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ABOUT THE MUSIC
OHLSSON PLAYS BRAHMS

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, 
Olli Mustonen, Douglas Boyd, 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 
and, under Sir Andrew Davis, music 
of Percy Grainger and Beethoven’s 
Symphony No.9.

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, from the 2013 
season. He gave his first concerts in 
this capacity in May.

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

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

emIrateS ceLeBrateS ten YearS aS prIncIpaL partner oF tHe mSo

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

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

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

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

It’s hard to believe that we are nearly 
halfway through our journey in music 
with you this year – and it has been a 
wonderful few months.

From the Sidney Myer Free Concerts 
in February (four incredible nights of 
music, all in perfect weather), we were 
then dazzled by the sound and vision 
of Tan Dun’s music for Crouching 
Tiger, Hidden Dragon and other 
martial arts films. A few weeks after 
Sarah Chang’s sublime performances 
of the violin concerto by Samuel 
Barber we welcomed Sir Andrew 
Davis for his first concerts as Chief 

Conductor in the company of the 
MSO Chorus and one of the major 
singers of our time, Bryn Terfel. This 
is the start of a major new era in the 
life of Orchestra and Chorus.

At the same time, we’ve been engaged 
in some major Education work: our 
Jams for Juniors, our on-going City 
Beats project with ArtPlay and first 
Classic Kids program for the year, 
which was also a major commission:  
a new work based on the Australian 
children’s classic The Happiness Box.  
A short time ago we took the new 
work you’ll hear in the Appalachian 
Spring program – Paul Stanhope’s 
Piccolo Concerto – to VCE Music 
Students in a fascinating project you 
can read about in more detail on page 
15. And by the time you read this  
our third annual Education Week,  
in the Melbourne Town Hall, will 
have concluded, in which some 
10,000 people of all ages engaged 
with the MSO. 

Wherever we perform – at one of 
Victoria’s glorious regional town halls, 
to an audience of primary school 
students, or to a lawn teeming with 

concert-goers at the Sidney Myer 
Music Bowl – our challenge is always 
to build on our artistic standards and 
further develop the community's 
understanding and trust in the MSO’s 
vital place in our cultural fabric. This 
important work is made possible 
thanks, in large part, to the generous 
support we receive from our many 
donors. If you would like to help 
secure and celebrate the future of 
great orchestral music for the 
audiences of tomorrow, I urge you to 
turn to page 16 for details on how you 
can play your part in the Melbourne 
Symphony Orchestra’s success. 

My best wishes for great concert-
going this month with your MSO.

Harold Mitchell AC
Chairman
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Emirates Master Series 
Thursday 6 and Friday 7 June at 8pm
Arts Centre Melbourne, Hamer Hall

Copland Appalachian Spring: Suite 
(original version)

Copland Eight Poems  
of Emily Dickinson

INTERVAL 20 MINUTES

Stanhope Piccolo Concerto  
WORLD PREMIERE

Stravinsky The Firebird: Suite (1919)

Melbourne Symphony Orchestra
Benjamin Northey conductor
Emma Matthews soprano
Andrew Macleod piccolo

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

Friday evening’s performance 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. 

Master Series proudly presented by

Thursday 6 and Friday 7 June at 7pm

Stalls Foyer, Arts Centre Melbourne, Hamer Hall

Composer Paul Stanhope discusses his new 
composition receiving its world premiere in these 
concerts. Hosted by MSO Librarian Alastair McKean.

BeYonD tHe Stage
Learn more about the music in these free events. 
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ABOUT THE MUSIC
mozart’s requiem
aboUt the artists

APPALACHIAN SPRING

BENjAMIN NORTHEY conductor
Benjamin Northey has emerged as one of the nation’s 
leading musical figures whose conducting credits 
encompass mainstream orchestral programs, new music, 
opera, ballet, cross-genre collaborations, and education 
and community outreach projects.

He has appeared with the London Philharmonic 
Orchestra, Salzburg Mozarteum Orchestra, Hong Kong 
Philharmonic, Southbank Sinfonia, and the New Zealand 
and Christchurch Symphony orchestras. 

In Australia he has appeared with all the state symphony 
orchestras and with Opera Australia and State Opera of 
South Australia. He was appointed Patricia Riordan 
Associate Conductor of the Melbourne Symphony 
Orchestra in 2011, and was previously Resident Guest 
Conductor of the Australia Pro Arte Chamber Orchestra 
(2002-2006) and Principal Guest Conductor of the 
Melbourne Chamber Orchestra (2007-2010). 

A graduate of the University of Melbourne and the  
Sibelius Academy in Finland, Northey studied with John 
Hopkins, Jorma Panula, Atso Almila and Leif Segerstam. 
In 2009, he was selected as one of three participants 
worldwide to the International Conductors' Academy  
of the Allianz Cultural Foundation during which he 
conducted the Philharmonia and London Philharmonic 
Orchestras under the mentorship of Vladimir Jurowsky 
and Christoph von Dohnányi. 

Benjamin Northey’s awards include the 2010 Melbourne 
Prize Outstanding Musicians Award, Brian Stacey 
Memorial Award, Nelly Apt Scholarship, Symphony 
Australia Young Conductor of the Year 2001, and the 
2007 Limelight Magazine Best Newcomer Award. 

EMMA MATTHEWS soprano
Emma Matthews is a highly acclaimed and awarded 
coloratura soprano equally at home in operatic and concert 
repertoire. She has performed with all the Australian state 
symphony orchestras, Australian Chamber Orchestra, 
Melbourne Chamber Orchestra, and at the Sydney, 
Melbourne, Adelaide and Huntington Festivals, with such 
conductors as Richard Bonynge, Vladimir Ashkenazy, Sir 
Charles Mackerras, Marko Letonja and Yakov Kreizberg.

In Australia she has sung the title roles in Lulu, Lakmé, 
Lucia di Lammermoor, The Cunning Little Vixen and 
Partenope. Other roles have included Violetta (La traviata), 
Cleopatra (Giulio Cesare), Juliette (Roméo et Juliette), Marie 
(La fille du régiment), Gilda (Rigoletto), Konstanze (The 
Abduction from the Seraglio), Amina (La sonnambula), 
Pamina (The Magic Flute), Almirena (Rinaldo), Sophie 
(Der Rosenkavalier), Giulietta (I Capuleti e i Montecchi), 
Olympia, Giulietta, Antonia and Stella (The Tales of 
Hoffmann), Cunégonde (Candide) and Zwaantie (Batavia) 
and Philomele (The Love of the Nightingale), both by 
Richard Mills.

This year she sings Violetta (La traviata) and reprises the 
title role in Partenope for Opera Australia. 

Emma Matthews’ solo album of bel canto arias, Emma 
Matthews in Monte Carlo, is available on the Universal/
ABC Classics label.
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aboUt the MUsic
APPALACHIAN SPRING

ANDREW MACLEOD piccolo
Andrew Macleod has been Principal Piccolo of the 
Melbourne Symphony Orchestra since 2003, during  
which time he has appeared as concerto soloist with the 
Orchestra. He has also performed with the Australian 
Chamber Orchestra, Oslo Philharmonic Orchestra, 

Malaysian Philharmonic, Auckland Philharmonia and the 
Tasmanian and Queensland Symphony orchestras. 

Originally from Brisbane, he holds a Bachelor of Music 
degree with first class honours from the University of 
Queensland, a Graduate Diploma of Music from the 
Queensland Conservatorium of Music and a Master of 
Philosophy degree in Music from the University of 
Queensland. Whilst a student, he was a member of the 
Queensland Youth Symphony Orchestra and also 
participated in Australian Youth Orchestra and Australian 
National Academy of Music programs. After completing 
university in Brisbane, he studied in England with 
renowned teacher Trevor Wye and attended classes with 
flautist William Bennett and piccolo player Patricia 
Morris.

He currently teaches at the University of Melbourne, 
Monash University and the Australian National Academy 
of Music. 

In addition to his activities with the MSO, in 2013 he will 
join the Australian World Orchestra in performances of 
Stravinsky’s The Rite of Spring conducted by Zubin Mehta 
and return to the Oslo Philharmonic as guest solo piccolo.

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

Friday 12 July and 

Saturday 13 July at 7pm

Sunday 14 July at 2pm

ARTS CENTRE MELbOuRNE, 
HAMER HALL

melbourne Symphony orcheStra PRESENTS

1300 182 183 or mSo.com.au

artScentremelbourne.com.au

Fin
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AVOID FEES WHEN YOU BOOK DIRECTLY WITH MSO
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Aaron Copland met the choreographer 
Martha Graham in 1931. She wanted 
to do a ballet on his Piano Variations. 
Copland threw back his head and 
laughed – until he saw her 
interpretation in the ballet Dithyramb. 
A collaboration was born. 

In 1942 Elizabeth Sprague Coolidge 
commissioned Graham to stage three 
ballets and Copland was one of three 
composers asked for a score (the others 
being Paul Hindemith and Darius 
Milhaud). Appalachian Spring was the 
result. It premiered in Washington in 
October 1944. The score eventually 
won a Pulitzer Prize and a Music 
Critics’ Circle Award.

Springtime was not in the creators’ 
heads at the time of writing. A poem by 
Hart Crane actually contains the words: 

I took the portage climb, then chose 
A further valley-shed; I could not stop. 
Feet nozzled wat’ry webs of upper flows; 
One white veil gusted from the very top. 
O Appalachian Spring!…

The reference is to a spring of water  
on a trail through the Appalachian 
Mountains. 

Appalachian Spring is one of those works 
which defines the American spirit in 
music. Graham’s original scenario 
included Bible quotations, a central 
character who resembled Pocahontas 
(the Powhatan woman who saved the 
life of Virginia explorer John Smith), 
and several references to the Civil War. 
Eventually the story revolved around a 
pioneer farmhouse in the Pennsylvania 
hill country in the early 1800s – a stark 
symbol of American values.

Graham’s unique choreographic style  
– spare and restrained – determined 
much of the expressive content of the 
ballet. Set designer Isamu Noguchi 
noted that Graham was ‘in a sense 
influenced by Shaker furniture, but it 
is also the culmination of Martha’s 
interest in American themes and in 
the Puritan American tradition’. The 
values of simplicity and directness led 
to the use of the Shaker hymn Simple 
Gifts, a song ‘previously…unknown to 
the general public’, recalled Copland.

With the benefit of hindsight, we can 
tell that much of Graham’s aesthetic 

was in accord with Copland’s own 
compositional inclinations, and which 
we associate now with the typical 
American sound. ‘Plain, plain, plain!…’ 
said Leonard Bernstein in admiration, 
‘one of those Puritan values like being 
fair – you’re thrifty.’

Even in the suite we hear tonight it is 
possible to discern the broader features 
of the full ballet. Slow music: the 
characters are introduced one by one. 
After a fast section introduced by 
unison strings, the Bride and her 
intended dance to a moderate tempo, a 
scene of tenderness. Next a folksy 
feeling – hints of square dancers and 
country fiddlers suggesting the 
Revivalist and his flock. The music 
speeds up as the Bride experiences 
presentiments of motherhood, joy, fear 
and wonder. A slow transition leads to 
scenes of activity for the Bride and her 
farmer-husband, and the appearance 
of The Gift to be Simple. In a coda the 
bride takes her place among her 
neighbours, the couple left ‘quiet and 
strong in their new house’.

Appalachian Spring was composed for a 
chamber orchestra of 13 instruments, as 
many as could fit into the orchestra pit 
where Martha Graham’s company 
performed. Copland orchestrated the 
complete ballet in 1954, and created a 
suite, which we hear tonight, which 
trims some of the purely choreographic 
material from the score. This suite, for 
the original 13-instrument ensemble, 
dates from 1944; Copland orchestrated 
it the following year. 

‘Appalachian Spring had a great deal to 

aboUt the MUsic
APPALACHIAN SPRING

GUEST MUSICIANS
Elizabeth Layton concertmaster
Jacqueline Edwards violin
Jenny Khafagi violin
Clare Miller violin
Michael Loftus-Hills violin
Ceridwen Davies viola
Simon Oswell viola
Isabel Morse viola
Molly Kadarauch cello
Josephine Vains cello
Esther Wright double bass
Ann Blackburn oboe
Geoffrey Dodd cor anglais
Jack Schiller principal bassoon
Chloe Turner bassoon
Bostjan Lipovsek principal horn
Tim Dowling* principal trombone
Alannah Guthrie-Jones harp
Louisa Breen piano/celeste
* Courtesy of Hague Philharmonic Orchestra

AARON COPLAND 
(1900-1990)
Appalachian Spring: Suite 
(version for 13 instruments)

Very slowly –Fast –Moderate –
Fast –Still faster –Very slowly  
(as at first) –Calm and flowing –
Moderate

Elizabeth Layton,  
Peter Edwards ,  
Matthew Tomkins,  
Robert Macindoe violin
Fiona Sargeant,  
Katharine Brockman viola
David Berlin,  
Michelle Wood cello
Steve Reeves double bass
Prudence Davis flute
David Thomas clarinet
Jack Schiller bassoon
Louisa Breen piano
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aboUt the MUsic
APPALACHIAN SPRING

do with bringing my name before a 
larger public,’ recalled Copland in later 
years, and Copland’s orchestration of 
Simple Gifts has become a secondary 
American anthem. The storyline of the 
original ballet implies good Yankee 
values – solidity, sobriety, 
industriousness, family and community 
spirit. Though few people these days 
know the ballet, there is something in 
Copland’s music – the wide-open 
folksy breeziness, the stoic heroism of 
melodies constructed starkly from 
fourths, the simple colours of the 
orchestration – which has also come to 
represent these qualities. 

Gordon Kalton Williams

Symphony Australia © 2006

The Melbourne Symphony Orchestra first 
performed the Suite from Appalachian 
Spring in March 1967 with conductor 
Moshe Atzmon, and most recently in 
August 2010 on a metropolitan tour of the 
Up Close and Musical program for 
schools, conducted by Benjamin Northey.  

COPLAND 
Eight Poems of Emily Dickinson

Nature, the gentlest mother 
There came a wind like a bugle  
The world feels dusty  
Heart, we will forget him  
Dear March, come in 
Sleep is supposed to be 
Going to Heaven  
The Chariot 

Emma Matthews soprano

With works such as Appalachian 
Spring, Rodeo and Fanfare for the 
Common Man, Copland’s music 
became the quintessential expression 
of ‘the American’ in music. This could 
be considered ‘big skies’ music – bold, 
vigorous rhythms, declamatory 
themes, bright orchestral colours. 

As subject matter, the poems of Emily 
Dickinson, a New England recluse, 
might seem a change of direction. Yet 
these too are quintessentially 
American. Indeed, Martha Graham 
had based what Irving Kolodin called 
‘the first authentically American 

Ballet’ on Dickinson’s poetry (Letter to 
the World, with music by Hunter 
Johnson) the year before she 
commissioned Appalachian Spring.

