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welcOMe

THOMAS ADÈS
Born in London in 1971,  
Thomas Adès studied piano  
and composition at the Guildhall 
School of Music and Drama,  
and read music at King’s College, 
Cambridge. Renowned as both  
a composer and a performer,  
he works regularly with the  
world’s leading opera companies 
and festivals.

He was Music Director of the 
Birmingham Contemporary Music 
Group between 1998 and 2000, 
and returned last season to conduct 
that ensemble’s European premiere 
performance of Gerald Barry’s 
opera The Importance of Being 
Earnest at the Barbican. Other 
recent conducting engagements 
include his debut with the Royal 
Concertgebouw Orchestra, a tour 
with the Britten Sinfonia, and 
concerts with, among others, the 
Chamber Orchestra of Europe, 
London Symphony Orchestra, 
Philharmonia, BBC Symphony 
Orchestra, City of Birmingham 
Symphony, Los Angeles 
Philharmonic and with the 
Gulbenkian Orchestra as part  
of his Gulbenkian Foundation 

residency. He also conducted  
his opera The Tempest at the 
Metropolitan Opera and Opéra  
de Québec.

Recent piano engagements include 
recitals at the Saint-Denis Festival, 
at Carnegie Hall with Ian Bostridge, 
and a performance with the New 
York Philharmonic. In 2010 he 
undertook a piano recital tour that 
included Carnegie Hall and the 
Barbican featuring the premiere 
of his new piano work, Concert 
Paraphrase from Powder Her Face.

As a composer Adès’ work has 
been the subject of a Barbican 
retrospective and featured at 
festivals in Helsinki, Salzburg, 
Paris, New York and Stockholm. 
Between 1993 and 1995 he was 
Composer in Association with the 
Hallé Orchestra, a tenure which 
resulted in the compositions  
The Origin of the Harp (1994)  
and These Premises Are Alarmed,  
for the opening of the Bridgewater 
Hall in 1996. Asyla (1997)  
earned the composer the  
2000 Grawemeyer Award. 

From 1999 to 2008 he was Artistic 
Director of the Aldeburgh Festival. 
Adès’ first opera, Powder Her Face 
(commissioned by Almeida Opera 
for the Cheltenham Festival in 
1995), has been performed around 
the world, was televised in the UK, 
and is available on CD and DVD. 
The Tempest, his second opera, was 
commissioned by the Royal Opera 
House and premiered under the 
baton of the composer to great 
critical acclaim in February 2004. 
It was revived at Covent Garden in 
2007 and has also been performed 
in Copenhagen, Strasbourg and 

Santa Fe. Other works include his 
violin concerto, Concentric Paths 
(2005), written for Anthony 
Marwood, and Tevot (2007), 
commissioned by the Berlin 
Philharmonic and Carnegie Hall.

Appointed to the Richard and 
Barbara Debs Composer Chair at 
Carnegie Hall for 2007/8, he was 
featured as composer, conductor 
and pianist throughout that 
season. In recent years his 
collaboration with video artist  
Tal Rosner has resulted in several 
works with visuals, including  
the ‘piano concerto with moving 
image’ In Seven Days (2008)  
and Polaris (2010). Lieux retrouvés, 
for cello and piano, written for 
Steven Isserlis and commissioned 
by Aldeburgh Festival and 
Wigmore Hall, has recently been 
released on CD. His recordings 
have received several awards, 
including the Diapason d’or de 
l’année for The Tempest, and the 
2010 Classical BRIT Award for 
Composer of the Year.

In the 2013 Metropolis New 
Music Festival, Adès will be 
featured as composer, conductor 
and pianist, in programs of his 
own devising. 

program InFormatIon
Melbourne Symphony Orchestra programs can be read on-line or 
downloaded up to a week before each concert, from mso.com.au

If you do not need this printed program after your concert,  
we encourage you to return it to a member of staff. 

This program has been printed on recycled paper.
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MetrOpOliS
event calendar

Posh Playground 
salon
MoNDaY 8 aPRil 2013 – 6:30 PM

PrEsEnTEd By
Melbourne recital centre and  
ensemble Offspring

arTIsTs
Claire Edwardes percussion 
Jason Noble clarinets 
Lamorna Nightingale flutes

aBouT ThIs EVEnT
ensemble Offspring’s favourite UK 
composers, christopher Fox, laurence 
crane  and Bryn Harrison headline this 
playful look at music in Britain in the 21st 
century. Crane and Harrison’s reflective 
and expansive textures are set against 
the upbeat music of Shlomowitz and 
Fox, all tied together with a dash of 
movement, theatre and good humour.

TiCKET PRiCES 
$35 STaNDaRD | $25 CoNCESSioN

MaTThEw hErBErT:  
onE rooM: MadE of MusIc 
ElIsaBETh Murdoch hall
MoNDaY 8 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
Matthew Herbert

aBouT ThIs EVEnT
Matthew Herbert gives the world 
premiere of a work commissioned by 
Melbourne recital centre with the support 
of Ms naomi Milgrom aO. Using sounds 
generated by the Hoop Pine which 
wraps the interior of elisabeth Murdoch 
Hall, Matthew brings this exquisite space 
to life, demonstrating how the Hall  
is made of music.

TiCKET PRiCES 
all TiCKETS $25

adès lIfE sTory 
ElIsaBETh Murdoch hall
ThuRSDaY 11 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne Symphony Orchestra and 
Melbourne recital centre

arTIsTs
Thomas Adès conductor, piano 
David Thomas clarinet 
Zubin Kanga piano 
Hila Plitmann soprano

PrograM
STRAVINSKY Ebony Concerto  
lIttle Life Story WOrld PreMIere 
KNUSSEN Hums and Songs of  
Winnie the Pooh 
NANCARROW Studies No.6 and 
No.7 for two pianos arr. Adès  
(visuals by tal rosner) 
adèS Life Story 
adèS Concerto Conciso

aBouT ThIs EVEnT
thomas adès’ Life Story is a 
provocative reflection of the poem  
by american playwright, tennessee 
Williams. adès delves into the poem’s 
contrasts, exposing its exploration of 
comedy and tragedy, irony and reality 
and reservation versus vulnerability. 

also including adès’ Concerto Conciso  
and Jeanette little's new work, 

commissioned as part of the MSO’s 
cybec 21st century australian 
Composers Program. 

TiCKET PRiCES 
$54 STaNDaRD  | $44 CoNCESSioN

ThE wIld: ThE curE’s 
PornograPhy 
salon
FRiDaY 12 aPRil 2013 – 6:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
The Wild 

aBouT ThE EVEnT
the Wild creates a re-imagining of the  
goth rock classic by english super group 
The Cure. Pornography was the band’s 
fourth album and is considered to be  
a major musical landmark by fans and 
critics alike.

TiCKET PRiCES 
$35 STaNDaRD | $25 CoNCESSioN

MaTThEw hErBErT:  
ThE End of sIlEncE 
ElIsaBETh Murdoch hall
FRiDaY 12 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
Matthew Herbert

aBouT ThIs EVEnT
In a fully improvised performance, 
Matthew Herbert and his colleagues 
devise a program entirely from a  
10 second sound recording of war 
photographer Sebastien Meyer being 
bombed by a Gadaffi war plane in Libya  
in 2011. On first hearing the recording  
it’s terrifying. at the end of the program 
will you still feel the same way?

TiCKET PRiCES 
all TiCKETS $25

MaTThEw hErBErT: onE PIg 
ElIsaBETh Murdoch hall
SaTuRDaY 13 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
Matthew Herbert ensemble

aBouT ThIs EVEnT
In One Pig, Matthew Herbert tells the  
life story of a pig through its sounds, 
instruments made from the pig itself  
and the sty-harp. One of the most talked-
about works of contemporary music  
of the last few years, it was condemned 
by Peta, but celebrated by thoughtful 
music (and pork) lovers.

TiCKET PRiCES 
all TiCKETS $25

syzygy EnsEMBlE:  
TraPPEd In darknEss 
salon
TuESDaY 16 aPRil 2013 – 6:00 PM aND  
WEDNESDaY 17 aPRil 2013 – 6:00 PM

PrEsEnTEd By
Melbourne recital centre and  
Syzygy ensmble

arTIsTs
Syzygy ensemble 
Judith Dodsworth mezzo 
Christopher Richardson bass baritone

PrograM
DAVIES Miss Donnithorne’s Maggot   
CONYNGHAM Apology of Bony 
Anderson 

aBouT ThIs EVEnT
Syzygy ensemble enter the depths of 
despair with two chamber operas based 
on real people who lived out the remains 
of their pitiable lives in Sydney. anderson, 
an unruly convict, chained to a rock on 
Goat Island to be gawked at and taunted 
like a circus animal, and Miss donnithorne, 
a jilted bride who returns to her dead 
father’s house and remains there, still in her 
bridal gown, for the last 30 years of her life.

TiCKET PRiCES 
$35 STaNDaRD  | $25 CoNCESSioN

cITy JunglE 
salon
FRiDaY 19 aPRil 2013 – 6:00PM aND 9:30 PM

PrEsEnTEd By
Melbourne recital centre and  
Speak Percussion

arTIsTs
terminal Sound System 
Speak Percussion 
Eugene Ughetti percussion 
Matthias Schack-Arnott percussion

aBouT ThIs EVEnT
city Jungle explores the dramatic sound 
world of Jungle and drum ‘n’ Bass. 
Melbourne’s musical pioneers Speak 
Percussion have collaborated with 
leading producer terminal Sound 
System to create a fast-paced set 
inspired by the British electronica 
scene, moving  between fragmented 
beats, distorted rhythms and ambient 
resonances. Featuring breathtaking 
visuals by video artist Sabina Masselli. 

this event is supported by australia 
council for the arts, arts victoria, 
Yamaha australia.

TiCKET PRiCES 
$25 STaNDaRD | $15 CoNCESSioN

MIra calIx: faBlEs  
& oThEr works 
ElIsaBETh Murdoch hall
FRiDaY 19 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
Mira Calix electronics with ensemble

PrograM
calIX 
Nunu 
Fables – The Boy Who Cried Wolf 
Nothing Is Set in Stone 
new Work – World Premiere 
and other works for electronics,  
voices and instruments, 
adèS Darknesse Visible 
SaarIaHO Horologe Tais-Tois 
lIGetI Musica Ricercata No.5

aBouT ThIs EVEnT
this concert surveys Mira calix’s works for 
ensemble and electronics, including the 

concerts marked  feature the Melbourne Symphony Orchestra and are detailed in this program 
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MetrOpOliS
event calendar

BEETHOVEN'S
SYMPHONY

NO.9

~ AN ODE TO JOY FOR ALL MANKIND ~

SIR ANDREW DAVIS DEBUTS AS CHIEF CONDUCTOR
WITH INTERNATIONAL OPERA STAR BRYN TERFEL

Single ticketS 
from $99 
available NOW

friday 26 and Saturday  
27 april at 8pm

Arts Centre Melbourne, 
HAMer HAll

Vip acceSS package 
from $199  
limited availability

two concerts plus special 
cocktail event with  
sir Andrew Davis and  
bryn terfel in attendance 

Book now
(03) 9929 9600 
mso.com.au/galapackage

Book now
1300 182 183 • mso.com.au
artscentremelbourne.com.au

BEETHOVEN'S
SYMPHONY

NO.9

~ AN ODE TO JOY FOR ALL MANKIND ~

SIR ANDREW DAVIS DEBUTS AS CHIEF CONDUCTOR
WITH INTERNATIONAL OPERA STAR BRYN TERFEL

wonderfully strange Nunu for musicians 
and a choir of insects, and works by adès, 
ligeti and Saariaho. Mira also premieres 
her Made of Music commission inspired 
by, and incorporating the music of, 
elisabeth Murdoch Hall.

TiCKET PRiCES 
all TiCKETS $25

MIra calIx: lookIng  
for cowslIPs 
salon
SaTuRDaY 20 aPRil 2013 – 6:00 PM

PrEsEnTEd By
Melbourne recital centre

arTIsTs
Mira Calix electronics with ensemble

PrograM
calIX 
Looking For Cowslips 
Destroying Beauty 
Half Flower, Half Self 
And other works 
MeredItH Trees 
GOveS Little Unsexy Ways

aBouT ThIs EVEnT
atmospheric, unsettling and seductive 
music for small ensembles, singers and 
electronics in the recital centre’s most 
intimate space. Hear the composer  
that both radiohead and the london 
Sinfonietta want to work with. come 
back after the MSO concert for Mira’s  
dJ set to close Metropolis in london 
Underground style.

