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programs can be read on-line or 
downloaded up to a week before each 
concert, from www. mso.com.au
If you do not need this printed 
program after the concert, we 
encourage you to return it to a 
member of staff. Please share one 
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For news and updates on the MSO 
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parter organisations.

COVER IMAGE: mIcKey mouse as tHe sorcerer’s apprentIce
1

SEPTEMBER/OCTOBER 2013

/IN CONCERT

Download our free app from the MSO website.
www.mso.com.au/msolearn

 twitter.com/melbsymphony 
 facebook.com/melbournesymphony

HAMELIN PLAYS BEETHOVENSOLOISTS’ CHOICE 
WEDNESDAY 25 SEPTEMBER AT 7.30PM

ALL-BEETHOVEN PROGRAMEMIRATES MASTER SERIES FRIDAY 27 SEPTEMBER AT 8PM GREAT CLASSICS ON MONDAYS MONDAY 30 SEPTEMBER AT 6.30PM
THE ROMANTIC PIANO 
CHAMBER SERIES 
SUNDAY 29 SEPTEMBER AT 11AM
DISNEY’S FANTASIA LIVE IN CONCERT 
MSO POPS 
SATURDAY 5 OCTOBER AT 2PM SUNDAY 6 OCTOBER AT 7PM
EARS WIDE OPEN: 
INTRODUCING SCHUBERT’S UNFINISHED SYMPHONY TUESDAY 8 OCTOBER AT 6.30PM

MEET YOUR MUSICIANS:
CONG GU AND JOHN ARCARO
LEOPOLD STOKOWSKI:
THE MAN WHO SHOOK HANDS WITH MICKEY MOUSE 
HONOURING ALAN GOLDBERG

1

SEPTEMBER/OCTOBER 2013/IN CONCERT

Download our free app 

from the MSO website.

www.mso.com.au/msolearn

 twitter.com/melbsymphony 

 facebook.com/melbournesymphony

HAMELIN PLAYS BEETHOVEN

SOLOISTS’ CHOICE 

WEDNESDAY 25 SEPTEMBER AT 

7.30PM

ALL-BEETHOVEN PROGRAM

EMIRATES MASTER SERIES 

FRIDAY 27 SEPTEMBER AT 8PM 

GREAT CLASSICS ON MONDAYS 

MONDAY 30 SEPTEMBER AT 6.30PM

THE ROMANTIC PIANO 

CHAMBER SERIES 

SUNDAY 29 SEPTEMBER AT 11AM

DISNEY’S FANTASIA LIVE IN 

CONCERT 

MSO POPS 

SATURDAY 5 OCTOBER AT 2PM 

SUNDAY 6 OCTOBER AT 7PM

EARS WIDE OPEN: 

INTRODUCING SCHUBERT’S 

UNFINISHED SYMPHONY 

TUESDAY 8 OCTOBER AT 6.30PM

MEET YOUR MUSICIANS:

CONG GU AND JOHN ARCARO

LEOPOLD STOKOWSKI:

THE MAN WHO SHOOK HANDS 

WITH MICKEY MOUSE 

HONOURING ALAN GOLDBERG

1

SEPTEMBER/OCTOBER 2013

/IN CONCERT

Download our free app 

from the MSO website.

www.mso.com.au/msolearn
 twitter.co

m/melbsymphony 

 facebook.com/melbournesymphony

HAMELIN PLAYS BEETHOVEN

SOLOISTS’ CHOICE 

WEDNESDAY 25 SEPTEMBER AT 

7.30PM

ALL-BEETHOVEN PROGRAM

EMIRATES MASTER SERIES 

FRIDAY 27 SEPTEMBER AT 8PM 

GREAT CLASSICS ON MONDAYS 

MONDAY 30 SEPTEMBER AT 6.30PM

THE ROMANTIC PIANO 

CHAMBER SERIES 

SUNDAY 29 SEPTEMBER AT 11AM

DISNEY’S FANTASIA LIVE IN 

CONCERT 

MSO POPS 

SATURDAY 5 OCTOBER AT 2PM 

SUNDAY 6 OCTOBER AT 7PM

EARS WIDE OPEN: 

INTRODUCING SCHUBERT’S 

UNFINISHED SYMPHONY 

TUESDAY 8 OCTOBER AT 6.30PM

MEET YOUR MUSICIANS:

