to locate 

the music in an imaginary space…electronic noises and turntabling fragments often defamiliarize 

the music, disrupting and slightly undermining the musical discourse, as if to signal that nothing 

is quite what it seems.”
37

 This effect is similar to that made by the transitional passages in “Song 

of the Prisoner in the Tower” that obscure our sense of whether we are hearing a dialogue or a 

monologue. In this case, the scene, which features the soldier comforting his beloved, is 

defamiliarized, made unworldly. In the addition of DJ Olive to this work, Caine adds a final 

juxtaposition: the contrast of the mimetic with the abstract; the earthly with the intangible.  

To understand why Caine waited until the second half of the translation to establish this 

final dichotomy, we again return to the text. His electronic commentary does not begin until after 

the girl reaches for the soldier and discovers the truth. At this moment the sounds of war and the 

supernatural become audible to both the beloved and the audience. Only after the beloved’s 

moment of clarity in the text does Caine’s ensemble aurally transport the listener into that 

“imaginary space.”  
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Olive’s electronic interjections, and indeed all of Caine’s additions to the source material, 

work toward two separate goals. On a purely musical level, Caine’s ensemble accentuates the 

juxtaposition inherent in a rondo construction by adding two further sets of contrasting musical 

materials: types of time (alternating between strict and loose) and synthesized sound (mimetic 

and abstract sound). Yet when one considers the implications of these added materials with 

regard to the epitext in the CD booklet, these additions transform the listening experience. 

Though considerably more subdued than “Song of the Prisoner in the Tower,” “Shining 

Trumpets” is no less radical in its attempt to translate the lied’s subject matter. Caine literally 

recreates the form and material of a Western classical composition with a jazz ensemble while 

shrewdly emphasizing various gestures (heightened stylistic juxtaposition; adding improvisation 

to draw attention to the modulation to a remote key) and textual elements of the original setting. 

“Shining Trumpets” is, therefore, a prototypical foreignized music translation. 

 

____________________________ 

As demonstrated in his realizations of these lieder, Caine is translating not just an 

individual lied but also the function of the Romantic lied as a genre. A basic definition of the 

Romantic lied is “an art form in which musical ideas suggested by words were embodied in the 

setting of those words [...] both to provide formal unity and to enhance details.”
38

 The idea that 

each work’s poetry and music are carefully interwoven is obvious to those familiar with the 

original text. Yet, a secondary theme also runs through these works. Indeed several of the 

translations on Dark Flame address the implications of Mahler’s military allusions. Take, for 

example, his slight alteration to the translated title for “Lied des Verfolgten im Turm.” German 
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speakers might notice that Verfolgten is better translated as “persecuted” than “prisoner,” a detail 

that Caine acknowledges: the track details explain that the lyrics are adapted from “Lied des 

Verfolgten im Turm/Song of the Persecuted in the Tower” [emphasis mine].
39

 The change in 

word choice was not the result of a poor translation but rather was Caine’s conscious decision, 

reinforced by a short subtitle/epigraphic comment at the conclusion of the track credits reading 

“(scene: at the gate of a POW CAMP?).”
40

 

Viewing the chaotic performance of this translation as a means of depicting a soldier 

trapped in a prisoner of war camp adds to the reading. Is Caine recasting Mahler’s music into an 

anti-war, or at least an anti-violence statement? The two works examined in this chapter can be 

seen as depicting the mental and physical toll of war on an individual, and a third translation, the 

eponymous “Dark Flame,” unmistakably conveys a stance of anti-violence. Once again, Julie 

Patton contributes new poetry to the arrangement. Over the course of her poem, cleverly titled 

“Kin Dear Tender Lieder,” she references several tragic incidents of violence: the school 

shootings at Columbine High School in 1999, the 1963 church bombing in Birmingham, 

Alabama that left four African-American children dead, and the fire at the Triangle Shirtwaist 

Factory of 1911. Near the conclusion of the poem, she intones “How our guns target/‘our’ 

sons/as you drag in your old/gangs and mock/All this violence/as talk!” The anti-violence thrust 

of Patton’s poem is obvious, as is the condemnation of those dismissing these events.  

The recording dates for Dark Flame (July 1999-May 2003) encompass a wide number of 

significant events that could have prompted a response of this type: Caine began the recording 

just after the Columbine shootings, and he completed his final sessions two months after the 
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beginning of the war between the United States and Iraq.
41

 Although his other recordings from 

the same time—Goldberg Variations (2000), Love Fugue: Robert Schumann (2000), Rio (2001), 

Solitaire (2001), Diabelli Variations (2002) and his first recording with Bedrock, Bedrock 3 

(2001)—all avoid overtly political messages, Caine seems to have found something in Mahler’s 

source material that encouraged him to address contemporary themes and events.  

Caine balanced his recreation of Mahler’s interpretation with his own, thereby creating an 

intricate intertextual play that generates new hearings of Mahler and the translation with each 

performance. Yet the act of shaping a translation to the interpretation or vision of the translator 

can be dangerous as it potentially obscures authorial intent. Interpretation is a natural part of the 

translation process, but there is always a question as to the degree to which the translator should 

be recognizable to the reader. An early advocate of the foreignizing approach, philosopher 

Wilhelm von Humboldt, was categorically against interpretive translation: “A translation cannot 

and should not be a commentary.”
42

 This is because translators run the risk of projecting their 

own cultural values onto the source material, thereby giving the audience a distorted view of 

authorial intent.
43

 Nevertheless, though most translators and translation theorists do express 

hesitation about obscuring the original author’s characteristic style, they recognize that 

commentary is inevitable.  

Indeed, modern advocates of foreignization are more accepting of commentary. 

Lawrence Venuti for one promotes this as a way to make translators more visible and less 

interchangeable; the personal styles of translators, most evident in the vocabulary they use to 

                                                           
41

 Caine, CD Booklet, Dark Flame. 
42

 Wilhelm von Humboldt, “From ‘Introduction to His Translation of Agamemnon’,” trans. Sharon Sloan, in 

Theories of Translation: An Anthology of Essays from Dryden to Derrida, eds. Rainer Schulte and John Biguenet 

(Chicago: The University of Chicago Press, 1992), 58. 
43

 As an example, see Lawrence Venuti’s discussion of Robert Graves’s 1957 translation of Suetonius’s The Twelve 

Ceasars. Lawrence Venuti, The Translator’s Invisibility, 2
nd

 ed. (London: Routledge, 2008), 24-8. 



177 

 

foreignize their translation, can be used to differentiate between them. For Philip E. Lewis, the 

impulses of the translator and the commentator are separate but cooperative:  

Commentary is distinguished from translation above all by the former’s opportunity to 

capture the abusive
44

 and performative dimensions of the original, not simply through 

reproduction, but also through invention. [...] Thus, if commentary is to compensate in 

some measure for the recuperative losses occasioned by [...] translations, it must meet the 

challenge of the original to supplement strongly, on a performative register, without 

forsaking the thankless task of the translator.
45

 

If translators assume the mantle of commentator, their role is then to supplement the original 

work so as to counteract the loss of meaning inherent in translations while at the same time not 

deviating excessively from the original work.  

Creating balance between the original and this type of commentary is difficult to achieve, 

but Caine’s projects do approach it. The exercise here in creating narrative hearings of “The 

Song of the Prisoner in the Tower” and “Shining Trumpets,” regardless of whether Caine intends 

these specific interpretations, evinces the extent to which the Mahler project translations are 

inspired by the original work’s text. Through his additions, the amplification of existing 

characteristics, and the generation of new intertextual connections, Caine effectively 

compensates for the communicative distance between his audience and Mahler’s. Caine’s 

translations, through their simultaneous exaggeration of original interpretations and integration 

of modern ideas and musical methods, allow his audience a unique vantage point from which to 

hear Mahler’s lieder. 
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CHAPTER 7 

DIONYSIAN READINGS OF “THE DRUNKARD IN SPRING” 

Caine concedes that his arrangement of “Der Trunkene im Frühling” from Das Lied von 

der Erde, “The Drunkard in Spring,” was the most difficult for him to realize.
1
 His predicament 

most likely resulted from his attempt to portray the central conflict of Mahler’s text: a drunkard’s 

feeling of optimism about the coming spring but also his nihilistic suppression of life’s pain 

through inebriation. Caine captures the inner struggle in part through stylistic substitutions 

(Table 6.1): over the course of the work, Caine’s ensemble moves between “normal” (i.e., in a 

performance style that is closer to Western art music than it is to jazz) performances of Mahler’s 

music in transcription to represent spring and passages rendered in a staggering, gospel-inspired 

style to emulate the drunken state. Into this alternation, Caine introduces solo improvisational 

passages within the syntagmatic progression accompanied by various permutations of an Afro-

Cuban groove or up-tempo swing. The resulting translation is unmatched on Urlicht/Primal 

Light in its stylistic heterogeneity. Björn Heile remarks that this particular arrangement “is 

clearly one of the most eclectic pieces in the album: the range and combinations of styles and 

idioms are remarkable and the seeming ease with which the musicians negotiate the ruptures is 

truly astonishing.”
2
 

At the same time, those with knowledge of Mahler’s movement recognize that Caine also 

reacts to the original form and eventually subverts a climactic structural moment. He creates this 

rupture through the same means by which he accentuates the stylistic diversity of the 

presentation. This is not likely to be accidental, as Caine’s tendency to combine the exuberance 

and disorder in “The Drunkard in Spring” recalls readings of the source material as Dionysian
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Strophe 