TiCKET PRiCES 
$35 STaNDaRD | $25 CoNCESSioN

shadows 
ElIsaBETh Murdoch hall
SaTuRDaY 20 aPRil 2013 – 8:00 PM

PrEsEnTEd By
Melbourne Symphony Orchestra and 
Melbourne recital centre

arTIsTs
Thomas Adès conductor 
Steven Isserlis cello

PrograM
CASTIGLIONI Inverno-in-ver 
TURNAGE Kai 
KURTAG Three pieces for solo cello 
ADÈS Dances from Powder Her Face 
SKIPWOrtH Afterglow  
WOrld PreMIere

aBouT ThIs EVEnT
this compelling program features one of 
the world’s great cellists, Steven Isserliss, 
in partnership with thomas adès in Kai,  
a key work in the output of Mark-anthony 
turnage. Its tangy instrumental textures 
and vibrant rhythms are enfolded within  
a dark elegy, offering the soloist great 
emotional and technical challenges. adès 
also conducts his suite of dances from his 
opera Powder Her Face. this extravagant,  
witty and dramatic piece is a meditation 
on the life of Margaret, duchess of argyll, 
and her 1963 divorce trial, which saw the 
revelations of her remarkable private life.  

this concert will also include lachlan 
Skipworth's new work, commissioned  
as part of the MSO’s cybec 21st century 
Australian Composers Program. 

PRE-CoNCERT TalK
Presented by elliot Gyger at 7pm

TiCKET PRiCES 
$54 STaNDaRD | $44 CoNCESSioN

assocIaTEd EVEnT

TEMPEsTs 
arTs cEnTrE MElBournE,  
haMEr hall
MoNDaY 15 aPRil 2013 – 6:30 PM

PrEsEnTEd By
Melbourne Symphony Orchestra and  
arts centre Melbourne

arTIsTs
Thomas Adès conductor 
Gerard Quinn baritone (Prospero) 
Hila Plitmann soprano (Ariel) 
Penelope Mills mezzo-soprano (Miranda) 
toby Spence tenor (Ferdinand) 
Steven Isserlis cello

PrograM
tcHaIKOvSKY The Tempest 
adèS Scenes from The Tempest 
BrItten Our Hunting Fathers 
adèS Tevot

aBouT ThIs EVEnT
this thrilling journey through musical 
tempests culminates in adés’ 
groundbreaking Tevot, a Hebrew word 
meaning “arks.” adés has taken “ark” to 
mean our planet, “a spaceship,” he says, 
“that carries us – and several other species 
– through the chaos of space in safety…it’s 
the idea of the ship of the world.”  

PosT-concErT Talk
conversation with conductor thomas 
adès and the MSO’s director of artistic 
Planning, Huw Humphreys.

TiCKET PRiCES 
TiCKETS STaRT aT $65 | $55 CoNCESSioN

viSiT MSo.CoM.au FoR DETailS
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ABOUT THE MUSIC
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the OrcheStra

Harold Mitchell AC
Chairman

André Gremillet
Managing Director 

Sir Andrew Davis
Chief Conductor

Diego Matheuz
Principal Guest Conductor 

Benjamin Northey
Patricia Riordan Associate 
Conductor Chair

With a reputation for excellence, 
versatility and innovation, 
the internationally acclaimed 
Melbourne Symphony Orchestra 
is Australia’s oldest orchestra, 
established in 1906. 

This fine Orchestra is renowned 
for its performances of the 
great symphonic masterworks 
with leading international and 
Australian artists including  
Maxim Vengerov, John Williams, 
Osmo Vänskä, Charles Dutoit, 
Yan Pascal Tortelier, Donald 
Runnicles, Jean-Yves Thibaudet, 
Yvonne Kenny, Edo de Waart, 
Lang Lang, Nigel Kennedy, 
Jeffrey Tate, Midori, Christine 
Brewer, Richard Tognetti,  
Emma Matthews and Teddy Tahu 
Rhodes. It has also enjoyed hugely 
successful performances with  
such artists as Sir Elton John,  
John Farnham, Harry Connick Jr.,  
Ben Folds, KISS, Burt Bacharach, 
The Whitlams, Human Nature, 
Sting and Tim Minchin. 

The MSO performs extensively 
with its own choir, the Melbourne 
Symphony Orchestra Chorus, 
directed by chorus master 
Jonathan Grieves-Smith. Recent 
performances together include 
Walton’s Belshazzar’s Feast under 
Bramwell Tovey, Mahler’s 
Symphony No.3 under Markus 
Stenz, music of Percy Grainger 
under Sir Andrew Davis and, 
as part of the 2011 Beethoven 
Festival, Beethoven’s Ninth 
Symphony under Douglas Boyd.

Key musical figures in the 
Orchestra’s history include 
Hiroyuki Iwaki – who was Chief 
Conductor and then Conductor 
Laureate, between 1974 and his 
death in 2006 – and Markus Stenz, 
who was Chief Conductor and 
Artistic Director from 1998 until 
2004. Oleg Caetani was the MSO’s 
Chief Conductor and Artistic 
Director from 2005 to 2009.  
In June 2012 the MSO announced 
the appointment of Sir Andrew 
Davis as Chief Conductor, for the  
2013 season.

The MSO, the first Australian 
symphony orchestra to tour 
abroad, has received widespread 
international recognition in tours 
to the USA, Canada, Japan, Korea, 
Europe, China and St Petersburg, 
Russia. In addition, the Orchestra 
tours annually throughout 
regional Victoria including a 
concert season in Geelong. 

Each year the Orchestra performs 
to more than 200,000 people, at 
events ranging from the Sidney 
Myer Free Concerts in the Sidney 
Myer Music Bowl to the series of 
Classic Kids concerts for young 
children. The MSO reaches an 
even larger audience through  
its regular concert broadcasts  
on ABC Classic FM, and CD 
recordings on Chandos and 
ABC Classics. The Orchestra’s 
considerable ceremonial role in 
Victoria has included participation 
in the opening ceremony of the 
2006 Commonwealth Games, 
in the 2009 Bushfire memorial 
service Together for Victoria, the 
Prime Minister’s Olympic Dinner 
and the 2010 and 2011 AFL  
Grand Final. 

The MSO’s extensive education 
and community outreach activities 
include the Meet the Orchestra, 
Meet the Music and Up Close 
and Musical programs, designed 
specifically for schools. In 2011 
the MSO launched an educational 
iPhone and iPad App designed 
to teach children about the inner 
workings of an orchestra. 

The Melbourne Symphony Orchestra 
is funded principally by the Australian 
Government through the Australia 
Council, its arts funding and advisory 
body, and is generously supported by 
the Victorian Government through Arts 
Victoria, Department of Premier and 
Cabinet. The MSO is also funded by the 
City of Melbourne, its Principal Partner, 
Emirates, and individual and corporate 
sponsors and donors.

tHe meLBoUrne SYmpHonY orcHeStra

sIR AndRew dAvIs And the MeLbouRne syMPhony oRchestRA In hAMeR hALL    
© LucAs dAwson
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We have relocated to the heart 
of Melbourne’s arts precinct.

OPENINg hOurS
9am to 6pm, Mon to Fri
Phone: (03) 9929 9600

Thursday 11 April at 8pm
Elisabeth Murdoch Hall,  
Melbourne Recital Centre

Stravinsky Ebony Concerto 
Little Acid Dream WORLD PREMIERE*
Knussen Hums and Songs of Winnie-the-Pooh
INTERVAL 20 MINUTES
Nancarrow Studies No.6 and No.7  
for two pianos arr. Adès (visuals by  
Tal Rosner and Sophie Clements)
Adès Life Story
Adès Concerto Conciso

Melbourne Symphony Orchestra
Thomas Adès conductor, piano 
David Thomas clarinet 
Hila Plitmann soprano 
Zubin Kanga piano

This concert has a duration of approximately  
two hours, including one interval of 20 minutes.

This performance will be broadcast and  
streamed around Australia on ABC Classic FM  
at 8pm on Wednesday 17 April 2013.

Please turn off your mobile phone and all other 
electronic devices before the performance commences. 

*Acid Dream has been created as part of the MSO’s Cybec  
21st Century Australian Composers Program, which nurtures the 
work of original and innovative young Australian composers. 
This program is supported by the Cybec Foundation.

adès'
lIfE sTory
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ABOUT THE MUSIC
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abOUt the artiStS
adèS’ lIFe StOrY

DAvID THOMAS clarinet
David Thomas has been the 
Principal Clarinet for the 
Melbourne Symphony Orchestra 
since 2000.

Growing up in the Dandenong 
Ranges, he studied at the 
University of Melbourne with 
Phillip Miechel and later at the 
Vienna Conservatorium with 
Roger Salander. 

David has played as a member  
of the West Australian Symphony 
Orchestra and in 2011 he also 
performed in the inaugural  
season of the Australian World 
Orchestra. He has appeared 
as a soloist with the MSO, West 
Australian Symphony Orchestra, 
Tasmanian Symphony Orchestra 
and other orchestras around 
Australia, in concertos by Mozart, 
Weber, Copland and Françaix,  
in addition to contemporary works 
for clarinet. 

He has had concertos written 
specially for him by Australian 
composers Ross Edwards, Philip 
Czaplowski and Nicholas Routley, 
and his CD recording of the 
Edwards Concerto with the  
MSO conducted by Arvo Volmer  
is available on ABC Classics.  
David is actively involved in 
training the next generation 
of classical musicians at the 
Australian National Academy  
of Music, where he is the 
principal teacher of clarinet and 
Coordinator of Woodwind.

HILA PLITMANN
Hila Plitmann regularly premieres 
works by leading composers while 
maintaining a diverse professional 
life in film music, musical theatre 
and song-writing.

She has appeared as a soloist 
in several world premieres 
including David Del Tredici’s 
Paul Revere’s Ride with the Atlanta 
Symphony; Wing on Wing with 
the Los Angeles Philharmonic 
and Esa-Pekka Salonen; John 
Corigliano’s Mr Tambourine Man 
with the Minnesota Orchestra; 
and Two Awakenings and a Double 
Lullaby, a song cycle written for 
Hila by Aaron Jay Kernis. She 
created the role of Exstasis in 
Eric Whitacre’s electro-musical 
Paradise Lost: Shadows and Wings, 
a highly acclaimed tour-de-force 
performance encompassing 
singing, dancing and martial arts 
(she is a black belt in Tae Kwon Do).

She can be heard on the 
soundtracks of the films The Da 
Vinci Code and New York, I Love 
You, and she won a Grammy 
Award for her recording of Mr 
Tambourine Man with the Buffalo 
Philharmonic Orchestra. Her 
latest release is a CD of Yiddish 
songs, The Ancient Question.

Born and raised in Jerusalem, 
Hila Plitmann received her 
Bachelor and Master of Music 
degrees from the Juilliard School 
of Music. She lives in London  
with her husband, composer  
Eric Whitacre, and their son.

ZubIN KANGA
London-based Australian Zubin 
Kanga is a passionate advocate of 
contemporary classical music who 
performs with renowned new music 
ensembles such as the London 
Sinfonietta, Ensemble Offspring, 
Halcyon, Kreutzer Quartet, and 
the Sonic Art Ensemble.

Recent solo appearances include 
the Aldeburgh Festival, Late Music 
Festival, Southbank Messiaen Festival 
and the Many Hands Piano Festival 
in 2010, in which he collaborated 
with the UK’s finest new music 
pianists including Rolf Hind,  
Sarah Nicolls and Noriko Ogawa. 

Highlights of his regular 
performances with Ensemble 
Offspring include the Australian 
premiere of Gérard Grisey’s 
Vortex temporum for piano and five 
instruments, and a performance 
of Elena Kats-Chernin’s score to 
the 1930 silent film Menschen am 
Sonntag accompanying a screening 
at the Sydney Film Festival.

Engagements in 2013 include the 
BBC Proms, the Waterloo Festival 
with the Kreutzer Quartet, and 
recitals with Ensemble Offspring 
cellist Geoffrey Gartner.

Zubin Kanga studied at the 
University of Sydney, graduating 
with First Class Honours and the 
University Medal in Music. In 2007 
he began postgraduate studies at the 
Royal Academy of Music in London, 
and the following year was awarded 
the RAM Greta Parkinson Prize. 

His work in musicology is also 
highly regarded, with recent 
invitations to present his work at 
international conferences in Lille, 
Athens, London and Perth.

8
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abOUt the MUSic
adèS’ lIFe StOrY

In 1945, Woody Herman created 
one of the finest jazz orchestras, 
and through it a body of works 
that are still considered classics. 

