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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 FSC accredited paper.

COVER IMAGE: siMone dinnersTein

BOOK NOW  
mso.com.au/appalachian 
 artscentremelbourne.com.au 
1300 182 183 
AVOID FEES WHEN YOU BOOK DIRECTLY WITH MSO

Copland’s masterwork is a vibrant celebration of 
 nature, purity and the pioneering American spirit.

Benjamin Northey Conductor
Emma Matthews Soprano

Thursday 6 June at 8pm
Friday 7 June at 8pm
Arts Centre Melbourne,  
Hamer Hall

“The greatest piece of classical music composed by an American.” TIME Magazine
MELBOURNE SYMPHONY ORCHESTRA PRESENTS
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ABOUT THE MUSIC
Mendelssohn and BrahMs
ABOUT THE ArTISTS
Ian BosTrIdGe sInGs MoZarT and sChUBerT

sir andreW davis and The Melbourne syMphony orchesTra in haMer hall   
© lucas daWson

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 
Symphony No.9 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
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Friday 9 May at 7pm 
West Gippsland Performing Arts Centre, Warragul

Alastair McKean will present a pre-concert talk on the 
artists and the works featured in the program.

BEYOND THE STAGE
Learn more about the music in these free events. 

Thursday 9 May at 8pm
Saturday 11 May at 6.30pm
Melbourne Recital Centre

Friday 10 May at 8pm
West Gippsland Performing  
Arts Centre, Warragul

MOZART 
Symphony No.39 
Symphony No.40  

INTERVAL 20 MINUTES

Symphony No.41 Jupiter

Melbourne Symphony Orchestra
Douglas Boyd conductor

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

Saturday evening’s performance will  
be recorded for later broadcast and 
streaming on ABC Classic FM.

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



DOUGLAS BOYD conductor
Douglas Boyd is currently Chief Conductor of the 
Musikkollegium Winterthur and Artistic Director of 
Garsington Opera. He was Music Director of Manchester 
Camerata from 2001 to 2011, and has also held positions 
as Principal Guest Conductor of the Colorado Symphony 
Orchestra, Artistic Partner of the St Paul Chamber 
Orchestra and Principal Guest Conductor of the City  
of London Sinfonia.

He was born in Glasgow and studied with Janet Craxton 
at the Royal Academy of Music and with Maurice 
Bourgue in Paris. He regularly conducts the Chamber 
Orchestra of Europe, of which he was a founding member 
and Principal Oboist for 21 years until 2002.

He has conducted many of the UK’s major orchestras,  
and in Europe has appeared with the Gürzenich 
Orchestra of Cologne, Tonhalle Orchestra Zurich, 
Mozarteum Orchestra Salzburg and the Budapest Festival 
Orchestra, among others. His regular North American 
appearances have included performances with the Seattle, 
Dallas, Detroit, Baltimore, Indianapolis and Pacific 
Symphony orchestras. In Canada he has appeared with  
the Toronto Symphony Orchestra and National Arts 
Orchestra, Ottawa.

He made an acclaimed debut with Opera North in 
January 2013 and, in addition to his work for Garsington 
Opera, he has conducted for Glyndebourne Opera  
on Tour and Zurich Opera. He has built an extensive 
discography as both oboist and conductor and his 
recordings of the complete Beethoven symphonies with 
Manchester Camerata have been widely praised. Douglas 
Boyd made his Australian conducting debut in 2009, and 
returned in 2011 to conduct the Melbourne Symphony 
Orchestra’s Beethoven Festival.
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abOUt the artiSt
Douglas BoyD

Powering the 
MSO through 
Regional Victoria

Powercor – a major sponsor of the  
MSO’s Regional Touring Program

Melbourne Symphony Orchestra presents  
an all-Mozart program

8pm Tuesday 5 April  7pm pre-concert talk

Ballarat’s Her Majesty’s Theatre

Purchase tickets on 03 5333 5888, at Her Majesty’s Theatre,  
or at the door one hour prior to the concert.

To find out more about what Powercor Australia is doing  
in the community visit www.powercor.com.au

The MSO 
Powering  
its way to  
Ballarat

Powercor – a major 
sponsor of the MSO’s 
Regional Touring Program

Powercor Australia and the Melbourne 
Symphony Orchestra – 2011 Australian 
Business Arts Foundation award winners  
in recognition of their shared dedication  
to taking the arts to regional Victoria  
for more than 15 years.

To find out more about what Powercor 
Australia is doing in the community visit 
www.powercor.com.au
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abOUt the MUSic
MoZaRT’s lasT syMPHoNIEs

Producing over 50 symphonies (the 
official number 41 notwithstanding) in 
the space of 23 years, Mozart can truly 
be said to have enjoyed a ‘symphonic 
career’, much as did his older friend 
Joseph Haydn (100 symphonies in  
38 years). And as symphonic careers 
go, it was, like Haydn’s, successful 
from first to last. Mozart composed  
his Symphony No.1 – perhaps with  
a little help from his sister and father  
– in the London suburb of Chelsea  
in summer 1764. Generically and 
stylistically, it dots all the ‘i’s and 
crosses the ‘t’s, almost as convincingly 
as do the symphonies of one of his 
London mentors, Johann Christian 
Bach, works indeed said to have 
‘influenced’ the eight-year-old’s first 
attempt. Between 15 and 18, he 
produced all of what now count  
as his ‘middle-period’ symphonies 
(Nos 14-30, and at least five 
unnumbered). These works soak up 
influences almost promiscuously; 
No.25 (the other G minor) seems  
to ventriloquise the ‘storm and stress’ 
of Gluck and mid-period Haydn, 
whilst No.29 (A major) displays  
a blend of the elegant and eloquent 
and skittishly agitated (a Mozart 
personality trait) that would soon 
morph into a distinctive trademark.

After relocating from Salzburg  
to Vienna in 1781, however, piano 
concertos took over as Mozart’s 
preferred orchestral vehicle, better  
for charming fickle metropolitan 
audiences than the more esoteric 
symphony. As he wrote to his father 
of his first Viennese offerings, they 
struck ‘a happy medium between 
the too easy and to the too difficult; 
brilliant, pleasing, natural without 
being vapid; appealing to connoisseurs 
and the uninitiated alike’, a formula 
that still served, a dozen concertos 
later, when he presented the last of his 
regular subscription concerts in the 
pre-Christmas season of 1786.

New symphonies were not entirely 
absent from his Vienna concerts,  
but all of them from these years were, 
in the first instance, out-of-town 
commissions: No.35 for the Haffner 
family in Salzburg in 1782; No.36 
and the so-called No.37 (most of it 
actually by Michael Haydn) for a 

concert in Linz in 1783; and No.38 
for Prague in 1787, during the season 
there of his opera The Marriage of 
Figaro. On 24 February 1788, only 
months before starting on these next 
three symphonies, he finished his 
Piano Concerto No.26 (Coronation). 
Then in May, the imperial theatre  
in Vienna unveiled for hometown 
audiences his latest Italian opera,  
Don Giovanni (or the Libertine 
Punished), premiered in Prague the 
previous October. The tepid reception 
it received perhaps explains why 
Mozart devoted much of the sultry 
Viennese summer that year to 
composing three new symphonies, 
Nos 39-41, works that, like their 
immediate predecessors, were unlikely 
to appeal greatly to the Viennese.  
By then, Austria was at war with 
Ottoman Turkey. Accordingly, most 
of his patrons were also feeling the 
economic pinch, and Mozart’s plans 
to give another concert series, at 
which the new symphonies might 
have been performed, came to 
nothing. However, it may well have 
been with one eye to possible 
publication and performances in 
England, France, and Germany that 
he completed the trilogy in quick 
succession between June and August.

Here again, Mozart was probably 
emulating Joseph Haydn. In 
December 1787, the Vienna firm, 
Artaria, published Haydn’s new set  
of six ‘Paris’ Symphonies, issued  
in two sets of three. The first set 
contained symphonies in C major 
(No.82), G minor (No.83) and E flat 
(No.84). Given the rarity of G minor 
symphonies, it can hardly be mere 
coincidence that Mozart chose exactly 
the same three keys for his new trilogy. 
Clearly, if Haydn could publish 
symphonies, presumably with hope  
of financial return, Mozart too, then 
saddled with debts, might as well  
try. He had, after all, successfully 
undertaken a similar copycat project  
a few years earlier when, following  
on from Artaria’s 1782 first edition  
of Haydn’s Op.33 string quartets,  
he composed a set of his own (since 
referred to, fittingly, as Mozart’s 
‘Haydn’ quartets). 

WOLFGANG 
AMADEUS MOZART 
(1756-1791)
Symphony No.39 in E flat, K.543 
(completed vienna, 26 June 1788)

I Adagio – Allegro 
II Andante con moto 
III Menuetto (Allegretto) – Trio – 
Menuetto 
IV Allegro

Symphony No.40 in G minor, K.550 
(vienna, 25 July 1788)

I Molto allegro 
II Andante 
III Menuetto (Allegretto)  
– Trio – Menuetto 
IV Allegro assai

INTERVAL 20 MINUTES

Symphony No.41 in C, K.551 
Jupiter 
(vienna, 10 august 1788)

I Allegro vivace 
II Andante cantabile 
III Menuetto (Allegretto)  
– Trio – Menuetto 
IV Molto allegro

oil painTinG oF MoZarT by Joseph 
lanGe (MoZarT’s broTher-in-laW).
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abOUt the MUSic
MoZaRT’s lasT syMPHoNIEs

SYMPHONY NO.39  
IN E FLAT, K.543
Another small token of Haydn’s 
legacy can be found in Mozart’s  
first new symphony in E flat. Like 
Haydn’s E flat symphony it begins 
with a grand introduction, prefacing 
the first movement. The bold timpani 
rolls and brass signals of this Adagio 
have been likened to a ‘clearing of  
the throat’, designed to call a noisy 
audience to attention lest they miss 
the much quieter music with which 
the main Allegro, surprisingly, begins. 
There is a continuing interplay 
between the noisy full band, topped 
with trumpets and drums, and more 
delicate combinations of strings  
and winds. The mellow effect of flute 
and clarinets at these points is even 
more marked due to the noticeable 
absence of oboes, Mozart’s only late 
symphony to do without this usually 
essential instrumental colour.

As in many of Haydn’s symphonies, 
and several of Mozart’s own earlier 
works, the slower second movement 
begins with an almost self-contained 
piece for the string section alone, 
simple and affective. When the 
woodwinds enter (no trumpets and 
drums in this movement), the mood 
changes and the music temporarily 
becomes more driven. In the third 
movement, a Menuetto, the vaulting 
melody and pulsing accompaniment 
verge on the athletic. In the central 
(Trio) episode the winds display a 
more playful side of their character.

Haydn’s new ‘Paris’ symphonies must 
have reminded Mozart of his own 
visit to the French capital ten years 
earlier, for, as the opening gambit  
of the fourth movement, he revives  
a joke he had played on the first 
audience of his own ‘Paris’ Symphony 
(No.31). As he explained on that 
occasion in a letter to his father:

Because I discovered that all the finales 
here in Paris begin with all the 
instruments playing together, usually  
in unison, I started mine with the first 
and second violins only, piano for the first 
eight bars – then immediately forte.  
The audience, as I expected, said Shh!  
at the piano, and when the forte came 
immediately started applauding.

Later, the various returns to the 
opening violin texture remain an 
effective way of marking turning 
points in the movement’s structure, 
brilliant for its obsessive concentration 
on its opening snatch of melody, that 
can’t be shaken despite the wide-
ranging modulations to distant keys. 
Even then the precise contours of its 
final cadence come (like its beginning) 
as something of a surprise!
The Melbourne Symphony Orchestra first 
performed Mozart’s Symphony No.39  
on 15 January 1942 under conductor Haydn 
James, and most recently in October 2010  
under Rinaldo Alessandrini.