Copland began setting Dickinson’s 
poetry in March 1949 with The 
Chariot, the poem in which Dickinson 
imagines herself accepting a ride in 
Death’s coach. From there, Copland 
conceived settings of three poems, 
then six. A year later, he had 
completed 12 (each dedicated to a 
different composer friend), placing 
them in order after they were written. 
These were first performed by Alice 
Howland in New York on 18 May 
1950 with the composer at the piano. 

There has been much discussion of the 
angularity of the vocal part – the poet’s 
voice – in these settings, with praise 
for the way in which Copland 
uncannily captures Dickinson’s unique 
punctuation (even though he worked 
from the ‘cleaned-up’ texts pre-dating 
the 1955 authorised edition of her 
works). With his orchestration of eight 
of the songs in 1958, Copland uses the 
orchestra to amplify what Copland 
biographer Howard Pollack calls the 
‘metaphorical role’ of the original piano 
accompaniment.

The poems concern death, nature both 
benign and malevolent, and the poet’s 
own struggles with faith. Nature, the 
gentlest mother is followed by the 
destructive force of the wind coming 
in like a bugle. Copland’s orchestration 
becomes warmer with strings as we 
approach the central numbers of the 
set: The world feels dusty and Heart, we 
will forget him. Dear March, balancing 
There came a wind, celebrates 
springtime ‘whimsically portrayed as a 
house caller’ in the words of Pollack, 
who also says ‘[Sleep] affirms an 
exalted, messianic vision of life and 
death.’ In Going to Heaven Dickinson 
expresses her own doubts about 
heaven, but takes comfort in the fact 
that deceased friends (or relatives) had 
faith. In The Chariot, she envisions her 
own funeral ride to the cemetery. 

With this work Copland seems to have 
reached the heart of Dickinson’s 
poetry. He spent months researching 
what he called the ‘unique personality’ 
of a woman who, in her 30s, had 

started communicating with people 
through a closed door rather than face-
to-face. He visited Dickinson’s home 
in Amherst, Massachusetts to get a 
sense of the extraordinary mind, the 
‘undiscovered continent’, that sustained 
her in her isolation. In some ways, he 
felt that his work the previous year on 
the film The Heiress (based on Henry 
James’ Washington Square), for which 
his score won an Academy Award, 
prepared him for entering the mind of 
an isolated, unmarried young woman. 
Said the soprano Phyllis Curtin: ‘It is 
my conviction, after having sung these 
songs hundreds of times, that nobody 
has ever understood her as Aaron does. 
It was Aaron who found the musical 
voice for Emily Dickinson, and the 
times when I sang them best, I had the 
feeling that she was speaking.’

Yet this work also marked a change for 
Copland. The public statements of 
Appalachian Spring and Fanfare for the 
Common Man had given way to private 
utterance. It is noteworthy that, around 
this time, Copland made his first foray 
into the cerebral possibilities of 12-
tone technique in his Piano Quartet. 
The Eight Poems proves there’s more 
to overt Americana than meets the 
eye, or ear. A complex psychological 
underplay is going on here beneath a 
spare, New England exterior.

Gordon Kalton Williams © 2013

This is the first performance of Copland’s 
Eight Poems of Emily Dickinson by 
any of the Australian state symphony 
orchestras.

EMily DiCKiNSON
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NATURE, THE GENTLEST MOTHER
Nature, the gentlest mother, 
Impatient of no child, 
The feeblest or the waywardest, –  
Her admonition mild

In forest and the hill 
By traveller is heard, 
Restraining rampant squirrel 
Or too impetuous bird.

How fair her conversation, 
A summer afternoon, – 
Her household, her assembly; 
And when the sun goes down

Her voice among the aisles 
Incites the timid prayer 
Of the minutest cricket, 
The most unworthy flower.

When all the children sleep 
She turns as long away

As will suffice to light her lamps; 
Then, bending from the sky,

With infinite affection 
And infiniter care, 
Her golden finger on her lip, 
Wills silence everywhere.

THERE CAME A WIND  
LIkE A BUGLE
There came a wind like a bugle, 
It quivered through the grass, 
And a green chill upon the heat 
So ominous did pass. 
We barred the window and the doors 
As from an emerald ghost 
The doom’s electric moccasin 
That very instant passed. 
On a strange mob of panting trees, 
And fences fled away, 
And rivers where the houses ran 
The living looked that day, 
The bell within the steeple wild, 
The flying tidings whirled, 
How much can come and much can go, 
And yet abide the world!

THE WORLD fEELS DUSTY
The world feels dusty, 
when we stop to die …  
We want the dew then 
Honors taste dry … 
Flags vex a dying face 
But the least fan 
stirred by a friend’s hand 
Cools like the rain 
Mine be the ministry 
when thy thirst comes … 
Dews of thyself to fetch 
and holy balms.

HEART, WE WILL fORGET HIM
Heart, we will forget him 
You and I, tonight. 
You may forget the warmth he gave, 
I will forget the light. 
When you have done, pray tell me, 
That I, my thoughts may dim; 
Haste! lest while you’re lagging, 
I may remember him!

DEAR MARCH, COME IN!
Dear March, come in! 
How glad I am! 
I looked for you before. 
Put down your hat 
You must have walked 
How out of breath you are! 
Dear March, how are you? 
And the rest? 
Did you leave Nature well? 

aboUt the MUsic
APPALACHIAN SPRING

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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Oh, March, come right upstairs with me, 
I have so much to tell!

I got your letter, and the bird’s; 
The maples never knew 
That you were coming, I declare, 
How red their faces grew! 
But, March, forgive me 
And all those hills 
You left for me to hue, 
There was no purple suitable, 
You took it all with you.

Who knocks? that April? 
Lock the door! 
I will not be pursued! 
He stayed away a year, to call 
When I am occupied. 
But trifles look so trivial 
As soon as you have come, 
And blame is just as dear as praise 
And praise as mere as blame.

SLEEP IS SUPPOSED TO BE
Sleep is supposed to be, 
By souls of sanity, 
The shutting of the eye.

Sleep is the station grand 
Down which on either hand 
The hosts of witness stand!

Morn is supposed to be, 
By people of degree, 
The breaking of the day.

Morning has not occurred! 
That shall aurora be 
East of Eternity;

One with the banner gay, 
One in the red array, – 
That is the break of day.

GOING TO HEAVEN
Going to Heaven! 
I don’t know when, 
Pray do not ask me how, – 
Indeed I’m too astonished 
To think of answering you! 
Going to Heaven! – 
How dim it sounds! 
And yet it will be done 
As sure as flocks go home at night 
Unto the shepherd’s arm!

Perhaps you’re going too! 
Who knows? 

If you should get there first 
Save just a little place for me 
Close to the two I lost! 
The smallest ‘robe’ will fit me, 
And just a bit of ‘crown’; 
For you know we do not mind our dress 
When we are going home.

Going to Heaven! 
I’m glad I don’t believe it 
For it would stop my breath, 
And I’d like to look a little more 
At such a curious earth!

I am glad they did believe it 
Whom I have never found 
Since the mighty autumn afternoon 
I left them in the ground.

THE CHARIOT
Because I would not stop for Death – 
He kindly stopped for me – 
The carriage held but just ourselves – 
And Immortality.

We slowly drove, he knew no haste, 
And I had put away 
My labour, and my leisure too 
For his civility.

We passed the school, where children played, 
Their lessons scarcely done, 
We passed the fields of gazing grain, 
We passed the setting sun.

We paused before a house that seemed 
a swelling of the ground; 
The roof was scarcely visible, 
The cornice but a mound.

Since then ‘tis centuries, but each 
Feels shorter than the day 
I first surmised 
The horses’ heads were toward eternity.

Reprinted by permission of the publishers and the Trustees of 
Amherst College from The Poems of Emily Dickinson, Thomas 
H. Johnson, ed., Cambridge, Mass.: The Belknap Press of 
Harvard University Press, Copyright © 1951, 1955, 1979, 
1983 by the President and Fellows of Harvard College.

INTERVAL 20 MiNUtES
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WORLD PREMIERE
Paul Stanhope has an international 
reputation as one of the leading 
composers of his generation, whose 
works are performed in the UK, 
Europe, Japan and North America. 
His music is performed regularly by 
the major orchestras in Australia and 
by such artists as the Pavel Haas 
Quartet, Alina Ibragimova and 
Cédric Tiberghien, the Atos Piano 
Trio and the Choir of Trinity 
College, Cambridge. In recent years 
it has been featured at the Vale of 
Glamorgan Festival by the BBC 
National Orchestra of Wales and  
at the City of London Festival.

After studies with Peter Sculthorpe, 
a Charles Mackerras Scholarship 
enabled Stanhope to study at the 
Guildhall School of Music in 
London. His awards include the 
Tōru Takemitsu Prize, two APRA/
Australian Music Centre Awards 
and, most recently, a Sidney Myer 
Creative Fellowship for 2013-14.

The composer writes:

Despite the considerable public 
transport advantages of the 
instrument, the piccolo, 
unfortunately, is not blessed with a 
rich concerto repertoire. There are 
only a few Baroque examples (really 
written for recorder) and a 
smattering of recent works. When 
Andrew Macleod, Principal Piccolo 
for the Melbourne Symphony 
Orchestra, suggested I write him a 
concerto, I immediately thought it 
was a great idea. And having heard 
Andrew’s playing, I was convinced of 
the overriding artistic merits, not just 
the practicality of adding to a small 
body of works. The piccolo has the 
advantage of being able to cut 
through loud orchestral textures, yet 
it also has many more possibilities 
not often explored in the orchestral 
repertoire.

This concerto is in two movements. 
Throughout the first movement, 
simply titled Hymn, I have used 
fragments of Love Unknown, a hymn 
tune by English composer John 
Ireland. My reason for using this 
tune has more to do with its message 

of compassion and humanity rather 
than any suggestion of strict religious 
observance. Composed in a 
symmetrical form, the hymn is used 
as a structural road-map and also the 
basis for motivic material. The 
movement falls somewhere between 
a chorale prelude – a form found in 
organ works where a hymn tune is 
essentially embellished and 
considerably expanded – and a set of 
variations over a ground bass. 

The movement begins in an 
understated and mostly lyrical 
fashion, before launching into a more 
dance-like, climactic section 
whereupon the musical argument 
becomes more diffuse. The section of 
the tune with the lyrics ‘love to the 
loveless shown’ is given special 
importance in this central part of the 
piece, with a short insistent motif 
which is then contradicted by other, 
more argumentative elements as 
though this ‘bleeding heart’ notion is 
being interrogated by a shock jock. 
The contradictory music is jagged 
and spiky, coloured mainly by the 
upper woodwinds and tuned 
percussion. As the material is 
developed it becomes more abstract 
until an angry outburst seems to 
settle the score, giving way to a 
return of the more optimistic-
sounding sections heard earlier, this 
time bursting into a clear-voiced 
enunciation of the compassion 
theme. An understated and slightly 
saddened version of Ireland’s hymn is 
stated in full for the first time at the 
end of the piece in the lower strings, 
climbing through the upper registers 
until at last reaching the solo piccolo.

The second movement, Scherzo 
(Italian for ‘ joke’, although in 
musical terms it connotes a fast-
moving, humorous piece), is subtitled 
‘Wheels within Wheels’, suggesting 
material that moves simultaneously 
at different speeds. The initials of 
‘wheels within wheels’ – www – also 
hints at the impact of the 
information age and the sense of 
overwhelming speed at which our 
digital world operates. Furthermore, 
the Old Testament book of Ezekiel 
makes mention of a vision of the 
divine throne and four heavenly 

PaUl StaNhOPE
PhOtO by KarEN StEaiNS

PAUL STANHOPE 
(born 1969)
Concerto for piccolo flute and 
orchestra

I  Hymn
II  Scherzo: Wheels  

within Wheels

Andrew Macleod piccolo
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creatures with chariots of wheels 
within wheels. Although religious 
overtones were not deliberately 
sought out, it is nice to know that 
you are on the same page as divine 
creatures. One never knows when 
that might come in handy.

Replete with twisting, turning solo 
piccolo passages over percussive 
orchestral textures, there are 
humorous interjections from the 
tuba, bass clarinet and  
contrabassoon (strange buddies 
indeed for the piccolo, but perhaps 
also the other instruments that didn’t 

get invited to the concerto-prom) 
and also the otherworldly sounds of 
tuned cowbells. 

This Scherzo is written in a kind of 
binary form, whereby the two halves 
of the movement are separated by an 
extended cadenza. Here the solo 
piccolo can really show its wares as 
an instrument capable of many 
surprises, including some 
surprisingly soft high notes and lush 
low-register sounds. This launches 
the music towards a dance-like 
climax before the wheels seem to 
briefly and dangerously jump out of 

their cogs. Fortunately the solo 
piccolo puts a stop to this nonsense 
and restores order for a brief final 
flourish. 

Paul Stanhope © 2013

Paul Stanhope’s Piccolo Concerto was 
commissioned by Symphony Services 
Australia on behalf of the Melbourne, 
Adelaide and Tasmanian Symphony 
orchestras.

IGOR STRAVINSkY 
(1882-1971)

The Firebird – Suite (1919)

I  Introduction –
II  The Firebird and her Dance –
III  Variation of the Firebird –
IV  The Princesses’ Round 

(Khorovod) –
V  Infernal Dance of King 

Kashchei –

VI  Berceuse –
VII  Finale
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With the music for The Firebird, the 
28-year-old Stravinsky rose from 
obscurity to celebrity. Scarcely 
known in his native St Petersburg, 
where he was perhaps Rimsky-
Korsakov’s most gifted student, and 
quite unknown in Russia as a whole, 
Stravinsky’s first works were 
performed, if at all, in small venues 
and for smaller audiences. 

But in 1909 Stravinsky’s short 
orchestral piece, Fireworks, caught 
the ear of Sergei Diaghilev, who 
immediately commissioned the 
young composer to orchestrate some 
short pieces by Chopin and Grieg for 
two separate productions in the 
opening season of the Ballets Russes. 
When Stravinsky fulfilled this first 
commission to Diaghilev’s 
satisfaction, a bolder collaboration 

was offered, although perhaps only 
through Stravinsky’s (and posterity’s) 
luck, and the legendary indolence of 
the then more celebrated composer 
Anatol Liadov. 

In preparation for the Ballets Russes’ 
second season in Paris in 1910, 
Diaghilev had commissioned Liadov 
to write a ballet based on the 
Firebird scenario. But after months 
of anxious enquiries from Diaghilev 
concerning Liadov’s progress, the 
composer eventually acknowledged 
that he had only purchased the 
manuscript paper! The commission 
was revoked and at the end of the 
1909 Northern Summer Stravinsky 
received a telegram inviting him to 
take on the ballet. He accepted the 
commission and finished the 
manuscript score on 18 May 1910, 
just five weeks before the ballet’s 
premiere. 