We know that it was Stravinsky’s 
exposure to recordings of the 
Herman band, playing such 
numbers as Bijou, Goosey Gander 
and Caldonia, that encouraged him 
to write for this ensemble. These 
arrangements indicate the level of 
organisational sophistication and 
instrumental imagination that were 
already a feature of this band’s 
musical world.

Stravinsky composed the Ebony 
Concerto in Hollywood in 1945 and 
Herman premiered it at Carnegie 
Hall in March 1946. Stravinsky 
had evoked Ragtime and New 
Orleans styles in some early works, 
but Ebony Concerto was the first 
jazz derivation composed after his 
migration to the US, a response to 
the then-current style of swing.  
The work was scored for a line-up 
of saxophones (two alto, two tenor 
and one baritone), bass clarinet, 
five trumpets, three trombones, 
piano, harp, guitar, double bass 
and percussion. To this he added  
a French horn.

The work, a modern equivalent 
of a concerto grosso, is in three 
movements. The first comprises 
two subjects – one, a group of 
chords ‘shaken together by vigorous 
syncopation’, and the second 
where a melody by solo trombone 
is followed and varied by the solo 
clarinet. A brief virtuoso breakout 
(a cadenza?) for clarinet leads to 
a reprise of the first subject. The 
second subject returns, this time 
on trumpet followed and varied 
by baritone sax – the standard 
scheme of classical sonata form! 
The second movement simulates a 
blues, while the third presents an 
intentionally monotonous theme 
that is subjected to vivid variation 
followed by a coda. The last of the 
variations is another opportunity 
for a clarinet solo, while in the 
coda, a sequence of chords on 
saxophones and trombones move 
through a flutter-tonguing horn 
and muted trumpets playing 
harmonics to a final cadence.

Adapted from a note © Gordon 
Williams 1998

Jeanette Little is completing a 
Masters of Music (Composition) 
at Melbourne University under 
Elliott Gyger.  She has been 
working with significant young 
performers like Jessica Aszodi, 
Atticus Quartet, and members  
of Golden Fur and Nonzero. 

Jeanette studied violin and piano 
from an early age. After school, 
she went to London, where she 
completed a BA at the London 
College of Communication,  
and during that time developed 
a keen interest in film. She 
assisted filmmakers with a variety 
of projects and worked at film 
distribution and festival label 
Future Shorts, where she helped 
to organise quarterly short film 
festivals around Europe.

In 2010 she returned to 
Melbourne. Over the past three 
years, she has immersed herself 
in composition, and developed 
a keen interest in experimental 
music making, studying with 
artists such as James Rushford  
and Anthony Pateras.

The composer writes:

Composed under the mentorship of 
Brenton Broadstock, Acid Dream 
takes inspiration from the writings of 
American sci-fi writer Philip K. Dick, 
whose stories typically focus on the 
fragile nature of reality and illusion, 
and often turn into surreal fantasies 
as characters discover that their 
world is not as it seems. The work, 
centred around three soloists (celeste, 
French horn and contrabassoon), 
explores the interplay of reality and 
illusion, and looks at the tension 
and relationship between the soloists 
and their environment, as they resist 
displacement by the orchestra.

An intentional awkwardness occasionally 
gives the work an hallucinatory and 
surreal quality. For example, in the 
introduction the bassoon plays a three-note 
cluster over two octaves. This is heard over 
the jagged and spasmodic rhythms of the 
low celeste, which, alongside the skewed 
rhythm of the contrabassoon, makes for  
a lumpy and jerky texture. 

IGOR STRAvINSKY  
(1882-1971) 
Ebony Concerto

I Allegro moderato (minim = 88) 
II Andante (crotchet = 84) 
III Moderato (minim = 84) –  
Con moto (minim = 132) 

David Thomas clarinet

JEANETTE LITTLE   
(born 1985) 
Acid Dream
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This combination of solo instruments 
inevitably creates extremes in register, 
as where they play in rhythmic unison 
six octaves apart. The expanding 
and morphing textures and cluster 
sonorities of the orchestra take 
the audience through a floating, 
dreamlike sound world, in which 
form morphs as it ghosts, deviates 
and disrupts the organic development 
of the soloists, blurring reality and 
illusion. Distortion and colouration 
enhance the unearthly sensibility. 

Just as imagined security of human 
reality collapses in Dick’s stories, the 
orchestra grows more antagonistic  
and takes precedence, inciting 
paranoia in the soloists, who play 
a jarring melody in rhythmic sync. 
Finally, after a disorienting landscape 
of nightmarish explosions and 
dystopian sounds, the texture tangles 
and engulfs the soloists.

Born in Glasgow in 1952, Oliver 
Knussen grew up near London, 
where his father was principal 
double bass of the London 
Symphony Orchestra for many 
years. It was with the LSO that 
he made his debut in April 1968, 
conducting his First Symphony 
in London and in Carnegie Hall, 
New York. Coursing (1979) and 
the Third Symphony (1973-9) 
placed him in the forefront of 
contemporary British music. He 
collaborated with Maurice Sendak 
on Where the Wild Things Are (1979-
83) and Higglety Pigglety Pop! (1984-
5, rev. 1999), two chamber operas 
that have since been performed all 
round the world, and in the UK 
by Glyndebourne and London’s 
National Theatre. In 2012 a new 
production of the two operas (with 
digital background) was premiered 
at the Aldeburgh Festival and 
subsequently travelled to LA and 
the Barbican, London as part of 
the BBC’s Total Immersion festival 
dedicated to the composer.

Several of Knussen’s later works 
quickly established themselves 
in the repertory: Flourish with 
Fireworks (1988), The Way to Yonder 
Castle (1988-90), Songs without 
Voices (1992), Two Organa (1994), 
the Horn Concerto (1994), the 

Violin Concerto (2002), Requiem 
– Songs for Sue for soprano and 
chamber orchestra (2005-6) and 
most recently, Ophelia’s Last Dance 
(2010) for solo piano.

Knussen has become one of the 
most skilled and sought-after 
conductors of new music, and 
in this capacity has appeared 
with many major international 
orchestras. He is currently Artist in 
Association with the BBC Symphony 
Orchestra. From 1983 till 1998, 
Knussen was Artistic Director of the 
Aldeburgh Festival, and in 1992, in 
collaboration with Colin Matthews, 
established the Contemporary 
Composition and Performance 
Courses at the Britten-Pears 
Programme at Aldeburgh.

Among Knussen’s many awards 
are Honorary Memberships 
of the American Academy 
of Arts and Letters and the 
Royal Philharmonic Society, 
an Honorary Doctorate from 
the Royal Scottish Academy of 
Music and Drama, and the 2004 
Association of British Orchestras 
Award. In 2006 he was named the 
second recipient of the Michael 
Ludwig Nemmers Prize from 
Northwestern University, USA 
and in 2012 he won the Critics 
Circle award for an ‘Outstanding 
Musician.’ He became a CBE in 
the 1994 Birthday Honours.

The composer writes:

An early version of this piece was 
written and performed in 1970; Hums 
and Songs, which contains much new 
material, was composed in the spring 
of 1983 for the Aldeburgh Festival. 
It isn’t exactly a setting of the episode 
with tree, bees and balloon near the 
beginning of A. A. Milne’s Winnie-
the-Pooh – indeed, words are rarely 
discernible; neither is it a small-scale 
tone poem, though there are many 
onomatopoeic devices. It is, rather, 
a sequence of faded snapshots and 
reflections, by an unwilling grown-up, 
on things remembered from the book, 
and on what those things meant to him 
as a child. So the piece is whimsical: it 
hops back and forth between Pooh-like 
expressions and the inner world of a 

OLIvER KNuSSEN  
(born 1952)
Hums and Songs of  
Winnie-the-Pooh

Hila Plitmann soprano

oLIveR Knussen   
© nIgeL LucKhuRst/LebRecht MusIc & ARts
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child just after the light is switched  
off, following no particular pattern –  
I allowed the music to take itself where 
it wanted to go. The two worlds meet 
in the last song during which, perhaps, 
the child falls asleep. 

© Oliver Knussen 1983

Hums and Songs  
of Winnie-the-Pooh
1. Aphorisms
I. INSCRIPTION
 ‘Mister Sanders’
II. HUM
III.  THE HUNDRED ACRE 

WOOD (Nocturne) 
PIGLET MEETS  
A HEFFALUMP

IV.  HUM, continued, and LITTLE 
NONSENSE SONG

V. HUM (Instrumental)
VI. VOCALISE (Climbing the tree)
  ‘Climbing and climbing, he 

climbed and climbed … ’
VII. CODETTA
  ‘And as he climbed he sang  

a little song to himself,
 And it went like this … ’
2.  Bee Piece and Cadenza  

(The Fall of Pooh)
  ‘Isn’t it funny how a bear  

likes honey?
  Buzz! Buzz! Buzz! I wonder  

why he does?
  Isn’t it funny how a bear  

likes honey?
 Funny!’
  It’s a very funny thought that,  

if Bears were Bees,
  They’d build their nests at the 

bottom of trees.
  And that being so  

(if the Bees were Bears),
  We shouldn’t have to climb up  

all these stairs!’
3. Cloud Piece
 ‘How sweet to be a Cloud
 Floating in the Blue.
 Every little cloud
 Always sings aloud.
 How sweet to be a Cloud
 Floating in the Blue!
  It makes him very proud  

to be a little cloud.’

INTERvAL 20 mInUteS

Conlon Nancarrow lived in  
self-imposed exile for nearly  
60 years. Born into a prominent 
family in Arkansas, he briefly 
studied engineering, but then 
enrolled in the conservatory at 
Cincinnati where he was exposed 
to the rhythmic innovations 
of Stravinsky. He later studied 
privately in New York with Roger 
Sessions and Walter Piston. A 
member of the Communist Party 
from the 1930s, he settled in 
Mexico in 1940 to escape the 
repression of communist ideas in 
the US. His political views were 
not, however, directly reflected in 
his composition: after a number of 
early works for chamber ensemble 
and solo instruments, he began 
in 1947 to experiment with the 
extreme rhythmical possibilities 
afforded by the player piano, as 
recommended by composer Henry 
Cowell. These pieces, which by 
the time of his death had gained 
him cult status and influenced 
composers of several generations, 
are miniature masterpieces of 
elegant abstraction. The earliest 
Studies show Nancarrow’s interest 

in jazz, with a developing interest 
in medieval and non-European 
practices such as isorhythm. 

Nancarrow himself arranged 
a small number of studies for 
chamber ensemble, as have 
other composers. Paul Griffiths 
has described Study No.6 as ‘an 
untypically lazy piece, though 
certainly not without its quirks.  
The repeating bass line, maintained 
by the second pianist’s left hand 
throughout, is squashed and 
stretched by constant changes of 
rhythm and tempo’. By contrast, 
Study No.7 is ‘bigger and much 
more complex…[o]ne rhythmic 
machine, starting up soon after the 
beginning, keeps repeating a bar 
of 18 irregular pulses (5-4-2-3-4), 
at first attached to thirds. Another, 
more continuously present, has a 
similarly lively rotating pattern but 
longer (5-5-2-4-3-2-3).’ 

Thomas Adès’ arrangements have 
been matched with visuals by Tal 
Rosner and Sophie Clements, who 
describe their contribution as follows:

Study No.6: Warm colours breathe 
with the gentle interplay of two 
voices: the top piano line is 
represented by movement from 
the top of the screen; the bass line 
represented by movement from 
the bottom. Through these waves 
of colour, where space between 
the parts is as important as their 
overlap, we catch glimpses of a 
journey down to Mexico where 
Nancarrow lived for many years.

Study No.7: Taking a very pure 
approach to the sound, this is a 
graphic representation of Conlon 
Nancarrow’s Player Piano Study  
No. 7. Drawing inspiration partly 
from the music roll of the player 
piano and the experimental film 
and graphics of the 1920s, geometric 
elements are introduced, each ‘set’ 
representing a motif in the music.  
As these motifs reappear in the piece 
so do their graphic counterparts, 
each time changing and creating 
new geometric landscapes.