SYMPHONY NO.40  
IN G MINOR, K.550
Minor keys are natural phenomena in 
the music of Beethoven. In Mozart’s 
overwhelmingly sunny output, however, 
they seem like unseasonal intrusions, 
requiring some explanation from 
outside of the composer’s usual 
circumstances. Yet if minor keys signify 
depression or fatalism, causes are easy 
enough to find leading up to the 
Fortieth’s completion on 25 July.  
Not only did Don Giovanni flop, but 
tragically, at the end of June, Mozart’s 
six-month-old daughter Theresia died. 
Perhaps this explains why the G minor 
symphony’s first movement is saturated 
with Mozart’s most unusual and 
haunting theme. The other three 
movements are far less familiar to most 
people, and so can still surprise. After 
Mozart’s death, Haydn quoted a phrase 
from the luminous second movement in 
his oratorio, The Seasons, memorialising 
his young friend. Since the Andante is 
also the symphony’s only major-key 
movement, the Viennese had by then 
come to prefer it too. What the 
Romantics thought of as the high-
minded angst of minor keys, was all too 
often anathema to Viennese audiences, 
as Beethoven later discovered. But at 
least they had more staying power than 
the average audience today. When 
played with all its repeats, as Mozart 
intended (but which most conductors 
do not bother with today), it is almost 
twice as long as the opening movement. 
The third movement, a minuet in G 
minor again, is not a well-balanced, 
copybook example of the dance. This 
one is energetic and eventful, with 
dissonant notes and syncopated 
rhythms – as unusual, in its small way, 
as the opening movement. The fourth 
movement is an orchestral tour de force, 
designed by Mozart to sweep his 
audience along in a state of increasing 
nervous excitement. Its inexorable 
forward motion is interrupted only by 
the weirdness of a couple of audibly 
disconcerting moments, when Mozart 
perversely avoids any clear sense of key 
for rather longer than is comfortable.
The Melbourne Symphony Orchestra first 
performed Mozart’s Symphony No.40 on 6 July 
1940 under Sir Thomas Beecham, and most 
recently in October 2011 under Paul Fitzsimon.

Joseph haydn, painTinG  
by ThoMas hardy (1792)
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INTERVAL 20 mInUteS

SYMPHONY NO.41  
IN C, K.551 ‘Jupiter’
In concerts in Mozart’s day, the first 
movement of a symphony typically 
served as the overture to the whole 
evening’s entertainment, so it is hardly 
surprising that the first movement  
of his final symphony is stylistically 
almost identical with his late opera 
overtures. Moreover, close to the end 
of the first movement’s statement-of-
themes, Mozart actually borrows a 
phrase from a catchy little opera song, 
Un bacio di mano (‘A hand-kiss’), K.541 
that he composed a few months earlier. 
This cheeky snatch of melody, first 
heard softly from the violins with 
pizzicato accompaniment, does indeed 
sound a bit like a hand-kiss, but later 
attracts more serious attention in the 
development section. Less subtle, but 
far more effective, is the contribution 
of the brass and drums. Taken out of 
context and played alone, the bluster  
of their simple, militaristic fanfares 
sounds more suited to a parade-ground 
than a concert room (Mozart’s usual 
brass players, drawn from the Emperor’s 
band, had experience in both). Yet, 
added to the rest of the orchestra, these 
primitive gestures generate palpable 
excitement and grandeur. Since his 
valveless horns and trumpets could only 
play a few notes in the keys of C and G, 
Mozart has the woodwinds take over 
their fanfare figures when he needs to 
explore more distant keys, as he does, 
for instance, at the opening of the 
central development section. 

Also suggestive of opera is the aria-like 
second movement in which the 
woodwinds (flutes, oboes, and bassoons) 
‘sing’ in seemingly effortless 
counterpoint with muted violins. 
Mozart’s valveless horns were able to 
participate in this F major movement by 
changing crooks, but the trumpets and 
drums are banished until the return of 
C major in the third movement. This is 
a fast and breezy minuet, perhaps more 
suited to the prancing horses of Vienna’s 
Spanish Riding School than to the 
gracious balls in the Redoutensaal 
ballroom (for which the Emperor also 
employed Mozart to compose minuets).

Mozart’s symphony finales also bear  
a close resemblance to their operatic 
finale counterparts, consisting of busy, 
motoric music inclined to virtuosic 
sleight-of-hand. This finale is a 
contrapuntal extravaganza that 
climaxes in the coda. There, the 
movement’s unforgettable four-note 
main theme and its no fewer than 
four counter-melodies are combined 
simultaneously in what musical 
technicians describe as ‘five-part 
invertible counterpoint’ (which simply 
means that the five snatches of 
melody make musical sense together, 
vertically, whichever one is on top, 
bottom, or in the middle). This 
contrapuntal feat earned for the piece 
its German nickname, ‘Symphony 

with a fugal ending’, which perhaps 
sounds a little stern for music which, 
though ingenious and uplifting,  
is nevertheless couched in the same 
light-hearted, rollicking manner as 
Rossini’s operatic finales of 15 years 
later. Among the projects Mozart 
contemplated for 1789 was a 
potentially profitable visit to England. 
Had the visit gone ahead, he would 
have introduced this symphony to 
British audiences personally, and 
heard first-hand the nickname which 
one of his London admirers (Haydn’s 
friend, John Peter Salomon) gave it, 
‘Jupiter’, fittingly elevating it to the 
pinnacle of the musical pantheon.
The Melbourne Symphony Orchestra first 
performed Mozart’s Symphony No.41  
on 27 June 1940 under Sir Thomas Beecham, 
and most recently in June 2012 under  
Alexander Shelley.

Program notes © Graeme Skinner 2013

abOUt the MUSic
MoZaRT’s lasT syMPHoNIEs

GUEST MUSICIANS
Dale Barltrop † concertmaster
Jenny Khafagi violin
Clare Miller violin
Jennen Ngaiau-Keng violin 
Christopher Moore * principal viola
Ceridwen Davies viola
Simon Oswell viola
Isabel Morse viola
Rachael Tobin ** associate principal cello
Ann Blackburn oboe
Matthew Ockenden ‡ principal bassoon
Mark Paine principal horn
† Courtesy of Vancouver Symphony Orchestra
‡ Courtesy of Australian Opera and Ballet 

Orchestra
* Courtesy of Australian Chamber Orchestra 
**Courtesy of West Australian Symphony Orchestra

vienna (1785) enGravinG by carl schüTZ
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The MSO officially welcomed the MSO Friend Patrons in March, with  
a cocktail reception held in the Iwaki Auditorium. Joined by Managing 
Director André Gremillet, board members and several musicians and 
staff, it was a wonderful opportunity for all to catch up with familiar faces 
as well as meet and welcome new ones. By way of thanking everyone who 
contributed to last year’s Instrument Fund Appeal, attendees were treated 
to performances by the MSO’s woodwind section on the new instruments 
purchased with funds from the 2012 appeal.

The event also heralded the launch of the MSO’s 2013 Instrument Fund 
Appeal, which this year turns its attention to the ‘big’ instruments of the 
orchestra, and the urgent need to replace our decades-old transportation 
cases. MSO Double Bass player Stephen Newton’s new instrument 
received special attention, with guests ‘meeting’ it in person. Crafted  
in 1835 by Thomas Kennedy, Stephen’s precious double bass is a great 
case in point (no pun intended) for the MSO’s current Appeal, which is 
seeking to raise $50,000 towards new travelling cases for these powerful 
but fragile instruments.

Many thanks from the MSO to all the generous donors who have already 
contributed to this important Appeal, and who have already assisted  
in helping us raise $34,000. For more information on our Annual 
Instrument Fund, or to donate, visit mso.com.au/2013appeal or contact 
our Philanthropy team on 9626 1107, philanthropy@mso.com.au

THE 2013 INSTRUMENT FUNd AppEAL
YoUr HeLp In a BIg caSe 

sTephen neWTon explains Why 
double basses need neW cases 

the 2013
INsTRuMENT fuND aPPEal

Discover the power of percussion, the subtlety of strings, the wonders of woodwind and the brilliance 
of brass in this first-hand experience of a live orchestra! Audiences of all ages are welcome.

To receive a 2013 Education and Community Outreach brochure which includes  
full details about Education Week - please email:  
education@mso.com.au or visit mso.com.au

 

 
 

MELBOURNE 
TOWN HALL

28 MAY  
TO 1 JUNE
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Friday 17 May at 8pm 
robert blackwood hall,  
Monash university, clayton

Saturday 18 May at 8pm
arts centre Melbourne, hamer hall

Bach   Chorale prelude Ich ruf’ zu Dir,  
Herr Jesu Christ arr. Busoni

Bach Keyboard Concerto No.5 

Bach   Chorale prelude Jesu, Joy  
of Man's Desiring arr. Hess

Bach Keyboard Concerto No.1

INTERVAL 20 MINUTES

Schubert Symphony No.9 Great

Melbourne Symphony Orchestra
Douglas Boyd conductor 
Simone Dinnerstein piano

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

Saturday evening’s 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. 

Friday 17 May at 7pm 
Robert Blackwood Hall Foyer

Andrew Hall will present a pre-concert talk on the 
artists and the works featured in the program.

Saturday 18 May at 7pm 
Stalls Foyer, Hamer Hall

douglas Boyd will be in conversation with the MSO’s 
director of Artistic planning, Huw Humphreys.

BeYonD tHe Stage
Learn more about the music in these free events. 
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abOUt the artiStS
BaCH aND sCHuBERT MasTERPIECEs

DOUGLAS BOYD conductor
Douglas Boyd is currently Chief Conductor of the 
Musikkollegium Winterthur and Artistic Director of 
Garsington Opera. He was Music Director of Manchester 
Camerata from 2001 to 2011, and has also held positions 
as Principal Guest Conductor of the Colorado Symphony 
Orchestra, Artistic Partner of the St Paul Chamber 
Orchestra and Principal Guest Conductor of the City  
of London Sinfonia.

He was born in Glasgow and studied with Janet Craxton 
at the Royal Academy of Music and with Maurice 
Bourgue in Paris. He regularly conducts the Chamber 
Orchestra of Europe, of which he was a founding member 
and Principal Oboist for 21 years until 2002.

He has conducted many of the UK’s major orchestras,  
and in Europe has appeared with the Gürzenich 
Orchestra of Cologne, Tonhalle Orchestra Zurich, 
Mozarteum Orchestra Salzburg and the Budapest Festival 
Orchestra, among others. His regular North American 
appearances have included performances with the Seattle, 
Dallas, Detroit, Baltimore, Indianapolis and Pacific 
Symphony orchestras. In Canada he has appeared with  
the Toronto Symphony Orchestra and National Arts 
Orchestra, Ottawa.

He made an acclaimed debut with Opera North in 
January 2013 and, in addition to his work for Garsington 
Opera, he has conducted for Glyndebourne Opera on 
Tour and Zurich Opera. 

He has built an extensive discography as both oboist  
and conductor and his recordings of the complete 
Beethoven symphonies with Manchester Camerata  
have been widely praised. 

Douglas Boyd made his Australian conducting debut  
in 2009, and returned in 2011 to conduct the Melbourne 
Symphony Orchestra’s Beethoven Festival.

SIMONE DINNERSTEIN piano 
New York-based pianist Simone Dinnerstein gained an 
international following thanks to the phenomenal success 
of her self-funded recording of Bach’s Goldberg Variations, 
which reached No.1 on the US Billboard Classical Chart 
in its first week of commercial release. The three albums 
she has recorded since then – The Berlin Concert, Bach:  
A Strange Beauty and Something Almost Being Said – have 
also topped the classical charts. Just released is Night,  
an album with singer-songwriter Tift Merritt blending 
classical, folk and rock influences.