 

1 

Measures 

 
mm.1-2 

 
mm. 3-7 mm. 8-11 mm.12-14 

Timing 0:00-0:15 0:15-0:18 0:19-0:47 0:48-0:58 0:58-1:14 1:14-1:25 

Structural Function STR-Intro Fanfare SSI-Trpt A B B 

              

Stylistic Language of 

Source Material
3
 n/a 

Jaunty,  

but not too fast n/a Weighty (Reserved) 

Stylistic Modifications Afro-Cuban   Afro-Cuban   
PSC-Gospel;  

PCI-El-Gtr/Vce Strident 

Ensemble Modifications 

Timbales; 

Whistle; Birdcall 

 

PRS; Electronics   El-Gtr; Vce   

 

 

2 3 

mm.15-

16 

 
mm. 17-21 mm. 22-28 

 

mm. 31-

34 mm. 35-44 

1:25-

1:29 1:29-1:58 1:59-2:07 2:08-2:38 2:39-3:06 

3:07-

3:14 3:15-3:53 

Fanfare 

SSI-Sop 

Sax A B 

SSI-Vln; 

STR A B 

              

Allegro n/a Reserved/Allegro Allegro n/a Allegro 

Even Quieter/ 

Restrained 

  
Afro-

Cuban   
PSC-Gospel;  

PSI-Vce Afro-Cuban   Slower 

 

PRS     PRS   El-Gtr; Elect 

                                                           
3
 Again, the labels for section of the chart are derived from a translation of Mahler’s original performance indications. 
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4 5 

 
mm. 47-50 mm. 53-56 mm. 57-58   mm. 65-71 

3:54-4:20 4:21-4:29 4:30-4:44 4:44-4:53 4:54-4:57 4:58-5:31 

SSI-Clar; 

STR A B B STR B 

            

n/a Allegro Hesistantly Very Slowly n/a Allegro 

Afro-Cuban   
Wild/Strident; 

PCI-Vln/Vce   

Drum 

Setup 

PSC-Gospel;  

PSI-El-Gtr 

PRS; 

Birdcall Elect; Vce Elect; Vce   

 

  

 

 

 

 

 

 

 

 

 

  Table 6.1: Analysis of “The Drunkard in Spring,” Urlicht/Primal Light

6 Postlude 

 

mm.74-

78.2 

 

mm. 78.3-

84 mm. 85-86 

 
m. 89 

5:32-5:59 6:00-6:08 

6:09-

6:53 6:54-7:06 7:07-7:15 7:16-7:43 7:44-7:47 

SSI-Tbn; 

STR A SSI-Pno A/B B 

SCI-All; 

STR Conclusion 

              

n/a Allegro n/a Allegro Ritard n/a Fast 

Afro-Cuban   Bop     Afro-Cuban 

Afro-

Cuban 

PRS 

 

PRS 

  

PRS 
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that have persisted for more than a century. It is plausible to connect the text’s drunken revelry 

with the wine god of antiquity. One could then view the enthusiastic performance of Caine’s 

translation as evoking a Dionysian festival.  

The mention of Dionysus, either by Mahler’s contemporaries or recent writers, also 

requires brief consideration of Friedrich Nietzsche. In The Birth of Tragedy from the Spirit of 

Music (Die Geburt der Tragödie aus dem Geiste der Musik, 1872), Nietzsche appropriates the 

god to represent the chaotic and impulsive aspects of art, specifically music. Music’s abstract 

emotional content connects better with the intangible forces acting on humanity (i.e., the 

Schopenhauerian Will) than other art forms. Indeed, Nietzsche asserts that only music, 

specifically Richard Wagner’s music dramas, can help one overcome, or at least tolerate, the 

misery of existence. Not surprisingly, The Birth of Tragedy attracted Wagner’s advocates, 

Mahler included.
4
 After Nietzsche fell out with Wagner, he retracted some of the claims; in his 

forward to the second edition in 1886 and said that this work is, among other things, “badly 

written,” “embarrassing,” “uneven in tempo,” and “very convinced and therefore disdainful of 

proof.”
5
 Nevertheless, the core principle of the book, the opposition of Dionysian disorder with 

the Apollonian desire toward order, survived. 

Nietzsche’s writings, including The Birth of Tragedy, had a profound influence on 

Mahler during the early stages of his career: in an 1894 letter to Dr. Emil Freund, he 

acknowledged that Nietzsche’s “remarkable readings […] appear to be exercising an epoch-

making influence on my life,”
6
 and the fourth movement of his Symphony no. 3 sets a poem 
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from Nietzsche’s Also Sprach Zarathustra. Later in life, Mahler did reverse his stance on the 

philosopher, even insisting that Alma, then his fiancée, should burn her collection of Nietzsche’s 

complete works.
7
 Henry-Louis de La Grange observes that “the very quintessence of 

[Nietzsche’s] thought, which is the conflicting Apollonian and Dionysiac principles, nevertheless 

influenced Mahler all his life.”
8
  

After Mahler died, his work continued to be viewed in relation to these poles. Das Lied 

von der Erde, which was premiered posthumously, especially inspired this kind of reaction. 

Arthur Neisser’s 1911 review presented the work as a battle between the Apollonian and the 

Dionysian and asserted that the basic theme of the poetry was “a sort of Dionysian death-

drunkenness [Todestrunkenheit].”
9
 Neisser described Mahler’s alternating alto and tenor 

vocalists as representing these impulses: the alto demonstrates an “appeasing resignation” and a 

“calm, contemplative philosophy that takes delight in the natural sounds of the birds,” qualities 

associated with the realm of Apollo; the tenor is, to use Hefling’s synopsis of Neisser’s review, 

“a wanton singer of Dionysian revelry.”
10

 Theodor Adorno found the Dionysian element to be 

particularly prominent in “Der Trunkene im Frühling,” where the drunken protagonist’s “solitude 

oscillates violently in his intoxication between despair and the joy of absolute freedom, already 

within the zone of death. The spirit of this music converges with Nietzsche.”
11

 It is this same 

Dionysian element that Caine translates in, indeed sets as the central conceit of “The Drunkard in 

Spring.” 
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Caine commonly crafts his translations from the accentuation of “seemingly minor details 

in the originals.”
12

 This is particularly recognizable in his arrangements of movements from Das 

Lied von der Erde. For example, in his arrangements for Dark Flame, “On Youth” (“Von der 

Jugend”) and “The Lonely One in Autumn” (“Der Einsame im Herbst”), the organizing concept 

can be summarized by a simple question: ‘What if Chinese musicians played Das Lied von der 

Erde?’ This high-concept organizational principle was inspired by the eighth-century Chinese 

origins of Mahler’s selected texts. In his analysis of these works, Caine saw that 

a lot of Mahler’s chinoiserie, based on that idea that he was going to capture Chinese 

music, ends up sounding very much like another type of folk music. So I just thought it 

would be interesting to take the songs that had the most, I guess, stereotypical Chinese 

sound, the pentatonic scale, etc., etc., and actually have Chinese musicians play that 

music as if it were folk music.
13

 

 

He subsequently created transcriptions that would replace Mahler’s orchestra, but also his own 

ensemble—even Caine himself does not play on these tracks—with Chinese instruments. Caine 

then hired the New York-based traditional Chinese music ensemble Jade Bridge to perform on 

his recording and, to complete the transformation, recruited a waiter from a local restaurant in 

New York City to read through the text for “The Lonely One in Autumn” in the original 

Chinese.
14

 The results of this experiment can alter one’s perception of Mahler’s exoticism. Caine 

noted that his hired musicians believed they were performing folk music: “It was interesting to 

work with musicians who didn’t necessarily know who Mahler was, but who, by the end of the 

session when we listened back, said it sounded like Chinese folk music. Then, when I played 
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them the original Mahler, they were shocked.”
15

 This simple reorchestration was all that was 

needed to inspire new perspectives on the source work; the “inauthentic Chinese element” 

sounds oddly appropriate when placed within the context of a more authentic instrumentation.
16

 

“The Farewell” (“Der Abschied”) can also be connected to an overarching idea. The 

central conceit of “The Farewell”—death or, rather, remembrance of those who have died—is 

not easy to identify unless one knows Hebrew or finds the information in the CD booklet. Caine 

engaged cantor Aaron Bensoussan to replace Mahler’s text with performances of the El Malei 

Rachamim (the Jewish prayer for the soul of the dead) as well as Psalms 118:5 and 121:1-4.
17

 

Through these additions, Caine created a dialogue between their religious content, which has to 

do with God’s guidance during and after death, and the original poetry, which had to do with 

accepting death. Caine made this connection explicit: in interviews he noted that his inspiration 

for the work came in part from watching the funeral for the assassinated Israeli Prime Minster 

Yitzhak Rabin in 1995. He continued this theme in notes that accompany Urlicht/Primal Light, 

where he dedicated the track to composer Jacob Druckman who had died in 1996. In this way 

Caine’s translation is a reversal of Mahler’s lied: where “Der Abschied” shows a person coming 

to terms with the conclusion of her life, “The Farewell” depicts those left to grieve. 