© Tal Rosner and Sophie 
Clements 2007

CONLON 
NANCARROW  
(1912-1997)
arr. Thomas Adès 

Studies Nos. 6 and 7

Thomas Adès and Zubin Kanga 
pianos

Films by Tal Rosner and  
Sophie Clements

abOUt the MUSic
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conLon nAncARRow In hIs 
woRKshoP In MexIco cIty, 1983  
© betty fReeMAn/LebRecht MusIc & ARts
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Tennessee Williams’ wry poetic 
account of a one-night stand and 
its possible consequences was first 
published in 1937. Adès’ setting, 
for soprano, two bass clarinets 
and double bass was composed for 
Mary Wiegold and Composers’ 
Ensemble and premiered in 
Cambridge in 1983. As the 
composer notes, ‘it reflects all the 
double-edges of the poem: comic 
and tragic, relaxed and formal, 
seedy and tender, with a toe-
stubbing punchline.’

THOMAS ADÈS   
Life Story

For soprano and chamber 
ensemble of three players

Hila Plitmann soprano

LIFE STORY Tennessee Williams
After you’ve been to bed together for the first time, 
without the advantage or disadvantage of any prior acquaintance, 
the other party very often says to you, 
Tell me about yourself, I want to know all about you, 
what’s your story? And you think maybe they really and truly do 
sincerely want to know your life story, and so you light up 
a cigarette and begin to tell it to them, the two of you 
lying together in completely relaxed positions 
like a pair of rag dolls a bored child dropped on a bed.

You tell them your story, or as much of your story 
as time or a fair degree of prudence allows, and they say, 
Oh, oh, oh, oh, oh, each time a little more faintly, until the oh 
is just an audible breath, and then of course there’s some interruption. 
Slow room service comes up with a bowl of melting ice cubes,  
or one of you rises to pee and gaze at himself with mild astonishment  
in the bathroom mirror. 
And then, the first thing you know, before you’ve had time 
to pick up where you left off with your enthralling life story, 
they’re telling you their life story, exactly as they’d intended to all along, 
and you’re saying, Oh, oh, oh, oh, oh, 
each time a little more faintly, the vowel at last becoming  
no more than an audible sigh, 
as the elevator, halfway down the corridor and a turn to the left, 
draws one last, long, deep breath of exhaustion 
and stops breathing forever. Then?

Well, one of you falls asleep 
and the other one does likewise with a lighted cigarette in his mouth, 
and that’s how people burn to death in hotel rooms.

©1956 Tennessee Williams
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Emirates is proud to enter its tenth year as Principal 
Partner of the Melbourne Symphony Orchestra.

Emirates’ long-standing partnership with the MSO 
is a shining example of how commercial and artistic 
partners can work together to achieve rewarding results 
that benefit both the partners and their communities.

emIrateS ceLeBrateS ten YearS aS prIncIpaL partner oF tHe mSo

The ten-year partnership showcases Emirates’ 
support for music lovers in Melbourne, across 
Australia, and around the globe, highlighting  
the airline’s shared commitment with the MSO  
to deliver first-class experiences. 

Whilst fostering the growth of the arts in one  
of the world’s most diverse and liveable cities, 
Emirates has steadily grown its services between 
Melbourne and Dubai, and onwards to more than 
130 destinations globally. 

Emirates is equally proud to have brought its state-
of-the-art Emirates Airbus A380 to Melbourne, 
now offering the ultimate in travelling comfort to 
passengers travelling daily to Dubai and Auckland. 

Emirates is proud to support organisations like the 
MSO, which make Melbourne such a wonderful 
place to live, playing host to talented musicians and 
bringing the best in classical music to people in all 
parts of Victoria.



13

This work is scored for solo 
piano and an ensemble of ten 
players, comprising clarinet, 
baritone saxophone, trumpet, 
trombone, tuba, percussion, three 
violins and double bass. It is in 
two movements. The first was 
originally entitled ‘A Study for 
a Coda’, and casts the pianist in 
the deliberately restricted role 
of musical director, with a semi-

soloistic continuo part. The soloist 
is released, and claims centre 
stage, at the beginning of the 
second movement. This has two 
parts: first, a slow ciacconetta, 
which runs through six divisions 
upon a seven-bar chord sequence 
announced by the piano; second,  
a fast ‘brawl’ in a tonality 
discovered by an unexpected 
resolution of the last cycle of 
the ciacconetta. The New Grove 
Dictionary of Music and Musicians 
describes the mediaeval English 
dance which this section might 
evoke (from the French branle)  
as a form of round-dance:  
‘the linked dancers. . . face 
inwards to the centre of an arc,  

or a full circle, moving sideways  
to the left and the right.’ 

Concerto Conciso was commissioned 
in 1997 by Birmingham 
Contemporary Music Group 
(BCMG), London Sinfonietta and 
Ensemble Modern with financial 
assistance from the Arts Council 
of England and Sound Investors 
through the BCMG Sound 
Investment Scheme.

© Thomas Adès 1997

THOMAS ADÈS   
Concerto Conciso  
in two movements

Zubin Kanga piano

METROPOLIS FESTIVAL 
GUEST MUSICIANS
Natsuko Yoshimoto *Guest Concertmaster
Rebecca Adler violin
Michael Loftus-Hills violin
Oksana Thompson violin
Jenny Khafagi violin
Edwina George violin
Francesca Hiew violin
Clare Miller violin
Ji Won Lee violin
Gillian Ansell guest principal viola (Tempests) 
Ceridwen Davies viola
Simon Oswell viola
Merewyn Bramble viola
Sophie Kesoglidis viola
Catherine Turnbull viola
Molly Kadaurach cello
Svetlana Bogosavljevic cello
Rachael Tobin cello
Josephine Vains cello
Zoe Wallace cello
Dorit Herskovits double bass
Lina Andonovska flute
Ann Blackburn oboe
Geoffrey Dodd cor anglais
Dafydd Camp cor anglais
Robin Henry clarinet
Nicholas Evans clarinet
Alex Morris clarinet
Laura Brown bassoon
Matthew Kneale bassoon
Tahnee van Herk ** bassoon
Chloe Turner bassoon
Jenna Breen horn
Sebastian Dunn horn
Henryk Kowalewicz horn
Claire Linquist horn
Tristan Rebien trumpet
Robert Collins trombone
Jessica Buzzbee trombone
Alex Hurst tuba
Robert Allan percussion
Timothy Hook percussion
Shanie Klas percussion
Christopher Lane percussion
Daniel Richardson percussion
Lara Wilson percussion
Louisa Breen piano
Leigh Harrold piano
Donald Nicolson keyboard
Stuart Byrne saxophone
Barry Cockcroft saxophone
Lachlan Davidson saxophone
Tom Martin saxophone
Jason Xanthoudakis saxophone
Doug de Vries guitar
* Courtesy of Adelaide Symphony Orchestra
** Courtesy of Orchestra Victoria

Sea & Music
with members of  the

Vienna & Berlin Philharmonics

3–15 June 2013 (13 days/12 nights)
Combine your love of  chamber music and cruising! 

Join musicians of  the Vienna and Berlin Philharmonic 
Orchestras on board the luxurious MS Deutschland 

for a 13-day cruise around Great Britain.

For detailed information call 1300 727 095  
visit www.renaissancetours.com.au

or contact your travel agent
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Monday 15 April at 6.30pm
Hamer Hall, Arts Centre Melbourne

Tchaikovsky 
The Tempest

ADÈS 
Scenes from The Tempest

INTERVAL 20 MINUTES

bRITTEN Our Hunting Fathers

ADES Tevot

Melbourne Symphony Orchestra
Thomas Adès conductor 
Hila Plitmann soprano (Ariel) 
Penelope Mills mezzo-soprano (Miranda) 
Toby Spence tenor (Ferdinand) 
Gerard Quinn baritone (Prospero)

This concert has a duration of  
approximately two hours, including  
one interval of 20 minutes.

This performance will be broadcast and 
streamed around Australia on ABC Classic 
FM at 8pm on Friday 19 April 2013.

Please turn off your mobile phone and 
all other electronic devices before the 
performance commences. 

MEET THE ARTIST

Monday 15 April at 8.30pm (post-concert event) 
Stalls Foyer, Hamer Hall

Thomas Adès will take part in a post-concert 
conversation hosted by MSO Director of Artstic 
Planning, Huw Humphreys.

BeYonD tHe Stage
Learn more about the music in this free event. 

TEMPEsTs

cyndIA sIeden As ARIeL In Adès’ The TempesT At  
the RoyAL oPeRA house, covent gARden  In 2004    
© ALAstAIR MuIR/LebRecht MusIc & ARts
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ABOUT THE MUSIC
mozart’s requiem

15

abOUt the artiStS
teMPeStS

HILA PLITMANN
Hila Plitmann regularly premieres 
works by leading composers while 
maintaining a diverse professional 
life in film music, musical theatre 
and song-writing.

She has appeared as a soloist in 
several world premieres including 
David Del Tredici’s Paul Revere’s 
Ride with the Atlanta Symphony; 
Wing on Wing with the Los 
Angeles Philharmonic and Esa-
Pekka Salonen; John Corigliano’s 
Mr Tambourine Man with the 
Minnesota Orchestra; and Two 
Awakenings and a Double Lullaby,  
a song cycle written for Hila 
by Aaron Jay Kernis. She 
created the role of Exstasis in 
Eric Whitacre’s electro-musical 
Paradise Lost: Shadows and Wings, 
a highly acclaimed tour-de-force 
performance encompassing 
singing, dancing and martial arts 
(she is a black belt in Tae Kwon Do).

She can be heard on the 
soundtracks of the films The Da 
Vinci Code and New York, I Love 
You, and she won a Grammy 
Award for her recording of  
Mr Tambourine Man with the 
Buffalo Philharmonic Orchestra. 
Her latest release is a CD of 
Yiddish songs, The Ancient Question.

Born and raised in Jerusalem, 
Hila Plitmann received her 
Bachelor and Master of Music 
degrees from the Juilliard School 
of Music. She lives in London  
with her husband, composer  
Eric Whitacre, and their son.

PENELOPE MILLS
Penelope Mills holds a Master of Music 
from the Royal Northern College of 
Music (Manchester) and a Bachelor 
of Music Education (Honours) 
from the Sydney Conservatorium. 

She has performed extensively 
in the UK and USA and her 
repertoire includes Bach’s 
Christmas Oratorio and B minor 
Mass, Mozart’s Requiem, Mahler 
Symphonies Nos 2 and 4, Poulenc’s 
Gloria, Mendelssohn’s Elijah and 
Midsummer Night’s Dream, Vaughan 
Williams’ A Sea Symphony and 
Beethoven’s Symphony No.9.

She has sung Elettra (Idomeneo), 
Euridice (L’Orfeo) and Venus 
(Dardanus) for Pinchgut Opera,  
all released on ABC Classics; 
Fiordiligi (Così fan tutte), Gretel 
(Hansel and Gretel) and First Lady 
(The Magic Flute) for Pacific Opera; 
and Tatyana (Eugene Onegin), 
Susanna (The Marriage of Figaro), 
Nedda (Pagliacci) and Zerlina  
(Don Giovanni) in the UK.

In 2011 she made her New Zealand 
debut, singing Carmina Burana with 
Roy Goodman and the Auckland 
Philharmonia Orchestra, returning 
to sing Scarlatti’s Christmas Cantata 
and their Summer Matinee gala. 
Recent engagements include 
appearances with the New Music 
Network, Sydney Soloists and 
the Australia Ensemble; Mozart’s 
Mass in C minor with the West 
Australian Symphony; and Messiah 
at Sydney’s St Andrew’s Cathedral.

This year’s engagements include 
Belinda (Dido and Aeneas) with 
Sydney Philharmonia.

Penelope Mills wears Paspaley fine 
pearl jewellery.

TObY SPENCE
An honours graduate and choral 
scholar from New College, Oxford, 
Toby Spence studied at the Opera 
School of the Guildhall School  
of Music and Drama. 

In concert, he has sung with the 
Cleveland Orchestra, Berlin 
Philharmonic, Vienna Philharmonic, 
San Francisco Symphony, Santa 
Cecilia Academy Orchestra Rome, 
Rotterdam Philharmonic, London 
Symphony Orchestra, London 
Philharmonic, Los Angeles 
Philharmonic, and at the Salzburg 
and Edinburgh Festivals. Conductors 
he has worked with include 
Christoph von Dohnányi, Michael 
Tilson Thomas, Sir Simon Rattle, 
Antonio Pappano, Valery Gergiev, 
Yannick Nézet-Séguin, Gustavo 
Dudamel, Sir Roger Norrington  
and Sir Charles Mackerras.

Highlights include an acclaimed 
performance as the Madwoman 
in Britten’s Curlew River for the 
Edinburgh Festival, where he has 
also appeared in recital. Other recital 
engagements include LSO St Luke’s, 
Opéra de Lille and Wigmore Hall.