Dinnerstein is a graduate of the Juilliard School and 
studied at the Manhattan School of Music and in London 
with Maria Curcio. She has played with such orchestras  
as the New York Philharmonic, Boston Symphony, 
Minnesota Orchestra, Dresden Philharmonic, Frankfurt 
Radio Symphony, Vienna Symphony, Czech 
Philharmonic and Kristjan Järvi’s Absolute Ensemble, 
among many others. She has appeared at Carnegie Hall, 
Kennedy Center, Vienna Konzerthaus, Berlin 
Philharmonie and Wigmore Hall, and at the Aspen, 
Ravinia, Verbier and Mostly Mozart festivals. 

Dinnerstein works with composers such as Jefferson 
Friedman, Philip Lasser, Daniel Felsenfeld and Nico 
Muhly. She explores ways to change the traditional 
concert experience, and devised a program with 
thereminist Pamelia Kurstin and actor Alvin Epstein 
which debuted in November 2012 at (le) poisson rouge  
in New York. She plays for the Piatigorsky Foundation, 
and through them has performed in several prisons in the 
US. Dedicated to her community, in 2009 she founded 
Neighborhood Classics, a concert series open to the public 
which is hosted by, and raises funds for, New York City 
public schools.
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Independently, Handel and Bach 
were among the earliest composers  
to experiment with using a keyboard 
instrument (harpsichord or organ) as 
principal concerto soloist, replacing 
the hitherto more usual violin. Bach’s 
most magnificent essay in this new 
genre is the concerto with harpsichord, 
No.5 of the Brandenburg Concertos, 
composed around 1720 while he was 
music director at the ducal court in 
Cöthen. Next, after taking up a new 
post in Leipzig in 1723, where his 
chief task was to prepare sacred music 
for weekly use in the principal 
churches, he inserted into his church 
cantatas several movements from  
his own violin and oboe concertos,  
re-scoring the solo parts for organ.

The bulk of his harpsichord concertos 
are a direct result of Bach’s parallel 
appointment as director of Leipzig’s 
leading music club, or collegium 
musicum. Founded by Telemann when 
he was a student at Leipzig University 
in 1701/2, this club later metamorphosed 
into the Gewandhaus concerts, of 
which Mendelssohn became director 
in the 1830s, and ultimately into the 
Gewandhaus Orchestra. And, relevant 
to this program, it was at the Gewandhaus 
in 1839 that Mendelssohn conducted 
the belated first ever public performance 
of Schubert’s Ninth Symphony.

None of the music that makes up 
Bach’s 14 concertos for one or more 
(two, three, or four) harpsichords was 
altogether new. Like the organ-solo 
movements in his Leipzig church 
cantatas, they were rearrangements 
from his own pre-existing violin or 
oboe concertos. Chronologically, the 
transcriptions fall into two groups.  
The earlier are the concertos for two or 
more harpsichords (BWV1060-65), in 
which Bach himself, as chief keyboard 
soloist, would perhaps be assisted by 
his eldest sons Friedemann, Emanuel 
and Bernhard, to the accompaniment 
of the club’s excellent string players. 
Later, when his elder sons had left 
Leipzig and he himself was increasingly 
in demand as a keyboard virtuoso, Bach 
turned to preparing the second group, 
the six complete concertos for one 
keyboard (BWV1052-6 and 1058).  
In the case of two of these solo 
keyboard concertos (BWV1058 and 
1054), Bach’s violin-solo original also 
still survives (respectively BWV1041 
and 1042), allowing us to compare 
them in their earlier and later states.

The Concerto in F minor (BWV1056), 
however, is one of the arrangements 
whose originals have since been wholly 
or partly lost. An earlier version of only 
one of its three movements remains; 
the central Largo had appeared in 1729 
as the opening instrumental sinfonia to 
a church cantata, Ich steh’mit einem Fuss 
im Grabe (‘I stand with one foot in the 
grave’, BWV169), originally scored 
there for solo oboe and bowed strings. 
In the keyboard version, made a decade 
later (c.1838), Bach slightly altered the 
instrumental colouring, directing the 
strings to play pizzicato, and adding 
ornamentation to the solo line. The 
result is one of the most extraordinarily 
lovely slow movements in the Baroque 
repertoire, and one that into the 
modern recording era continued to  
be a favourite excerpt of such notable 
pianists as Sviatoslav Richter and Glenn 
Gould. Meanwhile, musicologists 
suspect that the two framing fast 
movements also derived from a lost 
oboe concerto. Both movements are 
tightly constructed. In the first, the 
soloist plays without a break, and its 
music carries the entire gist of the 
musical argument. By contrast, in the 
more contrapuntal interplay of the final 
movement, keyboard soloist and strings 
share the musical material equally.

JOHANN SEBASTIAN 
BACH 
(1685-1750)
arr. Ferrucio Busoni (1866-1924) 
Chorale prelude Ich ruf’ zu dir, 
Herr Jesu Christ, BWV639

Keyboard Concerto in F minor, 
BWV1056 
I Allegro 
II Largo 
III Presto

arr. Myra Hess (1890-1965) 
Chorale Jesu, Joy of Man’s 
Desiring from BWV147 

Keyboard Concerto in d minor, 
BWV1052 
I Allegro 
II Adagio 
III Allegro

Simone dinnerstein piano

oil painTinG oF bach by  
elias GoTTlob haußMann, 1748
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Myra hess perForMinG aT one oF her naTional Gallery concerTs  
durinG The second World War
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The Concerto in D minor (BWV1052), 
arranged around 1734, is doubly 
interesting, because the violin original 
from which Bach derived it may well 
have been the very first solo concerto 
he ever composed. Despite the loss  
of this original and numerous likely 
small changes in instrumental 
detailing, the music we hear today 
remains – phrase for phrase – 
essentially that which Bach first 
penned in 1713. The influence of the 
southerner Vivaldi on the young 
north German’s imagination is as 
audible now as it must have been 
then, from the characteristic bare 
unison openings of all three 
movements, to the extensive cadenza-
like episodes. Even through the filter 
of this keyboard rearrangement, it is 
still easy to picture the original violin 
soloist, maybe Bach himself, bowing 
furiously in these marvellous patterns 
around a single pitch reiterated on one 
of his instrument’s open strings. Setting 
Bach’s concerto apart from Vivaldi, 
however, is a marked lengthening of the 
outer fast movements, and an enhanced 
contrapuntal complexity that far 
surpasses the capabilities (or, indeed, 
interests) of the Venetian master.  
The concerto remains one of the most 
extensive and magnificent virtuoso 
works of the era, taking over twice as 
long to perform as an average concerto 
by such of Bach’s models as Vivaldi, 
Marcello or Telemann.

At the outset of each of the two 
framing Allegro movements there  
is an orchestral ritornello, literally  
a ‘returning passage’, that recurs 
regularly, punctuating each major 
section. These memorable, carefully-
balanced ritornelli, scored using the full 
string band – with flashy scale passages 
and crisp cadences borrowed directly 
from Vivaldi’s concerto style – create 
maximum contrast with the more 
unpredictably rhapsodic episodes 
featuring the keyboard soloist. Seldom 
crystallising into fully-fledged melody, 
the soloist’s music consists of a 
dazzling succession of pattern-making, 
lightly accompanied, but always 
intensifying to a climactic return of the 
tutti. The central Adagio movement – 
like a shadowy nocturne wafting 
straight off a Venetian canal (so 
consummately does Bach conjure 
Vivaldi here) – contrasts in key  
(G minor) and construction, having  
a more pervasive ritornello, which  
is constantly repeated by the bass 
instruments, thereby underpinning  
the entire movement. Above this, the 
soloist weaves a series of progressively 
more extravagant melodic variations, 
before finally the ritornello is restored 
to its unadorned unison focus.

For 50 years after Bach’s death, his 
concertos circulated only in manuscript, 
given occasional performances by his 
sons and their pupils. But by 1808, no 
less an advocate than Beethoven was 
pleading that all Bach’s music should 
be published, and these two concertos 
eventually appeared in print, as part of 
the massive collected works edition, in 
1869. Long before then, the D minor 
concerto had become a favourite of 
concert audiences, not least in Bach’s 
own Leipzig. There, from the mid-
1830s, Felix Mendelssohn, the new 
conductor of the Gewandhaus 
concerts, programmed it regularly with 
the piano as soloist. Another favourite 
was the Concerto for three pianos 
(BWV1063); in England in 1844, 
three of the great virtuoso pianists of 
the age – Mendelssohn, Moscheles, 
and Thalberg – played it together. 
Mendelssohn’s pupil, the young 
Charles Horsley (who later spent the 
1860s in Melbourne and Sydney as 
one of colonial Australia’s leading 
conductors) recalled the cadenza that 
Mendelssohn improvised toward the 
concerto’s close, a ‘storm, nay a perfect 
hurricane of octaves, which must have 
lasted for five minutes’.

160 YEARS OF
WINEMAKING  
EXCELLENCE
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Mendelssohn bequeathed his love of 
Bach to his students. In Leipzig in the 
late 1880s, one of them, Carl Reinecke 
(1824-1910), in turn taught such leading 
young pianists of the next generation as 
the Melbourne-born Ernest Hutcheson 
(1871-1951) and the Italian Ferruccio 
Busoni. While studying with Reinecke 
in 1889, Busoni went to a Bach organ 
recital in Bach’s old church, St. Thomas, 
and his companion that day Cathy Petri 
(whose son Egon Petri became one  
of Busoni’s greatest pupils) suggested  
he should arrange some of Bach’s organ 
music for piano. Busoni later wrote  
that ‘the interpretation of Bach’s organ 
pieces on the pianoforte is essential  
to a complete pianistic study of Bach’, 
and that ‘every piano-player should … 
know and master all such 
transcriptions’. Among Busoni’s most 
lingeringly popular arrangements was 
his version of Bach’s plaintive organ 
prelude on the Lutheran chorale, Ich 
ruf ’ zu dir, Herr Jesu Christ (I call to you, 
Lord Jesus Christ). Bach’s organ 
original (BWV639) dates from around 
1715. Busoni’s piano arrangement, 
made in 1898, went on, in the 20th 
century, to become one of Vladimir 
Horowitz’s favourite Bach solos.

Bach’s cantatas were also mined for 
movements to make effective piano 
arrangements. Percy Grainger described 
his piano piece Blithe Bells (1931) as a 
‘free ramble’ of the lovely aria Sheep may 
safely graze from a 1713 Bach cantata 
(BWV208), and then another well-
known arrangement, much closer to  
the original, was made in the 1940s  
by pianist Ignaz Friedman, then based 
in Sydney. The best-known modern 
arrangement of all, however, was that 
called Jesu, Joy of Man’s Desiring, made  
in 1926 by the young English pianist 
Myra Hess. Hess brought the arching 
triplets of Bach’s original orchestral 
accompaniment, and his placid sung 
chorale, together under the hands of a 
single pianist (she also made a second 
arrangement for two pianists in 1934). 
Her 1929 gramophone recording of it 
was also an immediate bestseller. In his 
1932 murder mystery, Darkness at 
Pemberley, English novelist T.H. White 
(of The Sword in the Stone fame) has  
his detective, Buller, weighing up the 
evidence while listening to Hess’ Bach 
record. Like a classical version of the 
songs of Vera Lynn, Hess’ arrangement 
also became a distinctive soundbite  
of the Second World War. In 1940, 
London’s National Gallery had been 
emptied of all its masterpieces, leaving 
only a few pictures that would not be 
sorely missed if a bomb struck. Hess, 
keen to make her contribution to the 
war effort, asked the director Kenneth 
Clark if she could present a series of 

lunchtime concerts in the almost 
deserted galleries, and at the first  
she played Beethoven’s Appassionata 
Sonata and Bach’s Jesu Joy, effectively 
reclaiming as universal citizens  
two German masters that the Nazi 
propaganda minister, Goebbels,  
was meanwhile attempting to 
misappropriate to his own ends.  
As Clark later confessed: ‘In common 
with half the audience, I was in tears. 
This was what we had all been waiting 
for – an assertion of eternal values.’