For “The Drunkard in Spring,” the unifying interpretive reference for Caine’s translation 

is a dual conception of Dionysus: as the god of drunken revelry and as a force for chaotic 

destruction. He uses these aspects of the Dionysian spirit to inform his interaction with the 

stylistic and formal qualities of Mahler’s movement. On the one hand, Caine’s stylistic 
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eclecticism resonates with the “Dionysian energy” of the original music:
18

 his additions of styles 

that evoke dance and religious transcendence align the aural effect of this translation with the 

components of a spring festival for Dionysus. Caine’s treatment of Mahler’s form, on the other 

hand, draws more on the Dionysian tendency toward disorder and unrestrained emotional 

outbursts. Though he complicated Mahler’s strophic presentation through the kaleidoscopic 

stylistic surface and added improvisational space, Caine nonetheless conscientiously preserves 

the succession of the original musical material.
19

 He then forcefully dispels his gesture toward 

Apollonian order when he emphatically breaks with the established sequence; the Dionysian 

tendency ultimately undermines the sense of integration that Caine had painstakingly established 

up to that point. Viewing Caine’s translation in the context of this Dionysian duality generates a 

multilayered hearing of this translation, one that better represents the nihilism at the core of the 

original composition.   

 

The Stylistic Representation of a Dionysian Festival 

“The Drunkard in Spring” is one of the most striking translations on Urlicht/Primal 

Light, in large part because of Caine’s integration of radically diverse styles and the deftness 

with which his ensemble is able to navigate these extremes. In the first eighty-five seconds of the 

recording, the audience has already heard Afro-Cuban jazz (both as an introduction and as an 

accompaniment for a trumpet improvisation), selections from the transcription that remain close 

to the sound of Mahler’s original, and the melody overlaid by riotous guitar and vocal 

improvisations. Polystylism in the Mahler project would usually be attributed to Caine imitating 
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Mahler’s own eclecticism. In Das Lied von der Erde, however, Mahler shows remarkable 

restraint in this regard. Stephen Hefling notes this proclamation by Mahler’s first biographer, 

Richard Specht: “In Das Lied von der Erde there is nothing of the purported ‘extravagance of 

architecture,’ ‘glaring contrasts,’ and ‘trivialities’ that were style-building principles in the first 

seven symphonies.”
20

 As a result “Specht insists that the usual objections of Mahler foes must be 

withdrawn in this case.”
21

 Even Rudolf Louis, a contemporary critic who repeatedly attacked the 

composer for his use of “the trivial and banal, the unctuously mawkish, and the offensively 

sentimental,” begrudgingly acknowledged that Das Lied von der Erde is relatively restrained.
22

 

Nevertheless, although Mahler eschews overt use of so-called trivial materials here, stylistic 

contrast remains as the core of “Der Trunkene im Frühling.” The compositional principle recalls 

the associative alternation in the dialogue songs discussed in chapter 5: two distinct groupings of 

musical material, derived from the competing forces established in the text, struggle for 

superiority throughout the movement. Mahler adapted his text from a poem by the eighth-century 

Chinese poet Li T’ai-Po, which was translated and published in Hans Bethge’s Chinesische 

Flöte: Nachdichtungen chinesischer Lyrik (1907) (Table 6.2).
23

 The six-stanza poem has a three-

stage narrative structure. Stanzas one and two detail the titular drunkard’s current life. In these 

passages, he resolves to cope with life’s struggles by drinking himself into unconsciousness. 

Upon hearing the sounds of the coming spring in stanzas three and four, he briefly considers 

abandoning his pessimistic views. Ultimately, however, he is unmoved; he renews his devotion 
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to self-anesthetization, confirming that he “prefer[s] the forgetfulness of drink-induced sleep to 

the painful reality of new life.”
24

  

 

Wenn nur ein Traum das Leben ist,  If life is but a dream,  

 warum denn Müh’ und Plag’!?  Why then toil and fret?  

 Ich trinke, bis ich nicht mehr kann,  I drink till I can drink no longer, 

 den ganzen lieben Tag!   The whole livelong day. 

Und wenn ich nicht mehr trinken kann, And when I can drink no longer, 

 weil Kehl’ und Seele voll,   Since gullet and soul are full, 

 so tauml’ ich bis zu meiner Tür  Then I stagger to my door 

 und schlafe wundervoll!   And sleep stupendously! 

 Was hör’ ich beim Erwachen? Horch! What do I hear when I awake? Listen! 

 Ein Vogel singt im Baum.   A bird sings in the tree. 

 Ich frag’ ihn, ob schon Frühling sei.  I ask him if the spring is here; 

 Mir ist, als wie im Traum.    I feel as if I were dreaming. 

 Der Vogel zwitschert: Ja! Ja! Der Lenz, The bird twitters ‘Yes!  

 der Lenz is da, sei kommen über Nacht! Spring is here – came overnight! 

 Aus tiefstem Schauen lauscht’ ich auf, In deepest wonder I listen, 

 der Vogel singt und lacht! und lacht!  The bird sings and laughs!  

 Ich fülle mir den Becher neu   I fill my glass again, 

 und leer’ ihn bis zum Grund   And drain it to the dregs,  

 und singe, bis der Mond erglänzt  And sing, until the moon shines bright 

 am scharzen Firmament!   In the black firmament. 

 Und wenn ich nicht mehr singen kann, And when I can sing no longer, 

 so schlaf’ ich wieder ein.   Then I go back to sleep; 

 Was geht mich denn der Frühling an!? For what does spring matter to me? 

 Lasst mich betrunken sein!   Let me be drunk! 

Table 6.2: Text and Translation of “Der Trunkene im Frühling,”  

English Translation Donald Mitchell
25
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Mahler illustrates the conflict through his strophic construction. The typical presentation 

of a strophe “unfolds the duality of the basic conception”: the “drunkard’s energetic dismissal of 

life,” and the optimism of the coming spring.
26

 Each strophe is constructed so as to project the 

drunkard’s struggle by regularly alternating between two performance styles. Following a two-

measure horn fanfare to indicate the beginning of each strophe, the tenor vocalist enters to sing 

the first two lines of the stanza (A material in the analysis; see mm. 3-7 for the first presentation 

of this material). He is accompanied by brilliant wind melodies that evoke bird calls.
27

 This type 

of allusion is common in Mahler’s compositions; one can recognize a consistent correlation 

between his musical depictions of nature and the emulation of birdsong in the First, Third, and 

Seventh Symphonies, to name a few, and even more examples are to be found in his symphonic 

lieder. The cheerful presentation of this music, in combination with the simulated bird calls, is 

invariably interpreted as signifying the coming spring. For the third and fourth lines, the tenor 

sings over an accompaniment that was described by a contemporary critic as alluding to the 

“staggering, tottering figures” of drunkenness (the B material; first heard in mm. 8-14).
28

 At the 

beginning of the B material, Mahler mimics the protagonist’s instability in part with his violin 

figuration: dotted quarter note-eighth note rhythms over wide intervallic leaps (Example 6.1). 

To translate Mahler’s stylistic alternation, Caine draws upon his familiar tactic of 

illustrating conflict through the substitution of paradigmatically related styles and 

reinstrumentation. The ordering and the duration for the selections of the A and B material 
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Example 6.1: Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde, Violin I, mm. 8-9. 

largely remain the same, though, as is typical with Caine’s settings, the stylistic references for 

the juxtaposed materials are more distinctive than even that heard in the source material. The 

presentation of A in “The Drunkard in Spring,” is a literal, albeit faster, version of the source 

material. The effect is disorienting: it is difficult to determine whether Caine is inserting all of 

his other stylistic references into a performance of the transcription or introducing the 

transcription into a stylistic mélange.  

Caine also recasts Mahler’s characteristic bird calls. The A section itself, as described by 

Julian Johnson, is “a stylized, ensemble version of bird song with characteristic grace note 

figures and trills.”
29

 Caine preserves the bird song and the orchestration of the A material. He 

also makes references to birdsong at various other points throughout the translation. The most 

overt instances accompany the introduction. During this passage, Caine presents two different 

kinds of bird calls: one made with an instrument (whistle) and one that sounds as if it were made 

by human hands. Gospel singer Dean Bowman’s cross-registral ululations in several of the B 

sections (at 2:18 and 7:25, for example) also create a similar effect. Introducing the birdcall at 

points other than the A material supports the idea that, at least in this translation, the titular 

drunkard is already celebrating the arrival of spring. 

Caine is less interested in exactly preserving the B material. He constantly alters its 

orchestration and other details throughout the translation, including modifying the rhythmic 

presentation of the characteristic melody. In manuscripts M50B-C, which present a transcription 
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of the B material’s first entrance, Caine alters the meter and the rhythm: he converts the original 

4/4 meter into 3/4 and divides Mahler’s measures in half (compare Example 6.2 with Example 

6.1). The aural effect of this change, however, is not of a conversion into triple meter; rather, 

Caine seems to be softening the abrupt dotted quarter-eighth pattern. The alteration thus plays on 

the stylistic rhythm that Mahler uses to portray the protagonist’s drunkenness. In Caine’s 

transcription, the dominant melody of the B material is more fluid in its swaying.  

 

 

Example 6.2: Caine, Manuscript M50B-C, “The Drunkard in Spring,”  

Urlicht/Primal Light Clarinet. 