He has sung for English National 
Opera, Glyndebourne Festival, 
Paris Opera, Hamburg State 
Opera, La Monnaie, San Francisco 
Opera, Lyric Opera of Chicago, 
and the Santa Fe Festival. Recent 
performances include Antonio 
(The Tempest) for the Metropolitan 
Opera, Don Ottavio (Don Giovanni) 
for the Vienna State Opera and 
Essex (Gloriana) for the Royal 
Opera House, Covent Garden.

He won the Royal Philharmonic 
Society 2011 Singer of the Year Award.
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Wilma Smith
Concertmaster 
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Peter Edwards
Assistant Principal

Kirsty Bremner
Sarah Curro
Lerida Delbridge
Peter Fellin
Deborah Goodall
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Cong Gu
Andrew Hall
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Fiona Sargeant
Associate Principal

Caleb Wright
Acting Assistant 
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Katharine 
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Simon Collins
Gabrielle Halloran
Trevor Jones 
Cindy Watkin
Justin Williams  

cellOS

David Berlin
Principal

Nicholas Bochner
Assistant Principal
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Sarah Morse
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Michelle Wood 

dOUble baSSeS

Steve Reeves
Principal

Andrew Moon
Associate Principal
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Damien Eckersley
Benjamin Hanlon
Suzanne Lee
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Sarah Beggs 

piccOlO

Andrew Macleod
Principal

ObOeS
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Jon Craven 
Principal 

baSSOOnS
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Geoff Lierse
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Trinette McClimont
Rachel Silver
 

trUMpetS

Geoffrey Payne
Principal

Shane Hooton
Associate Principal

William Evans
Julie Payne 

trOMbOneS

Brett Kelly 
Principal

Kenneth McClimont 
Associate Principal
 
Michael Bertoncello

baSS trOMbOne

Eric Klay 
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tUba

Timothy Buzbee 
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tiMpani
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percUSSiOn
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Tchaikovsky’s The Tempest is a 
symphonic response to 
Shakespeare’s late romance. In 
that play Prospero, the rightful 
Duke of Milan, has been deposed 
by his brother and exiled to a 
desert island with his young 
daughter Miranda. Prospero uses 
sorcery to create a tempest that 

wrecks a ship carrying his brother, 
as well as the King of Naples and 
his son Ferdinand. Prospero’s plan 
is to regain what is rightfully his; 
only perhaps incidentally, this will 
allow Miranda to fall in love with 
Ferdinand. Prospero is aided in 
this by spirits under his command: 
Ariel, a spirit of air, and Caliban, 
an earthy monster. When his plan 
comes to fruition, Prospero, in a 
gesture long (though probably 
fancifully) held to be Shakespeare’s 
own farewell to the stage, 
renounces his ‘rough magic’.

Tchaikovsky’s The Tempest, the 
second in his series of large-scale 
symphonic poems (even where 
designated ‘fantasy overture’) was 
composed in 1873, which is to say 
between the Second and Third 
symphonies. The internationalist 
Tchaikovsky was happy to compose 
abstract works in the symphonic 
tradition, but was also drawn to 
the Lisztian symphonic poem, 
which could take the events and 
shape of a play or novel to give 
composers a formal map, or 
program, and guide for dramatic 
and colourful effects.

Tchaikovsky on more than one 

occasion worked to programs 
provided by someone else: the 
composer Mili Balakirev gave  
him the one for Romeo and Juliet, 
including key changes and 
descriptions of how the music 
should sound, and for The Tempest 
the program was provided by the 
critic V. I. Stasov. Tchaikovsky toyed 
with leaving out the tempest itself 
and calling the work Miranda, but 
ultimately worked to Stasov’s design.

The piece begins with an evocation 
of the sea. A magisterial chorale 
represents Prospero. Ariel, spirit of 
the air, obeying Prospero, raises a 
storm of whirling strings, winds and 
emphatic brass. The ship is wrecked, 
bringing Ferdinand to the enchanted 
isle. The first timid feelings of love 
of Miranda and Ferdinand are 
expressed in a characteristic theme. 
Ariel reappears, and Caliban has 
contrasting music. The lovers 
succumb to their passion with the 
love theme reaching ecstatic 
heights. Prospero deprives himself 
of his magic power and leaves the 
island, and we hear the calm sea 
as at the start.

Gordon Kerry © 2010/13

Adès’ The Tempest was commissioned 
by the Royal Opera House, Covent 
Garden, and received its first 
performances there in 2003.  
As the work’s librettist, Meredith 
Oakes, explains: 

The opera The Tempest is inspired 
by Shakespeare’s play, rather than 
literally being based on every aspect of 
it. There are key images from the play 
as well as new material. From among 
the play’s many themes and possible 
interpretations, the opera focuses on 

the difficulty, and the necessity, of 
mercy. The libretto uses contemporary 
vocabulary. Its lines are short, 
rhythmic and rhymed or semi-rhymed, 
echoing Shakespeare’s strophic songs 
more than his blank verse. This choice 
reflects the play’s magical, ritual, 
childlike elements, and acknowledges 
the traditional power of incantation 
in song. The operatic Prospero is the 
passionately vengeful man seen in the 
play, more than the wise disconnected 
actor also seen there. Despite his 
near-omnipotence, he finds things 
out as he goes along, and experiences 
contradictory emotions to the end.

The four scenes excerpted for 
concert performance essentially 
provide a concentrated account  
of Prospero’s painful 
transformation from the vengeful 
figure described by Oakes – for 
whom Ariel’s wild coloratura 
acts as an objective correlative 

– to a man who recognises the 
redeeming power of love.

Act I Scene 3 sees Prospero (high 
baritone) summoning Ariel (high 
soprano) for a full report on the 
effect that the magical tempest 
has had on the Neapolitan ship. 
Ariel’s entrance, beginning with 
terrifyingly high melismata – the 
music regularly calls for high 
Es – on the words ‘fear’ and 
‘fire’, introduces a passage of 
breathtakingly virtuoso singing. 
Normal diction is practically 
impossible in that register, making 
Ariel seem even more uncanny 
than in the spoken word theatre, 
and the music’s extravagant 
violence enacts the wreck and 
the confusion of the passengers 
as Ariel describes it. Prospero, in 
much more measured lines and 
accompanied by much darker, 
earthbound timbres, insists that 
none be harmed.

PETER ILYICH 
TCHAIKOvSKY  
(1840-1893)
The Tempest, Op.18

THOMAS ADÈS  
Scenes from The Tempest 

Penelope Mills (soprano) 
Miranda 
Hila Plitmann (soprano) Ariel 
Toby Spence (tenor) Ferdinand 
Gerard Quinn (baritone) Prospero

tchAIKovsKy, 1875
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In Act I Scene 5 Ariel has returned 
to assure Prospero that the ship’s 
company is now safely asleep 
on the island’s beach. Prospero 
orders Ariel to bring Ferdinand 
to him, so as to let the remaining 
company – including Ferdinand’s 
father, the King – think that the 
young man has drowned. There is 
a furious exchange between them 
when Ariel reminds Prospero of 
the latter’s promise to set him 
free, with Prospero threatening to 
return Ariel to the imprisonment 
from which he once freed her. In 
music suddenly purged of erratic 
rhythm and harsh dissonance, 
Ariel obeys the order, drawing 
Ferdinand away from the 
beach with the eerily static and 
extraordinarily beautiful, ‘Five 
fathoms deep’.

Ferdinand (tenor) emerges from a 
kind of trance at the start of Act I 
Scene 6 with a lyrical lament for his 

presumed-dead father. At this point, 
Miranda (mezzo-soprano) awakes, 
accompanied by a texture in which 
woodwinds, especially piccolo, 
dominate; she is promptly smitten 
with Ferdinand’s youth and beauty. 
Prospero interrupts an incipient 
love-duet to vent his hatred of 
Naples on Ferdinand: there is little, 
here, of the ‘Fair encounter/ Of 
two most rare affections! Heavens 
rain grace/ On that which breeds 
between ‘em!’ that Shakespeare 
gives his Prospero in response 
to Ferdinand and Miranda’s 
burgeoning love. The music 
develops into an almost Verdian 
trio, as Miranda pleads, Ferdinand 
defies and Prospero fulminates. 
Prospero brings the trio to an 
abrupt close, despatching Ariel 
to round up the rest of the ship’s 
company so that he may punish 
them. Ariel brings the scene, and 
the act, to a close with more frenetic, 
nightmarish bel canto.

The young lovers feature in 
Act II Scene 4, with Ferdinand, 
effectively enslaved by Prospero, 
singing in a music of disarming 
delicacy of what he believes to be 
the irrevocable loss of his former 
life; Miranda enters, confused by 
feelings she has never experienced 
before, and tells Ferdinand her 
name (to a motif whose rising 
minor sixth and falling semitone  
is a staple of Romantic love-
music.). As Ferdinand muses 
on his passion for Miranda the 
texture become more active, 
and the tessitura higher, with a 
radiant top C on the word ‘love’. 
This leads to the duet ‘High on 
the headland’, accompanied in 
shimmering triads. Prospero, 
observing unseen, realises that  
‘A stronger power than mine/  
Has set the young man free’.

Gordon Kerry © 2013

ACT 1, SCENE 3: 
PROSPERO:   
Spirit, servant, come and tell  
Are they punished, Ariel? 
(ARIEL appears.)

ARIEL:   
Fear to the sinner  
Fire to the impure 
Storm to the villain 
Harm to the wrongdoer

They are harried   
They are carried  
To the reef  
To the deep

They are blasted   
They are dismasted  
They are hit  
They are split

They are wave-tossed  
They are flame-crossed  
They are found  
They are drowned

Fear to the sinner  
Fire to the impure  
Storm to the villain  
Harm to the wrongdoer

Flame to the trespasser  
Dismay to the enemy  
Terror to the visitor  
Pain beyond remedy 

Death to the transgressor  
Woe beyond measure

PROSPERO:   
Ariel, that’s enough  
There’s no need to be rough  
They must not be harmed  
I wish them only charmed  
Not a hair perished  
On their clothes no blemish  
Retrieve them, revive them  
And bring them to the island

ARIEL:  
Aid to the victims  
Help to the helpless  
Care to the stricken  
Hope to the distressed

They are hurried  
They are ferried  
To the shore  
To the cure

Balm to the injured  
Peace to the targeted  
Life to the inundated  
Love to the hated

PROSPERO:   
That’s my spirit  
Go and do it

Safe in this harbour  
My false brother  
Unscathed but marked within  
Shall know his sin!

The duties I ignored  
Will now be made good

Oh blind men, I’ll find them  
My light will reach inside them

Now heal them and free them  
Where I can hide and see them

ARIEL:   
I’ll clean them and dry them  
And set them on the island

SCENE 5: PROSPERO AND 
ARIEL (MIRANDA ASLEEP)
PROSPERO:  
Have you recovered them?  
Are they here?

ARIEL:  
They are sleeping  
They are dreaming  
By the shore  
All restored

Where the parrots  
Shriek and chatter  
In the shade  
They are laid

I have stitched them  
I have sewn them  
They are healed  
They are whole 
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PROSPERO:   
Now sing to one  
Thieving Naples’ son  
Prince Ferdinand  
Heir to Milan 
Bring him here with a beckoning 
round  
My foes shall mourn and his 
grieving father think him 
drowned 

ARIEL:    
Shall I be paid? 

PROSPERO:   
Paid? 

ARIEL:   
My wage

PROSPERO:    
Dare you ask it?

ARIEL:   
I do  
It’s due!  
My release  
You swore  
Your promise!  
My reward  
My fee, my ransom, my freedom

PROSPERO:    
Fickle spirit  
So cold so prompt  
I need you yet  
Is this your thanks?  
I still have tasks  
You can’t leave me

ARIEL:    
Eager and faithful  
Patient and true  
Zealous and cheerful  
Servant to you  
Twelve years your slave  
Soon to be free 
Oh how I crave  
My liberty

PROSPERO:   
Twelve years for insolence  
You were confined  
By the witch Sycorax  
In a forked pine

Sycorax died  
Lest you forget  
Left you inside  
I prised you out

ARIEL:   
I have been captive  
With you twelve years  
I must be active  
In higher spheres  

Spirits must rise  
Or atrophy  
I only thrive  
In liberty!

PROSPERO:   
You made a promise  
When you were freed  
Twelve years of service  
Do as I need 
Or you’ll be stuck  
Malignant thing  
Twelve years in an oak  
I’ll clip your wings!