Program notes © Graeme Skinner 2013
The first ABC performance of Bach’s F minor 
keyboard concerto was given by the Melbourne 
Symphony Orchestra on 7 September 1946, 
conducted by Bernard Heinze. The soloist was 
Elsie Fraser. The most recent performance took 
place in September 2001 with Asher Fisch and 
Joanna MacGregor.

The first ABC performance of Bach’s D minor 
keyboard concerto was given by the Melbourne 
Symphony Orchestra on 12 April 1947, with 
Warwick Braithwaite and soloist Vera 
Bradford. The most recent performance took 
place in October 1993 with conductor/soloist 
András Schiff.

INTERVAL 20 mInUteS

DiD you know this concert is part of a series?

If you lIke what you  
are hearIng, there’s  
more waItIng for you.  
This concerT is parT  
of a handpicked series.

iT’s noT Too laTe To  
geT your subscripTion 
and enjoy The benefiTs 
ThaT come wiTh 
purchasing a package.

Visit mso.com.au/subscriptions or call the mso box office 
on (03) 9929 9600 to find out more about our subscriptions.

4-concert 
packages  
start from $144
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*Courtesy of Adelaide 
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Among papers found after Schubert’s 
death was a score of his ‘Great’ 
Symphony in C, which the 
composer’s brother showed to Robert 
Schumann in 1838. Fired with 
enthusiasm, Schumann sent it to 
Mendelssohn in Leipzig, and in 1839 
the work was performed there by the 
Gewandhaus Orchestra. In a letter  
to his then fiancée, Clara Wieck, 
Schumann described the rehearsal  
he had attended: 

I have been in paradise today!…I was 
supremely happy, and had nothing left to 
wish for, except that you were my wife, and 
that I could write such symphonies myself.

Schumann’s enthusiasm was generated 
in part by the ‘heavenly length’ of the 
piece, which he compared to a novel  
in four volumes; Schubert had, clearly, 
hit on a new way of structuring large 
spans of symphonic time, and this 
would have radical implications for  
the form as cultivated by composers 
from Schumann to Mahler.

The magic number ‘nine’, the fact of 
Schubert’s tragically early death, and 
existence of at least one ‘Unfinished 
Symphony’ in Schubert’s oeuvre have 

conspired to create a number of myths 
about the ‘Great’ C major symphony. 
First, far from being Schubert’s last 
word in the medium, it was completed 
in 1826 – well before his death – and 
indeed was at one time numbered 
‘seven’ in the Schubert canon. Second, 
while the Leipzig performance was the 
work’s public premiere, in fact the 
symphony hadn’t sat under Schubert’s 
bed all that time: the composer had  
sent a copy to Vienna’s Gesellschaft  
der Musikfreunde in 1826, and the 
orchestra, which paid Schubert a small 
gratuity, had read through the work but 
decided it was too long and ‘difficult’  
for players and audiences alike. (This 
remained a stumbling-block for the 
work well into the 19th and early  
20th centuries: Mendelssohn had to 
withdraw it from a performance in 
London owing to a player rebellion,  
and Hans von Bülow found aspects of it 
as baffling as the music of his erstwhile 
disciple, Mahler.) Finally, the nickname 
refers in part to the work’s generous 
dimensions, but also distinguishes  
it from the earlier symphony D.589  
(the ‘sixth’), also in C major.

The symphony’s challenges and joys 
both stem from its balance of classical 
principles and, for want of a better 
term, Romantic aspirations – it is 
after all roughly contemporary with 
Beethoven’s Ninth and Berlioz’s 
Symphonie fantastique. The work is cast 
in the conventional four-movement 
layout of the classical Viennese 
symphony, and Schubert uses some 
kind of sonata design in three of the 
movements; his orchestration, with its 
use of horn calls and distant, soft 
trombones, evokes the Romanticism 
of Mendelssohn and Weber.

The first movement begins with a 
slow introduction that creates added 
tension before the outbreak of the 
faster material in the main body of 
the movement. So far, so classical,  
but in addition the theme (on unison 
horns) which begins the work also 
contains the seeds of much of the 
symphony’s subsequent material – 
especially the dotted rhythm in the 
theme’s second bar, which pervades 
the whole work. This elaboration of 
material from a small cell recalls the 
examples of Haydn and Beethoven, 

though Schubert balances this 
concentration with his characteristic 
spinning of apparently endlessly new 
melodies. But from Beethoven too,  
he learned the rhetorical power of 
reiteration, and at various points in 
the piece creates long stretches of 
increasingly exciting music out of the 
forceful repetition of short, strongly 
profiled motives. The tremendous 
tension built up during the first 
movement is resolved in a way 
uncharacteristic of Schubert: he 
brings back the opening horn theme, 
now transformed by the prevailing 
fast tempo into something much less 
dreamy in character.

The slow movement begins in A minor, 
the work’s relative minor key, and  
its main theme, characterised by  
the pervasive dotted rhythm, was 
described by musicologist Donald 
Tovey as a ‘heartbreaking show  
of spirit in adversity’. Certainly 
Schubert’s health was, at this time, 
deteriorating thanks to syphilis and 
the then common treatments for the 
disease, but the work is in no way  
a document of self-pity. Using a 
device common in his songs, Schubert 
takes his music into the major mode 
(A major) for dramatic, and possibly 
optimistic, contrast.

The Scherzo maintains the large-scale 
thinking of the rest of the work, and 
in this regard anticipates the massive 
structures of Bruckner’s symphonic 
scherzos. Like Bruckner, Schubert 
generates great energy by the use  
of inexorably buoyant rhythms and  
a string of beautiful themes.

The finale is likewise of a proportion 
to match the previous movements  
and is as full of thematic invention.  
It encompasses material and 
emotional states as different as what 
Tovey identifies as ‘fairy music’ and 
gestures ‘as terrible as anything in 
Beethoven or Michelangelo’.

Gordon Kerry © 2009
The Melbourne Symphony Orchestra first 
performed Schubert’s Ninth Symphony in 
October 1938 under conductor Malcolm 
Sargent, and most recently in February 2009 
at a Sidney Myer Free Concert conducted by 
Oleg Caetani.

FRANZ SCHUBERT 
(1797-1828)
Symphony No.9 in C, d.944, 
‘Great’ 

I Andante – Allegro ma non 
troppo 
II Andante con moto 
III Scherzo (Allegro vivace – 
Trio) 
IV Allegro vivace
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VERDI’S REQUIEM
Experience this dramatic panorama  
of human hopes and fears, featuring  
an outstanding international cast. 

Verdi Messa da Requiem

Sir Andrew Davis conductor 
Amber Wagner soprano 
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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.
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and onwards to more than 130 destinations globally. 

Emirates is equally proud to have brought its state-of-the-
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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, 
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in classical music to people in all parts of Victoria.
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Sunday 19 May at 11am
iwaki auditoirum, abc southbank centre 

Krommer octet-partita in b flat 
Rossini  duet for cello and double bass

inTerval 20 MinuTes

Beethoven symphony no.7 (arr. for wind octet) 

Philip Arkinstall, Jon Craven clarinet 
Michael Pisani, Ann Blackburn oboe 
Brock Imison, Chloe Turner bassoon 
Saul Lewis, Jenna Breen horn 
Rohan de Korte cello 
Ben Hanlon double bass 
Hosted by Mairi Nicolson

This concert has a duration of approximately one hour  
and 45 minutes, including one interval of 20 minutes.

This performance will be recorded for later broadcast  
and streaming around Australia on ABC Classic FM.

Please turn off your mobile phone and all other electronic 
devices before the performance commences. 
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PHILIP 
ARKINSTALL 
clarinet
Philip Arkinstall has 

been the MSO’s Associate Principal 
Clarinet since 2009 and was principal 
with the Malaysian Philharmonic 
Orchestra for 11 years before that.  
He was the winner of the Australian 
Woodwind Competition in Brisbane 
at the age of just 18 and also won the 
2MBS Radio Performer of the Year 
in 1996 and the ABC Young Performers 
Award in 1997. Queen's Trust and  
Big Brother awards enabled him to 
further his studies in Europe and he has 
appeared both as a soloist and as a guest 
principal with the Sydney Symphony, 
West Australian Symphony Orchestra, 
Queensland Symphony Orchestra  
and Tasmanian Symphony Orchestra, 
and has been a regular soloist with the 
MPO in repertoire including Mozart, 
Henze, Copland, Strauss and Bruch 
amongst others. He's an active chamber 
musician and has been fortunate 
enough to tour Australia for Musica 
Viva with the Auer Quartet, also 
working with groups like the Goldner 
Quartet, the Eggner Trio, as well as the 
Australia Ensemble, the Australian 
Chamber Orchestra, the Melbourne 
Chamber Orchestra and many 
contemporary ensembles including 
Arcko and Australysis.

JONATHAN 
CRAVEN clarinet
Jonathan Craven has 
been the Principal Bass 

Clarinet with the Melbourne 
Symphony Orchestra since 2001. 
Originally from Liverpool, Jonathan 
moved to Australia at age six and at 
age 16 began clarinet studies with 
Floyd Williams at the Queensland 
Conservatorium. After finishing 
school he was accepted into the 
Diploma of Music (Performance) 
course, and during this time he won 
several prizes for both solo performing 
and chamber music. On completing 
this course, he furthered his studies in 
London where he received a licentiate 
of the Royal Academy of Music. 
When Jonathan returned to Australia 
he moved to Perth to teach at the 

West Australian Conservatorium of 
Music and in 1993 he was appointed 
Principal Bass Clarinet of the  
West Australian Symphony 
Orchestra. Three years later he won 
the audition for Associate Principal 
Clarinet in the same orchestra.  
He later relocated to Melbourne to 
join his wife, Melbourne Symphony 
Orchestra Associate Principal Flute 
Wendy Clarke. 

MICHAEL PISANI 
oboe
Michael Pisani has 
been a member  

of the Melbourne Symphony 
Orchestra since 2004, and is now 
Principal Cor Anglais. Michael grew 
up in Melbourne, first learning the 
piano before starting the oboe at age 
12. After studying at the Victorian 
College of the Arts he was appointed 
to the position of Associate Principal 
Oboe in the Australian Opera and 
Ballet Orchestra and then to the same 
position in Orchestra Victoria the 
following year. On occasion, Michael 
also plays Principal Oboe with the 
Australian Chamber Orchestra and 
has been guest principal with the 
Tasmanian Symphony Orchestra, 
Queensland Symphony Orchestra, 
Auckland Philharmonic and Hong 
Kong Philharmonic. He has appeared 
as soloist with various orchestras in 
Melbourne, performing Strauss and 
Mozart oboe concertos, and has 
featured on the ABC’s Sunday Live 
and Young Australia programs. 
Michael also teaches oboe at the 
University of Melbourne.