Predictably, Diaghilev was 
impressed. ‘Keep a close eye on him,’ 
Diaghilev is reported to have told his 
leading dancer Tamara Karsavina 
during a rehearsal at the Paris 
Opera. ‘He is about to become 
famous.’ And so it was to prove. 
Perhaps indicating that at the time  
of this surprisingly innovative work 
Stravinsky was still effectively a 
student, the score is dedicated to his 
teacher Rimsky-Korsakov. And, as 
was the case so often with Rimsky-
Korsakov himself, Stravinsky’s 
source of inspiration was Russia’s 

folk heritage: the story of the 
Firebird is based on a conflation of 
the various Russian legends 
concerning the young Tsarevich 
Ivan, who with the assistance of the 
Firebird, liberates the Princess from 
the evil sorcerer Kashchei.

Gabriel Pierné conducted the 
premiere at the Paris Opera on 25 
June 1910, with the choreography by 
Michel Fokine (who himself danced 
the part of Ivan Tsarevich) and with 
Tamara Karsavina as the Firebird. 
The Romantically-inclined score is 
filled with the most extraordinary 
orchestral colours and lavish 
instrumental effects, outdoing even 
the master Rimsky-Korsakov 
himself, and it remains one of 
Stravinsky’s most popular works. 

The Introduction begins deep in the 
muted lower strings, suggesting an 
eerie night near the castle of the 
monster Kashchei. Some of 
Stravinsky’s most exquisite orchestral 
writing accompanies the Firebird’s 
solo, with the fluttering effects on 
the strings set against the upper 
registers of the woodwind, 
suggesting the extravagant gestures 
of flight and proud display. In the 
ballet, Ivan captures the Firebird, 
who, in return for her freedom, gives 
him one of her feathers as a pledge 
that she will come to his aid should 
he ever be in danger.
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The Suite then moves to Kashchei’s 
daunting fortress, where Ivan has 
encountered 13 beautiful women, 
arrayed in such finery and carrying 
themselves with such dignity that he 

assumes them to be princesses.  
They permit Ivan to join them in  
the Khorovod, an exquisite, tender 
and lyrical form of round dance 
bearing all the hallmarks of Russian 
folk music.

 Kashchei appears and is about to 
turn Ivan to stone. But Ivan produces 
the Firebird’s plume and the Firebird 
herself appears instantly. She casts 
Kashchei and his subjects into a wild 
dance (Infernal Dance of King 
Kashchei) at the end of which they 
fall exhausted to the ground. The 
Firebird then moves among the 
exhausted dancers and with her 
lullaby (Berceuse) charms them into a 
profound sleep. Instructed by the 
Firebird, Ivan finds and destroys the 
egg that represents Kashchei’s soul, 
and in the Finale the evil 
enchantments are dissolved and the 
princesses’ lovers, who had been 
turned to stone, are returned to life. 
The theme on the horn is developed 

into a majestic hymn of thanksgiving 
as Ivan and the princess of his choice 
are married in the final tableau amid 
great pomp and circumstance – 
thereby providing the opportunity 
for Stravinsky to conclude the score 
with a virtuosic display of rich 
orchestral sonorities.

Symphony Australia © 2002

The Melbourne Symphony Orchestra 
first performed the Suite from The 
Firebird at a War Funds Concert on  
25 July 1944 conducted by Eugene 
Ormandy. The MSO most recently 
performed it in October 2010 under 
conductor Mark Wigglesworth.
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iGOr StraViNSKy

Vce mUSIc StUDentS get Up cLoSe anD mUSIcaL wItH  
paUL StanHope anD anDrew macLeoD
On Monday 6 May, VCE Music students from across the state gathered in the iwaki auditorium, abC Southbank 
Centre, for a workshop on Paul Stanhope’s new Piccolo Concerto for andrew Macleod. the workshops, led 
by Paul Stanhope, enabled students to explore compositional and performance processes first-hand as the 
composer told the “life story” of his new work through its instrumentation, style, form and aesthetics. 

andrew Macleod performed excerpts and spoke about having a new work written for him, and how he and 
Paul had worked together to resolve technical and practical issues in the solo part as the work was being 
written. in addition to attending this workshop, these students will be in attendance at these world premiere 
performances at hamer hall, and have also had Paul Stanhope’s process diary made accessible to them for 
further study. For more information on the MSO’s Education programs visit mso.com.au/education 
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the 2013
DONATION DRIVE

“There’s a serious love for the orchestra among  
the people of this city.” 
Sir Andrew Davis, Chief Conductor, May 2013

This city’s passion for music helps shape the quality of our 
musicians, and inspires the guest artists who work with us. 
We depend on you now to help us set the stage for the 
present and future of classical music. 

By supporting the MSO with a tax-deductible gift before 
30 June you can help us:

•	 	Close	the	gap	on	our	Instrument	Appeal	target	to	
purchase new instrument cases and travelling equipment 

•	 	Maintain	our	UpBeat program of subsidised concert 
tickets for full-time students 

•	 	Transport	the	Orchestra	on	regional	tours	to	Western	
and Central Victoria

•	 	Work	with	specialist	presenters	to	create	age-specific	
programs for children

•	 	Train	the	next	generation	of	musicians
•	 	and	much,	much	more

 Make your gift: 

•	 	Online	at	www.mso.com.au/support
•	 	Send	a	cheque	payable	to	Melbourne	Symphony	

Orchestra Pty Ltd, to the Philanthropy Manager,  
MSO, GPO Box 9994, Melbourne 3001 

•	 	By	phone:	call	03 9626 1248 with details or to request  
a donation form

•	 	EFT	to	our	Donations	Account.	Please	include	your	
name in the description: BSB 083-004 Account 89-393-
2381 

•	 	In	person	at	our	Box	Office	at	22	Fanning	Street,	
Southbank or to MSO staff at your concert

The MSO is a registered charity and gifts of $2 and more 
are fully tax-deductible. 

Gifts made by 30 June will be receipted for the 2012/13 
tax year.  

Every gift helps to support the MSO and its work in the 
community.

For more information:  
Call 9626 1248 or email philanthropy@mso.com.au. 

We would love to hear your thoughts about including the 
MSO in your giving this year.

bENJaMiN NOrthEy hElPiNG a yOUNG CONDUCtOr at  
a ClaSSiC KiDS CONCErt

GET INVOLVED SUpport tHe mUSIc 

Honouring MSO Director, The Honourable Alan Goldberg AO QC, in recognition of his service to the community and 
support of the MSO. This dinner will also raise funds for the MSO and its Education and Outreach program.

JOIN US FOR AN EVENING OF ELEGANCE AND SPLENDOUR AS THE MELBOURNE SYMPHONY ORCHESTRA PRESENTS 

THE SYMPHONY BANQUET
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EARS WIDE OPEN: INTRODUCING  
ELGAR’S ENIGMA VARIATIONS

Tuesday 11 june at 6.30pm 
Melbourne recital Centre

Melbourne Symphony Orchestra 
Conducted and presented by Richard Gill

this concert has a duration of approximately 80 
minutes, and will be performed without interval.

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

Each piece of music explored in the Ears Wide Open 
series is also performed, in full, later in the MSO season.

Elgar’s Enigma Variations will be performed as part of 

Elgar’s Enigma Variations 
Saturday 14 September at 2pm 
Arts Centre Melbourne, Hamer Hall 
Sir Andrew Davis conductor

RICHARD GILL conductor
Richard Gill OAM is one of 
Australia’s pre-eminent and 
most admired conductors and 
is internationally respected as 
a music educator. He is 
Founding Music Director  
and Conductor Emeritus  
of Victorian Opera, and is 
currently Artistic Director  

of the Education Program for the Sydney Symphony 
Orchestra. He has been Artistic Director of OzOpera, 
Artistic Director and Chief Conductor of the Canberra 
Symphony Orchestra, and the Adviser for the Musica  
Viva In Schools program. 

He has conducted all the major Australian symphony 
orchestras, Sydney Philharmonia, and the Australian, 
New Zealand, Sydney, Melbourne and Western 
Australian Youth orchestras. For the Sydney Symphony  
he has regularly conducted Meet the Music and Family 
concerts, Discovery concerts with the Sydney Symphony 
Sinfonia and Sinfonietta concerts, and is the conductor  
of the Melbourne Symphony Orchestra’s Ears Wide  
Open series.

Richard’s extensive operatic repertoire includes  
The Rake’s Progress, The Magic Flute, The Marriage  
of Figaro, Così fan tutte, Don Giovanni, How to Kill  
Your Husband, The Threepenny Opera, The Damnation of 
Faust, Julius Caesar, Duke Bluebeard’s Castle, Ariadne auf 
Naxos, and Rembrandt’s Wife (for Victorian Opera); The 
Love for Three Oranges, Orpheus in the Underworld, Faust, 
The Eighth Wonder, Lindy, Macbeth, La forza del destino, 
Rigoletto, Lucia di Lammermoor, Il trovatore, Romeo et 
Juliette, Fidelio, Turandot and The Pearl Fishers, (for Opera 
Australia), The Magic Flute and The Marriage of Figaro (for 
Opera Queensland), and The Barber of Seville, La bohème, 
Carmen, and The Magic Flute (for OzOpera). 

He has held several important posts including Dean of the 
West Australian Conservatorium of Music and Director of 
Chorus at Opera Australia, and has received numerous 
accolades including the Bernard Heinze Award, an 
Honorary Doctorate from the Edith Cowan University  
of Western, an Hon. Doc. (ACU), the Australian Music 
Centre’s award for ‘Most Distinguished Contribution  
to the Presentation of Australian Composition by an 
Individual’ and the Australia Council’s Don Banks Award.

Elgar’s
Enigma
Variations

$20 OFF
*All reserves

Purchase tickets to EARS WIDE OPEN 2, and receive $20 off the price 
of your ticket to Elgar’s Enigma Variations on 13 or 14 September*.
Just present this coupon at the MSO Box Office or enter the promo 
code ELGAR at www.mso.com.au

Purchase tickets to EARS WIDE OPEN 2, and receive $20 off the price of your ticket 
to Elgar's Enigma Variations on 14 September*. Just present this coupon at the 
MSO Box Office or enter the promo code ELGAR at www.mso.com.au                        
*All reserves

riCharD Gill © brENDaN rEaD
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ABOUT THE COMPOSER
The greatest British composer of his 
generation, Elgar excelled in all 
genres (except opera, for which he 
didn’t find a suitable subject until too 
late in life). He also had a popular 
touch. Of his Pomp and Circumstance 
March No.1 and its main theme (often 
sung to the words, ‘Land of Hope and 
Glory’) he boasted, accurately, that he 
had written ‘a tune that will … knock 
’em flat’.

Elgar spent his formative years living 
over the family shop at 10 High 
Street, Worcester. His father was a 
piano tuner and organist at the local 
Catholic church. Already this pen 
portrait lays out some of Elgar’s 
‘issues’ in later life – he was a lower 
middle-class provincial in class-
ridden Victorian Britain and a 
Catholic in an overwhelmingly 
Protestant country. Worcester was not 
a wasteland, however, and every three 
years hosted the Three Choirs 
Festival, where Elgar once performed 
under Dvořák. 

In 1882 Elgar took his first regular 
job outside his city as a violinist in 
Birmingham. There, in December 
1883, his Intermezzo: Sérénade moresque 
was premiered. On 1 May 1884 the 
Worcester Philharmonic Society gave 
the premiere of his Sevillana, later 
performed at the Crystal Palace, 
London. But Elgar had written 
nothing of ‘sustained originality’ 

when he decided to try to make a go 
of it in the capital in his early 30s. He 
and his wife, Caroline Alice, spent 
about a year in London, but after only 
a couple of performances (of the 
orchestral version of Salut d’amour and 
the Suite in D in February 1890), they 
retreated to Malvern. Elgar loved the 
Malvern Hills but felt a failure. In the 
1890s, things began to look up. 

Froissart, composed in London, was 
performed as part of the Three Choirs 
Festival in Worcester in September 
1890. The Three Choirs was also a 
receptive market for the cantatas 
Elgar composed over the next decade. 
1899 saw the first performance of 
Elgar’s first really great work, the 
Enigma Variations, and other enduring 
works composed around this time 
include Sea Pictures for contralto and 
orchestra, and the oratorio The Dream 
of Gerontius.

Elgar became something of an 
Establishment figure during Edward 
VII’s reign and his Second Symphony 
in 1911 (he had composed his First in 
1908) was dedicated to the memory of 
the King. He felt genuine pride in 
being awarded the Order of Merit. 
During the First World War, 
however, Elgar was uncomfortable 
with the jingoistic lyrics added to his 
Pomp and Circumstance March No. 1 and 
some have seen his late, great Cello 
Concerto (1917-21) as a kind of ‘war 
requiem’.

Alice Elgar died in 1920 and perhaps 
there was a tapering-off in Elgar’s 
powers dating from her death. The last 
years saw a late-in-life romance with a 
younger woman, Vera Hockman, and 
work begun on an opera and a third 
symphony. But in autumn 1933 Elgar’s 
sciatica turned out to be a malignant 
tumour. He died on 23 February 1934 
and was laid beside his wife at St 
Wulstan’s Church, Little Malvern. 

ABOUT THE MUSIC
Elgar’s Enigma Variations was a timely 
success. Around 1890, he returned to 
the Malvern area feeling as though he 
was in retreat, and even toyed with 
taking up a trade.

It was in this frame of mind that  
the Enigma Variations was born.  

EDWARD ELGAR 
(1857-1934)
Variations on an Original 
Theme, Op.36 Enigma

I  (C.A.E.) – Caroline Alice 
Elgar, the composer’s wife

II  (H.D.S.-P.) – Hew David 
Steuart-Powell, pianist in 
Elgar’s trio

III  (R.B.T.) – Richard Baxter 
Townshend, author

IV  (W.M.B.) – William Meath 
Baker, nicknamed ‘the 
Squire’

V  (R.P.A.) – Richard Penrose 
Arnold, son of Matthew 
Arnold

VI  (Ysobel) – Isabel Fitton, viola 
player

VII  (Troyte) – Arthur Troyte Griffith, 
architect

VIII  (W.N.) – Winifred Norbury
IX  (Nimrod) – August Johannes 

Jaeger, reader for the 
publisher Novello & Co

X  (Dorabella) Intermezzo – 
Dora Penny, later Mrs Richard 
Powell

XI  (G.R.S.) – Dr G.R. Sinclair, 
organist of Hereford 
Cathedral

XII  (B.G.N.) – Basil G. Nevinson, 
cellist in Elgar’s trio

XIII  (***) Romanza – Lady Mary 
Lygon, later Trefusis

XIV  (E.D.U.) Finale – Elgar himself 
(‘Edu’ being his nickname)
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GUEST MUSICIANS
Jenny Khafagi violin
Clare Miller violin
Ceridwen Davies viola
Simon Oswell viola
Molly Kadarauch cello
Esther Wright double bass
Ann Blackburn oboe
Chloe Turner bassoon
Tim Dowling* principal trombone
*Courtesy of Hague Philharmonic Orchestra

ElGar iN 1904
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One night in October 1898, Elgar 
started doodling at the piano and 
chanced upon a brief theme. It was in 
G minor, the key of the Mozart 
symphony (No.40) which Elgar had 
once reworked bar-for-bar into an 
original composition. It wasn’t a great 
melody but in its almost arbitrary 
contour and halting mix of crotchets 
and quavers, it had great potential for 
wide-ranging development. Elgar 
started fooling around with it, 
imagining how certain friends might 
have varied it. This work, when 
completed, would single-handedly turn 
the composer’s career around. It was 
premiered at St. James’s Hall, London 
on 19 June 1899 under Hans Richter. 