ARIEL:    
Eager and faithful  
Patient and true  
Zealous and cheerful  
Servant to you  
Twelve years your slave  
Soon to be free 
I only thrive  
In liberty  
I have been captive  
With you twelve years  
I must be active  
In higher spheres  
Spirits must rise  
Or atrophy  
I o–

PROSPERO:    
You made a promise  
When you were freed  
Twelve years of service  
Do as I need 
Or you’ll be stuck  
Malignant thing   
Twelve years in an oak  
Bring me Ferdinand! Sing!

ARIEL:   
Five fathoms deep  
Your father lies  
Those are pearls  
That were his eyes  
Nothing of him  
That was mortal  
Is the same 
His bones are coral  
He has suffered 

A sea change  
Into something  
Rich and strange  
Sea-nymphs hourly  
Ring his knell 
I can hear them  
Ding dong bell

(ARIEL and PROSPERO hide, 
leaving MIRANDA sleeping, as 
FERDINAND enters.)

SCENE 6: FERDINAND AND 
MIRANDA, WITH PROSPERO 
AND ARIEL uNSEEN.
FERDINAND:  
As I sat weeping  
I heard singing  
A song that pictured  
My drowned father

This sound has calmed the storm  
And lulled the tempest’s rage  
Has put the winds to sleep  
And smoothed the pounding waves

This influence, this hush  
Across the water stealing  
Has stopped the thunder’s noise  
And stilled my weeping

Who’s here?  
Wondrous  
Is she  
A goddess?

MIRANDA:    
(waking) Are you a spirit?  
Are you a shade?  
Are you a thing my father made?

FERDINAND: (aside)  
She’s awake  
Did my spell break?

MIRANDA:   
You’re handsome  
Are you human?

FERDINAND:  
Here on the coast  
A ship was lost  
I’m all that’s left  
The rest are dead

MIRANDA:   
I never knew  
A man could look like you

FERDINAND:  
Am I so strange? 

MIRANDA:   
No don’t change

PROSPERO: (aside)  
What next  
She’s bewitched!

MIRANDA:   
I never saw  
Your like before 
You’re wet through  
Let me tend you

FERDINAND:  
I never saw your equal  
I’ll make you Queen of Naples
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(PROSPERO appears to 
FERDINAND and MIRANDA.)

PROSPERO:   
Sir, Naples unseated me  
Took my sovereignty 
My dukedom   
Stolen by treason 
This was the crime  
Between your house and mine

FERDINAND:  
Sir you’re angry  
Sir I’m sorry I came here  
From Naples  
My father 
Was king there  
I’m lost sir  
Is this your daughter?

PROSPERO:   
Stupid youth  
What’s the use?  
You’re not here  
To gawp at her  
Young fool 
Be still!

(PROSPERO immobilises 
FERDINAND.)

MIRANDA:   
Father don’t oh father please  
Try to put him at his ease

FERDINAND:   
I’m paralysed by him  
I can’t command my limbs!

MIRANDA:   
Why must you be so savage?  
He’s not done you any damage

FERDINAND:   
He has practised  
Some trick, some magic

PROSPERO:   
Try to understand  
This is Ferdinand  
Gilded and handsome  
Through our misfortune  
Nurtured on the squalor  
Of his odious father  
Raised in a kingdom 
Of thieves and villains

MRIANDA:   
Father look at him!  
How can you say such things?

FERDINAND:  
In what dream am I bound?  
Am I lost or am I found?

MIRANDA:   
Never think that I’ll forgive you  
Let him go, or I won’t love you!  

What will he think?  
Why have you done this? 
Why do you hate him?  
What twisted reason?

FERDINAND:   
Though he’s full of hate  
I don’t fear his threats  
Or persecution  
I don’t fear this prison

No, prison will be sweet  
I will stand and wait  
Nothing will dismay me  
If she is near me

MIRANDA:   
Oh such rage  
You’re so brave 
Such fury  
How could he  
No, it’s not true  
Father shame on you  
Nothing you can say  
Threaten as you may  
Will ever change me  
If he is near me

PROSPERO:   
He’s unworthy of you  
You don’t know your value  
Leave this child of sin  
I must punish him  
And the rest as well  
Bring me to them, Ariel

ARIEL:   
Bow-wow, bow-wow  
What should I do now? bow-wow  
Shall I bark, bow-wow  
These mortals and their woe bow-wow  
When will they let me go bow-wow

ACT 2, SCENE 4
FERDINAND, then MIRANDA, 
then PROSPERO unseen.

FERDINAND:  
What was before  
Is no more  
My father’s gone  
I live on 
Bound and tied  
Till I die  
Trees and stones  
To be my home

Lost like a dream  
All that’s been  
Nothing left  
But this grief  
Only she  
Comforts me 
In this night  
She is the light

(MIRANDA enters.)

MIRANDA:   
How can I offer  
What I’d give?  
How can I ask for  
What I’d have?

Do you love me?  
Why do I weep?  
Love is strong  
I am weak

FERDINAND:   
As soon as I saw you  
My heart flew to serve you

As if it had waited  
My whole life to love you

(PROSPERO enters unseen.)

What’s your name? 

MIRANDA:   
Miranda 
I’ve disobeyed  
Father said not to say

FERDINAND:  
Admired Miranda  
Wonder of my life 
My wife

(MIRANDA frees FERDINAND.)

MIRANDA and FERDINAND: 

High on the headland 
Low in the dry sand  
Deep in the woodland  
There we’ll lie

Or on a rock face  
Near where the waves break  
Hearing the tide race  
You and I

Oh will you have me  
Tell me you love me  
If you are with me  
I am entire

My lover smiling  
Blessed asylum  
Bountiful island  
All I desire

(MIRANDA and FERDINAND 
off.)

PROSPERO:   
Miranda  
I’ve lost her  
I cannot rule their minds  
My child has conquered me  
A stronger power than mine  
Has set the young man free

INTERvAL 20 mInUteS
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In January 1936 Britten noted in his 
diary that, over dinner one night, 
he and poet W. H. Auden discussed 
‘a new Song Cycle (probably on 
Animals) that I may write.’

The young composer had met the 
only slightly older poet when they 
both worked for the BBC Film 
Unit, and Auden soon became 
an important, if occasionally 
exasperating, mentor and 
collaborator. Britten’s first major 
orchestral work, Our Hunting 

Fathers combines bravura scoring 
– often featuring winds, especially 
the horn – with idiomatic, 
flamboyant vocal writing. The 
work has some of the astringency 
that Britten had so admired in 
Shostakovich’s opera Lady Macbeth 
of Mtsensk, which he had recently 
heard, and some of the plangent 
melancholy of Mahler’s The Song 
of the Earth, with which he also 
recently become acquainted. And 
it both is and is not ‘on Animals’.

Like many artists of their generation, 
Auden and Britten held left-wing 
views, particularly in response to the 
Spanish Civil War and the rise  
of Fascism elsewhere in Europe.  
For both artists the relationships 
between humans and animals offered 
clear metaphors for inequalities  
of relationships between people.

Power in equilibrium is the first 
image of Auden’s Prologue, which 
Britten embodies in an almost 
immobile minor harmony whose 
iterations punctuate the singer’s 
opening lines; with ‘the deluge and 
the earthquake’ that equilibrium 
is compromised, and the harmony, 
accordingly, moves. At the word 
‘charity’ Britten introduces a 
five-note motif – a falling major 
arpeggio and two notes rising by 
step that will feature throughout 
the whole work.

Four years after this work was 
composed, a Nazi propaganda 
film, Der ewige Jude would explicitly 

equate the Jewish people with 
vermin – specifically, rats. In 
the second song of the cycle, 
‘Rats Away!’ Auden modernises a 
medieval imprecation, half-prayer, 
half-spell, that calls on God, angels 
and saints to rid a place of rats. 
Britten’s music here adumbrates 
the ‘Dies Irae’ from his Sinfonia da 
Requiem, as short motifs are thrown 
around breathlessly through the 
orchestra, interrupted by the 
five-note melody, all supporting 
flagrant vocal coloratura.

A study in pathos, ‘Messalina’ 
mourns the imminent death of her 
pet monkey. Beginning with her 
cries, the song introduces a folk-
like melody that reaches a climax 
with the five-note motif on the 
repeated word, ‘Fie!’.

The setting of Ravenscroft’s 
‘Hawking the Partridge’ as a Dance 
of Death – in a febrile tarantella 
rhythm – returns us to the world 
of ‘Rats Away!’ and the Sinfonia 
da Requiem. There is a roll-call of 
names of the hawks being set upon 
the partridge. Among them are 
‘German’ and ‘Jew’, and Britten 
makes the full implications clear.

The Epilogue and Funeral March 
return us to Auden’s allusive diction, 
a meditation on one of Britten’s 
constant preoccupations: the contrast 
between instinctive nature and 
morally compromised consciousness.

© Gordon Kerry 2013 

bENJAMIN bRITTEN   
(1913-1976)
Our Hunting Fathers, Op.8

I Prologue 
II Rats Away! 
III Messalina 
IV  Dance of Death  

(Hawking for the Partridge)
V Epilogue and Funeral March

Toby Spence tenor

text by W.H. AuDEN   
(1913-1976)

OuR HuNTING FATHERS 
Prologue
They are our past and our future; 
the poles between which our 
desire unceasingly is discharged.
A desire in which love and hatred 
so perfectly oppose themselves, 
that we cannot voluntarily move, 
but await the extraordinary 
compulsion of the deluge and the 
earthquake.
Their finish has inspired the limits 
of all arts and ascetic movements.
Their affections and indifferences 
have been a guide to all reformers 
and tyrants.

Their appearances in our dreams 
of machinery have brought a vision 
of nude and fabulous epochs.
O pride so hostile to our charity.
But what their pride has retained 
we may by charity more generously 
recover.

W.H.Auden 

w.h.Auden    
© fRed steIn/LebRecht MusIc & ARts
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RATS AWAY!
I command all the rats that are hereabout
That none dwell in this place, within or without:
Through the virtue of Jesus that Mary bore,
Whom all creatures must ever adore;
And through the virtue of Mark, Matthew, Luke and John,
All four Archangels that are as one;
Through the virtue of Saint Gertrude, that maid clean,
God grant in grace
That no rats dwell in the place
That these names were uttered in;
And through the virtue of Saint Kasi,
That holy man who prayed to God Almighty
Of the scathes they did
His meadows amid
By day and by night.
God bid them flee and go out of every man’s sight.
Dominus, Deus, Sabaoth, Emmanuel, great name of God,
Deliver this place from rats and from all other shame.
God save this place from all other wicked wights
Both by days and by nights.
Et in nomine Patris et Filii et Sancti Spiriti, Amen.

Anon., modernised by W.H. Auden

MESSALINA
Ay me, alas, heigh ho, heigh ho!
Thus doth Messalina go
Up and down the house a-crying,
For her monkey lies a-dying.
Death, thou art too cruel
To bereave her of her jewel;
Or to make a seizure
Of her only treasure.
If her monkey die
She will sit and cry:
Fie, fie, fie, fie, fie!

Anon.

DANCE OF DEATH HAWKING  
FOR THE PARTRIDGE
Whurret! Duty Beauty
Quando Timble
Travel Trover
Jew Damsel
Hey dogs hey! Ware haunt hey!

Sith sickles and the shearing scythe
Hath shorn the fields of late,
Now shall our hawks and we be blithe,
Dame Partridge ware your pate!
Our murdering kites
In all their flights
Will seld or never miss
To truss you ever and make your bale our bliss.

Whurret! Wanton Sugar  Mistress
Sempster Faver Minx
Callis Dover Sant
Dancer Jerker Quoy

Whurret! Tricker Crafty  Minion
Dido Civil Lemmon
Cherry Carver Courtier
Stately Ruler German let fly!

O well flown, eager kite, mark!
We falconers thus make sullen kites
Yield pleasure fit for kings,
And sport with them in those delights,
And oft in other things.

Thomas Ravenscroft (c.1592-1635)

EPILOGuE
Our hunting fathers told the story
Of the sadness of the creatures,
Pitied the limits and the lack
Set in their finished features;
Saw the lion’s intolerant look,
Behind the quarry’s dying glare,
Love raging for the personal glory
That reason’s gift would add,
The liberal appetite and power,
The rightness of a god.

Who nurtured in that fine tradition
Predicted the result,
Guessed love by nature suited to
The intricate ways of guilt;
That human company could so
His southern gestures modify
And make it his mature ambition
To think no thought but ours,
To hunger, work illegally,
And be anonymous?