CONG GU AND JOHN ARCARO

LEOPOLD STOKOWSKI:

THE MAN WHO SHOOK HANDS 

WITH MICKEY MOUSE 

HONOURING ALAN GOLDBERG

ON SALE NOW! SELLING FAST!
31 JANuAry 2014 / 1 FEbruAry 2014
PLENAry HALL AT THE MCEC PHONE 03 9929 9600
FOr FurTHEr INFOrMATION ANd TO bOOk TICkETS vISIT MSO.COM.Au

A LIvE MuSICAL INvASION

THE MELbOurNE SyMPHONy OrCHESTrA PrESENTS
IN ASSOCIATION WITH bbC WOrLdWIdE

THIrd  CONCErT JuST ANNOuNCEd 



4

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 Tribute to the 
Songwriters under Bramwell Tovey, 
Mahler’s Symphony No.3 under 
Markus Stenz, the Australian 
premiere of Brett Dean's The Last 
Days of Socrates under Simone Young 
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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So many people have had their first 
taste of classical music through Walt 
Disney’s Fantasia. Since its initial 
release in 1940, it has introduced 
the music of Bach, Beethoven, 
Tchaikovsky, Stravinsky and many 
others to the ears of many generations 
of young people. The marriage of great 
orchestral music, and the imaginative 
response to it by Disney’s artists, 
produced a work of tremendous power, 
which we celebrate in the special 
Fantasia Live in Concert presentation 
on 5 and 6 October, conducted by the 
MSO’s Patricia Riordan Associate 
Conductor, Benjamin Northey. See 
the section of the program from page 
31 for full details.

Introducing people of all ages to 
the magic of orchestral music is of 
course a key part of our mission, 
and the ongoing success of our Ears 
Wide Open series is testament to the 
massive interest in the community in 
learning more about the masterworks 

of orchestral literature. Richard 
Gill’s brilliant presentation of this 
series, his passion for the music and 
his unique skills as a communicator, 
make these events entertaining 
and genuinely helpful, whether 
you are a newcomer to the world of 
classical music or want to take your 
appreciation to another level. 

The final Ears Wide Open for the 
year, on Tuesday 8 October, acts as 
a preview of sorts for the Melbourne 
Town Hall Proms concert on Friday 
29 November at 7.30pm, Mozart’s 
Clarinet Concerto. In addition to 
that sublime work, in which the 
Orchestra’s own Philip Arkinstall will 
be soloist, the concert includes the 
work Richard will introduce in Ears 
Wide Open, Schubert’s Symphony 
No.8 (the Unfinished). The Town 
Hall concert will be conducted by the 
presenter of ABC Classic FM’s Keys 
to Music, Graham Abbott. For more 
information about that concert, go to 
mso.com.au or see the special offer on 
page 41 of this program.

If you’re an MSO subscriber, you 
will have received your 2014 season 
brochure a few weeks ago. I hope you 
will join us for a wonderful year of 
music, one in which Chief Conductor 
Sir Andrew Davis begins his journey 
through Mahler’s cycle of symphonies, 
something which is, in Sir Andrew’s 
words, ‘a milestone in the life of an 
orchestra.’ If you do not currently 
subscribe to an MSO concert series, 

I recommend it as the best way to 
enjoy the work of your Orchestra. You 
can experience the MSO in venues 
around the city, from the grandeur 
of Hamer Hall to the intimacy of 
Melbourne Recital Centre, at prices 
to suit every budget. A Season Pass 
subscription can include as few as 
three or as many as ten concerts – 
and in order to make our concerts 
more accessible than ever, we are 
proud to introduce a new D Reserve 
for subscribers in Hamer Hall and 
Melbourne Town Hall. See page 20 
of this program for more details.

Finally, it’s a great pleasure to 
welcome back to Melbourne one 
of the supreme pianists of our day, 
Marc-André Hamelin, for two 
programs. I am looking forward to 
them both, of course, but particularly 
to Hamelin Plays Beethoven at the 
Melbourne Recital Centre, in which 
he performs two of Beethoven’s 
sublime late piano sonatas, and then 
joins musicians of the MSO for the 
composer’s sprightly Wind Quintet.

With best wishes for great  
concert-going.