In the variations, Elgar’s friends are 
identified only by their initials. Elgar 
said that their identity should not 
matter to the audience-member who 
‘nose nuffin’ (a typical piece of 
humorous spelling), but it is enjoyable 
for modern-day audiences to think 
how Elgar has portrayed each. 

According to his biographer Michael 
Kennedy, Elgar 

chose [friends] whose idiosyncrasies 
suggested music to him, whether it was a 
stammer (‘Dorabella’), a certain way of 
playing the piano [H.D. Steuart-Powell’s 
diatonic run over the keyboard as a 
warm-up and Arthur Troyte Griffith’s 
drumming fortes], slamming a door [the 
country squire, W. Meath Baker], viola 

playing [Isabel Fitton, ‘Ysobel’, had 
trouble performing music where the 
strings had to be crossed] or ‘gracious 
personalities’ in an eighteenth-century 
house (Sherridge – where ‘W.N.’ – 
Winifred Norbury – and her sister lived). 

The Hereford Cathedral organist, Dr 
G.R. Sinclair, was represented by his 
dog. The first few bars were suggested 
by ‘Dan’ falling down the steep bank 
into the river Wye (bar 1); his 
paddling upstream to find a landing-
place (bars 2 and 3); and his rejoicing 
bark on landing (second half of bar 5). 
The cello features prominently in 
Variation 12 – a tribute to Basil 
Nevinson who would later inspire 
Elgar’s Cello Concerto. 
Mendelssohn’s Calm Sea and 
Prosperous Voyage is quoted in 
Variation 13, said to depict Lady 
Mary Lygon’s departure by ship to 
Australia where her brother, Earl 
Beauchamp, had been appointed 
Governor of New South Wales. The 
most famous variation, ‘Nimrod’, has 
perhaps the most interesting musical 
association. It is a musical portrait of 
Elgar’s publisher, A.E. Jaeger, and is 
called ‘Nimrod’ (‘the mighty hunter 
before the Lord’) because Jaeger 
means ‘hunter’ in German. 

During one of Elgar’s regular slumps, 
Jaeger took Elgar for a walk and 
reminded him that whenever 
Beethoven was troubled, he poured his 
frustrations into still more beautiful 

compositions, and that Beethoven’s 
slow movements were simply 
incomparable. Elgar wholeheartedly 
agreed, and made the opening bars of 
Nimrod quote the slow movement from 
Beethoven’s Pathétique Sonata. 

The final variation is Elgar himself.  
As for the ‘enigma’, the word written-in 
later over the theme, Elgar said ‘its 
“dark saying” must be left unguessed 
…’ Elgar biographer Julian Rushton 
says that it’s undoubtedly Elgar 
himself. He used the theme as 
signature in letters to ‘Dorabella’  
(Dora Penny). Elgar also hinted that 
you could play another more familiar 
tune over the top. Many have tried to 
guess this implied theme’s identity,  
but knowing or not knowing doesn’t 
affect enjoyment of the work.

fURTHER LISTENING
To gain a sense of Elgar’s trajectory, 
listen to some of the early works, 
Sevillana, Salut d’amour (for a long 
time Elgar’s most frequently-played 
piece) and also the cantatas of the 
1890s – The Black Knight, The Light of 
Life (Lux Christi), Scenes from the Saga 
of King Olaf and Caractacus. Elgar 
came of age as a composer around  
the time of the Enigma Variations.  
It will be instructive to listen to 
contemporaneous works such as Sea 
Pictures (1899) and The Dream of 
Gerontius (1900).

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
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WHAT ELSE WAS IN THE AIR 
AT THE TIME?
Elgar might have been influenced by 
his compatriot Parry’s Symphonic 
Variations of 1897 or Brahms’ 
Variations on a theme by Haydn, works 
in which the melody of the theme on 
which the variations are based is of less 
concern than the proportions of the 
theme and the underlying harmonic 
progressions.

CAN YOU PICk THE OTHER 
MUSICAL REfERENCES? 
Listen to the slow movement of 
Beethoven’s Pathétique Sonata and 
Mendelssohn’s overture, Calm Sea and 
Prosperous Voyage.

SPEEDS Of ‘NIMROD’
An important interpretational issue in 
the Enigma Variations is the speed of 
‘Nimrod’, which Elgar originally 
composed as a moderato, changing it 
later to adagio. Listen to a couple of 
versions and decide whether you prefer 
Jaeger sounding like ‘a cheery 
personage beaming through gold-
rimmed spectacles’ or an adagio in 
Elgar’s signature ‘nobilmente’ mood. 
‘Nimrod’ can take six minutes, as in 
Bernstein’s 1981 Deutsche 
Grammophon recording with the 
BBC Symphony Orchestra, also 
available on YouTube:  
http://www.youtube.com/
watch?v=WmC2MB9h5qI .

George Hurst’s recording with the 
Bournemouth Symphony [Naxos, 
Catalogue No.: 8.553564] is only 
three-and-a-half minutes in duration. 
‘Nimrod’ is one of the widely-quoted 
pieces of classical music. You hear it, to 
cite one of many cinematic examples, 
at the end of Baz Luhrmann’s 2008 
film, Australia (original soundtrack 
conducted by the Melbourne 
Symphony Orchestra’s Principal 
Trombone, Brett Kelly).

GLOSSARY
Adagio – very slow

Cantata – in Elgar’s time, a cantata 
was like an unstaged mini-opera. It 
told a story, often in narrative fashion, 
with arias, ensembles, choruses and 
orchestral interludes.

Diatonic – deriving from major and 
minor scales which mix tones and 
semitones.

Forte – loud

Moderato – at a moderate pace

Nobilmente – ‘nobly’, a characteristic 
Elgarian instruction to the performer. 
Elgar wrote ‘nobilmente’ on the piano 
score of ‘Nimrod’. His first orchestral 
score to contain the word was the 
Cockaigne Overture.

Oratorio – a large-scale unstaged 
opera, quite often on a religious 
subject. In the UK, oratorios became 
fashionable when the Baroque 

composer Handel took to composing 
them during Lent when operatic 
performances were banned.

Variations – a musical form in which a 
composer takes a theme and develops 
its harmonic, melodic and sometimes 
rhythmic characteristics in a series of 
short characteristic pieces. 

Program notes by Gordon Kalton 
Williams © 2013
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ben hanlon has been a member of the MSO’s double bass section since 
2011. as a student ben was a member of the Melbourne youth Orchestra, 
australian youth Orchestra and attended the australian String Seminar.  
ben was a finalist in the 2005 ‘Generations in Jazz’ scholarship whilst 
completing 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. 

as a professional, ben has performed in a variety of concerts, including  
as soloist in two performances of bottesini’s Concerto No.2 with the  
Nicholas Chamber Orchestra. 

My earliest musical memory is...
Carrying my double bass across the school oval to my mum’s  
car after my first bass lesson. When I finally got it there  
we spent quite a while trying figure out how to make it fit.  
I remember vividly Mum being upset that I had carried it  
on my own because I could have smashed it. 

The music that changed my life is....
I really didn’t enjoy playing the Bass until I was about 12.  
I joined the school jazz band and began to get really  
excited about playing, so in terms of providing the  
drive to become a musician, jazz changed my life.

What’s your “top pick” for city dining,  
or for a post concert drink or dessert? 
I don’t know if it’s a top pick, but if people are up for  
a challenge there is a really spicy Szechuan place in  
China Town called Spicy Fish. 

How did you choose your instrument?
It was more chosen for me, as I was the tallest person  
at the string night at my Primary School.

What is your favourite Melbourne Symphony  
Orchestra memory? 
Beethoven Symphony No.9 at the Beethoven Festival  
in 2011. The Festival had such a fantastic atmosphere,  
and I was incredibly excited to be playing this magnificent  
symphony in an orchestra for the first time.

BEN HANLON

Meet yoUr Mso MUsician
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BeYonD tHe Stage
Learn more about the music in these free events. 

Monash Series 
Friday 13 June at 8pm 
robert blackwood hall,  
Monash University, Clayton

Saturday Matinees 
Saturday 15 June at 2pm

Great Classics on Mondays 
Monday 17 June at 6.30pm 
arts Centre Melbourne,  
hamer hall

Mussorgsky Khovanshchina:   
 Prelude 

Prokofiev  Sinfonia Concertante  
for cello and orchestra

iNtErVal 20 MiNUtES

Mussorgsky Night on Bald   
 Mountain 

Scriabin The Poem of Ecstasy

Melbourne Symphony Orchestra 
Yan Pascal Tortelier conductor 
Pieter Wispelwey cello

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

Monday 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. 

PRE-CONCERT TALK

Friday 14 June at 7pm 
Stalls Foyer, robert blackwood hall,  
Monash University, Clayton

Saturday 15 June at 1pm  
Stalls Foyer, arts Centre Melbourne, hamer hall

Professor Peter tregear will present a pre-concert talk 
on the artists and the works featured in the program.

MEET THE SOLOIST

Monday 17 June at 8.30pm (post-concert event) 
Stalls Foyer, arts Centre Melbourne, hamer hall

Soloist Pieter wispelwey will take part in a post-
concert artist in Conversation, hosted by MSO  
cellist rohan de Korte.
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YAN PASCAL TORTELIER conductor
Yan Pascal Tortelier began his career as a violinist. At the 
age of 14 he received first prize in violin at the Paris 
Conservatoire and made his debut as a soloist with the 
London Philharmonic Orchestra. Following tuition with 
Nadia Boulanger, he studied conducting with Franco 
Ferrara in Siena. 

He has held the positions of Associate Conductor of the 
Orchestre National du Capitole de Toulouse (1974-1983), 
Principal Conductor and Artistic Director of the Ulster 
Orchestra (1989-1992), and Principal Guest Conductor of 
the Pittsburgh Symphony Orchestra (2005-2008). He served 
as Principal Conductor of the São Paulo Symphony from 
2009 to 2011, and is now Guest Conductor of Honour.  
In recognition of his work as Chief Conductor of the BBC 
Philharmonic between 1992 and 2003, he was awarded the 
title of Conductor Emeritus. He also holds the position of 
Principal Guest Conductor at the Royal Academy of Music.

He has worked with the Hallé, London Symphony 
Orchestra, Royal Concertgebouw Orchestra, Czech 
Philharmonic, Los Angeles Philharmonic, Philadelphia 
Orchestra, and the Boston, Chicago and San Francisco 
Symphony orchestras, among others. Recent highlights 
include UK concerts and a tour of China with the London 
Philharmonic, and tours of South America and Europe 
with the São Paulo Symphony.

Tortelier’s extensive discography includes award-winning 
cycles of the orchestral music of Debussy, Ravel, Franck, 
Roussel and Dutilleux. He has also recorded the music of 
Hindemith, Kodály, Lutosławski and Karłowicz. Recent 
releases include the Ravel Piano Concertos and Debussy’s 
Fantaisie with Jean-Efflam Bavouzet, and works by Florent 
Schmitt with the São Paulo Symphony.

PIETER WISPELWEY cello
Pieter Wispelwey is among the first of a generation of 
performers who are equally at ease on the modern or the 
period cello. His acute stylistic awareness, combined with a 
truly original interpretation and a phenomenal technical 
mastery, has won the hearts of critics and public alike in 
repertoire ranging from Bach to Schnittke, Elliott Carter 
and works composed for him.

Highlights among recent and future concerto projects 
include a major tour of Australia performing with the 
Sydney, Queensland and West Australian Symphony 
orchestras, and at the Canberra International Music 
Festival, focusing on the cello concertos dedicated to 
Rostropovich. He also performs with the Liège 
Philharmonic, Musikkollegium Winterthur and São Paulo 
Symphony. 

Recent and future recital highlights include Vienna 
(Konzerthaus), Paris (Louvre), London (Wigmore Hall), 
Amsterdam (Concertgebouw), Brussels (Flagey), Boston 
(Celebrity Series), San Francisco, Tokyo, Essen 
(Philharmonie), Beijing (National Performing Arts Centre) 
and the Seoul Arts Center. 

He recently formed a string quartet, Quartet-Lab, with 
Patricia Kopatchinskaja, Pekka Kuusisto and Lilli Maijala. 
Quartet-Lab made its debut at the Konzerthaus Dortmund 
in 2012, and future concerts will include performances at 
Wigmore Hall, Berlin Konzerthaus and Concertgebouw, 
Amsterdam.

He has over 20 recordings to his credit, available on Onyx 
and Channel Classics, six of which attracted major 
international awards. His next release (on Onyx) will 
feature Lalo’s Cello Concerto and Saint-Saëns’ Cello 
Concerto No.2 with the Flanders Symphony Orchestra 
conducted by Seikyo Kim. 

Pieter Wispelwey plays on a 1760 Giovanni Battista 
Guadagnini cello and a 1710 Rombouts Baroque cello.

Information about NIGHT ON BALD MOUNTAIN 
continues on page 28
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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 
Jamie Barton mezzo-soprano 
René Barbera tenor 
Brindley Sherratt bass 
Melbourne Symphony Orchestra Chorus 
Sydney Philharmonia Choirs

FRIDAy 6 AnD SAtURDAy 7  
SEPtEMBER At 8PM

MOnDAy 9 SEPtEMBER At 6.30PM 
Arts Centre Melbourne, Hamer Hall

BOOK nOW 
MSO.COM.AU  
artscentremelbourne.com.au  
1300 182 183

Avoid fees when you book directly with MSO
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Mussorgsky finished this Prelude in 
piano score in September 1874, just 
after Pictures at an Exhibition, his 
musical memorial to painter Victor 
Hartmann. However, Mussorgsky’s 
admirers found more to admire in both 
works than mere musical pictorialism. 
He, more than any other member of 
that group of Russian nationalist 
composers known as ‘The Five’, became 
a prophet and exemplar not just for 
Russians, but for French composers as 
well. Debussy said of one work by 
Mussorgsky that it made him want to 
kneel before it in artistic adoration. 
Ravel could have said the same, and he 
orchestrated not only Pictures at an 
Exhibition, but parts of Khovanshchina 
as well (in association with Stravinsky, 
for a Diaghilev production in Paris). 

Mussorgsky’s extraordinarily direct 
response to experience enabled him to 
write music of originality and power (if 
perhaps rough-edged – one reason it has 
often been re-orchestrated). His best 
music simply bypasses musical 
conventions. 