W.H. Auden

Reproduced with permission of Curtis Brown Group Ltd., London 
on behalf of the Estate of W.H. Auden

© W.H.Auden 1934
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The composer has provided this 
short description of Tevot:

The title of this one-movement 
symphony, Tevot (tey-VOT), means 
in Hebrew bars of music. Also, 
in the Bible, (tey-VA) is the ark of 
Noah, and the cradle in which the 
baby Moses is carried on the river. 
It was commissioned by the Berlin 
Philharmonic Foundation and 
The Carnegie Hall Corporation. 
The world premiere was given 
at the Berlin Philharmonie by 
the Berlin Philharmonic and Sir 
Simon Rattle on February 21, 
2007. The United States premiere 
was at Carnegie Hall, New York 
City by the Berlin Philharmonic 
and Sir Simon Rattle on 
November 14, 2007. 

In an interview with Tom Service 
in The Guardian he went further, 
saying:

I liked the idea that the bars of the 
music were carrying the notes as a sort 
of family through the piece. And they 
do, because without bars, you’d have 
musical chaos. But I was thinking 
about the ark, the vessel, in the piece 
as the earth. The earth would be a 
spaceship, a ship that carries us –  
and several other species! – through 
the chaos of space in safety. It sounds  
a bit colossal, but it’s the idea of the 
ship of the world.

When Sibelius and Mahler had 
their famous conversation about the 
nature of the symphony in 1907, 
Sibelius praised the virtues of internal 
coherence, where Mahler said that 
such a work should be ‘like the world 
[and] embrace everything’.

Tevot may be said to reconcile 
those different views. It as, as 
the composer has said, about the 
‘ship of the world’, but inevitably, 
perhaps, a one-movement 
symphony of roughly 20 minutes’ 
duration courts comparison 

with a work such as Sibelius’ 
Seventh Symphony. Tevot shares 
certain characteristics with the 
Finnish work: the unbroken arc 
of its development has a strong 
feeling of inexorability, even 
where the changes of material 
are dramatically unexpected; it 
begins with very simple, intensely 
spacious material that gradually 
gains in complexity, yielding to 
a series of musical chapters that 
become more and more active 
rhythmically and, harmonically, 
explore the full chromatic 
spectrum at times. The work has 
a quiet, mystical central episode 
that builds to a momentary climax 
before fading, and then yields 
to more pointillist texture and a 
passage of woodwind polyphony. 
Tevot’s final moments feature 
an expansive melody (based on 
sequential treatment of a lilting 
figure that twice outlines a rising 
second and then a falling third) 
and close with the affirmation of 
stable diatonicism, fully scored 
and wreathed in bell tones. 

Gordon Kerry © 2013

ADÈS   
Tevot
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the 2013
InStrUMent FUnd aPPeal

A message from MSO’s Assistant Principal Double Bass,  
Sylvia Hosking on behalf of the MSO’s ‘big instruments’

Everyone loves the MSO’s Double Bass section – we are the unmistakable 
cool ones, sitting at the back of the string section, adding the groove, 
grunt and strength to the entire orchestral sound. We span all musical 
genres, from baroque basso continuo in Handel’s Messiah and the 
thrilling opening low C rumble in Strauss’ Thus Spake Zarathustra  
to the laidback cool swing of Cole Porter.

Despite the powerful sound and impressive size, our instruments – 
along with the percussion, timpani and harp – are the gentle giants of 
the orchestra. Expensive and fragile, the MSO’s larger instruments are 
just as vulnerable as a violin or oboe, and are constantly on the move 
between venues, covering thousands of kilometres each year. The best 
way to protect these instruments during transport is to use ‘flight cases’ 
– a crucial piece of orchestral operational equipment.

The MSO’s current transport cases have had a good innings, but, after 
more than 20 years of travelling in the back of a truck, being hauled up 
steps, dropped on luggage carousels, and taking to the skies via air cargo, 
they are worn out, incredibly heavy and well and truly due to retire.

The MSO needs to urgently raise $50,000 to re-case the larger instruments 
of our orchestra. For our double bass section, this means ten new state-of-
the-art flight cases. It may sound like a lot of money, but for this crucial 
job, it’s simply not enough to be externally tough. Did you know that these 
transport cases often need to be custom made, using space-age materials 
to maximise strength and minimise weight, and that they require internal 
workings such as padding, insulation, suspension straps and in-built airbags? 

The MSO’s new fleet of flight cases will be stronger, easier to manoeuvre 
and – the feature our production crew are most excited about – lighter. 
Most importantly, they will ensure that our beautiful instruments will 
always be ready to create the inspiring and spectacular music you love – 
whether it be at home in Hamer Hall, in regional Victoria or overseas. 

PLEASE DIG DEEP
To help us better look after this 
deeply delicate musical resource, 
please visit mso.com.au and click 
Support Us, then Give – or simply 
contact us on (03) 9626 1107, or 
email philanthropy@mso.com.au. 
Every single dollar counts, and 
donations over $2 are tax deductible. 

THE 2013 INSTRUMENT FUND APPEAL
a caSe For SUpport

Stay connected to the MSO with concert updates,  
exclusive offers, competitions and artistic insights.

Subscribe at mso.com.au/enews

eNEWS

FACEBOOK.COM/MElBOurnESyMphOnyTWITTEr.COM/MElBSyMphOny

syLvIA hosKIng
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Saturday 20 April at 8pm
Elisabeth Murdoch Hall,  
Melbourne Recital Centre

Castiglioni Inverno-in-ver

Turnage Kai

INTERVAL 20 MINUTES

KuRTáG Four pieces from Signs,  
Games and Messages for solo cello

SKIPWORTH Afterglow WORLD PREMIERE*

ADÈS Dances from Powder Her Face

Melbourne Symphony Orchestra
Thomas Adès conductor 
Steven Isserlis cello

This concert has a duration of  
approximately two hours, including  
one interval of 20 minutes.

This performance will be broadcast and 
streamed live around Australia on ABC 
Classic FM.

Please turn off your mobile phone and 
all other electronic devices before the 
performance commences. 

*Afterglow has been created as part of the 
MSO’s Cybec 21st Century Australian Composers 
Program, which nurtures the work of original and 
innovative young Australian composers. This 
program is supported by the Cybec Foundation.

shadows

JoAn RogeRs As the duchess of ARgyLL In Adès’ powder 
her Face At the RoyAL oPeRA house, covent gARden In  2008     
© LAuRIe LewIs/LebRecht MusIc & ARts

PRE-CONCERT TALK

Saturday 20 April at 7pm 
Elisabeth Murdoch Hall

Elliott Gyger, Lecturer in Composition at the 
Melbourne Conservatorium of Music, University  
of Melbourne, will give a pre-concert talk on  
Thomas Adès and his music. 

BeYonD tHe Stage
Learn more about the music in this free event. 
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STEvEN ISSERLIS  cello
British cellist Steven Isserlis enjoys 
a distinguished career as a soloist, 
chamber musician, educator and 
author.

As a concerto soloist he appears 
regularly with the world’s leading 
orchestras, including in recent 
seasons the Berlin Philharmonic, 
Philharmonia, Leipzig Gewandhaus 
Orchestra and the Cleveland 
Orchestra, among others.

As a chamber musician he has 
devised and performed in programs 
at major festivals and venues. These 
series have included explorations  
of Czech music; the teacher-pupil 
line of Saint-Saëns, Fauré and Ravel; 
the affinity of the cello and the 
human voice; and varied aspects  
of Schumann’s life and music.

In recent seasons he has embarked 
on a series of play-direct projects 
with the Academy of St Martin in 
the Fields, the Orchestra of the 
Age of Enlightenment, and the 
Mahler, Norwegian, Zurich and 
Stuttgart Chamber orchestras. 
In addition to his strong interest 
in authentic performance, he is a 
keen exponent of contemporary 
music and has worked with many 
composers on new works, including 
Tavener’s The Protecting Veil, 
Wolfgang Rihm’s Cello Concerto in 
One Movement, and works for solo 
cello by György Kurtág.

Writing and playing for children is 
a major interest; he has published 
several books on the lives of the 
great composers, and he has 
recorded a CD with Stephen 
Hough entitled Children’s Cello. 
Other recordings include his 
award-winning CD of Bach’s Solo 
Cello Suites, and Thomas Adès’ 
Lieux retrouvés for cello and piano, 
recorded with the composer.

Steven Isserlis was awarded a 
CBE in 1998. He gives most of 
his concerts on the Marquis de 
Corberon (Nelsova) Stradivarius  
of 1726, loaned to him by the 
Royal Academy of Music.

abOUt the MUSic
SHadOWS

Niccolò Castiglioni trained at  
the Milan Conservatory, where  
he began composing under 
the sway of Stravinsky’s crisp, 
neoclassical style. Beginning in 
1956, Castiglioni attended the 
influential summer courses in 
Darmstadt, Germany, a hotbed  
for the musical avant-garde.  
Like many of his contemporaries, 
Castiglioni latched onto the 
hermetic music of Anton Webern. 
But whereas Pierre Boulez and 

company used Webern’s 12-tone 
practice as a springboard to 
rigorous serialism, Castiglioni 
took Webern’s crystalline textures 
and miniature forms and adapted 
them into a personal and flexible 
musical language.

Castiglioni composed Inverno 
In-ver in 1973, after he returned 
to Italy from a five-year teaching 
stint in the United States. These 
11 “musical poems” for chamber 
orchestra reveal Castiglioni’s 
debt to Webern, as well as his 
engagement with music of earlier 
centuries. In particular, the title 
word Inverno, Italian for winter, 
calls to mind Vivaldi’s Inverno 
from The Four Seasons. Archaic 
dance forms and rhythms figure 
prominently in Castiglioni’s work, 
most explicitly in the Saltarello,  
an Italian folk dance characterized 
by its muscular leaps.

The cryptic second half of the title, 
In-ver, suggests an abbreviation of 
“in verità,” Italian for “in truth,” 
while the wordplay also hints at 
the compositional technique of 
inversion. The musical language 

mingles strident dissonances 
with bright tonality and rustic 
harmonies, all filtered through 
Castiglioni’s characteristic 
fascination with the upper end 
of the pitch spectrum. The 
orchestration emphasizes the 
treble instruments—especially 
piano, violins, upper woodwinds, 
xylophone and other bright 
percussion—with small subsets 
of the ensemble breaking out for 
extended passages. This clean and 
sometimes brittle sound captures 
the chill of winter, as in The Flowers 
of Ice (No.1) and The Frozen Lake 
(No.6). The two sections marked 
Nenia—a form associated with 
ancient Roman funeral rites—
transport the work from literal 
winter to the metaphorical winter 
of death. The music becomes still 
and rarified toward the end of the 
sequence, with a hushed chorale in 
Silence (No.9) and naked arpeggios 
in An Old Adagio (No.10). The 
finale closes the cycle with music as 
aphoristic as the title: Noise does no 
good. The good makes no noise.

© Aaron Grad 2013

NICCOLò 
CASTIGLIONI   
(1932-1996)
Inverno In-ver 

I The Flowers of Ice
II The Stream 
III Winter Dance 
IV Saltarello
V The Frost 
VI The Frozen Lake 
VII Nenia I 
VIII Nenia II 
IX Silence 
X An Old Adagio 
XI  Noise does no good.  

The good makes no noise.
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British composer Mark-Anthony 
Turnage first came to prominence 
in the late 1980s with such works 
as the opera Greek, a distinctive 
take on the myth of Oedipus.  

He has been composer in residence 
with the City of Birmingham 
Symphony Orchestra, inaugural 
Associate Composer with the BBC 
Symphony Orchestra and Mead 
Composer in Residence with the 
Chicago Symphony Orchestra.  
He has composed new works for the 
Berlin Philharmonic, Cleveland, 
London Philharmonic and New 
York Philharmonic orchestras.

Turnage has been praised 
for cultivated a style which is 
uncompromising yet direct in its 
utterance, and for a commitment 
to engaging with the realities 
of contemporary society. A 
major element in his style is the 
influence of jazz; he has written 
for a number of prominent jazz 
musicians, often effecting a 
highly successful fusion with the 
conventional symphony orchestra.

Kai was written for the 
Birmingham Contemporary 

Music Group when Turnage was 
Composer in Association with the 
CBSO, with funds provided by the 
Radcliffe Trust.

It was premiered in Birmingham’s 
Adrian Boult Hall by the 
Birmingham Contemporary Music 
Group with Ulrich Heinen, cello 
and conductor Simon Rattle.