 

Caine’s conversion of this pattern also recalls the differing perceptions of swing among 

Western classical and jazz musicians. In jazz notation, the standard swing rhythm is written as 

two eighth notes, but interpretation of the rhythm fluctuates, depending on the style and tempo of 

the performance. When performing in a jazz style, Western classical musicians often err toward 

straight eighth notes (no swing) or to dotted eighth-sixteenth note patterns (swinging too hard). 

In a sense, by changing Mahler’s melodic rhythm, Caine corrects Mahler’s “attempt to swing.”  

Caine’s instrumentation of the B material further differentiates this passage from the 

transcribed A material. Heile recognizes that Caine’s “extraordinarily varied instrumentation 

heightens the already marked contrast between the ‘a’ and ‘b’ sections of each strophe.”
30

 Not 

only does Caine give the violin figuration to the clarinet, but at various points in the arrangement 

he includes electric guitar and synthetic electronic sounds by Danny Blume. The other addition 
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to the B section material is the unrestrained vocalizing by singer Dean Bowman, whose slurs, 

slides, and utter unpredictability suggest the ramblings of the intoxicated narrator. Bowman’s 

improvisation seems aimless and uncontrolled, creating a sense of disorientation.  

What is most surprising about Caine’s setting of this material is that in manuscripts 

M50B and M50E, Caine identifies the stylistic reference for B as “gospel.”
31

 Several passages 

later in the translation make this reference explicit, most notably in the fifth strophe (4:58-5:31). 

Indeed, despite the images that the orgiastic style of Bowman’s vocal improvisation might 

inspire, he is known primarily for his gospel performance. His range, ornamentation, and 

delivery all support the idea that this passage of Caine’s transcription is in gospel style.
32

 Caine’s 

decision to designate the performance style for this music as “gospel” nonetheless remains 

confusing. It seems incongruous for the joyous sound of gospel, particularly the style of gospel 

that originated in the African-American church, to be a fitting paradigmatic substitution for the 

nihilistic drunkenness of the text. An evocation of the black gospel style does, however, align 

with both the amelioration of earthly strife and the connection with a Dionysian festival. Caine 

seems to find a parallel between the drunkard’s dilemma and the disjunction between the ecstasy 

of gospel music and the realities of black life from which it emerged. Don Cusic recognizes that 

this type of music has particular emotional content, “which is uniquely black, [and] comes from 

a deep-felt emotionalism anchored in the African American experience and a certain 
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hopelessness in their earthly life that is balanced with a shining hopefulness in their life to 

come.”
33

 Caine’s setting conflates these means of coping with their life’s pain. 

The reference to a type of religious music also strengthens a reading of Caine’s 

polystylism as suggesting a Dionysian celebration, since the festival of that god was a form of 

worship. There is a notable correlation between intoxication and religious elation; rituals 

throughout the world feature the consumption of narcotics in order to enter an altered state. In 

this state, the celebrants could communicate with the god: in the Dionysian festival, the “god’s 

presence was made manifest by wine.”
34

 So while Mahler’s drunkard may be conflicted about 

the coming spring, Caine’s protagonist seems to want to experience a more spiritual kind of 

intoxication. 

The recreation of elements from a Dionysian celebration can also help to explain the 

stylistic performance of Caine’s syntagmatic improvisations. These added solo passages 

reference musics associated with energy, excitement, and, especially in the sections with more 

prevalent Afro-Cuban accompaniments, dance. Dance, unsurprisingly, was also an integral 

aspect of Dionysian worship. Steven Lonsdale notes that participants of the Dionysian festival 

were compelled to dance: it “allow[ed] its participants to step outside themselves. It transport[ed] 

them from the ennui of day-to-day existence and permit[ted] them to associate with higher 

spiritual forces.”
35

 Here again we see the connection between the festival and its communication 

with a spiritual entity. Caine thus adds dance-inspired musical sections to the existing interplay 

between natural and religious intoxication, furthering the allusion to the Dionysian impulse. 
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Caine’s own improvisation, too, suggests Dionysus. Appearing during the final strophe, 

his piano solo is unlike any other solo section in the translation: as opposed to the Afro-Cuban 

solos, which are modal (i.e., performed over a single, repeating harmony), the piano solo features 

a harmonic progression. The chord changes, which Caine derives in part from measures 74-78.2, 

are written out in manuscript M34E and reproduced below:  

 

Example 6.3: Caine, Manuscript M34E, “The Drunkard in Spring,” Urlicht/Primal Light,  

Harmonic Changes for the Improvised Piano Solo. 

 

 

The acceleration, rapidly changing harmonic structure, and technical virtuosity of Caine’s 

improvisation link this passage to a bop performance style. Ingrid Monson points to the 

analytical language of mid-to-late 20
th

-century jazz writer André Hodeir, who often sought to 

apply classical analytical techniques to jazz, as linking Dionysian characteristics—“unrestrained, 

orgiastic, intense, exuberant”—with bop style.
36

  

Caine’s stylistic play in “The Drunkard in Spring” is unique in that not only does it 

accentuate the conflict at the heart of “Der Trunkene im Frühling” but also each element of the 

original, and his additions are in a style that contributes to a Dionysian hearing. The retention of 
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Mahler’s evocation of nature, the conflation of intoxication with religious ecstasy, and the use of 

latin dance and bop jazz all convey the sensation of the poem’s protagonist’s inebriated lifestyle. 

The stylistic presentation of “The Drunkard in Spring” can thus be viewed as an unironic 

evocation of a Dionysian celebration. One hears the translation from the perspective of the 

drunkard in his cups: shrouding his nihilistic angst in a multiplicity of bacchanalian scenes.  

 

The Dionysian/Apollonian Conflict in Caine’s Form 

The jubilant polystylistic surface of “The Drunkard in Spring” appears to be Caine’s 

purposeful rendering of a festive, drunken revelry. The wild solos, Dean Bowman’s ecstatic 

caterwauling, and the exultant gospel setting of the fifth strophe all portray the distractions of an 

inebriated life. Yet, the exuberance is overstated so as to appear ironic to the audience; Stephen 

Hefling observes that Mahler’s movement is “a searing satire of frivolous intoxication” and that 

its Dionysian energy “commingle[s] with nihilism, irony, and denial.”
37

 Caine attends to this 

quality of Mahler’s movement as well, though how it manifests itself in the translation is not 

immediately apparent. The cynical subtext of this composition emerges through a consideration 

of Caine’s additions to the syntagmatic progression. In his treatment of Mahler’s form, Caine 

astutely addresses the interaction between Dionysian and Apollonian elements.  

When Nietzsche presented a worldview arrived at by reading Attic tragedy through the 

philosophies of Schopenhauer and Wagner, he outlined the opposing artistic drive of the 

Apollonian and the Dionysian. The Dionysian force relates to the energy of destruction and 

chaos and abolishing boundaries. Nietzsche connected this drive to art forms that have no 

defined meanings and can thus better access the Will: “the purest artistic expression of the 
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Dionysiac was quasi-orgiastic forms of music.”
38

 Apollo, in contrast, is “like the epic poet, […] 

absorbed in the pure contemplation of images.”
39

 An Apollonian design is consumed with 

representation of the Will, rather than the Will itself. It therefore “embodies the drive […] toward 

the drawing and respecting of boundaries and limits; he teaches an ethic of moderation and self-

control”
40

 Put simply: Dionysus represents excess, emotion, and essence, whereas Apollo is 

ordered, restrained, and tangible. 

In the story of “Der Trunkene im Frühling,” the Apollonian illusion of spring’s 

redemption succumbs to the allure of Dionysian intoxication. As this narrative emerges more 

directly in the work’s stylistic juxtaposition, Mahler’s use of form is often dismissed as relatively 

unremarkable. Despite general acknowledgements of the movement’s pivotal placement as the 

conclusion of the bipartite reading of Das Lied von der Erde (movements one through five 

comprising the first half, movement six, the other) and as a mirrored response to the symphony’s 

other ‘drinking song,’ “Der Trinklied vom Jammer der Erde,” most commentators consider “Der 

Trunkene” to be a fairly straightforward composition. Donald Mitchell affirms that “despite its 

crucial formal role [within the symphony], ‘Der Trunkene’ shows nothing like the complexity 

and intricacy of form that we encounter” elsewhere in the symphony.
41

  

Mitchell does, however, express admiration for Mahler’s ability to generate an effective 

composition through a relatively simple formal type; “the second ‘Trinklied’,” he explains, 

“reminds us of what richness and subtlety [Mahler] was able to extract from his use of a regular 
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strophic scheme.”
42

 When crafting his translation, Caine retains over 80% of the measures from 

the original, and thus keeps Mahler’s own strophic construction and ‘richness’ (though maybe 

less of the subtlety) intact. Because of this diligent reconstruction of Mahler’s original syntactic 

progression, stylistic references, and modulations, Caine’s added improvisations necessarily 

interact with the syntagmatic progression of the original ordering.  