André Gremillet
Managing Director

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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Soloists’ Choice  
Wednesday 25 september at 7.30pm

elisabeth murdoch Hall, melbourne recital centre 

Beethoven piano sonata op. 109

Beethoven piano sonata op. 110

IntervaL 20 mInutes

Beethoven Quintet for piano and Winds

Marc-André Hamelin piano 
Jeffrey Crelllin oboe 
Philip Arkinstall clarinet 
Elise Millman bassoon 
Geoff Lierse horn 

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

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

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

Tonight’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. 



7

ABOUT THE MUSIC
OHLSSON PLAYS BRAHMS

ABOUT THE ArTISTS
vive LA fRANce

ABoUT THE ARTiSTS
HAMELIN PLAYS BEETHOVEN

MARC-ANDRÉ HAMELIN  piano

Marc-André Hamelin is renowned for his fresh readings 
of the established repertoire and for his exploration of 
lesser known works of the 19th and 20th century. Four 
different multi-concert artist portrait series anchor his 
2013/14 season: The Celebrity Series of Boston, San 
Francisco Performances, London’s Wigmore Hall, and 
deSingel in Antwerp. He will perform the world 
premiere of Mark-Anthony Turnage’s Piano Concerto 
with the Rotterdam Philharmonic Orchestra in addition 
to solo recitals and collaborations with guest artists such 

as Anthony Marwood, Martin Fröst, Emanuel Ax and 
the Pacifica and Takács Quartets. Other highlights of 
the season include performances with the New York 
Philharmonic, the Chicago and London Symphony 
orchestras, Danish National Radio Symphony Orchestra 
and a European tour with the Montreal Symphony 
Orchestra. 

Additional recital highlights include performances with 
the Berlin Philharmonic Orchestra, the Kennedy Center 
for the Washington Performing Arts Society, and in 
Paris at the Théâtre des Champs-Élysées.

Marc-André Hamelin records exclusively for Hyperion 
Records, and this season will feature a disc of late piano 
works of Busoni. Other recent releases include three 
double-disc sets of Haydn sonatas; a solo disc of works by 
Liszt; and an album of his own compositions, Hamelin: 
Ètudes, which received a 2010 Grammy nomination (his 
ninth) and a German Record Critics’ Award.

Marc-André Hamelin is the recipient of a lifetime 
achievement prize by the German Record Critics’ Award 
Association, is an Officer of the Order of Canada, a 
Knight of the National Order of Quebec and a member 
of the Royal Society of Canada.
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experience mendelssohn’s enchanting vision of the original wild night 
alongside his symphony no. 4 Italian and strauss’ oboe concerto.

25 October, Melbourne town Hall

NICHOLAS CARTER conDuctor
DIANA DOHERTY oboe

booK noW mso.com.au
(03) 9929 9600



8

PHILIP ARKINSTALL  clarinet

Philip Arkinstall has been the Associate Principal 
Clarinet of the MSO since 2009, and has appeared both 
as soloist and guest principal with the Sydney, West 
Australian, Queensland and Tasmanian Symphony 
orchestras. He held the position of principal with the 
Malaysian Philharmonic Orchestra for 11 years and has 
been a regular soloist with the MPO in a wide range  
of repertoire. An active chamber musician, he has toured 
Australia for Musica Viva with the Auer Quartet and 
worked with groups such as Camerata Bern, the Goldner 
String Quartet, Eggner Trio, Australia Ensemble , 
Australian Chamber Orchestra , Melbourne Chamber 
Orchestra and many contemporary ensembles including 
Arcko and austraLYSIS.

Philip Arkinstall was the winner of the Australian 
Woodwind Competition in Brisbane at the age of 18; the 
ABC Symphony Australia Young Performers Award in 
1997; and the 2MBS Young Performers Award in 1996. 
Queen's Trust and Big Brother awards enabled him to 
further his studies in Europe. 

Philip is co-founder of the Plexus Trio and a member  
of the Melbourne Wind Quintet.