ANN BLACKBURN 
oboe
Ann Blackburn has a 
Bachelor  

of Music from the Australian 
National University in Canberra and 
a Diploma from the Freiburg 
Hochschule für Musik, where she 
studied with Heinz Holliger. She was 
Associate Principal Oboe with 
Orchestra Victoria from 2004 to 2006 
and freelanced with the Melbourne, 
Sydney, Adelaide and Tasmanian 
Symphony orchestras, as well as 
OzOpera and the Victorian Opera, 

before performing as Second Oboe 
with the Melbourne Symphony 
Orchestra. She also guests regularly 
with the Melbourne Chamber 
Orchestra and appears on Katie 
Noonan’s recent album Songbook.  
She has performed recitals in New 
Zealand and on various cruise ships 
with her chamber music group  
Trio Australasia.

BROCK IMISON 
bassoon 
Brock Imison has  
held the position of 

Principal Contrabassoon with the 
Melbourne Symphony Orchestra 
since 2004. Born in Brisbane,  
Brock began playing the bassoon  
at age 13 and completed his studies  
at the Queensland Conservatorium  
of Music School. During his studies  
he was a member of the Queensland 
Youth Orchestra and has also 
appeared with the Queensland 
Symphony Orchestra, Tasmanian 
Symphony Orchestra, Auckland 
Philharmonic, Australian Opera  
and Ballet Orchestra, Melbourne 
Chamber Orchestra and Australian 
Chamber Orchestra. Recently he has 
been a guest principal bassoonist for  
the Maribor festival in Slovenia and 
in August 2011 he was a member  
of the Australian World Orchestra  
for its inaugural season in Sydney. 
Brock strives to improve the profile  
of the Contrabassoon, premiering 
new music in solo recitals, arranging 
chamber music and hosting 
workshops for composers to learn 
more about the instrument. In 2008 
he toured as soloist with the MSO 
performing his own transcription  
of Weber’s Bassoon Concerto for  
the contrabassoon.

CHLOE TURNER 
bassoon
Chloe Turner 
completed her Bachelor 

of Music degree with honours in 
2008 at the University of Melbourne, 
after receiving a full scholarship to 
study with Brock Imison. 

For the past four years, she has 
enjoyed the support of the Tallis 
Foundation, a bursary fund 

abOUt the artiSitS
BEETHovEN foR WINDs



22

abOUt the artiStS
BEETHovEN foR WINDs

administered by the Peninsula Music 
Society for the benefit of gifted young 
musicians, and in 2008 was a prize 
winner in the Sydney Double Reed 
Competition. In 2009 and early  
2011, Chloe was a student of Elise 
Millman at the Australian National 
Academy of Music. In 2010 she was  
a participant in the Sydney Symphony 
Fellowship Program. 

Chloe Turner has performed regularly 
with the Sydney, Melbourne, 
Queensland and Tasmanian 
Symphony orchestras. Last year  
Chloe worked as the Contrabassoonist 
with the Hong Kong Philharmonic 
Orchestra and is excited to be 
working with the Melbourne 
Symphony Orchestra in 2013.

SAUL LEWIS  
horn
Saul Lewis has been  
a member of  

the Melbourne Symphony Orchestra 
Horn section since 2009 and holds 
the position of Principal 3rd Horn. 
After completing his A.S.C.M.  
at the Sydney Conservatorium,  
Saul was awarded a Big Brother 
Scholarship and studied with many  
of the pre-eminent horn players in 
London and Germany. He later 
completed his Masters Degree in 
Performance in Sydney under Tony 
Buddle and became Principal 3rd 
Horn with the Australian Opera  
and Ballet Orchestra in 1994.  
He has played with the Queensland 
Symphony Orchestra, Tasmanian 
Symphony Orchestra, Adelaide 
Symphony Orchestra, Sydney 
Symphony and Australian Chamber 
Orchestra as well as being active in 
the commercial scene on film scores. 
Saul was a founding member of the 
Sydney wind quintet Enigma Five. 
He won the position of Principal 3rd 
Horn with the MSO in 2010 and is 
also teaching at Monash University 
and the University of Melbourne.  
He loves Melbourne’s cultural life  
and its golf courses!

JENNA BREEN 
horn
Jenna began her 
musical education  

at the age of nine, taking up the flute 
through her primary school band 
program. It was only a year before  
she saw the light and took up her  
now preferred instrument, the French 
horn. Throughout her school years  
she developed her love for music 
through participation in various youth 
and community ensembles, always 
wanting to pursue a career in this 
field. Following her completion of 
high school, Jenna entered the 
Queensland Conservatorium of 
Music on an Academic Scholarship 
where, during her course, she also 
received the Kurt Blumenthal Music 
Scholarship and the Yvonne Haysom 
Women in Music Bursary. Jenna 
moved to Melbourne in 2009 to study 
at the Australian National Academy 
of Music. She has since been 
freelancing in Melbourne except  
for a brief stint in 2012 with the  
West Australian Symphony 
Orchestra. Having also played  
with the Queensland Symphony, 
Adelaide Symphony and Malaysian 
Philharmonic, Jenna always feels at 
home when she returns to Melbourne 
and is very happy to be contracted to 
the Melbourne Symphony Orchestra.

ROHAN DE KORTE 
cello
Rohan de Korte has 
been a member of the 

MSO Cello section since 2009. 
Rohan chose to play the cello at the 
age of five because it was bigger than 
a violin, and studied with Henry 
Wenig and Nelson Cooke before 
choosing musical studies in Europe 
over a career in basketball – the 
Chicago Bulls hadn’t called. 

Rohan studied in Croatia with  
Valter Despalj and at the Cologne 
Hochschule for Music with Claus 
Kanngiesser, and received chamber 
music lessons with the Alban Berg 
Quartett. Returning to Australia  
in 2000 Rohan freelanced with  
the Sydney Symphony before 
becoming Associate Principal Cello 

of Orchestra Victoria. He plays a lot  
of chamber music with friends and 
has even tried composing; his debut 
piece, The Haunted House, is extremely 
popular with younger audiences. 
Rohan’s cello is a beautiful German 
instrument from 1720 and his 
favourite composer is Beethoven, 
although Mahler’s Symphony No.9 
wins as his favourite piece. He has  
a lovely wife, Caroline, and three very 
rowdy sons who think that playing the 
cello is very funny yet interesting, and, 
after suffering a broken neck, Rohan 
has vowed never to try surfing again.

BEN HANLON 
double bass
Ben Hanlon has been  
a member of the 

MSO’s Double Bass section since 
2011. Growing up in Melbourne,  
as a student Ben was a member  
of the Melbourne Youth Orchestra, 
Australian Youth Orchestra and 
attended the Australian String 
Seminar. He was awarded a Victorian 
Premiers award for his VCE music 
studies and was a finalist in the 2005 
James Morrison ‘Generations in Jazz’ 
scholarship before going on to 
complete the Applied Performance 
Program at the Australian National 
Academy of Music. His undergraduate 
studies took him to the Colburn 
Conservatory of Music in Los Angeles 
where he completed a Bachelor of 
Music with David Moore, Paul 
Ellison, Leigh Mesh and Peter Lloyd. 
While studying Ben attended the 
Sarasota Music Festival in Florida, 
USA and the Pacific Music Festival in 
Sapporo, Japan and gained orchestral 
experience with groups including 
Miami’s New World Symphony.



23

ABOUT THE MUSIC
mozart’s requiem

2323

abOUt the MUSic
BEETHovEN foR WINDs

Just before Don Giovanni is dragged off 
to hell at the end of Mozart’s opera, the 
Don enjoys a meal with entertainment 
provided by a wind band. The tunes 
they play are familiar to him and to 
Mozart’s audience, and are drawn from 
contemporary operas: when an aria 
from Figaro starts up, Don Giovanni’s 
servant Leporello quips that he ‘knows 
that one all too well’.

The wind ensemble – known often  
as a Harmonie – was an extremely 
popular element of late 18th-century 
music-making in Europe. Usually 
containing pairs of oboes, clarinets, 
horns and bassoons, though with 
various other wind instruments 
appearing from time to time, such 
bands were retained in aristocratic 
houses to provide background music 
for large public events. Mash-ups of 
current operatic tunes were favoured, 
as in Don Giovanni, and, for outdoor 
use especially, so were the multi-
movement serenade, cassation or 
divertimento.

Originally from Moravia, Franz 
Krommer moved permanently to 
Vienna in 1795 and held a number  
of appointments with aristocratic 
patrons, was Ballet-Kapellmeister  
at the Court Opera, and became  
a Kammertürhüter (Chamber-door 
Guardian) to the Emperor Franz I 
before being promoted to court 
composer in 1818. He is thus a direct 
contemporary of Beethoven. He was 
immensely prolific, writing in most  
of the then-favoured genres, though 
opera, song and solo keyboard music 
seem not to have interested him; in 
his lifetime his string quartets were 
revered as highly as Haydn’s.

Krommer composed some 13 works 
of Harmoniemusik, presumably in his 
role as composer in the household of 
Duke Ignaz Fuchs. 

Krommer’s Partitas are scored for 
wind octet with a supporting double 
bass (or contrabassoon) for extra heft, 
and tend to use the four-movement 
design that had, by that time, become 
the established layout for classical 
chamber music and symphonies.  
The first movement of Op.78 plays 
with the rhythmic ambiguities  
of a short-short-short-long motif  
(like Beethoven’s Fifth Symphony), 
overlaid with simple, short tunes 
reminiscent of Haydn. The Minuet 
features charming imitative writing 
between oboes and clarinets, while  
its trio is built on a comical bassoon 
figure. The opening of the Adagio,  
in E flat, is characterised by ‘Baroque’ 
mannerisms like dotted rhythms and 
sequences of suspended dissonances;  
a contrasting central section 
introduces some more ornate solo 
writing. A virtuoso clarinet solo 
ushers in a finale that makes witty  
use of a kind of tarantella rhythm  
and gives all parts a chance to shine.

© Gordon Kerry 2013

FRANZ VINZENZ 
KROMMER 
(1759-1831)
Octet-partita in B flat major, Op.78

I Allegro moderato 
II Menuetto: Moderato 
III Adagio 
IV Presto
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When Rossini composed for this 
curious combination of instruments 
he was the most famous composer in 
Europe, but the music owes more to 
the fame of a friend, to whom Rossini 
once wrote as ‘Sigr. Dragonetti,  
Sole Professor of the Double Bass  
& Connoisseur of Pictures, London’. 
Domenico Dragonetti (1763-1846) 
was the first double bass player to 
make an international career as a 
soloist. In 1794 he left his native 
Venice for London, where he worked 
for over half a century. He became 
legendary for his tone, power of 
overcoming extraordinary difficulties, 
and the steadiness and taste of his 
performances. With the cellist Robert 
Lindley he formed a partnership  
of which it was said that no major 
musical gathering was complete 
without them. However it was not 
Lindley, but a wealthy amateur, who 
partnered Dragonetti in this Duetto. 
On 21 July 1824 Rossini dined in  
the City of London with Sir David 
Salomons, one of the founders of  
the London and Westminster Bank. 

Salomons had paid Rossini fifty 
pounds to compose a duet for him  
to play with Dragonetti. We don’t 
know what Dragonetti was paid, but 
his fees were high (as well as pictures,  
he collected dolls and snuff-boxes. 
His dog, a pug, always sat with him  
in the orchestra). Rossini’s manuscript 
seems to have been written in a great 
hurry, and the parts are in Dragonetti’s 
hand. The material remained in the 
possession of the Salomons family 
until 1968, when it was sold at auction 
in London.

In spite of the haste, the results are 
delightful, showing Rossini’s ear  
for the colours of Dragonetti’s  
three-string bass, and Rossini 
authority Richard Osborne notes the 
composer’s success ‘in distinguishing 
between the sombre colours, the black 
and several rich purples, of the two 
instruments in their various registers’. 