For the most part, these improvisations last sixteen measures, are performed over a single 

harmony, and are supported by some variation of an Afro-Cuban style accompaniment. Not only 

do these sections contribute to the festive, Dionysian air, but also Caine uses them to accentuate 

Mahler’s strophic structure. Heile recognizes how “Caine’s clear analysis of the original is 

evidenced by his placing of all the solos at the same formal juncture, namely at the beginning of 

a new strophe.”
43

 Though it slightly oversimplifies—there is no solo for strophe 5 and Caine 

adds a second solo during strophe 6 that does not follow the established pattern—Heile’s 

observation does communicate and important fact. The consistent location of these syntagmatic 

solos within the progression of musical events creates the impression that this section has been 

assimilated into the formal sequence itself. Below the syntagmatic portion of my analytical chart 

is divided to show the progression through the strophic construction and the key center of each 

section (Table 6.3). One quickly notes the repetition of a syntagmatic solo improvisation at or 

near the beginning of the strophe. By integrating these additions in the same location for each 

strophic repetition (except for the fifth strophe, which reflects Mahler’s own modification), a 

solo improvisation becomes a natural part of the progression: what was once the succession 

fanfare-A-B is now fanfare-improvisation-A-B. Caine’s regular insertion of a solo improvisation 
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Table 6.3: Syntagmatic Structure of “The Drunkard in Spring,” Divided by Strophe

Measures 

 

1 

  

mm.1-2 

 

mm. 3-7     mm. 8-11 mm.12-14 

  
Timing     0:00-0:15 0:15-0:18 0:19-0:47 0:48-0:58     0:58-1:14 1:14-1:25 

  Structural 

Function     STR-Intro Fanfare SSI-Trpt A     B B 

  
Key 

   

A Maj A7 A Maj 

  

F Maj 

    

 
 

 

        

  

    

  

  

2 

  

mm.15-16 

 

mm. 17-21     mm. 22-29 

  

    

1:25-1:29 1:29-1:58 1:59-2:07     2:08-2:38 

  

    

Fanfare SSI-Sop Sax A     B 

  

    

A Maj A7 A Maj 

  

F Maj 

  

  
 

  

      

  

    

  

  
3 

    

mm. 31-34     mm. 35-44 

  

     

2:39-3:06 3:07-3:14     3:15-3:53 

  

     

SSI-Vln; STR A     B 

  

     

A7 A Maj 

  

A Maj 

  

  
 

   

    

  

    

  

  
4 

    

mm. 47-50     mm. 53-56 mm. 57-58 

  

     

3:54-4:20 4:21-4:29     4:30-4:44 4:44-4:53 4:54-4:57 

 

     

SSI-Clar; STR A     B B STR 

 

     

F7 F Maj 

  

Db Maj 

  

  
 

   

    

  

      

 

  
5 

       

mm. 65-71 

  

         

4:58-5:31 

  

         

B 

  

         

C Maj 

  

  
 

       

    

  

  
6 

    

mm.74-78.2 

 

mm. 78.3-84 mm. 85-86 

 

m. 89 

     

5:32-5:59 6:00-6:08 6:09-6:53 6:54-7:06 7:07-7:15 7:16-7:43 7:44-7:47 

     

SSI-Tbn; STR A/B SSI-Pno A B SCI-All; STR Conclusion 

     

A7 F Maj(?)/Bb Maj — F Maj  F Maj A7  A Maj 
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ensures that the improvisation becomes essential to the work’s harmonic structure and 

syntagmatic presentation.  

Starting with the third strophe, Caine completely eliminates the fanfare. This kind of 

replacement is possible because the added improvisation can fulfill the same purpose as the 

fanfare: in the original, Mahler uses the two-measure interlude to establish the A material’s new 

harmonic center. For each strophe featuring both A and B material, Mahler accentuates the 

contrast by setting the two in different keys. Mahler’s most common juxtaposition, found in the 

first and second strophes and adapted for the final one, is A set in A major (with elements in B
b
 

major outlined in the vocal line’s arpeggio) and B in F major. To shift between these tonal 

centers, Mahler typically builds to a cadence in the final measure of one section and concludes it 

on the downbeat of the next. The cadential resolution for the A material, however, occurs in the 

fanfare, establishing the new key before the vocalist reenters the texture. When Caine’s solo 

improvisations appear after or instead of the fanfare, they are performed on the resolving 

harmony as well. Thus, in replacing the fanfare, these additions adopt the function of the original 

passage, only now, instead of a resolution and two-measure confirmation, Caine gives the 

listener sixteen measures of the new key.   

In contrast with the overwhelmingly Dionysian stylistic surface, Caine’s assimilation of 

improvisation into the preexisting formal sequence recalls Apollonian considerations. George 

Liébert recognizes that as Apollo is taken to be emblematic of order, “the first ‘analogous 

substitute’ that music borrows [from the Apollonian domain] in order to exist is simply the 

form.”
44

 By preserving the sequence of Mahler’s material, Caine interjects Apollonian influence 
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into a thoroughly Dionysian composition. This carefully constructed order intensifies the effect 

when Caine disrupts the series near the conclusion of the translation.  

In the poem’s narrative, this last stanza is intended to serve as a return to the status quo: 

in rejecting the promise of spring, the narrator wants to be left alone to drink. Mahler seemingly 

confirms his return to nihilistic normality by reprising the fanfare, now back in the key of A 

major. Hefling notes that “the tonal reprise of A for the final strophe of ‘Der Trunkene’ is 

decisive for both the movement’s structure and symbolism. ‘What does spring matter to me? Let 

me be drunk!’ is the singer’s parting shot.”
45

 Caine mimics this return by reinstating his own 

sequence. Strophe 5 is immediately followed by a trombone solo on A
7
, and with a transcription 

in the A material. Caine then introduces a second solo into the strophic sequence but rather than 

integrate that solo into the original formal sequence as he had done up to this point, he radically 

disrupts it. The solo begins during the middle of measure 78, indicated by the dotted line in 

Example 6.4. This is the only time in the Mahler project recordings that Caine introduces an 

improvisational section at a location that is not at a structural junction, let alone in the middle of 

a measure.  

Caine’s manuscripts indicate something particularly striking about this moment. 

Manuscript M34E includes a stray marking in the second half of measure 78: “in F?” Here Caine 

recognizes the complicated relationship between the established key centers in the final strophe 

of Mahler’s movement. Just as in the first and second strophes—those associated with the 

stanzas relating the drunkard’s existence before spring—Mahler’s sixth strophe divides its 

material between sections in A and F major. In the earlier strophes, the division is regular: the 

first two lines of the stanza are in the A major section, the last two in F major. For the final 
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Example 6.4: Mahler, “Der Trunkene im Frühling,” Das Lied von der Erde,  

Reduction of mm. 74-78. 

 

strophe, however, Mahler elects to change from A major to F major immediately after the 

fanfare, to reflect a change in the balance between the competing forces. Mitchell explains that 

“although Mahler is careful to maintain the duality of the basic strophic concept, he shows at the 

same time that the conflict generated by the duality now no longer exists. The protagonist has rid 

himself of the problem—the conflict—by opting for his version of oblivion (the bottle).”
46

  

Still, mm. 74-78 do not immediately sound as if they are in F, the key of drunken 

nihilism; an arpeggiated B
b
 triad in the vocal melody (mm. 74-5) complicates the identity of the 

new key. The melodic line, containing the same notes as it did in the A sections, now destabilizes 
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the early arrival of F as does the cadence in B
b
 on “kann” in m. 75. At that moment F instead 

functions as the dominant for the opening measures of the sixth strophe. The key is not secure 

until beat three of m. 78, where it is finally confirmed by an F triad in the accompaniment. This 

confirmation coincides exactly with the placement of Caine’s “in F?” in manuscript M34E.  

Caine reacts to this delay by introducing a solo improvisation for piano immediately 

before F is established. This solo isolates the A material from its resolution, thereby increasing 

the tension beyond Mahler’s four and a half measure denial of the F chord to include five 

choruses of piano improvisation on a ten-measure harmonic progression. This section is the only 

time that Caine employs a stylistic reference to a bop-style jazz trio (piano, bass, drums); his 

intention to draw his audience’s ear to this moment is unmistakable, as is the ferocity and 

exuberance of his performance. Caine’s solo, in fact, feels like the natural product of the 

momentum building from the measures before its entrance. By virtue of the source work’s 

deferred key confirmation and Caine’s decision to break off the ever-rising sequence in the violin 

just before the third beat of m. 78 and the desired F triad, the piano solo gains a new syntagmatic 

meaning as the climax of this strophe.  

The explosive burst of energy from the improvisation, however, leaves nothing for 

Mahler’s own climactic point. When the transcription returns after the improvisation, the music 

feels deflated. Mahler’s climactic confirmation of the key of F is weakened: the violin’s A6, to 

which the sequences in 76-78.2 had been building, is performed down an octave. Certainly, 

beginning the post-solo return to the transcription with a note that high in the register would have 

been awkward, and for that reason dropping the octave makes more sense within the context of 

Caine’s translation. Nevertheless, the effect of what had been a central point in the sixth strophe 
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is now underwhelming at best. Caine’s blatant overextension of the cadential energy diminishes 

the potential of that resolution. 

When asked what inspired the location and function of his improvisation, Caine simply 

said that he “wanted to give the piano solo a different feel.”
47

 This unassuming explanation is 

insufficient to explain his deviation from the order he has established. It is probable that Caine is 

calling attention to the way the Mahler undermines the drunkard’s decision to choose 

drunkenness over spring. Indeed, on closer inspection of the original composition, even when 

Mahler seems to be trying to create a balance of the A and B material, he shows the protagonist’s 

decision to be unsatisfying. Note Mahler’s text setting in measures 74-5. The tenor performs the 

first line of stanza six via the melody associated with the A material, but then suddenly stops as 

the orchestra continues. Following the confirmation of F major, he presents the same text again, 

now set to the characteristic swaggering violin line of B. In a sense, the tenor’s attempt to present 

the A melody fails when sounded in an antagonistic key center; the balance of A and B is 

unsustainable.  