As with Mussorgsky’s other opera, Boris 
Godunov, Khovanshchina is a complex 
tale of rebellion, religious conflict and 
social change. In a sense the subject is 
always Russian. The opera is set in the 
early years of the reign of Peter the 
Great, and deals with certain rebellious 
plots he put down – in the process 
executing Prince Ivan Khovansky and 
his son. Tsar Peter mockingly titled 
these intrigues Khovanshchina, ‘the 
Khovansky to-do’.

The prelude to the opera depicts dawn 
in the famous Red Square, Moscow – 
the sleeping city, the quiet flow of the 
river. The clang of bells ringing for 
matins is heard. The sunlight begins to 
glitter on the cupolas of the Kremlin … 
this peaceful picture is in striking 
contrast with the violence and 
turbulence of the drama it introduces.

Although Mussorgsky does not use folk 
tunes, his study of popular music had a 
deep influence on his own composing. 
He observed, for example, that when 
two or more village singers sang 
together no two stanzas were sung 
alike, since each person introduced 
variations to suit his mood. This 
Prelude, Oskar von Riesemann 

observed, is based on five melodic 
variations, as commonly found in 
popular Russian folksongs. Riesemann 
goes on to say that this device is 
nowhere more successfully used in 
Mussorgsky’s works than in this 
Prelude: ‘It is always the same 
landscape, somewhat melancholy and 
monotonous, that we see before us, and 
yet it constantly seems to change its 
appearance, in accordance with the 
changing light.’

Symphony Australia © 1997

The Melbourne Symphony Orchestra first 
performed the Prelude to Khovanshchina 
on 12 November 1958 with conductor 
Nikolai Malko. The Orchestra most recently 
performed Shostakovich’s orchestration  
of the Prelude in March 2008 under 
Oleg Caetani.

MODEST 
MUSSORGSkY 
(1839-1881) 
orch. Nikolai Rimsky-Korsakov 
(1844-1908)

Khovanshchina: Prelude  
(Dawn on the Moscow River)
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Between 1946 and 1948 the tribunal 
headed by Stalin’s most powerful 
cultural warrior, Andrei Zhdanov, 
passed a series of resolutions on 
various art forms and artists. The last 
of these, an official criticism of an 
opera by a now-forgotten Soviet 
composer, led to a spate of bans and 
denunciations which affected many of 
the most important composers in the 
country. Prokofiev in particular was 
singled out for the crime of 
‘formalism’ – Soviet code for writing 
music which experimented with 
bourgeois ‘western’ techniques and 
which ‘rejected the principles of 
classical music’. Much of his music (in 
a Kafkaesque touch, however, mostly 
works with pro-Soviet titles) was 
effectively banned, and the composer 
– in serious ill-health – was forced to 
write a public recantation of his 
‘errors’ and express his gratitude to 
the tribunal for its clear guidelines. 

The last five years of Prokofiev’s life 
were miserable. His health didn’t 
improve – in fact he had several heart 
attacks. He is said to have told his 
second wife Mira Mendelssohn that 

his ‘soul hurt’; his first wife was 
inexplicably arrested and sent to a 
labour camp. Moreover, the lack of 
performances was matched by a lack 
of commissions for new work, so 
Prokofiev’s financial situation became 
ever more dire.

One of the few happy aspects to 
Prokofiev’s last years is the friendship 
he enjoyed with the young cellist 
Mstislav Rostropovich. Not only was 
Rostropovich the inspiration for a 
number of new works, he was also 
fierce in his defence of the composer. 
According to his wife, the singer 
Galina Vishnevskaya, Rostropovich 
bearded the First Secretary of the 
Composers’ Union, Tikhon 
Khrennikov, in his lair and shouted at 
him until the latter made funds 
available to the impoverished 
Prokofiev. In 1952 Stalin allowed 
Prokofiev a pension of 2000 rubles  
a month. 

Prokofiev had written his Cello 
Concerto Op.58 in the mid-1930s but 
had been dissatisfied with both the 
work and its first performance in 
1938. Meeting Rostropovich a decade 
later made Prokofiev return to the 
piece, rewriting it substantially 
enough to label it his Concerto No.2 
in which form Rostropovich 
performed it in 1952. Still dissatisfied, 
Prokofiev made further revisions, 
expansions and re-workings with 
much technical advice from the cellist 
so that the work reached its definitive 
form as the Sinfonia Concertante 
Op.125 later that year. (Contrary to 
rumour, however, Rostropovich didn’t 
actually compose any of the music 
except for an eight-bar section of the 
solo part for which Prokofiev had 
already worked out the harmony and 
rhythm.) Another work for 
Rostropovich, the Concertino in G 
minor, was begun at the same time 
but only completed by the cellist and 
Dmitri Kabalevsky after Prokofiev’s 
death the following year.

The work has a valedictory feel to it. 
Notwithstanding its occasionally 
extreme virtuosity, there are 
numerous reflective passages 
throughout the work, not just in the 
andante sections of the outer 

movements, but in the central scherzo 
as well. The first movement contains 
echoes of the earlier Prokofiev: a hint 
of the march from The Love for Three 
Oranges, a swelling melody or 
woodwind solo that recalls Romeo and 
Juliet; but the music remains generally 
spare and the movement almost peters 
out in a series of evanescent cello 
figurations. The central movement has 
some of the energy and harmonic 
tartness of earlier Prokofiev (and 
indeed hints of the sardonic wit of 
Shostakovich) at first, but soon falls 
into a dreamy reverie characterized by 
a songful line and delicate icy 
orchestral textures. The spell is soon 
broken by timpani and dissonant 
winds. The music briefly regains its 
scurrying energy before another 
episode of lyrical cello writing against 
a spare orchestral background; yet 
again the momentum increases with 
rapid cello figurations and a goose-
stepping orchestral march which in 
turn seems to dissolve before the 
movement ends in classic 
Prokofievian style. A single tutti 
chord introduces the finale. To his 
original allegro finale, Prokofiev has 
added a new opening – andante again 
but now con moto (with movement). 
Shades of Prokofiev’s humour can be 
heard as the music ratchets through 
increasingly fast tempos to a 
breathtaking passage of high-flying 
solo writing at the work’s conclusion.

Sadly Prokofiev didn’t live to hear the 
final version, which Rostropovich 
premiered in Denmark in 1954. 

Gordon Kerry © 2007

The only performances of this work by the 
Melbourne Symphony Orchestra took 
place on 5, 6 and 7 October 1995 with 
conductor Lawrence Foster and soloist 
Mischa Maisky. 

INTERVAL 20 mInUteS

SERGEI PROkOfIEV 
(1891-1953)
Sinfonia Concertante for cello 
and orchestra, Op.125

I Andante
II  Allegro giusto
III  Andante con moto - 

Allegretto - Allegro marcato

Pieter Wispelwey cello
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rOStrOPOViCh (lEFt) aND 
PrOKOFiEV
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It is often asserted that Mussorgsky was 
the most original member of that group 
of composers known in Russia as the 
kuchka, and in the West as ‘The Five’. 
Such praise, however, often masks a 
criticism: that many of Mussorgsky’s 
conceptions are eccentric or poorly 
developed. Thus we often hear Pictures 
at an Exhibition in Ravel’s orchestration, 
the opera Boris Godunov in versions by 
Rimsky-Korsakov or Shostakovich.  
In this concert you hear Night on Bald 
Mountain in Rimsky-Korsakov’s 
orchestration, the version that has most 
frequently been presented in concert 
halls down the years.

Instrumental music was not 
Mussorgsky’s preferred medium. Night 
on Bald Mountain is the only substantial 
work he composed for orchestra alone. 
Committed to kuchka principles of 
realism, authenticity and nationalism, 
Mussorgsky focused primarily on song 
cycles and operas, where he could 
simulate speech with quasi-
phonographic accuracy, and replicate 
human behaviour with psychological, 
indeed pantomimic precision. But 
Mussorgsky, more than any of his 
colleagues, also held the kuchka attitude 
to musical education as something 
which might compromise a Russian 
voice. It is arguable that he thus failed 
to attain the fluency that might have 
marked a more polished composer, and 
the question has always been whether 
Mussorgsky’s original conceptions are 
the highly original, if somewhat 
idiosyncratic, works his champions 
claim them to be, or patchily-conceived 
creations, inviting other composers to 
come in and complete, rearrange,  
or re-orchestrate his work.

According to Richard Taruskin,  
Night on Bald Mountain dates from 
Christmas 1858, when Mussorgsky, 
his brother and Mily Balakirev 
outlined a three-act opera entitled  
St John’s Eve, after a story by Gogol. 
Nothing came of this idea, but in 
1860, Mussorgsky was commissioned 

to write music for Mengden’s drama 
The Witch, part of which portrayed a 
witches’ sabbath on St John’s Eve. 

In 1872, members of ‘The Five’ were 
commissioned to write a joint opera 
(Mlada) in which Rimsky-Korsakov 
and Mussorgsky shared Acts II and 
III. Mussorgsky once more floated his 
Bald Mountain music. ‘Demonic 
chorus parts’ were added for a black 
sabbath on Mt Triglav. Mlada came to 
nothing, but Mussorgsky resurrected 
the work for an intermezzo in his final 
opera, Sorochinsky Fair. It is on this 
incarnation that Rimsky-Korsakov 
based his 1886 reconstruction, which 
was first performed in St Petersburg 
that same year under the baton of 
Rimsky-Korsakov himself.

The description in Rimsky-Korsakov’s 
score gives the plot as follows:

Subterranean noises and unearthly voices. 
Appearance of the spirits of darkness and of 
the black god Chernobog … His 
glorification and the Black Mass. Witches’ 
revel. At the maddest moment the bell of the 
village church sounds in the distance, 
scattering the spirits of darkness. Daybreak.

The picture Mussorgsky paints is far 
starker and more powerful, and ends 
darkly. As New York Times critic 
Edward Rothstein wrote:

… in Mussorgsky’s own scoring, colour  
is a tool, not an aspect of the music that 
should be experienced in itself … wild 
splits in texture and harmony draw 
attention to the disturbing expression, 
not to the brilliant virtuosity of Rimsky-
Korsakov’s [showpiece].

Yet, Mussorgsky’s version can be 
frustrating for players and listeners 
alike. Instruments are occasionally 
compelled to play important themes in 
their least gratifying register; there is 
insufficient delineation of main and 
subsidiary material; some effects are 
striking but almost redundant, because 
they can’t properly be heard despite the 
effort needed to create them.

Rimsky-Korsakov did not limit 
himself to sharpening up the 
orchestration. His Bald Mountain is 
much more rational in its musical 
shape, conforming more to a theme-
rich sonata form. It is understandable 

why his is usually the preferred version.

G.K. Williams

Symphony Australia © 1998

The Melbourne Symphony Orchestra first 
performed Night on Bald Mountain in 
1944 with conductor Lionel Lawson, 
and most recently in July 2012 with 
Jakub Hrůša.

Beethoven once said that music was a 
higher revelation than religion or 
philosophy. If anything, Russian 
composer Scriabin had even higher 
ambitions for his own music.

Scriabin had an extraordinary career, 
covering the entire development of 
music from the 19th century to the 
early 20th. Starting out as a writer of 
mazurkas, nocturnes and preludes, he 
became inspired by Wagner’s ideals of 
the Gesamtkunstwerk (the combination 
of all arts in one giant art form capable 
of elevating the entire community), but 
Scriabin intended to take them to new 
heights. In Prometheus he used a colour 
organ, a keyboard which projected 
colour rather than tones, and he 
conceived of using scents, as well as 
choreography (melodies ‘ending in 
gesticulation’). As Scriabin biographer 
Faubion Bowers says of the work 
Scriabin was working towards when he 
died: ‘Scriabin thought his supra-
musical magnawork Mysterium would 
be so potent in effect that the world 
would be destroyed in its final 
“festival”, not just changed as by 
Revolution.’

Unfortunately, Scriabin died of 
septicaemia brought on by an insect 
bite before he could realise this 
grandiose goal. In the meantime he 
had taken his harmonic language to 
the doorstep of Schoenberg and 
Bartók, an extraordinary path for 
someone who had started out in a 
Chopinesque vein.

MUSSORGSkY 
arr. Rimsky-Korsakov 

Night on Bald Mountain

ALExANDER 
SCRIABIN 
(1872-1915)
Symphony No.4 The Poem of 
Ecstasy, Op.54
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The works of Scriabin’s middle and late 
periods give us a glimpse of the weird 
and wonderful universe he had seen. 
He was still composing his Third 
Symphony (subtitled The Divine Poem), 
when he began to plan The Poem of 
Ecstasy. He normally worked rapidly, 
but The Poem of Ecstasy took three years 
(1905-07). His original plan was for a 
four-movement piece thought of in 
terms of his literary effort, the Poème 
Orgiaque published in 1906, in which 
Man-god arrives at release through 
love, sex, creation and procreation.  
The score was completed substantially 
in May 1907, but was no longer a  
four-movement symphony, rather a 
one-movement sonata form. 

Scriabin attached considerable 
importance to the poem, not set to 
music, but which underlies the Poem 
of Ecstasy and expressed the Spirit’s 
great self-assertion: ya es’m or ‘I am’, 
reached after a gamut of emotions and 

experiences – ‘the maggot of satiety 
… the bite of hyenas … the sting  
of serpent’, burning kisses, love-
making and ecstasy. The world 
premiere took place in New York  
on 10 December 1908. 

The Poem of Ecstasy follows the 
traditions of the one-movement form 
established by Franz Liszt. The 
exposition sets out the main themes in 
music by turns languorous and active, 
slow and fast. The development is 
signalled by the assignment of the 
trumpets’ original ‘I am’ theme to 
snarling trombones and muted horns. 
There are searing countermelodies for 
high violins. A bell-like clangour 
produced by repeated notes on high 
trilling woodwinds and horns restores 
us to the languor of the opening and 
its subsequent mood and tempo 
changes for the recapitulation. 

The work’s fluctuating moods – the 
‘many-petalled folds of caressing 
melody’ – are minutely described in 
French, but the form makes most sense 
in terms of Scriabin’s own dictum: 
‘From the greatest delicacy 
(refinement) via active efficacy (flight) 
to the greatest grandiosity’. ‘When you 
listen to Ecstasy,’ said Scriabin no 
doubt referring to its blazing ending, 
‘look straight into the eye of the Sun!’ 

It’s hard to imagine now how 
important Scriabin once seemed. 
Later generations favoured the 
directions taken by Debussy and 

Schoenberg. Stravinsky might have 
established a Scriabin School (The 
Firebird sounds very much like parts 
of Ecstasy), but his cantata King of the 
Stars convinced him that rhythmic 
innovation was the way forward.

Scriabin was always popular in Soviet 
Russia. The Poem of Ecstasy was 
broadcast by the All-Union Soviet 
Radio as Yuri Gagarin blasted into 
space. Scriabin also enjoyed a brief 
revival in the West in the psychedelic 
1970s. His harmonic language, a 
discordant euphony which can be 
traced back to the methods of Rimsky-
Korsakov, is easily suggestive of a 
heightened state of mind; his 
orchestration is multi-coloured.