ABoUT THE ARTiSTS
HAMELIN PLAYS BEETHOVEN

JEFFREY CRELLIN  oboe

Jeffrey Crellin has held the position of Principal Oboe 
with the Melbourne Symphony Orchestra since 1977.  
He studied in Germany with the renowned oboe virtuoso 
Heinz Holliger on a two-year Churchill Fellowship, 
where he won First Prize in the Freiburg Conservatory  
of Music Oboe Competition. He undertook conducting 
studies with Jorma Panula, Robert Rosen and John 
Hopkins, and has appeared with the Christchurch 
Symphony Orchestra, Adelaide Chamber Orchestra, 
Royal Melbourne Philharmonic Choir, Geminiani 
Chamber Orchestra, Queensland Philharmonic 
Orchestra, University of Melbourne Orchestra and the 
Stonnington Symphony, in addition to numerous 
engagements with the MSO. As soloist, he has made over 
100 concerto appearances with orchestras in Germany, 
France, Japan and New Zealand, and has performed with 
all of Australia’s major orchestras. In 1990 he founded the 
Australia Pro Arte Chamber Orchestra (now Melbourne 
Chamber Orchestra), holding the position of Artistic 
Director until 2007.
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ELISE MILLMAN  bassoon

Elise Millman has held the position of Associate 
Principal Bassoon at the Melbourne Symphony Orchestra 
since 2001. She studied at the Victorian College of the 
Arts with Harold Evans, and played with the Adelaide 
Symphony Orchestra before joining Orchestra Victoria as 
Associate Principal Bassoon. In 1992 she furthered her 
studies in the Netherlands with Joep Terwey (of the Royal 
Concertgebouw Orchestra) with the support of the 
Willem van Otterloo Scholarship. She was guest 
Principal Bassoon for the Tasmanian Symphony 
Orchestra before her appointment to the MSO. 

Growing up in Melbourne, Elise Millman enjoyed 
playing the piano and recorder during primary school, 
before continuing her musical education at Blackburn 
High School where she began playing the bassoon. She 
enjoys playing chamber music and teaches at the 
Australian National Academy of Music.

GEOFF LIERSE  horn

Geoff Lierse has been a member of the Melbourne 
Symphony Orchestra since 1997 and holds the position of 
Associate Principal Horn. He has toured the concert halls 
of Europe and Asia; performed concertos with the 
Melbourne and West Australian Symphony orchestras; 
rocked out with legends Ray Charles and KISS and 
thrashed with Regurgitator. His dynamic recitals and live 
radio broadcasts have been received with acclaim and he 
is at the cutting edge of chamber music with 
performances of Ligeti, Elliott Carter, Peter Maxwell 
Davies and Penderecki to his credit. He features on 
numerous movie soundtracks of composers such as Paul 
Grabowsky and David Bridie. 

When he is not practising his theremin, Geoff Lierse 
plays bass guitar with his death metal band Bloodborne, 
and electric guitar and horn with his punk rock band 
Strawberry Fist Cake. He is a native of Melbourne.

melbourne symphony orchestra
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ABoUT THE mUSic 
HAMELIN PLAYS BEETHOVEN

The last years of Beethoven’s life 
from 1820 were as busy as the 
previous ones. In these years he 
completed his Ninth Symphony, 
the Missa solemnis, and five string 
quartets. And for his beloved piano, 
he composed three sonatas, which 
were to be his last. This program 
features two of these, Op.109 and 
Op.110.

Having already written 29 sonatas 
for the instrument with which he 
launched his career as a performer, 
it is wonderful that Beethoven 
continued to find interesting ways to 
address this Classical form. In these 
two sonatas, he experiments with the 
form to produce strikingly original 
results, with a depth and breadth 
of meaning that have rarely been 
surpassed by any other composer. 
The writing suggests at times a 
string quartet, with complicated 
contrapuntal textures, and at others 
an operatic language with arias, 
recitatives and declamation.

None of this at first sight seems 
very ‘pianistic’ although he uses the 
keyboard in striking ways. Perhaps 
it is fair to suggest that at this 
stage of his life, he was composing 
music entirely in his head, and 
he didn’t bother himself with 
whether performers would find it 
easy or difficult to play! He might 
have found these sonatas difficult 
to play himself; his piano at this 
stage had many broken strings (his 
friends reported that he was always 
writing to piano manufacturers, 
begging them to send him stronger 
instruments). Sadly, his deafness 

would have meant that he heard 
very little of his own or anyone else’s 
performances. 

The musical press reported on the 
Sonata, Op.109, saying that the 
composer had taken new paths that 
led him far above the hostility of the 
common herd, into a place where 
none could touch his superior spirit. 