The recapitulation of A major in the fanfare is also recognizably insincere. The 

reassurance of this return is only fleeting, and A quickly gives way to the nebulous F/B
b
 section 

that follows; our drunken protagonist wishes to loudly proclaim that all is back to normal, but he 

is clearly still unsettled. Mahler’s symbolic use of the fanfare is particularly problematic for 

Caine’s translation because, once again, he has substituted an improvisation for this section of 

music. The exuberance of the trombone solo does feel like a return to the status quo, but its 

modal center on A
7
 makes the movement to a different key feel all the more out of place. This is 

the only time that the solo and the subsequent musical segment are not in the same key. While 

the return of A at this point lasts sixteen measures and is therefore considerably longer than 
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Mahler’s fanfare, the awkwardness of the modulation into and out of the trombone solo makes it 

seem abrasive when compared with the earlier transitions between improvisations and the 

transcription. 

The drunken protagonist of Caine’s translation tries to maintain a balance between the 

Dionysian and the Apollonian, even though in the final two strophes he has clearly chosen the 

former. His faint attempt at preserving Apollonian order in the sixth strophe by returning to the 

opening key in the solo passage and retaining the original melody of the text setting proves 

inadequate. Nietzsche observed that in instances where the Dionysian compulsion prevails “the 

Apollinian [sic] [is] checked and destroyed.”
48

 If Apollonian order cannot withstand the fury of 

Dionysus, the dissolution of the former occurs. This dissolution manifests itself in Caine’s 

subversion of the delayed resolution. Interrupting a sequential resolution by inserting straight-

ahead swinging jazz music effectively neutralizes what was a climactic moment in Mahler’s 

original. All of the kinetic energy of the measures before goes directly into Caine’s solo, leaving 

the ostensible merger of A and B in this final strophe largely unremarkable. The balanced life, as 

depicted by Caine’s assimilation of improvisation into the strophe, fails, leaving the impression 

that bacchanalian excess deprives the music of harmonic and figurative resolution. The drunkard, 

as we see, is merely creating a diversion from his miserable reality. 

 

____________________________ 

Rather than unifying the Apollonian and Dionysian perspectives, which Nietzsche 

believed would result in a “transformation of ‘pessimism’—not into optimism, to be sure, but 

into a kind of affirmation [that] will not sap the audience’s strength, paralyze its will or lead to 

demoralization, but rather will energize the members of the audience to go on living”—Mahler’s 
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fifth movement clearly sides with the Dionysian.
49

 The drunkard chooses inebriation over the 

dream of life: “what was previously an indication and finally a celebration of spring’s awakening 

has become an embittered drinking song.”
50

 While Caine’s translation of this movement sounds 

far from embittered, the nihilistic chaos of Dionysian triumphs nonetheless. 

Caine consistently evokes Dionysian characteristics, but the tragic consequences can be 

illuminated by a brief consideration of his treatment of the fourth and fifth strophes. Here, once 

again, Caine’s approach to form, stylistic reference, and the transcription itself reinforce the 

poetic narrative. In the original movement, the B material for the fourth strophe bursts into the 

text in the key of D
b
, a tonal center equidistant from the keys in the A major/F major alternation. 

As in “Wo die schönen Trompeten blasen,” discussed in chapter 5, Mahler’s use of a mediant 

relationship signifies a change into the otherworldly. Donald Mitchell calls this moment the 

“central event, which is indeed the poetic/symbolic heart of the song”; the drunkard stands at the 

threshold considering the prospects of a new life.
51

 With minimal accompaniment, he sings “Aus 

tiefstem Schauen laucht’ ich auf” [In deepest wonder I listen]. 

Caine’s version of this passage does not give the drunkard time to consider a change in 

his path. After spring manifests itself in D
b
—a passage, which, it should be noted, is the most 

chaotic presentation of the transcription—the trumpet performs the “Aus tiefstem” melody (4:44-

4:53) accompanied by pianissimo piano chords and a cymbal roll. Caine maintains the solemnity 

and beauty of the drunkard’s contemplation, but he then excises mm. 59-64. The music here is 

replaced by a well-known drum performance trope: dramatically repeating triplet eighth notes on 

the tom drums to lead into a cresting musical section. The ensemble then follows with the most 
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direct and rousing presentation of the B material in a gospel style. When the narrator 

symbolically rejects spring by pouring himself a drink, Caine and his ensemble “bring it home.”  

In contrast to Mahler’s setting, in which the drunkard is able to rejoice in the bird’s 

laughter, if only briefly, Caine’s setting has no place for the illusion of spring. Indeed, his 

translation is thoroughly Dionysian in the sense that overwhelming energy dominates “The 

Drunkard in Spring.” The elements associated with Dionysus constantly overcome their 

Apollonian antitheses on both formal and stylistic levels. Audiences listening to “The Drunkard 

in Spring,” are greeted with a dynamic, kaleidoscopic display of a lively celebration: a 

polystylistic emulation of the Dionysian festival. One hears the overjoyed birds, effervescent 

dance music, and even exuberant religious transcendence, but Caine’s translation recognizes that 

this exterior merely masks the drunkard’s pain. The effusiveness of the syntagmatic interruptions 

may obscure how Caine systematically integrates them into the formal expectations, but this only 

magnifies the dislocation of the dramatic direction of the final strophe. Synthesizing the opposed 

realities becomes impossible at this point because the chaos is no longer contained. “The 

Drunkard in Spring” may be a fun, whimsical arrangement of Mahler’s music, but only if we do 

not examine it more closely. Like the poem’s protagonist, who wishes to use the ecstasy of 

intoxication to distract himself, Caine’s audience can become lost in the poly-stylistic surface. 

 Despite this seemingly dour assessment, there is no denying that Caine’s translation is 

upbeat and humorous. Perhaps while Caine represents some of the protagonist’s nihilism, he also 

negotiates a modern understanding of the Dionysian. Raymond Geuss writes this:  

[T]he idea specifically derived from The Birth of Tragedy which has become perhaps 

most influential in the twentieth century is the conception of the ‘Dionysiac’ and its role 

in human life, i.e., the view that destructive, primitively anarchic forces are a part of us 
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(not to be projected into some diabolical Other), and that the pleasure we take in them is 

real and not to be denied.
52

 

 

Whereas a total surrender to the nihilistic Dionysian impulse of intoxication will not lead to 

spiritual peace, that impulse must not be denied altogether. The seemingly contradictory duality 

of “The Drunkard in Spring” thus recognizes both the destructive and the life-affirming qualities 

of the Dionysian impulse. 

 

                                                           
52

 Geuss, Introduction to The Birth of Tragedy and Other Writings, xxx. 



207 
 

CHAPTER 8 

CONCLUSION 

Of the German literary scholars and philosophers who support foreignization—including 

Herder, Goethe, Schleiermacher, and Benjamin—the writer who may have most efficiently 

summarized this approach was Rudolf Pannwitz (1881-1969). In his provocatively titled Die 

Krise der europäischen Kultur (1918), Pannwitz asserts that German translations are often 

inaccurate because: “[Translators] want to turn Hindi, Greek, English into German instead of 

turning German into Hindi, Greek, English. [...] The basic error of the translator is that he 

preserves the state in which his own language happens to be instead of allowing his language to 

be powerfully affected by the foreign tongue.”
1
 It is undeniable that the language of jazz is 

strained by Uri Caine’s translations. His arrangements compel jazz musicians to adapt their usual 

performance practice: they must navigate forms derived from the Western classical canon, 

change performance styles almost instantaneously, and react to musical or textual cues derived 

from the source material. Yet, as José Ortega y Gasset asks: “What will [the translator] do with 

the rebellious text? Isn’t it too much to ask that he also be rebellious?”
2
 How better to project 

Mahler’s iconoclastic oeuvre than by generating equally astonishing ruptures in the receiving 

tradition? 

Throughout this study, I have emphasized the value of relating Caine’s unconventional 

arranging decisions back to their source material. I believe this approach to be invaluable in 

understanding the Mahler project recordings. Still, one should not neglect the significance of the 
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works themselves. Despite their origins in preexisting compositions, Caine’s translations should 

not be dismissed as derivative; as Ortega writes, a “translation is not a duplicate of the original 

text; it is not—it shouldn’t try to be—the work itself with a different vocabulary.”
3
 The Mahler 

project translations do function as independent compositions that can be studied, and enjoyed, 

without considering the original work. This autonomy, in fact, stems from Caine’s respect and 

understanding of his source. Lawrence Venuti explains that “an elite response [to the original 

text], resting on the specialized knowledge of linguistic history, literary form, and cultural 

tradition that enables a detached appreciation of a text is more likely to focus precisely on 

language, style, and discourse and therefore to lead to a reading of a translation as a translation, 

as a literary work in its own right.”
4
  

Indeed, while Caine’s Mahler project does present a unique view of Mahler’s music to a 

jazz audience, these translations also have wider implications for the state of jazz as a whole. His 

interaction with Mahler’s forms reveals new and innovative ways to integrate improvisation into 

forms previously left untouched by the jazz tradition. Caine’s stylistic interplay and parallels can 

inspire similar means of approaching other non-jazz compositions with a jazz mentality. This can 

happen because Caine audibly preserves and interacts with identifiable qualities of Western art 

music in his arrangements.  