The Poem of Ecstasy deserves to be 
heard more often. As Robert Craft 
once said, in discussing the links 
between Stravinsky and Scriabin:  
‘A comparison of The Poem of Ecstasy 
with The Firebird reveals a debt far 
larger than is generally realised, of 
one of the most popular to one of  
the least popular of early 20th-
century masterpieces.’ 

Gordon Kalton Williams 

Symphony Australia © 1999

The MSO was the first of the state 
symphony orchestras to perform this work, 
in April 1950 under conductor Bernard 
Heinze. The next, and only other, 
performance by the MSO took place in 
May 1972 with Fritz Rieger. 
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Deborah Goodall has been a member of the Melbourne 
Symphony Orchestra’s First Violin section since 1988. born in 
adelaide, Deborah began her violin studies at the age of 
eight with Marie roberts; from the age of 14 she studied  
with beryl Kimber. in 1985 she graduated from the University 
of adelaide with a bachelor of Music (First Class honours) 
having already performed as a soloist with the adelaide 
Symphony Orchestra in the finals of the abC instrumental 
and Vocal Competition. 

She went on several international tours with the australian 
youth Orchestra and Jeunesses Musicales world youth 
Orchestra. Deborah studied in berlin on a DaaD Scholarship 
before moving to Melbourne to take up her position with  
the MSO. 

in 1996 she won the Elton John award and did further study 
in london and toronto. She is married with two children and 
in her spare time enjoys yoga, gardening and making stuff 
with yarn and fabric. 

The music that changed my life is....
I don’t think there is any specific piece, but music has been  
so important to me that I can’t imagine my life without it.

The composer's music I most enjoy playing in the MSO is? 
Beethoven, Brahms, Mahler, Shostakovich and Stravinsky 

If I had not become a musician, I'd be...
I did quite a lot of acting as a student so maybe an actor.  
Back in the day I was in a production for State Theatre 
Company of South Australia of Blood Wedding.

What are three of your favourite possessions?
My dog and cats, although I think sometimes  
they own me. 

How did you choose your instrument?
My friend was learning it and I thought  
she looked really cool carrying her case  
down the street.

DEBORAH GOODALL
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RACHMANINOV’S THIRD CONCERTO

Rachmaninov Piano Concerto No.3

iNtErVal 20 MiNUtES

Tchaikovsky Romeo and Juliet

Tchaikovsky Swan Lake: Selections

Melbourne Symphony Orchestra 
Paul fitzsimon conductor 
Clemens Leske piano

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

Tonight’s performance 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. 

The pre-performance recital by Calvin Bowman 
on the Melbourne Town Hall organ commences at 
6.30pm and concludes at 7pm
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PAUL fITZSIMON conductor
Australian conductor Paul Fitzsimon graduated from the 
University of Melbourne majoring in Piano Performance 
and completed his formal conducting studies at the 
University of the Arts in Berlin with Lutz Koehler. In 
2008/09 he was Assistant Conductor of the Melbourne 
Symphony Orchestra and received the 2008 Brian Stacey 
Award for emerging Australian conductors. 

From 2003 to 2008 he participated in the Symphony 
Australia Conductor Development program, working with 
Gianluigi Gelmetti, János Fürst, Sir Charles Mackerras and 
Christopher Seaman. In 2003 he studied at the Accademia 
Musicale Chigiana in Siena, again under Gianluigi 
Gelmetti, with whom he pursued further study funded by 
the Sydney Symphony.

He has conducted the Melbourne, Adelaide, Queensland, 
Sydney and Canberra Symphony orchestras and Orchestra 
Victoria. He conducted his first concerts in Germany in 
2009 with the Wernigerode Philharmonic Chamber 
Orchestra and the Berlin Symphony Orchestra. The 
following year he made a successful debut at the Heidelberg 
Spring Music Festival, and made a return appearance in 
2011. Also that year, he conducted the Frankfurt Radio 
Symphony and Ensemble Modern as part of the inaugural 
Biennale for contemporary music in Darmstadt.

Away from the concert stage, he has conducted in Baden-
Baden with the Hamburg Ballet, and in 2012 was musical 
assistant at the Graz Opera for new productions of Elektra 
and Dido and Aeneas. For Opera Australia in 2012 he 
conducted a new production of Salome, returning this year 
for Carmen and Don Pasquale. In 2014 he will conduct 
Ensemble Intercontemporain in Paris.

CLEMENS LESkE piano
One of Australia’s most distinguished pianists, Clemens 
Leske has performed as concerto soloist with all of 
Australia’s state symphony orchestras under such conductors 
as Vladimir Spivakov, Nicholas Braithwaite, Muhai Tang, 
Vernon Handley, Rumon Gamba and Tommy Tycho. He 
has performed regularly with the Australian String Quartet, 
Australian Chamber Orchestra, the Moscow Virtuosi and 
at the Barossa, Huntington Estate, Spring and Adelaide 
festivals.

During his studies at The Juilliard School in New York, he 
regularly appeared at Lincoln Center in the Bang on a Can 
and Focus festivals of contemporary music and won 
numerous awards, including the 1990 ABC Symphony 
Australia Young Performer of the Year, the David Paul 
Landa Memorial Scholarship, and a Hattori Foundation 
Award.

He made his London debut in 2005, performing 
Rachmaninov’s First Piano Concerto with the London 
Philharmonic at Royal Festival Hall, and subsequently 
appeared with the Orchestra at the 2008 Eastbourne 
Festival. Other highlights have included the world premiere 
of Carl Vine’s Anne Landa Preludes (2006), a concerto 
performance with the Bangkok Symphony in honour of the 
King of Thailand’s birthday, performances in the eight-
piano Steinway Spectacular, Bach’s Goldberg Variations at 
the Adelaide Fringe Festival, and a solo recital as part of 
Historic Houses Trust of NSW’s House Music series at 
Government House in Sydney. 

Clemens Leske has released three discs of solo piano and 
chamber music and has recorded extensively for radio 
stations ABC Classic FM, 2MBS-FM and 5UV.

He is currently Lecturer in Keyboard at the Sydney 
Conservatorium of Music.
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Having just completed what is now 
regarded as one of the most famously 
difficult piano concertos of all time, 
the composer’s resort to the use of a 
‘dummy’ keyboard as he worked to 
master it is, perhaps, darkly ironic. But 
that he did, as he sailed the Atlantic to 
America for its premiere. His 
performance with the New York 
Symphony and Walter Damrosch on 
28 November 1909 was greeted 
enthusiastically, as was a repeat 
performance at Carnegie Hall the 
following January with the New York 
Philharmonic under Gustav Mahler. 
However, unlike his Second Piano 
Concerto, which was taken up by other 
pianists immediately, the popularity of 
the Third was slow to build. Arguably, 
it was not until the young Vladimir 
Horowitz made his European 
recording debut with the work in 1930 
that it found a wider audience. 

The concerto was written on the cusp 
of the so-called ‘modern’ age, the 
point at which the maximalist 
excesses of the Romantic were 
undercut by a preference for 
sparseness, as is notable in many later 
20th-century works. As a composer, 
Rachmaninov was very much aware 
of the changing trend, his own 
turning-point coming directly after 
his massive, formally-designed 
Second Symphony, completed in 
1907. While the inflections common 
in many performances of the Third 
Concerto often emphasise its 
extravagances, many modernising 
twists are to be found, especially in 
the work’s unique structure. 

An example is the treatment of the 
first movement’s two main themes, 
which return at various places in later 
movements. The famous opening 
melody – about which commentators 
often relate Joseph Yasser’s 
unconvincing attempts to connect it 
to the composer’s subconscious 
recollection of a liturgical chant – 
recurs in the second movement as an 
impassioned outburst in the violins, 
and as a jaunty clarinet waltz. In the 
final movement, the cellos reflect on it 
briefly as the music winds toward a 
full restatement of the second theme, 
which is also reincarnated (incognito) 

as the underlying motto of the central 
scherzando section.

Rachmaninov wrote alternate 
cadenzas for the opening movement, 
the longer and more extreme (which 
you will hear tonight) being the 
original of the two. In that reading, 
the mighty restatement of the main 
theme in double-octave chords 
intensifies the pivotal notion of 
return, and muddies an identification 
of the point of recapitulation. The 
second cadenza is shorter and lighter, 
and its creation could be seen as a 
harbinger of the composer’s 
uncertainties over the issue of length, 
which became increasingly prevalent 
in his later years. This topic similarly 
underscores the numerous, often 
disfiguring, cuts that he made in both 
performance and recording, 
truncations that were assiduously 
followed by many subsequent 
interpreters. These days the concerto 
is typically played complete, save for a 
couple of the more adventurous ossias 
(or alternative passages), which 
include variant figurations so 
demanding that they are close to 
impossible (such as the suggestion of 
switching to even faster double-
octaves in the closing lines).

Rather than using a formally-
structured theme as the basis for the 
second movement, as he typically did, 
a short four-note motif provides the 
melodic impetus. The writing is some 
of his most memorable, and a high 
level of craft can be discerned in the 
way each iteration is of a differing 
length, allowing successive moments 
of ever-greater impact to be reached. 
In the Finale, the outer portions of 
the tripartite structure offer pianists 
some of the most physically 
challenging passages in the repertoire, 
an exceptional degree of strength 
seeming to be a prerequisite. The 
second subject – an ebullient, fast-
flowing melody – offers only 
momentary respite. 

With the release of the film Shine in 
1996, the concerto has witnessed even 
higher levels of fame (or infamy, 
depending on one’s view). While its 
iconic status now seems entrenched, it 
is perhaps worth noting that 

SERGEI 
RACHMANINOV 
(1873-1943)
Piano Concerto No.3 in D 
minor, Op.30

I Allegro ma non tanto
II Intermezzo (Adagio) –
III Finale (Alla breve)

Clemens Leske piano

GUEST MUSICIANS
Elizabeth Layton concertmaster
Jo Beaumont violin
Jacqueline Edwards violin
Jenny Khafagi violin
Clare Miller violin
Ceridwen Davies viola
Simon Oswell viola
Caroline Henbest viola
Danielle Arcaro viola
Isabel Morse viola
Molly Kadarauch cello
Kalina Krusteva-Theaker cello
Anna Orzech cello
Esther Wright double bass
Georgina Roberts oboe
Geoffrey Dodd cor anglais
Chloe Turner bassoon
Tahnee van Herk* bassoon
Andrew Bain** principal horn
Rachel Shaw horn
Tim Dowling+ principal trombone
Shanie Klas percussion
Alannah Guthrie-Jones harp
*Courtesy of Orchestra Victoria

**Courtesy of Los Angeles Philharmonic 
   Orchestra

+Courtesy of Hague Philharmonic Orchestra
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Rachmaninov’s success as a pianist 
was built on ideals novel for the time, 
including understatement, an 
abhorrence of virtuosity, and 
faithfulness to the score. A subtle 
illustration of this perhaps lies in the 
closing moments, where the music 
returns – in the style of Grieg and 
Tchaikovsky’s earlier models – to the 
lyrical second subject. In this instance, 
however, Rachmaninov’s tempo 
indications do not allow for 
wallowing excess; rather, the concerto 
proceeds to its conclusion in a 
forthright and headlong manner. 

Scott Davie © 2012

The Melbourne Symphony Orchestra first 
performed Rachmaninov’s Piano 
Concerto No.3 in August 1945 under 
conductor Bernard Heinze, with soloist 
William Kapell. The MSO’s most recent 
performance of the work took place on 16 
and 17 July 2010 with Tadaaki Otaka 
and Garrick Ohlsson.

INTERVAL 20 mInUteS

The doomed youthful passion of 
Romeo and Juliet, as portrayed in 
Shakespeare’s play, had a strong 
appeal for Tchaikovsky. The young 
hero and heroine, whose families, the 
Montagues and Capulets respectively, 
are implacable enemies, have become, 
in the popular imagination, the 
representative type of star-crossed 
lovers. Many other great composers 
(Bellini, Gounod, Berlioz and 
Prokofiev among them) have been 
inspired to make music for the young 
lovers’ story. Leonard Bernstein’s West 
Side Story sets it in an urban New 
York context.

The play is set in Verona. Romeo and 
Juliet fall in love at a masked ball of 
the Capulets, and declare their love 
when Romeo visits Juliet at her 
private balcony in her family’s home. 
Because the two noble families are 
enemies, the lovers are married 
secretly by Friar Laurence. When 
Tybalt, a Capulet, kills Romeo’s 
friend Mercutio in a quarrel, Romeo 
kills Tybalt and is banished. When 
Juliet’s father insists on her marrying 
Count Paris, Friar Laurence gives her 
a potion that makes her appear dead. 
Romeo hears of her apparent death, 
returns to Verona, and finds Juliet in 
the burial vault. He kills himself with 
poison. Juliet awakens, sees the dead 
Romeo, and kills herself. The 
families, learning what has happened, 
end their feud.

Among the sketches found after 
Tchaikovsky’s death was a love-duet 
for singers, in which Romeo sings the 
words ‘Oh tarry, night of ecstasy! Oh 
night of love, stretch thy dark veil 
over us!’ to a musical phrase which 
also appears in the fantasy overture. 
The Overture (a synonym in this case 
for ‘symphonic poem’) is 
Tchaikovsky’s supreme early 
orchestral achievement. Nikolai 

Rubinstein conducted the first 
performance, in Moscow on 16 
March 1870. Tchaikovsky had already 
revised his first version extensively, 
and the final form, with some 
changes of dynamics and the title 
‘Overture-Fantasy’, was achieved in 
1880. 

The music begins with a hymn-like 
introduction suggesting Friar 
Laurence’s cell, then Capulets and 
Montagues feud in a fiery passage, 
giving way to the love scene. There 
are two melodies here memorable 
even by Tchaikovsky’s standards: one 
for cor anglais and muted violas to an 
accompaniment of horns and 
bassoons, the other for muted strings, 
suggesting, perhaps, the garden 
beneath the balcony at night. The 
development of the symphonic poem 
amplifies the lovers’ music, struggling 
with the brawls and Friar Laurence’s 
music. A furious climax may be the 
death of Tybalt at the hand of Romeo, 
but the love music dominates the 
ending, turning gradually to lament 
and tragic despair.

Symphony Australia © 2000

The first performance of this work by the 
Melbourne Symphony Orchestra took 
place on 29 March 1941 with conductor 
Montague Brearley and the most recent 
was in November 2012, conducted by 
Benjamin Northey.

PETER ILYICH 
TCHAIkOVSkY 
(1840-1893)
Romeo and Juliet – Fantasy 
Overture after Shakespeare
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Ever since Tchaikovsky’s friend Sergei 
Taneyev said he couldn’t help seeing a 
ballerina whenever he heard the 
composer’s Fourth Symphony, 
Tchaikovsky’s symphonic music has 
been criticised as too balletic. 
Tchaikovsky’s symphonies have 
survived such criticism of course but it 
says nothing against them to argue 
that the quality of his ballet music 
could be considered his unique 
contribution to musical history. 
Spared the need for symphonic 
development, the composer could 
indulge his greater strengths of 
pictorial representation, emotional 
acuity and suggestion of movement, 
strengths that are heard also in 1870’s 
Romeo and Juliet, the preceding work 
on this program. 