The first movement is a most unusual 
exploration of sonata form with 
startling contrasts in both tempo and 
harmony: the first melody is marked 
Vivace and the texture suggests more 
than one voice at the same time, but 
it doesn’t last long enough for us 
to puzzle it out, before coming up 
against a brick wall marked Adagio 
espressivo. The shock is so great that 
we are almost unable to follow the 
change of both tempo and mood,  
as Beethoven continues into a 
cadenza of rhapsodic feeling, before 
returning to the relative sobriety of 
the first rhythm.

Relative it is, however, as Beethoven 
develops this first idea to take us to 
the climax of the movement, with 
widely spaced hands at either end 
of the keyboard. The second Adagio 
is even more shocking because it 
destroys the E major sonority of the 
previous section, and takes us far 
away. At the close of the movement, 
melodic design he had hinted at 
actually crystallises into chords, 
before a last reference to its original 
version.

The second movement is marked 

Prestissimo but this does not prevent 
Beethoven from giving the pianist 
a great variety of instructions on 
dynamics, some of which are difficult 
to carry out at great speed. There is 
no mistaking the vehemence of the 
main theme nor its key of E minor. 
There is a short episode of calm, in 
several voices like a chorale, before 
the headlong flight resumes.

The theme of the third and longest 
movement sets the stage for a series 
of variations. At the beginning, 
Beethoven asks the pianist to play 
‘with innermost feeling’, even using 
two languages to make his point. 
He also asks for mezza voce (literally, 
‘half voice’) for the theme, which 
allows us to hear all four voices and 
suggests the veiled sonority of a 
string quartet. 

The variations that follow present 
a complex and satisfying analysis 
of the theme, first embroidering 
its melodic design in an operatic 
way (Variation 1), then dividing 
the four parts into string pizzicati 
(Variation 2). Variation 3 is a page 
of two-part virtuoso writing, 
anchored by the harmony of the 
original theme, and Variation 4 
combines both theme and variation 
at the same time. There is also a 
fugal variation, (No. 5) where the 
voices form a canon, and finally in 
Variation 6, a return to the original 
theme, where Beethoven subjects it 
to mathematical progression in the 
accompaniment, from crotchets, to 
quavers, to triplets, to semiquavers, 
to demisemi quavers, and finally 
to two pages of trills, which whirl 
us off into the ether, while still 
following the harmonic contours of 
the theme. The movement ends with 
a re-statement of the theme, which, 
after such a wondrously imaginative 
voyage, no longer sounds the same as 
at the beginning. 

LUDWIG VAN 
BEETHOVEN
(1770-1827)
Sonata no.30 in e major, 
Op.109 (1820)

i  Vivace ma non troppo – 
Adagio espressivo

ii Prestissimo
iii  Gesangvoll, mit innigster 

Empfindung (Andante 
molto cantabile ed 
espressivo)

beetHoven by stIeLer 1819



11

ABOUT THE MUSIC
OHLSSON PLAYS BRAHMS

The Sonata of Op.110 starts calmly 
(‘con amabilità ’), outlining the 
principal intervals of the movement; 
these will also appear as the 
principal intervals of the fugue in 
the final movement. It is easy to 
follow the Classical form of this first 
movement – it has several themes, 
all of which are repeated later. In the 
development section Beethoven does 
not develop very much, but rather 
ruminates on his principal theme in 
a variety of keys, while a cello and 
viola line in the left hand gives us a 
running commentary.

The second movement is not at all 
calm, and may even be thought 
frenetic – short phrases, odd accents, 
sudden pauses, extreme dynamic 
changes.

The third and longest movement has 
several sections, in which Beethoven 
undoubtedly tells a very personal 
story. It starts with an introduction 
that could be played by a string 
quartet, interrupted by an operatic 
recitative, which leads to an 

extended aria of lamentation (Arioso). 
The fugue, following without a break 
in an Allegro tempo and the major 
key, attempts to establish hope to 
replace lamentation. It succeeds for 
several pages, only to be dashed by 
a return of the tragic Arioso, this 
time intensified, with great sobbing 
breaths in the middle of the phrases. 
It ends in the distant key of G 
minor, but several insistent chords 
in the major lead us to the second 
version of the fugue. This starts 
pianissimo, and with the intervals 
upside down – Beethoven even 
writes on the manuscript ‘L’inversione 
della Fuga’ so that we won’t miss 
it! After the previous unsuccessful 
attempt at a hopeful solution, it is 
as if he is trying to re-introduce it 
almost secretly. Gradually the tempo 
quickens and the counterpoint 
becomes very complicated, only to 
disappear completely in two final 
pages. Here the home key of A flat 
major triumphs over the previous 
pages of suffering, with a resounding 
fortissimo that echoes long after the 
final chord has finished.