One could then argue that in reconstructing these qualities within jazz, Caine creates his 

music within a hybrid musical language. This once again brings the identity of these works into 

question. In the introduction to 2012’s Jazz/Not Jazz, the authors assert that “Uri Caine’s 

reworkings of some of Mahler’s compositions are widely understood as jazz.”
5
 I would argue, 
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however, that the title of that collection is a better generic label. The Mahler project is 

simultaneously jazz and not jazz, occupying an in-between space that blurs the boundaries of 

both. The concurrent identifiable presence of jazz and Western art music generates a sense of 

friction that derives from their mutual claim to be the dominant material. Any perceived 

hierarchy between these musics, at least for Caine and the denizens of the Downtown Scene, has 

been dismissed; the two traditions are free to coexist, or at least cohabitate, within the same 

work. Indeed, the pan-traditional performance practice of the Downtown Scene—where any 

musical or artistic aesthetic is fair game—is fertile ground for the examination of a musical 

language whose identity both is and is not.  

 As cultural theorist Homi Bhabha explains, “the transformational value of change lies in 

the rearticulation or translation, of elements that are neither the One […] nor the Other […] but 

something else besides, which contests the terms and territories of both.”
6
 This area of otherness, 

which Bhabha refers to as ‘Third Space,’ has a profound effect on the development of many 

aspects of social discourse, especially language.
7
 “It is that Third Space,” Bhabha writes, “which 

constitutes the discursive conditions of enunciation that ensure that the meaning and symbols of 

culture have no primordial unity or fixity, that even the same signs can be appropriated, 

translated, rehistoricized and read anew.”
8
 The jazz language is redefined, refined, and 

revitalized by its coming to terms with another musical tradition. Defining musical signifiers for 

the purpose of conveying meaning over communicative distance reveals the fluidity and 

malleability of one’s own language. By confronting this plasticity with other structures and 
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conventions, we discover more about our own language. But this realization is only possible if 

the receiving language meets the source language in a liminal space, where the original is not 

fully assimilated into the receiving language and its foreignness is instantly recognizable. 

   This is the case with the Mahler project: despite its frequently labelling as jazz, Western 

art music elements are equally prominent. Still, a similar hybridity is, and has always been, a 

significant aspect of the jazz tradition. Starting with its inception over a century ago, jazz 

musicians have consistently endeavored to recognize and integrate musical elements from 

outside its perceived boundaries. The origins of jazz, in fact, are often described as resulting 

from a commingling of African, Latin, Caribbean, European, and American musics. Caine 

recognizes the connection between his classical translations and the history of jazz arrangement: 

“I’m coming at classical compositions from the jazz perspective, where you take a standard and 

somehow transform it in the way Charlie Parker would work with an Irving Berlin song.”
9
 And 

as with Parker’s transformation of popular song, whenever jazz has approached the music of 

another tradition, it has redefined the boundaries of what musicians can express in that musical 

language. Bhabha recognizes that “these in-between spaces,” the spaces of discourse, “provide 

the terrain for elaborating strategies of selfhood—singular or communal—that initiate new signs 

of identity, and innovative sites of collaboration, and contestation, in the act of defining the idea 

of society itself.”
10

 

In this sense, Caine’s translations of Mahler both complicate and inform the modern 

identity of jazz. Jazz, in the view of Caine and many of the other jazz musicians referenced in 

this study, is a music that can encompass an immense spectrum of expression. It can approach 

                                                           
9
 Uri Caine in Michelle Mercer, “A Man of Ideas Searches for Musical Metaphors,” New York Times (September 17, 

2000), accessed February 16, 2015, http://www.nytimes.com/2000/09/17/arts/music-a-man-of-ideas-searches-for-

musical-metaphors.html. 
10

 Bhabha, The Location of Culture, 1-2. 
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and draw inspiration from any musical tradition. At the same time, projects like Caine’s Mahler 

translations also complicate and inform the identity of the modern jazz musician. Caine, who 

could claim a Third Space status for his own career—both for his early training and his eclectic 

performance abilities/interests—shapes our understanding of the classically trained jazz pianist. 

Here with the Mahler project, we see a performer utilize his interest in the theoretical and 

historical aspects of Western art music and his encyclopedic knowledge of jazz and jazz-related 

styles to create an individualistic, pioneering series of recordings, which show his audience what 

makes Mahler so important to him. Hence, the dual presentation of Mahler’s and Caine’s name 

on the cover of Caine’s albums represents both Caine’s deference to Mahler and a sense of 

camaraderie: Caine is in equal parts composer and translator in the Mahler project. 
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Syntagmatic Addition 

The addition of new musical material before, after, or in between sections of the original 

composition. A syntagmatic addition modifies the series of musical events (form) 

presented in the source. 

 

(SCI) Syntagmatic collective improvisation – The addition of new material designed to feature a 

simultaneous improvisation by two or more instruments. 

(SPW) Syntagmatic patchwork – The interruption of the source work’s series of musical events 

with the insertion of material from another composition. 

(SSI) Syntagmatic solo improvisation – The addition of new material designed to feature an 

improvisation for a single instrument. 

(STR) Syntagmatic transition – The addition of new material that serves as a connection between 

two non-adjacent passages in the original composition. This syntagmatic addition may 

also serve as an introduction/conclusion, particularly when the arrangement begins or 

ends at a place other than where indicated in the source work. 

(STX-New) New syntagmatic text – The addition of new text that was not included in the 

original composition as well as new musical material designed to accompany that text. 

Paradigmatic Modification 

The addition of new material that sounds concurrently with material from the original 

work or the transformation of material from the original work through stylistic or 

instrumental means. A paradigmatic modification does not alter the series of musical 

events presented in the source composition.  
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(PRS) Paradigmatic rhythm section – The introduction of a jazz rhythm section into the existing 

musical texture: usually a drum set, a foundational bass instrument, and a harmonic 

chordal instrument. This addition follows jazz or jazz-related rhythmic, harmonic, and 

communicative performance practices. 

(PSC) Paradigmatic style change – The performance of the music from the source work where 

its stylistically defining characteristics have been substituted for characteristics from a 

different style. The new style is typically related to the parallel section in the source work 

by means of social, textual, or purely musical connections. 

(PSI) Paradigmatic solo improvisation – The addition of an improvisation for a single instrument 

that is performed concurrently with the source work. 

(PTX-[language]) Translated paradigmatic text – The replacement of the text in the source work 

with a translation of that same text. The language that the original text is translated into 

follows after the dash in the abbreviation (e.g. PTX-English).   

(PTX-New) New paradigmatic text – The introduction of a new text into the source work that 

was not included in the original composition and that is performed concurrently with the 

source material. A PTX-New will most often replace the original text. 
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As Leader 

Bedrock. Bedrock 3. Winter & Winter 910 068-2. 2001, compact disc. 

———. Shelf-Life. Winter & Winter 901 112-2. 2005, compact disc. 

———. Plastic Temptation. Winter & Winter 910 161-2. 2009, compact disc. 

Caine, Uri. Blue Wail. Winter & Winter 910 034-2. 1998, compact disc. 

 

———. Callithump. Winter & Winter 910 210-2. 2014, compact disc. 

 

———. The Classical Variations 910 145-2. 2007, compact disc. 

 

———. Dark Flame. Winter & Winter 910 095-2. 2003, compact disc. 

 

———. The Drummer Boy. Winter & Winter 910 190-2. 2011, compact disc. 

 

———. The Goldberg Variations. Winter & Winter and Westdeutscher Rundfunk Köln 910 

054-2. 2000, compact disc. 

 

———. Gustav Mahler in Toblach: I Went Out This Morning Over the Countryside. Winter & 

Winter 910 046-2. 1999, compact disc.  

 

———. Live at the Village Vanguard. Winter & Winter 910 102-2. 2004, compact disc. 

 

———. Moloch: Book of Angels Volume 6. Tzadik Records 7360. 2006, compact disc. 

 

———. The Othello Syndrome. Winter & Winter 910 135-2. 2008, compact disc.  

 

———. Plays Mozart. Winter & Winter 910 130-2. 2006, compact disc. 

 

———. Rhapsody in Blue. Winter & Winter 910 205-2. 2013, compact disc. 

 

———. Rio. Winter & Winter 910 079-2. 2001, compact disc. 

 

———. The Sidewalks of New York: Tin Pan Alley. Winter & Winter 910 038-2. 1999, compact 

disc. 

 

———. Siren. Winter & Winter 910 177-2. 2011, compact disc. 

 

———. Solitaire. Winter & Winter 910 075-2. 2001, compact disc. 

 

———. Sphere Music. Winter & Winter 919 064-2. 1993, compact disc. 

 

———. Szpilman. Multikulti MPT010. 2014, compact disc. 
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———. Toys. Winter & Winter 919 077-2. 1995, compact disc. 

———. Urlicht/Primal Light. Winter & Winter 910 044-2. 1997, compact disc. 

———. Wagner e Venezia. Winter & Winter 910 013-2. 1997, compact disc.  

 

———. Zohar Keter. Knitting Factory Records 236. 1999, compact disc. 