David Garrett © 2007

INTERVAL 20 mInUteS

GIOACHINO 
ROSSINI 
(1792-1868)
duet in d for Cello  
and double Bass

I Allegro 
II Andante 
III Allegro

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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WE BELIEVE IN  
THE POWER OF  
TOGETHER. 
BY COMBINING  
OUR PASSION  
AND SKILLS  
WITH THAT OF  
OUR CLIENTS,  
WE CAN ACHIEVE  
AMAZING THINGS.

KING & WOOD MALLESONS 
IS DELIGHTED TO BE AN ONGOING  
SUPPORTER OF THE  
MELBOURNE  
SYMPHONY 
ORCHESTRA.

www.kwm.com
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Beethoven’s Seventh Symphony was 
completed in April 1812 and given its 
first performances in December 1813. 
One, a large charity concert in aid  
of Bavarian and Austrian soldiers, 
drew an audience of 5000 people. 
Performances to large audiences also 
took place at the Vienna Musikverein, 
though Beethoven himself complained 
that the orchestra there was too large 
for this music. The composer felt it 
was incapable of dealing with the subtle 
shadings of tempo and colour that he 
wrote, and stated that he preferred  
an orchestra of only 60 players. 
Unfortunately, the first audiences  
for the seventh symphony heard it  
in tandem with Wellington’s Victory 
and inferred certain militaristic  
and nationalistic messages that  
are far removed from what Beethoven 
intended, and more importantly,  
from what the piece implies in itself. 

The symphony has always provoked 
visual interpretations. Maynard 
Solomon’s biography lists some of the 
more inspired: ‘a peasant dance’; ‘a 
village wedding’; ‘a Knight’s Festival’; 
‘the upsurge of a powerful dionysiac 
impulse, a divine intoxication of the 

spirit’. Solomon goes on to point out 
that while these interpretations are all 
somewhat quaint there is a striking 
unanimity of imagery of large 
numbers of people having a festive 
time. Wagner famously described the 
symphony as the ‘apotheosis of the 
dance’, a reference to the way in which 
it deifies rhythm, but the references to 
dance also link the piece back to the 
Baroque suite. Solomon, moreover, 
has also pointed out that the rhythms 
of the work may be derived from the 
metres of ancient Greek poetry.  
He argues that here ‘a fully-realised 
neo-Antique style came into being – 
muscular, powerful, restless, imbued 
with unstoppable energy, saturated 
with ritual and ecstatic implications’.

The Seventh Symphony puzzled those 
listeners who expected to hear the 
characteristic struggle and triumph of 
Beethoven’s ‘heroic’ or middle-period 
works. But Beethoven, in his music  
if not his life, successfully fought  
Fate to a standstill in the symphonic 
works beginning with the Eroica;  
in his Pastoral Symphony the Storm 
movement is the last gasp of that 
oppressive figure. In a work like  
the Seventh Symphony there is  
no adversarial program. In 1827  
a reviewer of the work asked ‘what  
had become of the good man in his 
later period? Had he not succumbed 
to a kind of insanity?’ Another 
complained that ‘the whole thing  
lasts at least three quartets of an hour 
and is a true mixture of tragic, comic, 
serious and trivial ideas, which spring 
from one level to another without  
any connection, repeat themselves  
to excess, and are almost wrecked by 
the immoderate noise of the timpani’. 
And Beethoven’s first biographer,  
the never entirely reliable Anton 
Schindler, said that the composer 
Weber had suggested that Beethoven 
was ‘ripe for the madhouse’ on the 
basis of this work.

Nevertheless, seven arrangements  
for small ensembles appeared almost 
immediately. Beethoven’s publisher 
Steiner issued this one for wind octet 
and double bass, with the dubious 
assurance that Beethoven himself  
had worked on it. 

The piece is, as we might expect, the 
work of a supremely gifted craftsman 
as well as a work of genius, and this 
version offers a particularly clear view 
of its architecture and mechanics.  
The slow introduction acts as a 
reservoir for much of the material in 
all four movements. The key feature 
of this whole symphony is rhythm, 
and the slow introduction sets up and 
plays with the relationship between 
rhythmic phases, such as descending 
chords as against rising semiquaver 
scales. The transition into the buoyant 
first movement – via a chirruping 
motif heard here on the oboe –  
is ingenious. It is also an example  
of how, as so often, Beethoven is able 
to seemingly withdraw into silence,  
so much so that he has established  
the new fast tempo before we even 
realise it.

What passes for the slow movement – 
allegretto is hardly a slow tempo –  
is not, of course, Beethoven’s first 
‘funeral march’ but this one differs 
from that of the Eroica in both its 
emotional restraint and the relative 
optimism of its middle section. 
Death, it seems, is no longer tragic. 
The scherzo and trio are inevitably 
upbeat in tone. The trio section’s 
theme is said to refer to an Austrian 
pilgrims’ song, more evidence of the 
sense of collective experience that the 
work presents. In the last movement, 
Beethoven’s rhythmic manipulation  
is comparable to that of the 
Stravinsky of Agon or the Symphonies 
of Wind Instruments (a comparison 
made sharper by this arrangement):  
a rhythmic motif – compared by 
William Kinderman to a coiled 
spring – is passed from one voice  
to another and at one point is 
accompanied by an augmented,  
or arithmetically elongated, version  
of itself. In this work, the intense 
concentration Beethoven learned in 
the Eroica and the Fifth Symphony 
merges with the lyrical joy of the 
Fourth and Sixth symphonies.

Gordon Kerry © 2007/2013

LUDWIG VAN 
BEETHOVEN 
(1770-1827)
Symphony No.7, Op.92 
arranged for wind octet  
and double bass

I Poco sostenuto - vivace 
II Allegretto 
III Presto 
IV Allegro con brio

abOUt the MUSic
BEETHovEN foR WINDs
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hosted and conducted by Bramwell Tovey  
Tracy Dahl soprano 
Andrew Jones baritone 
Bramwell Tovey at the piano

Melbourne Symphony Orchestra Chorus 
Jonathan Grieves-Smith chorus master

see page 30 for full program details

This concert has a duration of approximately two hours  
and 30 minutes, including one interval of 20 minutes.

The performance on Sunday afternoon will be broadcast  
and streamed live on ABC Classic FM.

Please turn off your mobile phone and all other electronic 
devices before the performance commences. 
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BRAMWELL TOVEY conductor
Bramwell Tovey’s tenures as music director with the 
Vancouver Symphony, Luxembourg Philharmonic  
and Winnipeg Symphony orchestras have been 
characterised by his expertise in operatic, choral, British 
and contemporary repertoire. Now in his 13th season as 
Music Director of the Vancouver Symphony, he continues 
as Principal Guest Conductor of the Los Angeles 
Philharmonic at Hollywood Bowl, and as founding  
host and conductor of the New York Philharmonic’s 
Summertime Classics series at Avery Fisher Hall. 

As a guest conductor he has performed widely with 
leading orchestras in Europe, the USA and China 
including, most recently, the Boston Symphony and the 
Philadelphia Orchestra. He is a regular visitor to Australia 
and led the Melbourne Symphony Orchestra’s Metropolis 
festival in 2010, when he conducted performances of  
his own works Urban Runway and Pictures in the Smoke.  
His other compositions include the Juno Award-winning 
Requiem for a Charred Skull and his opera The Inventor,  
due for CD release in 2013.

He has made several memorable appearances on television 
and DVD, and his recording of the Walton, Korngold and 
Barber violin concertos with the VSO and James Ehnes 
won a Grammy and a Juno Award in 2007. He is also an 
accomplished jazz pianist with two recordings to his name.

A graduate of the University of London and Royal 
Academy of Music, Bramwell Tovey began his 
professional career conducting the London Symphony 
Orchestra’s Leonard Bernstein Festival in 1986 in the 
presence of Bernstein himself. He has worked extensively 
in opera and ballet, and served as Artistic Director of the 
revived D’Oyly Carte Opera Company.

TRACY DAHL soprano
Canadian coloratura soprano Tracy Dahl has sung with 
many leading opera houses, including La Scala, the 
Metropolitan Opera, San Francisco Opera, Houston 
Grand Opera, Dallas Opera, New York City Opera  
and Paris’ Théâtre du Châtelet, among others. She made 
her Australian debut in 2011 with the Melbourne 
Symphony Orchestra and returned in 2012 to perform 
with the Sydney Symphony, conducted on both occasions 
by Bramwell Tovey.

Recent engagements include Gilda (Rigoletto) with 
Manitoba Opera, and Violet Beauregard in the Opera 
Theatre of Saint Louis’ premiere production of The Golden 
Ticket. Other roles have included Zerbinetta (Ariadne auf 
Naxos), Oscar (A Masked Ball), Despina (Così fan tutte), 
Eurydice (Orpheus in the Underworld), Chiang Ch’ing 
(Nixon in China), Servilia (La clemenza di Tito), Gretel 
(Hansel and Gretel), the title role in Lucia di Lammermoor, 
and Olympia in San Francisco Opera’s The Tales of 
Hoffmann, opposite Plácido Domingo.

She has performed with every major Canadian orchestra, 
and highlights elsewhere include New Year’s Eve gala 
concerts under David Zinman with the Philadelphia 
Orchestra and Tonhalle Orchestra Zurich, the 1996 
Atlanta Olympics Arts Festival, the world premiere  
of David Del Tredici’s Child Alice at Carnegie Hall  
with the American Symphony Orchestra, appearances 
with Leonard Slatkin at the Hollywood Bowl and with 
the Saint Louis Symphony, and her UK debut with the 
Royal Scottish National Orchestra.

Her recordings include A Disney Spectacular with the 
Cincinnati Pops, Glitter and Be Gay with the Calgary 
Philharmonic, A Gilbert and Sullivan Gala with the 
Winnipeg Symphony Orchestra, and Love Walked In,  
a Gershwin collection with the Bramwell Tovey Trio.

abOUt the artiStS
NEW yoRk, NEW yoRk
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ANDREW JONES baritone
Andrew Jones is one of Australia’s outstanding young 
baritones. After completing three years at the Victorian 
College of the Arts, he has built up an impressive list of 
credits with Australia’s leading performing organisations.

Andrew’s many roles for Opera Australia have included 
Jake Wallace and José Castro in La fanciulla del West, 
Alessio in La Sonnambula, Marquis Dobigny in  
La traviata, Prince Yamadori in Madama Butterfly,  
Second Prisoner in Fidelio, Boatswain in HMS Pinafore 
and Foreman of the Jury in Trial By Jury. 

For OzOpera, he has sung in Carmen and La Bohème  
in nationwide tours to rural and regional Australia.  
For OzOpera’s Schools’ Company, Andrew performed 
major roles in The Magic Flute, The Barber of Seville  
and The Sound Garden.

Included amongst his many appearances for other operatic 
organisations are Figaro in The Barber of Seville for 
Melbourne Opera, Enrico in Lucia di Lammermoor  
for Bel Canto Opera and Count Almaviva in The Marriage 
of Figaro for Eastern Metropolitan Opera. 

Andrew Jones’ concert repertoire includes Orff’s Carmina 
Burana and Fauré’s Requiem. He has appeared in concert 
for Victorian Opera and Opera Australia, and has been  
a frequent soloist for Orchestra Victoria.

He appears on the Australian cast recording of Essgee 
Entertainment’s The Merry Widow and on the Opera 
Australia/ABC Classics DVD presentation of Trial by Jury 
and HMS Pinafore.

In 2013, Andrew Jones will sing Malatesta in Don 
Pasquale, Escamillo in Carmen and Ford in Falstaff  
for Opera Australia.