Written in memory of Kai 
Scheffler, principal cellist and a 
founder member of the Ensemble 
Modern in Germany, who died 
tragically young in 1989, Kai is 
one of Turnage’s key works. As 
his publisher, Schott, puts it, ‘Its 
tangy instrumental textures and 
raw-edged rhythms remain potent, 
and the work’s angry, elegiac 
quality offers the soloist great 
emotional and technical range.’

© Gordon Kerry 2013

INTERvAL 20 mInUteS

Kurtág was born at Lugos (Lugoj 
in Romania) on 19 February 1926. 
From 1940 he took piano lessons 
from Magda Kardos and studied 
composition with Max Eisikovits in 
Timisoara. Moving to Budapest, 
he enrolled at the Academy of 
Music in 1946 where his teachers 
included Sándor Veress and 
Ferenc Farkas (composition), Pál 
Kadosa (piano) and Leó Weiner 
(chamber music). 

In 1957-58 Kurtág studied in Paris 
with Marianne Stein and attended 

the courses of Messiaen and 
Milhaud. As a result, he rethought 
his ideas on composition and 
marked the first work he wrote 
after his return to Budapest,  
a string quartet, as his opus 1. 

In 1958-63 Kurtág worked as a 
répétiteur with the Béla Bartók 
Music Secondary School in 
Budapest. In 1960-80 he was 
répétiteur with soloists of the 
National Philhamonia. From 1967 
he was assistant to Pál Kadosa at 
the Academy of Music, and the 
following year he was appointed 
professor of chamber music.  
He held this post until his 
retirement in 1986 and 
subsequently continued to teach  
at the Academy until 1993. 

With increased freedom of 
movement in the 1990s he has 
worked increasingly outside 
Hungary, as composer in residence 
with the Berlin Philharmonic (1993-
1994), with the Vienna Konzerthaus 
(1995), in the Netherlands (1996-
98), in Berlin again (1998-99), and 
a Paris residency at the invitation of 
the Ensemble Intercontemporain, 

Cité de la Musique and the Festival 
d’Automne. 

Kurtág won the prestigious 
2006 Grawemeyer Award for 
Music Composition for his ‘...
concertante...’.

Biography © Boosey & Hawkes

Jelek, játékok és üzenetek (Signs, 
Games and Messages) is a set 
of short pieces for various 
string instruments (solo, and 
in combination) that Kurtág 
assembled between 1989 and 
1997. They demonstrate the 
utmost refinement of Kurtág’s 
style, which in many respects out-
Weberns Webern in its aphoristic 
concentration. This is particularly 
so in the first three movements 
presented here, where the music 
often consists of terse motifs and 
sudden leaps of register over a 
period of a minute or so. The 
‘György Kroó in memoriam’, 
however, written to commemorate 
the great Hungarian musicologist, 
is a more extended piece, tracing 
long unbroken scalar melodies.

© Gordon Kerry 2013 
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MARK-ANTHONY 
TuRNAGE    
(born 1960)
Kai for solo cello and ensemble

Steven Isserlis cello

GYöRGY KuRTáG     
(born 1926)
From Signs, Games and 
Messages

4.   Hommage à John Cage - 
Faltering words

9.   Pilinszky János: Gérard de 
Nerval

16. Shadows

17. György Kroó in memoriam

Steven Isserlis cello

© KeIth sAundeRs
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MUSic tO OUr earS 
cYBec FOUndatIOn

The continued support of the Cybec 
Foundation – through the Cybec 
21st Century Australian Composers 
Program and the Patricia Riordan 
Associate Conductor Chair – 
provides vital funding for the 
MSO’s engagment with new music.

The MSO honours this 
commitment in a variety of ways, 
through ongoing commissions and 
other activities across the season. 
At the heart of this philosophy 
is the MSO’s Cybec 21st Century 
Australian Composers Program, 
which, now in its 11th year, 
provides an opportunity for young 
composers (under 30) to write a 
work for the Orchestra and be 
mentored by some of Australia’s 
most recognised composers. 
The aim of the Program is to 
discover and nurture original and 
innovative young compositional 
voices in Australia, and to 

encourage works that challenge 
the norm, push boundaries and 
offer new directions for orchestral 
and mixed ensemble composition.

The results of this annual 
program can be heard during 
this Metropolis New Music 
Festival – two of the new works in 
the Festival, Jeanette Little’s Acid 
Dream and Lachlan Skipworth’s 
Afterglow, are Cybec commissions.

This nationally recognised 
Program is made possible thanks 
to the vision and generosity of the 
Cybec Foundation and its founder, 
Roger Riordan. The MSO thanks 
the Cybec Foundation, for its 
providing vital career-building 
opportunities for Australia’s next 
generation of composers.

mUSIc to oUr earS: 
SUpportIng aUStraLIa’S  
next generatIon oF compoSerS

RogeR RIoRdAn
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TO FIND OUT MORE PLEASE EMAIL EDUCATION@MSO.COM.AU OR VISIT MSO.COM.AU 

CLASSIC KIDS 3:
Clowning Around with Melvin Tix 
Wednesday 6 November at 12pm and 1.30pm
Costa Hall, Geelong (Bookings through GPAC – 03 5225 1200)
Saturday 9 November at 10am, 11:30am, 1:30pm and 3pm
Iwaki Auditorium, ABC Southbank Centre

CLASSIC KIDS 2:
Magic and Monsters
Saturday 1 June at 10am 
and 11:30am
Melbourne Town Hall

CLASSIC KIDS 1: 
The Happiness Box
Saturday 11 May at 10am, 
11:30am, 1:30pm and 3pm
Iwaki Auditorium,  
ABC Southbank Centre

The MSO’s Family Classic Kids concerts are a wonderful  
way to introduce young people to the wonders of orchestral 
music. Children are invited to respond to the music with 
movement, actions and song and maybe even conduct! 

THREE-CONCERT 
PACKAGE
$48 ADULT

$30 CHILDREN

Lachlan Skipworth studied at the 
University of Western Australia 
with Roger Smalley and at the 
Sydney Conservatorium of Music 
with Anne Boyd. He is also active 
as a shakuhachi performer, having 
studied with revered masters 
Yokoyama Katsuya and Kakizakai 
Kaoru in Japan. 

In 2010, he undertook a two-semester 
Kontaktstudium with Jorg Widmann 
at the Freiburg Hochschule für 
Musik, Germany. In 2011 he 
received a Churchill Fellowship to 
undertake a six-week research trip 
to Japan, Europe and the USA. 

In 2009 he was composer-
in-residence with traditional 
Japanese instrument ensemble 
Aura-J in Tokyo as part of 
an Asialink Performing Arts 
Residency. He has participated in 
composer workshops including the 
MODART program in Australia, 
Ensemble Modern at Tokyo 
Wonder Site, and the Bang on a 
Can Summer Music Festival in 
Massachusetts, USA. Skipworth’s 
works have been performed by 
the West Australian and Adelaide 
Symphony Orchestras, Sydney 
Symphony Fellows, The Song 
Company, Sydney Chamber 
Choir, Chronology Arts and 
Sydney Camerata. His works were 
featured at the 2010 ISCM World 
New Music Days, and at the 2008 
(Sydney) and 2012 (Kyoto) World 
Shakuhachi Festivals. Forthcoming 
performances will be given by 
KHASM Saxophone Quartet, Lina 
Andonovska, and the Enigma 
String Quartet. 

The composer writes:

Dusk has always held a special 
beauty for me, particularly the 
pervading sense of stillness as the 
colours in the air slowly shift and 
fade, quietly settling before the 
darkness comes. In composing 
Afterglow, I hoped to capture 
musically these moments caught 

between the lingering sense of 
what was and the anticipation  
of what is to come. To depict this, 
the piece conjures not only the 
slow turning of colours, but also 
the soft rustle of leaves after a gust 
of wind, and the bubbling of foam 
that follows a broken wave.

After a short introduction, 
the string section begins to 
murmur gently as pizzicato 
flickers leave trails of sustained 
sounds in their wake. Despite a 
series of increasingly colourful 
interjections, the cluster harmony 
is bound tighter and tighter 
until finally broken apart by 
a tutti flourish that retreats to 
end the first section. A series of 
open-voiced chords follow, subtly 
twisting as the harp, piano and 
vibraphone weave a path through 
the floating harmonies. After a 
sparsely orchestrated interlude, 
the music swells to a surging 
climax from which soaring 
melodies emerge. Gradually the 
sound recedes, leaving the piano 
and harp whispering a high 
interlocking figure, surrounded  
by an eerie chord in the strings –  
a musical afterglow of sorts.

© Lachlan Skipworth 2013
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LACHLAN 
SKIPWORTH     
(born 1982)
Afterglow
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To anyone whose idea of opera 
is circumscribed by notions 
of heroines dying tastefully of 
consumption, or jumping off 
battlements, or into the sea or a 
flaming pyre, Powder her Face must 
have come as a nasty shock when 
it premiered at the Cheltenham 
Festival in 1995. Where Tristan and 
Isolde’s drama derives from the fact 
of the lovers never consummating 
their desire, Powder her Face revolves 
around a central character who 
consummated hers like the blazes, 
to the point that she was famously 
described by an Edinburgh judge 
as ‘a highly-sexed woman who had 
ceased be satisfied with normal 
sexual relations and had started 
to indulge in disgusting sexual 
activities to gratify a debased sexual 
appetite’. And just in case anyone 
missed that the misdemeanours of 
the person in question – Margaret, 
Duchess of Argyll – were sexual, 
Adès and his librettist Philip 
Hensher give her activities graphic 
expression in their opera.

Ethel Margaret Whigham was born 
into a wealthy Scottish family in 
1912 and grew up in the United 

States. In 1933, after her London 
debut, she married an American 
golfer, Charles Sweeny, at London’s 
Brompton Oratory (her Norman 
Hartnell wedding dress causing 
gridlock in Knightsbridge); as Mrs 
Sweeny she was immortalised in 
Cole Porter’s ‘You’re the Top’ (in the 
lyrics P.G. Wodehouse wrote for the 
London production of Anything Goes), 
rhyming with ‘Mussolini’ (at least 
‘Fred Astaire’ got ‘camembert’), but 
the marriage ended in 1947. In 1951 
she married the twice-divorced Duke 
of Argyll; it was when that marriage 
ended in divorce in 1963 that Lord 
Wheatly, the judge quoted above, 
made his considered remarks.

Both Duke and Duchess seem to 
have had voracious sexual appetites, 
though not for each other, and 
the Duke, having discovered a 
diary (in which, as the Telegraph’s 
obituarist wrote, ‘the Duchess listed 
the accoutrements of a number of 
lovers as though she was running 
them at Newmarket’) and some 
incriminating Polaroids, sued the 
Duchess for adultery, and won. 

Though she remained a highly 
visible figure in London society, the 
Duchess suffered a gradual slide 
into poverty (despite being bailed 
out on one occasion by her first 
husband). In 1990, unable to pay 
the £30,000-odd owing, she was 
evicted from her penthouse in the 
Dorchester and died in a nursing 
home three years later.

Dramatising the lives of those still 

with us or only recently gathered 
is a fraught business, but Adès 
always maintained some sympathy 
for the Duchess, remarking that 
‘even horrible people can be tragic’. 
The work clearly shows the Duke’s 
hypocrisy in plotting with the 
Mistress to expose the Duchess’ 
adultery, and the fact that the work 
presents characters as representative 
types (the Mistress, the Electrician, 
and so on) rather than individuals 
puts the complexity of the Duchess’ 
character in relief.

The opera’s score calls for a large 
chamber ensemble and a cast of 
numerous characters that can be 
covered by three singers as well 
as the central soprano role of the 
Duchess. The knockabout nature of 
the music is largely the result of its 
being suffused with popular dance 
types representing the various years 
of the story’s action, as well as ironic 
references to other ‘classical’ music.

In 2007 the Cleveland Orchestra 
commissioned this series of 
orchestral excerpts, allowing Adès 
to develop musical material in a 
more richly upholstered sound. The 
frenetic Overture sets the tone of the 
work; the Waltz is derived from music 
to which the Maid sings a laughing 
song, ‘Fancy being rich’. The Finale 
is based on the opera’s ‘Ghost 
Epilogue’ where, to a tango, the 
sinister Maid and Electrician emerge 
from under the bed to prepare the 
Duchess’ abandoned rooms. 

© Gordon Kerry 2013 
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Dances from Powder Her Face
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Award-winning
saxophone virtuoso
Amy Dickson joins 
with the Melbourne
Symphony Orchestra
and conductor
Benjamin Northey,
bringing her magic
touch to music from
the hit movies Catch
Me If You Can and
Local Hero.
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