Many commentators have sought to 
describe this movement as directly 
related to incidents in Beethoven’s 
life – a return to health after illness. 
The very personal style of the musical 
language suggests that hope and 
belief in life can be triumphant in a 
struggle against despair. Not a bad 
metaphor for Beethoven’s own life!

Beethoven sonata annotations  
by Stephen McIntyre © 2013

INTERVAL 20 mInUteS

Beethoven’s earliest works of chamber 
music were often for unconventional 
ensembles: his very first essays in the 
genre were for the piano quintet, which 
was hardly known of at the time, and 
in both his last years in Bonn and early 
in his residence in Vienna, he wrote for 
groups that included winds. The 1790s, 
which saw the composition of the 
quintet for piano and winds (1796-7), 
also saw the Trio for clarinet, cello and 
piano, Op.11, the Sonata for Horn and 
Piano (dashed off in one day, according 
to legend) and then, in 1799, the 
celebrated Septet. In the new century 
Beethoven would turn his attention to 
the string quartet.

In a sense the Quintet was an 
anachronism even when it was 
composed. Charles Rosen has argued 
that it is a reproduction of Classical 
forms, and, in Maynard Solomon’s 
words, it ‘did not survive the century 
that adored such combinations’. In 
fact, sensing this, Beethoven himself 
arranged it for the now more common 
piano quintet with strings in 1810. But 
if it were a farewell to a certain kind of 
aristocratic entertainment, it was also an 
homage to Mozart, specifically his work 
for the same combination in the same 
key, K452, and as Nigel Fortune puts it, 
is ‘one of the very few of [Beethoven’s] 
works that can be called “Mozartian”’; 
and, as had Mozart, Beethoven also 
acknowledges the practice of Joseph 
Haydn in beginning with a slow 
introduction.

beetHoven’s HanDs, sKetcHeD tWo Days aFter HIs DeatH In 1827

ABoUT THE mUSic 
HAMELIN PLAYS BEETHOVEN

BEETHOVEN
Sonata no.31 in a flat major, 
Op.110 (1821)

i  Moderato cantabile  
molto espressivo

ii  Scherzo: molto allegro
iii  Adagio ma non troppo 

– Fuga: Allegro ma non 
troppo – L’istesso tempo 
di arioso – L’istesso tempo 
della fuga poi a poi di 
nuovo vivente

BEETHOVEN
Quintet for piano, oboe, 
clarinet, horn and bassoon in  
e flat major, Op.16
i  Grave – Allegro ma  

non troppo 

ii Andante cantabile 

iii  Rondo: Allegro ma  
non troppo

Marc-André Hamelin piano 
Jeffrey Crellin oboe 
Philip Arkinstall clarinet 
Elise Millman bassoon 
Geoff Lierse horn
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Here the winds offer, in unison, 
a fanfare-like motif based on the 
major triad, which is answered by a 
ruminative, and progressively more 
ornate and emphatic, response from the 
piano. Any heroics are mock-heroics, 
however, as the ensuing Allegro offers 
a genial triple-time metre with florid 
piano writing that decorates the varying 
combinations of winds that Beethoven 
explores. Like many a late-18th century 
sonata, the piano is rather more than 
first among equals in this work, 
which in some respects looks toward 
Beethoven’s concerto writing.

The piano, for instance, introduces the 
songlike theme of the slow movement 
(whose similarity to Zerlina’s ‘Batti, 
batti, o bel Masetto’ from Don Giovanni 
is pronounced in its descending five-

note opening phrase). The movement 
offers various solo spots to the wind 
players, including a long and pathos-
filled passage for the solo horn. But 
as ever, the piano never quite cedes 
its prominence, especially at the 
movement’s climax. 