MELBOURNE SYMPHONY ORCHESTRA 
CHORUS
The Melbourne Symphony Orchestra Chorus is renowned 
for its excellence in repertoire from the baroque to the 
present day. Known as the Melbourne Chorale until 2008, 
it has since then been integrated with the Melbourne 
Symphony Orchestra. It sings with the finest conductors, 
including Sir Andrew Davis, Mark Wigglesworth, 
Bernard Labadie, Stephen Layton, Vladimir Ashkenazy, 
Masaaki Suzuki and Manfred Honeck. Recent highlights 
include Britten’s War Requiem, Kancheli’s Styx, Haydn’s 
The Creation, Elgar’s The Dream of Gerontius, Westlake’s 
Missa Solis and Wagner’s The Flying Dutchman. 

The Chorus is committed to developing and performing 
new repertoire. Recent commissions include Brett Dean’s 
Katz und Spatz (commissioned with the Swedish Radio 
Choir), Ross Edwards’ Mountain Chant, Paul Stanhope’s 
Exile Lamentations (with Sydney Chamber Choir and 
London’s Elysian Singers), and Gabriel Jackson’s To the 
Field of Stars (with the Netherlands Chamber Choir and 
Stockholm’s St Jacob’s Chamber Choir). The Chorus has 
also premiered works by MacMillan, Pärt, Henze, 
Schnittke, Bryars, Silvestrov, Maskats, Machuel, Vasks 
and more. 

The Chorus has performed in Brazil, and in Kuala 
Lumpur with the Malaysian Philharmonic Orchestra, 
with The Australian Ballet, Sydney Symphony Orchestra, 
West Australian Symphony Orchestra, with Barbra 
Streisand, at the 2011 AFL Grand Final and at the 
Sydney Olympic Arts Festival. The Chorus records for 
ABC Classics and MSO Live, and continues its 
relationship with Chandos with the recent release of 
Grainger’s choral works with the Melbourne Symphony 
Orchestra and Sir Andrew Davis.

abOUt the artiStS
NEW yoRk, NEW yoRk
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JONATHAN GRIEVES-SMITH 
English conductor and chorus master Jonathan Grieves-
Smith has established an international reputation for his 
compelling performances and artistic leadership. He is 
Chorus Master of the Melbourne Symphony Orchestra 
Chorus and Artistic Director of Hallelujah Junction, 
Australia’s national professional chamber choir. 

Jonathan has trained choirs for the world’s leading 
conductors including Sir Simon Rattle, Seiji Ozawa, 
Valery Gergiev, Pierre Boulez, James Levine and  
Sir Roger Norrington, and has premiered music  
by composers including Brett Dean, Paul Stanhope, 
Gabriel Jackson, Giya Kancheli, Richard Mills,  
Alfred Schnittke, Ross Edwards, Krzysztof Penderecki, 
Arvo Pärt and Peteris Vasks. 

Jonathan was Chorus Master of the Huddersfield Choral 
Society, the Hallé Choir, and Music Director of Brighton 
Festival Chorus and as guest conductor has worked with 
the Academy of St Martin in the Fields Chorus, Sydney 
Chamber Choir, the BBC Singers, Cantillation, Sydney 
Philharmonia Choirs, Dartington International Summer 
School, the Flemish Federation of Young Choirs, and  
Europa Cantat. 

Conducting highlights include tours of Brazil with the 
Chorus of Rome’s Academy of Santa Cecilia, with pianist 
Nelson Freire and the London Mozart Players, and with 
the Melbourne Chorale (now MSO Chorus). With the 
Hallé Orchestra and soloists Bryn Terfel and Tasmin 
Little he conducted Walton’s Belshazzar’s Feast and the 
Elgar Violin Concerto; and with the Royal Philharmonic 
Orchestra, he conducted Mendelssohn’s Symphony No.2 
Lobgesang at the Brighton Festival.

abOUt the artiStS
NEW yoRk, yoRk

CHORUS
Soprano 
Philippa Allen
Julie Arblaster
Colleen Arnott
Sheila Baker
Sarah Bullen
Eva Butcher
Eirlys Chessa
Veryan Croggon
Samantha Davies
Laura Fahey
Catherine Folley
Rashika Gomez
Alexandra Hadji
Karling Hamill
Juliana Hassett
Camilla Hellgren
Tania Jacobs
Gwen Kennelly
Brigid Maher
Lucy Neville
Zoe Nikakis
Susie Novella
Carolyn O'Brien
Alexandra Patrikios
Anne Payne
Marita Petherbridge
Leah Phillips
Susannah Polya
Rebecca Rashleigh
Tanja Redl
Helena Ring
Jo Robin
Sue Robinson
Ruth Shand
Katherine Tomkins
Eloise Verbeek

Alto 
Aleksandra Acker
Ruth Anderson
Catherine Bickell
Cecilia Björkegren
Jane Brodie
Elize Brozgul
Alexandra Chubaty
Marie Connett
Jill Giese
Emmanuella Grace
Debbie Griffiths
Ros Harbison

Sue Hawley
Kristine Hensel
Helen MacLean
Christina McCowan
Siobhan Ormandy
Alison Ralph
Kerry Roulston
Lauren Simpkins
Libby Timcke
Norma Tovey
Jenny Vallins
Emma Warburton

Tenor 
James Allen
Tony Barnett
Steve Burnett
John Cleghorn
Geoffrey Collins
James Dipnall
Trevor Finlayson
Peter Finnigan
Lyndon Horsburgh
Wayne Kinrade
Colin MacDonald
James Macnae
Michael Mobach
Adam Purton
Luke Sheehy
Malcolm Sinclair
Marcus Travaglia

BASS 
Maurice Amor
Richard Barber
Barry Clarke
Richard Corboy
Roger Dargaville
Ted Davies
Phil Elphinstone
Gerard Evans
Matthew Gulino
Andrew Ham
Alan McNab 
Andrew Murrell
Vern O'Hara
Edward Ounapuu
Joe Rabar
Ian Vitcheff
Foon Wong

REPETITEUR: Tom Griffiths
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ABOUT THE MUSIC
New York, New York

GILBERT AND SULLIVAN
The Pirates of Penzance  ‘Hail Poetry! 

Melbourne Symphony Orchestra Chorus 
‘Climbing Over Rocky Mountains’ 
Melbourne Symphony Orchestra Chorus 
‘Poor Wand’ring One’ 
Tracy Dahl soprano  
Melbourne Symphony Orchestra Chorus

Iolanthe   ‘When Britain Really Ruled the Waves’ 
   Andrew Jones baritone 
   Melbourne Symphony Orchestra Chorus 
   ‘March of the Peers’ 
   Melbourne Symphony Orchestra Chorus

JOHANN STRAUSS II
Die Fledermaus  ‘Mein Herr Marquis’ 
   Tracy Dahl soprano

GEORGES BIZET
Carmen   ‘Toreador Song’ 
   Andrew Jones baritone 
   Melbourne Symphony Orchestra Chorus

IVOR NOVELLO arr. Tovey
Novello Rhapsody  including I Can Give You the Starlight, Waltz of My Heart and We’ll Gather Lilacs  

Tracy Dahl soprano 
Bramwell Tovey piano  
Andrew Jones baritone 
Melbourne Symphony Orchestra Chorus

NOËL COWARD arr. Tovey
Thank You, Mr Coward!  Including A Room With a View, Some Day I’ ll Find You, Could You Please Oblige Us With  

a Bren Gun?, Mad Dogs and Englishmen and London Pride 
Melbourne Symphony Orchestra Chorus

INTERVAL 20 mInUteS

MANNING SHERWIN  
A Nightingale Sang  Bramwell Tovey piano 
in Berkeley Square

KANDER 
New York, New York  arr. Broughton 
   ‘New York, New York’
COLE PORTER 
Gay Divorce  arr. Bennett 
   ‘Night and Day’ 
   Andrew Jones baritone 
   Melbourne Symphony Orchestra Chorus
PORTER   
Kiss Me, Kate  ‘Why Can’t You Behave?’ 
   Tracy Dahl soprano 
   Bramwell Tovey piano 
Salute to Frank Sinatra  arr. Tovey 
    Including The Tender Trap, Love and Marriage,  

Three Coins in the Fountain, Come Fly With Me,  
All the Way  
Andrew Jones baritone 
Melbourne Symphony Orchestra Chorus

SAMMY FAIN  
I’ll Be Seeing You

GUEST MUSICIANS
Rebecca Adler violin
Jenny Khafagi violin
Clare Miller violin
Christopher Moore* principal viola
Ceridwen Davies viola
Simon Oswell viola
Caroline Henbest viola
Andrew Metaxas viola
Isabel Morse viola
Molly Kadarauch cello
Kalina Krusteva-Theaker cello
Josephine Vains cello
Esther Wright double bass
Ann Blackburn oboe
Geoffrey Dodd cor anglais
Tahnee van Herk ** bassoon
Chloe Turner bassoon
Anton Schroeder horn
Jenna Breen horn
Tim Dowling† principal trombone
David Jones drumkit
* Courtesy of Australian Chamber Orchestra 
** Courtesy of Orchestra Victoria
† Courtesy of Hague Philharmonic
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ABOUT THE MUSIC
New York, New York

A concert dedicated to the great 
songwriters? You might expect it  
to draw wholly from the Great 
American Songbook. Yet non-
Americans have also numbered 
among the songwriting greats.

Gilbert and Sullivan were among the 
antecedents of the modern musical 
theatre which has spawned so many 
classics of popular song. Sullivan’s 
perfectly-judged music matched the 
brilliant, involved rhymes of Gilbert’s 
lyrics. Gilbert was also a theatrical 
innovator and the plots of the light 
operas he wrote with Sullivan often 
satirised serious social themes. 

The North American premiere of  
The Pirates of Penzance took place in 
New York on New Year’s Eve 1879 
(one night after the first British 
performance), in an attempt to 
forestall American pirate versions  
of Gilbert and Sullivan’s work. ‘Hail, 

Poetry’, which could be considered  
a tribute to this concert’s theme,  
is sung during the Act I finale when 
the pirates of the title admit that  
their viciousness is leavened by  
a dose of poetic sensitivity.

Early in the opera, Frederic, apprenticed 
to the pirates at an early age, sees 
young women for the first time 
(‘Climbing Over Rocky Mountains’) 
and one of them, Mabel, sympathises 
with his pirating life in a Gounod-like 
waltz song (‘Poor Wand’ring One’).

Iolanthe again inverts traditional ideas 
about class and politics (‘...in good 
Queen Bess’ time, the House of  
Lords made no pretense to intellectual 
eminence...and did it very well’). 
Sullivan provides suitable pomp  
for the Peers’ march but quasi-
Mendelssohnian delicacy for the music 
of the fairies with whom the peers  
of the House of Lords fall in love. 

Cont. on pg 32

FAREWELL JULIE RAINES 
The MSO’s Principal Piccolo, Andrew 
Macleod, pays tribute to Julie Raines, 
who retires as the Orchestra’s Principal 
Harp after the Sunday afternoon 
performance of New York, New York: 
Tribute to the Songwriters.

For all of my orchestral life with the 
MSO, over a decade now – I have  
had the privilege of sitting next to  
the extraordinary Julie Raines.  
When my “desky” (what we call the 
person we sit next to!) announced  
that she was leaving the MSO, many 
players told her “You aren’t allowed!” 
or reacted with dismay. The orchestra 
is losing one of its true stars – a 
consummate musician whose 
beautiful sound and impeccable sense 
of placement and ensemble is always  
a joy to hear. Whenever I have had 
the opportunity of playing with other 
orchestras in Australia or in Europe,  
I always think “that’s just not Julie” 
when I hear the harp! 