The first ballet score which he raised 
to the level of masterpiece was Swan 
Lake, which Tchaikovsky said he 
wrote ‘partly because I want the 
money [it was 800 rubles], but also 

because I have long had a wish to try 
my hand at this kind of music’. Swan 
Lake was commissioned from 
Tchaikovsky sometime in 1875 by the 
director of the Moscow Imperial 
Theatres, Vladimir Petrovich 
Begichev, who may have written the 
libretto. It’s not clear how closely 
Tchaikovsky worked with the original 
choreographer, Julius Reisinger, but 
he began the work joyously, sketching 
it in only two weeks, shortly after 
completing his Third Symphony. 

Work continued on Swan Lake the 
next year, and the first performance 
took place at the Bolshoi Theatre, 
Moscow on 4 March 1877. The score 
was cannibalised in the succeeding 
years – numbers considered too 
rhythmically complicated to dance to 
were substituted with works by other 
composers. It wasn’t until the work’s 
revival in 1895, after the composer’s 
death, with choreography by Marius 
Petipa and Lev Ivanov, that the score 
entered the canon. Even here it was in 
a version prepared by Director of 
Music of the St. Petersburg Imperial 
Ballet Riccardo Drigo, who 
rearranged some of Tchaikovsky’s 
music and even inserted 
orchestrations of Tchaikovsky piano 
works. The original score, however, is 
often heard on CD. 

The storyline of Swan Lake has all the 
ingredients for an engaging stage 
work – a good prince, a beautiful 
princess and other maidens who have 
been turned into swans by Rothbart 
(the evil sorcerer), the sorcerer himself 
and his daughter, the black swan 
(often danced by the same ballerina 
who takes the part of the swan-
princess). Paul Fitzsimon’s selections 
in this concert are taken from the last 
two acts. In Act III, guests arrive at 
Prince Siegfried’s palace for a costume 
ball. Siegfried’s mother commands 
him to choose a bride, but Siegfried 
has fallen for the swan-princess 
Odette. Rothbart arrives in disguise 
with his daughter Odile who 
resembles Odette in all respects 
except that she wears black rather 
than white. Siegfried declares that he 
will marry Odile, but on realising his 
mistake hurries back to the swans’ 
lake. By the lakeside, he apologises to 
Odette. Rothbart arrives to force 
Siegfried to honour his pledge to 
Odile. But Siegfried and Odette leap 
into the lake and are united in death, 
breaking Rothbart’s spell. 

Tonight’s selection begins with all the 
drama of the penultimate scene – 
some productions depict the distress 
of Odette, consoled by her sister-
swans until thunder marks the 
entrance of Rothbart. Prince Siegfried 

TCHAIkOVSkY 
Swan Lake, Op.20: selections

From Acts III and IV:

Scene 28 
Scene 29 – [Scene 19: iii] – 
Scene 29 cont.
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runs in – a soaring E major melody on 
strings later given out by horns. In 
Tchaikovsky’s original score the 
swan’s melody now appears on the 
oboe, but Fitzsimon follows the 
practice of inserting a G minor 
number from Act III, which some 
versions of the staged ballet use as the 
basis for a pas-de-deux between 
Siegfried and Odette. Eventually the 
famous oboe melody is heard and 
sequentially builds to a B minor 
climax representing Rothbart’s claim 
over Odette’s soul. A soaring 
answering phrase in the strings might 
be taken as Rothbart’s defeat, which 
is confirmed by a flip to the major. 

Tchaikovsky biographer, David 
Brown, says that Swan Lake’s final act 
‘had addressed the [1877] listener 
with an unsparing power and 
precision which many a ballet 
audience of the time must have found 
disconcerting’. That can be heard in 
the clarity of the harmonic shifts but 
also most obviously in the uninhibited 

use of orchestral colour at this point. 
Prior to 1877 the bulk of music 
written for ballet in Russia had been a 
functional adjunct to the dance. Swan 
Lake put an end to such subservience. 

Gordon Kalton Williams © 2013

The Melbourne Symphony Orchestra first 
performed excerpts from Swan Lake in 
June 1942 under conductor Montague 
Brearley, and most recently on 15 May 
2009 under Andrew Grams.

thE aUStraliaN ballEt’S aMbEr SCOtt aND aDaM bUll iN StEPhEN bayNES’ SwaN LaKE, DESiGNED by hUGh COlMaN.
PhOtOGraPhy JEFF bUSby

a PhOtO FrOM aN Early PErFOrMaNCE OF SwaN LaKE
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RACHMANINOV 
IN THE NEW 

WORLD
Phillip Sametz examines the dramatic  
changes in Rachmaninov’s life which  

followed his departure from his homeland.

By June 1917 Rachmaninov knew he 
could not stay in Russia much longer. 
The Czar and his government had 
fallen early in the year, and initially 
Rachmaninov had felt joy at the 
prospect of democratic freedom for 
his country. But soon after, his 
country estate Ivanovka was looted 
and vandalised (revolutionaries would 
later destroy it) and the political 
atmosphere became increasingly 
unstable. Concentrating on 
composition was impossible. He 
wrote to his cousin Siloti, telling of 
his desperate need to take his family 
out of the country, to “Norway, 
Denmark [or] Sweden. It makes no 
difference where! Anywhere!”

But he could pull no strings, and in 
his increasing despair, turned to a task 
he had put off for some time but that 
he felt would take his mind off the 
enveloping chaos: the revision of his 
first piano concerto. He became so 
absorbed in this work that he failed to 
notice the world changing around 
him. In late October, in the streets 
surrounding his Moscow flat, the 
latest incarnation of the provisional 
government was overthrown and the 
Bolsheviks seized power. When, a 
few weeks later, Rachmaninov 
received an invitation to perform in 
Stockholm, he leaped at the chance. 
On December 23, 1917, he and his 
family left Russia for the last time. 

When poet and novelist Boris 
Pasternak was threatened with 
deportation after the success of Doctor 
Zhivago in 1958, he wrote: “Leaving 
the motherland will equal death for 
me” and for Rachmaninov departure 
from Russia was a desperate but 
seemingly inescapable measure.  
He was a patrician in spirit, from a 
middle-class background, who was 
completely antipathetic to the new 
regime, and he found himself unable 
to work in the newly violent 
atmosphere of his homeland.

As a young man, Rachmaninov was  
a welcome guest at the Pasternak 
household. Indeed Boris’ father 
Leonid, an art professor, depicted the 
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composer in a much-reproduced 
portrait. We can imagine 
Rachmaninov sharing Zhivago’s 
lament for “the death of the inner life” 
in the bloody aftermath of the 
revolution, a lament that haunts the 
pages of Boris Pasternak’s novel. 

Rachmaninov’s dilemmas on leaving 
Russia were manifold. His income 
and possessions were gone and he had 
to earn enough money to provide 
some security for his family. He was, 
in effect, a refugee. So, at the age of 

45, he transformed himself from a 
composer-pianist to a virtuoso pianist 
who performed his own compositions 
as part of a much broader repertoire.

Just as he was trying to decide where 
the family would settle, he received 
three offers from the United States: 
the post of Chief Conductor with the 
Boston Symphony (110 concerts in 30 
weeks), a two-year conductor’s 
contract with the Cincinnati 
Symphony and a recital tour of 25 
concerts. Although he turned down 
all three proposals they cemented his 
idea of making the USA his home.  
It was far from the war and the offers 
he’d already received indicated that he 
was likely to find work there.

Rachmaninov would tour Europe 
frequently in his remaining years and 
built himself a villa on the shore of 
Lake Lucerne, called Senar. But 
North America became the centre of 
his career: all his major works written 
after 1917 were premiered there, he 
made all his recordings there and it is 
where he returned for good as war 
clouds gathered over Europe. 

The outset of his career as a concert 
pianist co-incided with the cessation 
of his composing activities, “Co-
incided” may be too gentle a term. 
Travelling as frequently as he did and 
making his home in a new culture, it 
might seem as if he had acclimatised 
to his new life reasonably well, but in 
the New York house Rachmaninov 
bought in 1921 and at Senar the 
atmosphere of Ivanovka was 
consciously re-created, with Russian 
servants in employ, Russian customs 
observed and Russian visitors 
received. When Stanislavsky and the 
Moscow Arts Theatre arrived in New 
York in 1922 Rachmaninov 
entertained them royally. The 
following year we find him writing 
about Rimsky-Korsakov’s music: 
“Because of sentimentality (perhaps 
characteristic of me) or…because of 
the loss of my native land, with which 
the music of Nikolai Andreyevich is 
so closely bound (only Russia could 
create such an artist), to hear a 
performance of his works always 
brings tears.”

Powering the 
MSO through 
Regional Victoria

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

Melbourne Symphony Orchestra presents  
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This separation from his cultural roots 
has often been given as the reason for 
Rachmaninov’s long compositional 
silence: between 1917 and the 
premiere of the Fourth Piano 
Concerto in 1926 he wrote no 
original works at all. But there was a 
practical reason also; he was building 
up concert pianist’s repertoire, 
performing intensively (between 
November 1922 and March 1923, for 
example, he gave 71 performances in 
the USA, Canada and Cuba) and 
making records and piano rolls. “To 
begin a new composition,” he wrote to 
a friend at this time, “seems 
unattainably difficult.”

The Rhapsody on a Theme of Paganini 
aside, for decades the recorded legacy 

of his piano playing was considered 
the major achievement of his 
American years. We are fortunate to 
have recordings of him in all his 
works for piano and orchestra and in 
some of the cornerstones of his recital 
repertoire, in particular Chopin’s 
Second sonata and Third Ballade and 
Schumann’s Carnaval. His playing 
combines astonishing technical 
command of the instrument, a 
profound re-creator’s view of the 
music (very much from one composer 
to another) and a rigorous sense of 
musical structure. His playing sounds 
romantic and very “personal” to our 
ears, but, in an age of high-flown 
pianism, his contemporaries admired 
it for its combination of vivid 
imagination and searching analysis. 

He is often cited as one of the 
founders of a modern interpretative 
sensibility.

When he did, finally, present new 
works to the public – the fourth piano 
concerto, Corelli Variations, Paganini 
Rhapsody, Third Symphony and 
Symphonic Dances came forth in 
sporadic bursts from 1926 until 1940 
– they were generally greeted 
dismissively, even in the U.S.A, 
where he was so highly thought of as 
an interpreter. One critic wrote of the 
Third symphony as “a chewing over 
again of something that never had 
any importance to start with” while 
another dismissed the Symphonic 
Dances as “long and derivative.” The 
critics were listening to Stravinsky 
and the audiences wanted more of the 
handful of works they already knew, 
particularly the tunefulness and lush 
textures of the Second and Third 
piano concertos. They did not respond 
to the sardonic wit, lean orchestral 
sound, rhythmic drive and finely 
worked formal structures that 
characterised his later music. The 
Paganini Rhapsody was his only piece 
to be a “hit” in his lifetime. Only 
since the 1970s has a real appreciation 
begun of the music he created in his 
new world.

©Phillip Sametz 2003

Tadaaki Otaka
with the
Melbourne
Symphony
Orchestra 
on ABC Classics

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

Dvořák: ‘New World’ Symphony  
Dvořák’s ‘New World’ Symphony speaks of the 
‘big sky’ of America, but even more of the Czech
composer’s longing for his native land. Tadaaki
Otaka’s richly detailed interpretation brings out 
the music’s lyrical beauty.

Rachmaninoff: Symphony No. 2  
Tadaaki Otaka’s ‘vibrant and penetrating
account’ of this lush, Romantic symphony
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TADAAkI OTAkA conductor
Tadaaki Otaka served as Principal Guest Conductor of the 
Melbourne Symphony Orchestra from 2010 to 2012. He is 
currently Permanent Conductor of the NHK and Sapporo 
Symphony Orchestras and Artistic Director at the New 
National Theatre in Tokyo. He founded the Kioi Sinfonietta 
in 1995 and has been its Music Adviser, Principal 
Conductor and Honorary Conductor Laureate. He was 
principal conductor of the BBC National Orchestra of 
Wales from 1987 to 1995 and is now Conductor Laureate.

One of Japan’s leading conductors, his wide-ranging 
activities include concert, opera, radio and television, and 
also premieres of works by such composers as Teizo 
Matsumura, Toru Takemitsu and Akira Miyoshi. 

Highlights of recent seasons include Mahler’s Symphony 
No.6 with the Berlin Radio Symphony Orchestra; concerts 
in celebration of the 100th anniversary of the Tokyo 
Philharmonic; an acclaimed European tour with the 
Sapporo Symphony; and a performance of Belshazzar’s Feast 
at the Proms with BBC National Orchestra of Wales. He 
recently toured with the NHK Symphony to China to 
commemorate the 40th anniversary of the normalisation of 
diplomatic ties between the two nations.

Forthcoming engagements include visits to the Brussels 
Philharmonic, BBC National Orchestra of Wales, Tokyo 
Philharmonic, Sapporo Symphony, Orchestre National 
d’Île-de-France and the NHK Symphony.

Tadaaki Otaka is a recipient of the Suntory Music Award, 
the Elgar Medal, an Honorary Fellowship from the Royal 
Welsh College of Music and Drama, and an Honorary 
Doctorate from the University of Wales. He was awarded 
the CBE in 1997 in recognition of his contribution to music 
in the UK.

kIRILL GERSTEIN piano 
Recipient of the 2010 Gilmore Artist Award, Kirill 
Gerstein has quickly proven to be one of today’s most 
intriguing musicians.

Born in 1979 in Voronezh, Russia, he attended a special 
music school for gifted children and taught himself to play 
jazz by listening to his parents’ record collection. He came 
to the attention of jazz vibraphonist Gary Burton before 
moving to the United States at the age of 14 to become the 
youngest-ever student at Boston’s Berklee College of Music. 
He subsequently studied at the Manhattan School of Music 
and in Madrid and Budapest. One of today’s most versatile 
musicians, he has commissioned boundary-crossing works 
by Oliver Knussen, Brad Mehldau, Chick Corea and 
Timothy Andres.

He has performed with many of the major orchestras in the 
United States and in Europe he has worked with the Czech 
Philharmonic, Philharmonia, Royal Philharmonic, City of 
Birmingham Symphony, Royal Stockholm Philharmonic, 
Staatskapelle Dresden, Deutsches Symphonie-Orchester 
Berlin, Tonhalle Zurich, and the Munich Philharmonic 
Orchestra, among many others. He has performed in Tokyo 
with the NHK Symphony Orchestra, and in Caracas with 
the Simón Bolívar Youth Orchestra. A keen recitalist, he 
recently completed a US and European tour with long-time 
chamber music partner Steven Isserlis.

His first solo recording, featuring works by Schumann, 
Liszt and Knussen, was chosen by the New York Times as 
one of the best recordings of 2010. 