This is even more obvious in the finale, 
and an account by Beethoven’s friend 
Ferdinand Ries of one the work’s first 
outings shows how the composer, as 
pianist, exacerbated the situation. The 
rollicking finale is a Mozartian 6/8 
rondo where, as Ries observes: 

There is, in several places, a pause before 
the theme begins again. In one of these, 
Beethoven suddenly began to improvise, 
taking the Rondo as a theme, entertaining 
himself and the others for quite a while. 
This, however, did not at all entertain 
the accompanying musicians; they became 
quite indignant and Herr Ramm [the 
oboist] quite actually furious. It was truly 
comical to see these gentlemen waiting 
every moment for their entrance, put their 
instruments continuously to their mouths, 
and then quietly put them down again. 
Finally, Beethoven was satisfied and 
led into the Rondo once more. The whole 
company was delighted.

It is hard not to feel that Beethoven’s 
sense of humour drives this movement 
in particular, and that his extemporising 
was at the back of his mind when he 
composed the work. At the conclusion, 
the piano seems to lead the others off 
into the distance before holding the 

music motionless in a long trill that 
is cut short by a curiously offhand 
cadence.

The Quintet was dedicated to Prince 
Johann Joseph von Schwarzenberg 
(also a patron of Haydn’s later work), 
but its place as essentially domestic 
entertainment is underlined by a letter 
from Countess Josephine von Deym, 
who describes having lunch with 
several musicians, including Beethoven, 
after which ‘we made music all the 
afternoon: the Sonata by Beethoven 
with the horn. Then the new Quintet 
with piano and lots of other beautiful 
things.’

© Gordon Kerry 2013

ABoUT THE mUSic 
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New on CD from  
ABC Classics
and the
Melbourne
Symphony
Orchestra
Available at ABC Shops, 
ABC Centres and good 
music stores. 
For more information visit
www.abcclassics.com 48

1 
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09

The latest exciting addition
to the MSO Live Series –
Brahms’ Piano Concertos
Nos 1 and 2.

“A superbly measured
performance under the
baton of Tadaaki Otaka…
Ohlsson is a commanding,
unpretentious figure 
at the keyboard, 
possessing raw strength 
and graceful control… 
Grand and expansive.”
– The Australian

beetHoven (1802)
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cong Gu has been a member of the melbourne symphony 
orchestra’s second violin section since he first came to 
australia in 1992. cong was born into a musical family in 
shanghai and started learning the piano at the age of five 
and violin at seven. He completed his bachelor Degree of 
music at the shanghai conservatory of music and then at 
the Guildhall school of music and Drama in London, where 
he completed his masters of music. He studied violin with 
professor yuen pei-Wen and professor John Glickman and 
has played in master classes with world-renowned violinists 
including yehudi menuhin, Issac stern, yfrah neaman, Franco 
Gulli and Gerard poulet. cong has appeared as a recital 
artist in shanghai, London, spain and Ireland. In the late  
1980s he was First violin with the tenerife symphony orchestra 
in spain and joined the rte national symphony orchestra in 
Dublin, Ireland as First violin, before moving to australia. 

My greatest musical hero and biggest influence is...
Mozart

What is your greatest performance experience so far?
My recital in Spain, Tenerife. I did not have much notice  
or preparation for the performance and it was in a new  
concert hall, so there was a lot of pressure to play well.  
The audience was huge and filled with many of my 
colleagues, which just added to the moment. 

What is your favourite place in the 
world to “just be”? 
I like to go back to Shanghai because 
that’s my hometown; I also like to 
go to places with a strong culture.

What is your favourite 
Melbourne Symphony 
Orchestra memory? 
There are two! Firstly, the 2000 
European tour and secondly 
the tour in China in 2003. Our 
concert in Shanghai was the 
first time I had played in my 
hometown since the early 
1980s, so it was very special.

mEET YoUR mSo mUSiciAn

cOnG GU
pHoto courtesy oF James penLIDIs
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Emirates Master Series 
Friday 27 september at 8pm

Great Classics on Mondays 
monday 30 september at 6.30pm

Beethoven Coriolan: overture 

Beethoven symphony no.1

IntervaL 20 mInutes

Beethoven piano concerto no.5 Emperor

Melbourne Symphony Orchestra 
Bernard Labadie conductor 
Marc-André Hamelin piano

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

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

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. 

Friday 27 September at 7pm  
stalls Foyer, arts centre melbourne, Hamer Hall

Monday 30 September at 8.30pm  (post-concert event)

 

emerging artists from the university of melbourne 
conservatorium of music will extend and enhance 
the mso concert experience with a performance of 
beethoven chamber music.