 

———/Arditti String Quartet. Twelve Caprices. Winter & Winter 910 171-2. 2010, compact 

disc.  

 

———/Concerto Köln. Diabelli Variations: Ludwig van Beethoven. Winter & Winter 910  

086-2. 2002, compact disc.  

 

———/Forma Antiqva. The Four Seasons. Winter & Winter 910 185-2. 2012, compact disc.  
 

———/La Gaia Scienza. Love Fugue: Robert Schumann. Winter & Winter 910 049-2. 2000, 

compact disc. 

 

As Co-Leader 

Ambrosetti, Franco and Uri Caine Trio. The Wind. Enja 9514. 2008, compact disc. 

Bennick, Han and Uri Caine. Sonic Boom. 816 Music 816-1201, 2012, compact disc. 

Caine, Uri and Gust Tsilis. Pure Affection. Alessa Records ALR1004. 2007, compact disc.   

 

Carrier, François Trio with Uri Caine. All’ Alba. Justin Time JUST 176-2. 2002, compact disc. 

 

Douglas, Dave and Uri Caine. Present Joys. Green Leaf Records 1037. 2014, compact disc. 

 

Feldman/Caine/Cohen/Baron. Secrets 8130. 2009, compact disc. 

 

Fresu, Paolo and Uri Caine. Think. EMI International 6938752. 2009, compact disc. 

 

Glerum, Ernst - Uri Caine. Sentimental Mood. Favorite FAV9. 2014, compact disc.  

 

London/Sklamberg/Caine. Nigunim. Tzadik Records 7129. 1998, compact disc. 

 

O’Leary, Mark, Uri Caine, Ben Perowsky. Closure. Leo Records CD LR 448. 2005, compact 

disc. 

 

The Philadelphia Experiment. The Philadelphia Experiment. Ropeadope Records 93042-2. 2001, 

compact disc. 

 

Rubin, Joel/Uri Caine Duo. Azoy Tsu Tsveyt. Tzadik Records 8163. 2011, compact disc. 
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Schwimmer, Rob/Uri Caine/Mark Feldman. Theremin Noir. November Music NVR2005-2. 

2000, compact disc. 

 

Zavalloni, Christina with Uri Caine. The Soul Factor. Via Veneto Jazz VVJ 094. 2014, compact 

disc. 

 

As Sideman 

Arnold, John B. Logorhythms. La Frontiera LFDL 16304. 2004, compact disc. 

 

Baroque Music in the 21
st
 Century. Winter & Winter 910 201-2. 2012, compact disc. 

Binney, David. Balance. The ACT Company ACT 9411-2. 2002, compact disc. 

———. South. The ACT Company 9279-2. 2001, compact disc. 

Byron, Don. A Fine Line: Arias and Lieder. Blue Note Records 26801. 2000, compact disc.  

———. Bug Music. Nonesuch 79438. 1996, compact disc. 

———. No-Vibe Zone: Live at Knitting Factory. Knitting Factory Records 191. 1996, compact 

disc. 

 

———. Nu Blaxploitation. EMI Import 4937112. 1998, compact disc. 

———. Plays the Music of Mickey Katz. Nonesuch 79313. 1993, compact disc. 

Douglas, Dave. In Our Lifetime. New World Records 80471-2. 1995, compact disc. 

———. The Infinite. Bluebird 09026 63918-2. 2002, compact disc. 

———. Meaning and Mystery. Greenleaf Music GRE-04. 2006, compact disc. 

———. Soul on Soul. RCA Victor 09026 63603-2. 2000, compact disc. 

———. Stargazer. Arabesque Recordings AJ0132. 1997, compact disc. 

———. Strange Liberation. Bluebird 82876-50818-2. 2003, compact disc. 

——— Quintet. Live At The Bimhuis. Greenleaf Music GRE-P-01. 2005, compact disc. 

——— Quintet. Live at the Jazz Standard. Koch Records KOC-CD-5574. 2007, compact disc. 

Ehrlich, Marty. Song. Enja 9396. 2001, compact disc. 
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——— Large Ensemble. A Trumpet in the Morning. New World Records 80752-2. 2013, 

compact disc. 

 

The Enja Band. Live at Sweet Basil. Enja Records ENJ-8034 2. 1994, compact disc. 

Flat Earth Society. Call Sheets, Riders & Chicken Mushroom. Igloo IGL256. 2014, compact 

disc. 

 

Fresu, Paolo. Cinquant’Anni Suonati – 2. Gruppo Editoriale L’Espresso S.p.A. 2012, compact 

disc. 

 

———. Cinquant’Anni Suonati – 4. Gruppo Editoriale L’Espresso S.p.A. 2012, compact disc. 

———. Cinquant’Anni Suonati – 6. Gruppo Editoriale L’Espresso S.p.A. 2012, compact disc. 

Gibbs, Gerry. The Thrasher. Qwest Records 46228-2. 1996, compact disc. 

Goodman, Gabrielle. Until We Love. JMT 514 015-2. 1994, compact disc. 

Gress, Drew. Spin & Drift. Premonition Records 90752. 2001, compact disc. 

Harrison, Joel. Free Country. The ACT Company ACT 9419-2. 2003, compact disc. 

———. So Long 2
nd

 Street. The ACT Company ACT 9431-2. 2004, compact disc. 

Herborn, Peter. Large Two. Jazzline JL 1154-2. 1998, compact disc. 

Horner, Lindsey. Don’t Count on Glory. Cadence Jazz Records CJR 1188. 2005, compact disc. 

Masada Quintet. Stolas: The Book of Angels Volume 12. Tzadik Records 7375. 2009, compact 

disc. 

 

McCaslin, Donny. Perpetual Motion. Greenleaf Music GRE-1017. 2010, compact disc. 

Perowsky, Ben. Camp Songs. Tzadik Records 7175. 2003, compact disc. 

Resurrection Part II-Improvised Music Works. Winter & Winter 910 040-2. 1998, compact disc. 

Rochester, Cornell and the N. P. Boys. I Said Your Mother’s on the Pipe. Moers Music 03004 

CD. 1993, compact disc.  

 

Rochester/Veasley Band. One Minute of Love. Gramavision 18-8505-1. 1985, vinyl record. 

 

Schaphorst, Ken Big Band. Purple. Naxos Jazz 86030-2. 1998, compact disc. 

Tsilis, Gust William. Wood Music. Enja Records ENJ-7093 2. 1993, compact disc. 
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Villa Medici. Winter & Winter 910 065-2. 2001, compact disc. 

Zamir, Daniel.  I Believe. Tzadik Records TZ 8125. 2008, compact disc. 

Zorn, John. Filmworks XXI: Belle de Nature/The New Rijksmuseum 7370. 2008, compact disc.  

As Part of a Compilation 

15 Magic Years 1992-2007. The ACT Company ACT 9470-2. 2007, compact disc. 

Almost Normal. JMT Productions JMT 514 011-2. 1994, compact disc. 

Big Ears Fitzgerald’s Manifesto. Sonic Arts Network SANCD004. 2005, compact disc. 

Blue Note Presents the Italian Job. Blue Note Records 6265452. 2010, compact disc. 

Douglas, Dave. DD|50 (50
th

 Birthday Recordings). Greenleaf Records. 2013, compact and 

digital video disc. 

 

Global Magic. The ACT Company ACT 9290-2. 2001, compact disc. 

Great Jewish Music: Burt Bacharach. Tzadik Records TZ7114-2. 1997, compact disc. 

Great Jewish Music: Sasha Argov. Tzadik Records 7173. 2003, compact disc. 

In His Own Sweet Way – A Tribute to Dave Brubeck. Avant Avan 005. 2000, compact disc. 

 

The Jewish Alternative Music – A Guide for the Perplexed. Knitting Factory Records 

KFR-216. 1998, compact disc. 

 

Knitting On The Roof. Knitting Factory Records KFW-260. 1999, compact disc. 

Live and Direct. Wire Magazine NOTTS 001. 1998, compact disc. 

Live at the Knitting Factory Volume 3. Knitting Factory Records. 1990, compact disc. 

Monk to Bach. Winter & Winter 910 010-2. 1997, compact disc. 

Le Notti Del Jazz - ‘Round Midnight. Nuova Iniziativa Editoriale 553 349-2. 1993, compact disc 

November Music 2006. November Music NM 010. 2006, compact disc. 

Resurrection Part I –Composed Music Works. Winter & Winter 910 039-2. 1998, compact disc. 

Reve Et Passion: The Soul of Klezmer. Network Medien 30.853. 1998, compact disc. 
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Then And Now (Time In Jazz 1998|2007). Tàjrà s.r.l TAJ 008. 2008, compact disc. 

Top Jazz ’99. Musica Jazz MJCD 1130. 2000, compact disc. 

Top Jazz 2003. Musica Jazz MJCD 1156. 2004, compact disc. 

Unknown Public 13: Changing Platforms – 30 Years of the Contemporary Music Network. 

Unknown Public upcd13. 2001, compact disc. 

 

Verve – Next Generation Volume 1. Verve. 1995, compact disc. 

Volkswagen Meets Jazz. Motor Music 525 878-2. 1995, compact disc. 

Wish You Were Here: Love Songs for New York. Village Voice Records VVR 001. 2002, 

compact disc. 

 

Zorn, John. Voices In The Wilderness. Tzadik Record TZ 7172-2. 2003, compact disc. 
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