Kirill Gerstein divides his time between the US and 
Germany, where he has been a professor of piano at the 
Stuttgart Musikhochschule since 2006.
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Rachmaninov’s fourth concerto was a 
troubled work: between the earliest 
sketches and its final form, its 
composition covered a period of 27 
years. While not enjoying quite the 
fame they have today, his previous 
compositions for piano and orchestra 
had all been successful, and the 
Russian press had reported the 
composer at work on a new concerto as 
early as 1914. However, the turbulent 
events of 1917 drove Rachmaninov 
and his young family away from 
Russia. He took few things when he 
left, but included among his 
possessions were sketchbooks 
containing a substantial amount of 
material for the new work. 

In need of financial stability, he was 
fortunate to arrive in the United States 
at a time of immense interest in 
Russian culture, and his subsequent 
phenomenal success as a concert 
pianist – a career he saw as preferable 
to conducting – meant there was little 
time for composition. He also felt an 
intense sadness on being separated 
from his homeland, alluding to a lack 
of inspiration for writing new works 
when he said to his friend, Nikolai 
Medtner, ‘How can I compose without 
melody?’

More settled and financially secure by 
the summer of 1925, however, 
Rachmaninov dramatically reduced his 
performance schedule to allow a return 
to composition, producing two new 
works the following year: the Three 
Russian Songs, for chorus and 
orchestra, and the Fourth Piano 
Concerto. Completed in Dresden, the 
concerto was premiered in 
Philadelphia in March 1927 with 

Leopold Stokowski conducting. 
Reviews of the new work, however, 
were unkind and Rachmaninov 
immediately set about making 
revisions: in all, 114 bars were 
removed, most of them from the final 
movement. A second version was 
performed in London in 1928 with Sir 
Henry Wood at the podium, and 
subsequently published. However it 
again failed to find success and 
eventually disappeared from the 
composer’s repertoire. 

Perhaps disheartened by the lack of 
success generated by his return to 
composition, he wrote only a few new 
(yet significant) works in the years 
before the final version of the fourth 
concerto. In 1938, following the 
unexpected success of his Rhapsody on 
a theme of Paganini, Rachmaninov 
again revisited the concerto, but it was 
not until the summer of 1941 when 
holidaying in Long Island that the 
final version took shape. Again, the 
work was shortened: this time a 
further 78 bars were removed. The new 
version was performed on 17 October 
in Philadelphia with Eugene Ormandy 
conducting, and a recording was made 
in December, just 15 months before 
the composer’s death. The composition 
of this concerto had covered more than 
a third of his life.

With the soloist playing the soaring 
opening theme in double-octave 
chords, the concerto seems to set out 
from where the Third Piano Concerto 
ended. The musical mood soon 
changes, however, as the intensely 
lyrical second subject is introduced in 
the key of the relative major. As is 
typical of his large-scale works, a motif 
links the various movements, and in 
the development section this motif –  
a leaping minor ninth figure – is first 
heard. A more substantial build-up 
ensues, with melodic material derived 
from the opening theme sustaining the 
gradual accelerando. Uniquely for 
Rachmaninov, the recapitulation states 
the first and second themes in reverse 
order: the second is heard in the 
woodwinds over an arpeggiated piano 
accompaniment; and the first theme, 
formerly triumphal and exuberant, is 
treated gently and scored for high 
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strings. The music dies to a murmur 
before ending abruptly.

A short piano introduction begins the 
second movement before the theme, 
marked misterioso, is introduced in the 
strings. Perhaps as a conscious nod 
toward the times, the use of melodic 
material here is tightly controlled: in 
place of a longer, more structured 
melody Rachmaninov presents a two-
bar theme, interest being sustained 
throughout by its richly varied 
harmonisation. A sudden fortissimo 
heralds what seems to be a new section 
but is, in fact, a chromatic 
transformation of the main theme.  
A sense of calm gradually returns before 
a new, more expansive melody – 
borrowed from an Étude-tableau held 
over from inclusion in the Op.33 set of 
1913 – acts as an apotheosis for the 
movement, in which the strings are 
accompanied by repeated piano chords. 

The final movement begins suddenly, 
with the first subject – closely related 
to the leaping motif heard first in the 
opening movement – appearing almost 
immediately. The thematic material is 
presented twice before a short, 
whimsical passage – so typical of 
Rachmaninov’s later style – leads to 
the second subject. Fanfare-like motifs 
form much of the first part of the 
theme, while a more extended second 
section shows Rachmaninov in a 
lyrical vein. A complete state of rest, 
however, is not reached until a series  
of descending thirds (reminiscent of a 
passage from the Second Piano 
Sonata) leads to a quiet cadenza. The 
development section, substantially 
based on the rising minor ninth motif, 
continues amid hints of a 
recapitulation, before Rachmaninov – 
settling on a solution that he believed 
had evaded him in the earlier versions 
of the work – recalls material from the 
climax of the first movement, bringing 
the concerto to a thrilling close.

While his other works for piano and 
orchestra may have achieved a greater 
level of fame, the Fourth Piano 
Concerto heralded a notable shift in 
Rachmaninov’s approach to piano 
writing and a revitalisation of his 
musical rhetoric. It has been suggested 
that the tendency of some listeners to 

have less enthusiasm for works of the 
composer’s later maturity follows 
directly from their love of the more 
overtly romantic earlier works, and the 
musical indulgences that a bygone age 
had allowed. Yet along with other later 
works, such as the Symphonic Dances, 
the Fourth Concerto is a testament to 
the composer’s refusal to let such 
attitudes stifle his creativity.

Scott Davie © 2007

The first performance of Rachmaninov’s 
Fourth Piano Concerto by the Melbourne 
Symphony Orchestra took place on 30 July 
1983 with conductor Niklaus Wyss and 
soloist Leslie Howard. The only subsequent 
performance of the work by the MSO took 
place on 10 August 1985 with Piero 
Gamba and Geoffrey Douglas Madge.

INTERVAL 20 mInUteS

No matter how eloquently Elgar’s two 
symphonies may be championed, it is 
possible to hear these works as musical 
memoirs of the British Empire at its 
sunset.

This was just as true in the composer’s 
homeland, for a time, as it was 
elsewhere. In Britain, by the 1920s, the 
opulence that forms so crucial a 
component of Elgar’s musical language 
had become a victim of musical 
fashion. From the distance created by 
the First World War and the 
subsequent toppling of empires and 
dynasties, Elgar’s music was seen as 
symbolic of post-Victorian 
complacency. 

It may be facile to note that every 
generation hears what it wants to hear 
in the music of the past. It is more 
helpful to realise that Mahler’s 
symphonies were also in eclipse in the 

years when Elgar’s lay in the darkness; 
that Elgar’s feelings of isolation within 
his society – by virtue of his working-
class origins, Catholicism, disdain for 
the academic musical establishment – 
were akin to, if less severe than, 
Mahler’s sense of alienation.

The reputation of Elgar’s First 
Symphony had quite some journey to 
make to the dark side. It is – and was – 
recognised as the first great English 
symphony, and its popularity surged 
after its premiere in 1908. Within 15 
months the work had been played in 
places as far-flung as St Petersburg and 
Sydney. Elgar hoped the Second 
Symphony would be equally successful. 
On his completion of it, Elgar’s 
devoted wife Alice noted in her diary: 
‘It seems one of his greatest works, vast 
in design and supremely beautiful … It 
is really sublime … it resembles our 
human life, delight, regrets, farewell, 
the saddest mood and then the strong 
man’s triumph.’ Elgar wrote to a 
friend: ‘I have worked at fever heat and 
the thing is tremendous in energy.’

That this symphony failed to make the 
impact of its predecessor is due to the 
more emotionally complex world it 
inhabits and the circumstances of its 
first performances. Elgar conducted 
the premiere during the glittering 
London ‘season’ of 1911, to an 
audience mindful of the symphony’s 
dedication to the late Edward VII, and 
filled with excitement at the prospect 
of the forthcoming coronation of the 
new king, George V, less than a month 
away. No doubt many in the audience 
were expecting a grand symphony of 
loyal tribute, perhaps even a paean to 
Imperial splendour. What they heard 
was epic in scope and wild in its 
emotional extremes, doubting its own 
exuberance, exploding its own vivid 
tales of conquest, battling to regain 
ground lost in a tumult of its own 
devising. 

That in itself probably flummoxed the 
symphony’s first hearers considerably. 
The work is also filled to overflowing 
with ideas, so that, in a good 
performance, it seems far shorter than 
its notional 55 minutes. But how good 
was the performance on the evening of 
the work’s debut? 
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It has been said that Elgar writes to 
the limit of a good musician’s technical 
capacity and never beyond it. But some 
commentators have questioned the 
extent to which this limit was 
successfully reached by the British 
orchestras of the era in which this 
symphony was new. The work did not 
really begin to have any success until 
after World War I, but by then it 
sounded to the younger British critics 
like music from another planet. 

The passionate expressiveness of 
Elgar’s music inevitably suggests a 
play of personal meanings at work. 
His dedication of this symphony to 
the late King, for example, should not 
be taken at face value. To his friend 
Alice Stuart-Wortley he referred to 
this work, the Violin Concerto and 
the Ode The Music Makers (all 
completed between 1910 and 1912) as 
works in which ‘I have written out my 
soul … and you know it … in these 
works I have shewn myself.’ To 
another friend, he described his 
feelings about this symphony by 
amending a quotation from Shelley’s 
Julian and Maddalo:

I do but hide 
Under these notes, like embers,  
every spark  
Of that which has consumed me.

Finally, we have the enigmatic extract 
from Shelley’s Invocation, which Elgar 
wrote at the end of the score:

Rarely, rarely, comest thou, 
Spirit of Delight!

The beginning of the first movement 
at once proclaims the ‘tremendous 
energy’ Elgar described. The wide-
ranging restlessness of this music is 
born of the swift sequence of short, 
bounding themes presented with a 
virtuoso orchestrator’s panache, and a 
plethora of detailed expression and 
tempo markings. 

The very first theme contains a two-
bar melodic cell that acts as a presence 
throughout the work’s four 
movements; sometimes called the 
‘Spirit of Delight’, it gives way to 
three equally short themes. All four 
are then modified and juxtaposed, 
leading gradually to the tenderly 
lyrical ideas that form the movement’s 
second melodic group. Passion soon 
overcomes the music, particularly 
when Elgar enfolds these new ideas 
with themes from the first group. The 
strong element of fantasy in the 
writing is already apparent; one of the 
lyrical themes, played by the cellos, 
features a gentle accompaniment on 
violas and then woodwind. This 
seemingly incidental motif later 
figures heroically, even gaudily, in the 
movement’s climax.

It is possible to talk about this 
movement in conventional sonata 
form terminology, but for Elgar the 
recapitulation is not as crucial as the 
beautiful and sinister episode that 
haunts the centre of the movement. 
‘I have written the most extraordinary 
passage,’ he wrote to Alice Stuart-
Wortley, ‘… a sort of malign 
influence wandering thro’ the 
summer night in the garden.’ Eight 
bell-like notes on the harp, muted 
strings and horns introduce a theme, 
high in the cellos, to which the 
surrounding accompaniment lends 
an almost supernatural glow. In a 
completely different guise, this 
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theme returns in the third movement 
to devastating effect.

When the climax does come, Elgar 
dangles the ‘Spirit of Delight’ theme 
over the precipice of a Mahlerian 
Luftpause. The elaborate recapitulation 
that follows allows for a brief moment 
of calm but we are then thrown 
tumultuously on to the movement’s 
conclusion, a dizzying upward rush 
for the whole orchestra.

The grief of the second movement –  
a funeral march in the manner of 
another great E flat symphony, 
Beethoven’s Eroica – is immense and, 
until the last bars, inconsolable. A 
yearning introduction gives way to a 
solemn and beautiful theme scored to 
give the effect of public mourning – 
the melody, on flutes, clarinets, 
trumpet, trombone and first violin, is 
played over the muffled tread of 
bassoons, horns, tuba, timpani, harp 
and strings. In the movement’s central 
episode, this theme’s return is 
embellished by an improvised-
sounding oboe lament, as if the cries 
of one person could be heard in a vast 
crowd. Elgar used to tell the principal 
oboe in rehearsals: ‘Play your lament 
entirely free … Don’t worry about me 
or the rest of the orchestra. It must 
sound as if it belonged outside 
somewhere.’ The final climax, scored 
passionately high on the violins, is 
almost feverishly sad, the benediction-
like appearance of the ‘Spirit of 
Delight’ theme offering some 
consolation before the movement 
shudders to a close.

The scherzo is feverish music 
requiring tremendous virtuosity. The 
movement opens with apparent jollity, 
but the darkening harmonies and 
darting cross-rhythms together 
produce a feeling of impending 
danger. After a more lyrical section, 
introducing a wistful new woodwind 
theme, a pulsating version of the 
‘unearthly’ theme from the first 
movement is given out by the violins 
with insistent timpani commentary. 
Suddenly the music takes on an aspect 
of thundering terror. At this point the 
percussion, according to Elgar at 
rehearsals, should ‘completely 
overwhelm everything’. The composer 

explained this section by way of a 
quotation from Tennyson’s Maud:

Dead, long dead … 
And my heart is a handful of dust, 
And the wheels go over my head,  
And my bones are shaken with pain, 
For into a shallow grave they are thrust 
… 
And the hoofs of the horses beat, beat, 
Beat into my scalp and my brain …

The passage disappears with the 
swiftness of waking from a 
nightmare; the movement then 
hastens to a brilliant coda. 

The finale begins as if it is going to be 
the most conventional movement of 
the four, resolving the tremendous 
conflicts depicted in the earlier 
movements. There is a Brahmsian 
inflection to the stately first theme 
played by cellos, horns, clarinets and 
bassoons, and to the second one given 
to the violins. These themes are given 
majestic treatment; we then hear a 
new, gentle theme for the strings, 
which carries Elgar’s characteristic 
direction, nobilmente [nobly]. The poco 
animato section that follows contains 
some of the most virtuosic writing of 
the symphony. We are plunged into 
the thick of battle, a piercing trumpet 
cry leading the charge. 

The introduction of a more peaceful 
theme high on the violins at the 
conclusion of this episode does not 
settle the music for long. The mood is 
restless, and although the martial 
atmosphere gradually recedes to make 
way for a return of the main theme, 

the recapitulation makes us realise 
that the likelihood of a Brahms-like 
darkness-to-light symphonic outcome 
is remote. The music quietens, we 
hear the finale’s main theme again, 
the ‘Spirit of Delight’ appears once 
more and all is radiantly still. At the 
close there is hope, perhaps 
consolation, but not triumph. 

The last lines of Shelley’s Invocation, 
surely known by Elgar, form a fitting 
postscript:

Spirit, I love thee –  
Thou art love and life! Oh, come, 
Make once more my heart thy home. 

Phillip Sametz © 2001/2003

The Melbourne Symphony Orchestra 
first performed Elgar’s Symphony No.2 
on 25 August 1939 with conductor 
Malcolm Sargent and most recently on 
1-3 June 2000 with Christopher 
Seaman.
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