When Julie left Melbourne to study 
in New York at Juilliard School in the 
1970s, it was quite a shock to arrive  
in a new city not knowing anyone but, 
just like Frank Sinatra (one of her 
heroes), she “did it her way” and after 
only a year won the Juilliard Harp 

Competition. Moving to Germany, 
Julie was appointed Principal Harp 
with the Hamburg Philharmonic 
State Orchestra and also played  
in the Bayreuth Festival Orchestra  
as well as other major orchestras.  
Julie joined the MSO in 1994.

Julie loves Ravel and Strauss, but  
is equally at home playing old jazz 
charts and show tunes; we all eagerly 
await a CD she has just recorded 
which features some of these –  
and which promises things no one 
thought possible on the harp.

We will miss Julie’s wit, and her 
ability to truly say what she thinks – 
and get away with it. We will miss 
her amazing schools demos, and the 
fact that she always takes the time to 
show children at these concerts the 
harp and lets them play it. We wish 
Julie all the very best for her well-
earned retirement, and hope she will 
come back to play with us sometime 
in the future.

GilberT and sullivan caricaTure 
Punch, 1882. © lebrechT Music & arTs
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Viennese operetta producers expected 
big returns from Johann Strauss II, 
‘The Waltz King’. Strauss was often 
hampered by poor librettos, but  
1874’s Die Fledermaus was different –  
Carl Haffner and Strauss’ secretary 
Richard Genée provided a sparkling 
story that elicited effervescent music. 
Instead of starting a prison sentence, 
Count Eisenstein decides to attend  
a ball before surrendering. While 

there he spots his disguised 
maidservant Adele, who laughs  
off the idea that a ‘lady’ like her  
could be his maidservant (the famous 
‘Laughing Song’).

Die Fledermaus was based on  
Le Réveillon, a play by Meilhac  
and Halèvy, the team who wrote  
the libretto for Carmen, but Bizet’s 
Carmen is a tragic story. Indeed 
Adolphe De Leuven, one of the 
opera’s first producers, was nervous 
about Bizet’s portrayal of Carmen’s 
sexuality and the fact that she is 
murdered on stage. It is Escamillo 
who sparks the work’s tragedy when 
he draws Carmen away from her 
admirer, Don José, in his deathless 
Toreodor’s Song (‘Votre toast’),  
an aria particularly well known  
to members of the Geelong  
football club. 

Not long after one of his teachers 
dismissed his talents, Ivor Novello 
wrote ‘Keep the Home Fires 
Burning’; it virtually became an 
anthem of World War I. Novello’s 
escapist shows often exhibited an 

awareness of current affairs. 1939’s 
The Dancing Years (‘I Can Give You 
the Starlight’ and ‘Waltz of My 
Heart’) tells of penniless Viennese 
composer Rudi Kleiber, and his love 
for two women on the eve of the  
Nazi annexation of Austria. Perchance 
to Dream (1945) concerns unrequited 
love over three generations from the 
Regency period to 1945, but ‘We’ll 
Gather Lilacs’ gained heart-rending 
currency during World War II when 
so many people wondered if their 
boys might ever again ‘wander down 
an English lane’.

sTaTue oF ‘The WalTZ kinG’  
Johann sTrauss ii in vienna 

Following the 2012 presentations of The Fellowship of 
the Ring, the Melbourne Symphony Orchestra returns 
with the second instalment of Peter Jackson’s Lord of 
the Rings trilogy. See the movie on the big screen and 
hear Howard Shore’s music live.

THREE SHOWS ONLY SELLING FAST!

FrIdAy 12 JuLy ANd 

SATurdAy 13 JuLy AT 7pm

SuNdAy 14 JuLy AT 2pm

ARTS CENTRE MELbOuRNE, 
HAMER HALL

book 
now

mELbourNE SymphoNy orchESTrA  PRESENTS

1300 182 183 or mSo.com.Au

ArTScENTrEmELbourNE.com.Au

AVOID FEES WHEN YOU BOOK DIRECTLY WITH MSO
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Time magazine once described Noël 
Coward’s style as ‘a combination of 
cheek and chic, pose and poise’. Born 
in suburban Teddington, Coward was 
introduced into London high society 
as a teenager. Many of his plays are 
set in that milieu, but he also 
composed hundreds of stand-alone 
songs and prose. Bramwell Tovey’s 
Thank you, Mr Coward! presents 
several of Coward’s most popular 
songs. ‘A Room With a View’ comes 
from This Year of Grace (1928), one of 
Coward’s shows not to survive in the 
repertoire. ‘Some Day I’ll Find You’ 

was written for the still-popular 
Private Lives. Its plot focuses on a 
divorced couple who discover that 
they are honeymooning with their 
new spouses in neighbouring rooms  
at the same hotel. Combining good 
humour with patriotic pride, Coward 
also wrote some of the most iconic 
songs of the Second World War. 
‘Could You Please Oblige Us With  
a Bren Gun?’ (1943) pokes fun at the 
disorder and equipment shortages 
faced by the Home Guard (‘Dad’s 
army’). ‘Mad Dogs and Englishmen’ 
was written while Coward drove from 
Hanoi to Saigon ‘[wrestling] in my 
mind with the complicated rhythms 
and rhymes of the song until finally 
it was complete …’ Apparently 
‘London Pride’ came to Coward  
while he was sitting on a railway 
platform in London during the Blitz. 
The ‘London pride’ of the title is  
 perennial garden flower which 
quickly colonised bomb sites.  
The song was intended to raise 
Londoners’ spirits – and still does. 

While we pay tribute to songwriters, 
popular music owes much to the 
interpreters who add their own ‘spin’ 
to well-known songs. Frank Sinatra 
was a noted interpreter of many of the 
songs of our second half.

A Nightingale Sang in Berkeley Square 
was written in a small French fishing 
village in 1939, though the Berkeley 
Square of the title is in London’s 
exclusive Mayfair. As with other 
numbers in this concert, the song 
gained significance during World 
War II. But who were its writers? 
Manning Sherwin (1902-1974) was 
an American who settled in Britain  
in 1938 and wrote a number of long-
running musicals. Eric Maschwitz 
(1901–1969) was the writer of several 
successful films (he co-wrote the 1939 
adaptation of Goodbye, Mr. Chips),  
and is also remembered for the words 
to These Foolish Things. 

Clearly, popular songs can gain 
currency from their association  
with a particular cultural event  
or institution. People associate  
‘New York, New York’ with images  
of the Manhattan skyline, but how 
many remember that it was originally 
part of a Martin Scorsese film of the 
same title, starring Robert De Niro 
and Liza Minnelli? In fact, despite 
the song’s association with Sinatra, 
Minnelli has given a number  
of famous renditions of the song – 
during the 1986 rededication of  
the Statue of Liberty, for example. 

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

noËl coWard
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In popular song, as in the Broadway 
or West End musical, the creators  
are often known in pairs. The writers  
of ‘New York, New York’, Kander  
and Ebb, also wrote the Broadway 
musicals Chicago and Cabaret. Cole 
Porter, though, wrote both lyrics and 
the music for his songs. ‘Night and 
Day’ comes from the 1932 musical 
Gay Divorce, Fred Astaire’s last stage 
show. Porter’s shows of the 1940s did 
not contain the lasting hits of his best 
work of the 1920s and 30s, but in 
1948 he made a triumphant comeback 
with Kiss Me, Kate, a kind of play-
within-a-play about the tempestuous 
relationship between two acting stars 
presenting Shakespeare’s Taming of 
the Shrew. Kiss Me, Kate was Porter’s 
response to integrated musicals like 
Rodger’s and Hammerstein’s 
Oklahoma!. It proved to be his biggest 
hit. ‘Why Can’t You Behave?’ is sung 
by a character after her boyfriend tells 
her he has just signed a $10,000 IOU 
in someone else’s name.

Porter was known offstage for his 
extravagant lifestyle. Frank Sinatra 
also became known for offstage 
antics. But his distinctive singing 
style and the note of ‘almost 
autobiographical sincerity’ in his 
singing had much to do with the 
development of a concept of the 
popular singer as a kind of auteur.  
The medley you hear in this concert 
canvasses some of Sinatra’s signature 
songs. ‘Not bad for a first try’ says  
a theatrical director when Debbie 
Reynolds sings the title song in  
The Tender Trap (1955). But, says 
Sinatra later: ‘You can’t throw a song 
like that away; it’s got to have more 
warmth.’ He sits at the piano and 
accompanies himself. ‘You see what  
I mean? You just gotta let it settle  
a little bit.’ It could almost be  
a statement of Sinatra’s credo.  
‘Love and Marriage’ was introduced 
by Sinatra in the 1955 television 
production of Thornton Wilder’s Our 
Town. ‘Three Coins in the Fountain’ 

was written for the film of the same 
name (1954) and refers to the act  
of throwing a coin into Rome’s Trevi 
Fountain while making a wish.  
Come Fly With Me was written for  
the 1958 LP of the same name. It was 
among the songs Sinatra sang with 
the Melbourne Symphony Orchestra 
during their nationwide tour together 
in 1991. Sinatra’s version of ‘All the 
Way’ was introduced in the 1957 film, 
The Joker is Wild. 

The lyricist for all these songs was 
Sammy Cahn (1913-1993). Other 
songs he wrote with the composers 
Jimmy Van Heusen and Jule Styne 
include High Hopes, Ain’t That a Kick 
in the Head and My Kind of Town 
(with Van Heusen) and Let it Snow, 
Let it Snow, Let it Snow (with Styne).

In a now-familiar pattern, Sammy 
Fain and Irving Kahal’s I’ ll Be Seeing 
You became a virtual anthem during 
World War II. The musicologist 
Deryck Cooke once pointed out the 
resemblance between the tune’s first 
four lines and a theme from Mahler’s 
Symphony No.3. (1896). But we don’t 
have to reference masterworks of the 
classical repertoire to appreciate the 
artistry in tonight’s program. There is 
mastery enough already in the world 
of popular song.

Gordon Kalton Williams © 2013

cole porTer
Frank sinaTra  
© lebrechT Music & arTs

New on 
CD from

Amy
Dickson
Available at ABC Shops, 
ABC Centres and good 
music stores. 
For more information visit
www.abcclassics.com 48

1 
01

18

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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Meet yOUr MSO MUSician

The music that changed my life is... 
The Magic Flute – i grew up in stockholm and saw the ingmar 
bergman film version on Tv at the age of five. at that age the plot 
made perfect sense and i was hooked on the music from then on.

My greatest musical heroes and biggest influences are... 
eric ericson and the swedish radio choir. in my youth  
i was once the tour manager of one of his shorter tours  
in europe; he was such a gentle person but with an  
uncompromising vision. i still aspire to sound like the  
altos in his choirs. 

What is your greatest performance experience so far? 
singing at the aFl Grand Final as part of the Mso chorus.  
pure adrenaline. 

What songs are playing on your iPod/CD player right now? 
Aida with birgit nilsson in the title role.

Which musical figures would you invite to your house  
for dinner? And what would you serve? 
carl Michael bellman (swedish writer of bawdy songs  
in the late 18th century), clara schumann and eric ericson.  
i would serve the one fish dish i know how to make  
(with saffron and cream) and lots of wine.

What are your three favourite movies? 
Three colours: Blue, The Shawshank Redemption  
and The English Patient.

What is your favourite MSO Chorus memory? 
For the strong emotional impact, the world premiere  
of nigel Westlake’s Missa Solis in the sidney Myer Music bowl.

Which book do you think everyone must read? 
Pippi Longstocking, for the brilliantly unconventional heroine.  
a great inspiration when you are six years old.

What attracted you to join the MSO Chorus? 
i was new to the city and the country and wanted  
to continue to sing in choirs. i was told that the  
Mso chorus was the best choir around and i was  
also attracted to singing with a professional orchestra.

CECILIA BjORKEGREN
Alto Melbourne symphony orchestra chorus
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