BeYonD tHe Stage
learn more about the music in these free events. 

Master Series proudly presented by
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BERNARD LABADIE  conductor

A specialist in baroque and classical repertoire, Bernard 
Labadie is Music Director of Les Violons du Roy and La 
Chapelle de Québec, which he founded in 1984 and 
1985 respectively. They regularly tour Canada, the 
United States and Europe, and have appeared at the 
Salzburg Festival, Carnegie Hall, Lincoln Center, Walt 
Disney Concert Hall, the Kennedy Center, the Barbican 
Centre and the Concertgebouw. Bernard Labadie is a 
regular guest with the New York and Los Angeles 
Philharmonic orchestras, the Philadelphia and Cleveland 

orchestras, the New World Symphony, the St. Paul and 
Los Angeles Chamber orchestras, and the Chicago, 
Boston, San Francisco, St. Louis, Houston, Atlanta, 
Detroit, Montreal, Toronto and Vancouver Symphony 
orchestras. He is enjoying increasing renown in Europe, 
having performed with the Royal Concertgebouw 
Orchestra, Bavarian Radio Symphony, Radio France 
Philharmonic Orchestra, BBC Scottish Symphony, 
Academy of Ancient Music, Hanover Radio Symphony 
Orchestra, and the Royal Northern Sinfonia, where he is 
a regular guest.

A highly experienced opera conductor, Labadie was 
Artistic and Music Director of Quebec City Opera 
(1994-2003) and Montreal Opera (2002-2006). Guest 
engagements have included Così fan tutte at the Mostly 
Mozart Festival in New York, Orlando for Glimmerglass 
Opera, Lucio Silla for Santa Fe Opera, The Abduction from 
the Seraglio on tour with the Orchestra of the Age of 
Enlightenment, and The Magic Flute for the Metropolitan 
Opera and Cincinnati Opera, where he returned last 
season for Don Giovanni. 

He is an Officer of the Order of Canada and a Knight of 
the National Order of Quebec.

MARC-ANDRÉ HAMELIN piano

For information about Marc-André Hamelin,  
please see page 7.
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Although Beethoven in his life 
achieved one great operatic 
masterpiece, Fidelio, its birth was 
difficult and he never attempted 

another. Inspired by a transcendent 
philosophical concept, such as the 
theme of human liberty 
underpinning Fidelio, Beethoven’s 
instinct drove him to express the idea 
in elevated symphonic terms – after 
which some of the necessary stage 
action could seem an anti-climax. 
Hence the succession of overtures he 
wrote for the opera (particularly the 
epic Leonore Nos 2 and 3) which had 
to be discarded in turn until 
eventually he realised the relatively 
unpretentious, and operatically 
appropriate, curtain-raiser now 
known as the Fidelio Overture.

Thus it was when, after the 
unsuccessful first production of what 
would eventually become Fidelio, 
Beethoven channelled his composing 
for the theatre into incidental music 
for the plays of others – above all the 
overtures to Coriolan (1807) and 
Egmont (1810). Both plays deal with 
political or human issues which 
readily captured the imagination of 
the passionate and committed 
composer in this middle period of his 
creative life. Beethoven in his 
overtures seized immediately on the 
vital principles of conflict and 
summed them up in powerful, 
musically self-sufficient tone poems.

He composed the Coriolan overture 
for a drama by Heinrich Collin, a 
contemporary poet doubtless familiar 
with Shakespeare’s Coriolanus, which 
was written on very similar lines. 
Powerful chords in the introduction 
reflect the iron determination of the 
hero in his resolve to reconquer and 
restore peace to the Rome that has 
banished him, and his stern rejection 
of embassies from the city which he 
now holds under siege. Subsequent 
vacillating figures reveal the self-
doubt that tortures him at the 
thought of the famine-stricken 
Roman people and the pleadings of 
his family. The conflict in his mind is 
worked out in a powerful 
development which leads to gradual 
disintegration and a swift final 
collapse at the recognition that only 
the sacrifice of his own life will bring 
peace without loss of honour. 

© Anthony Cane 2001

Beethoven’s Coriolan Overture was 
first performed in Vienna, in March 
1807. The MSO first performed it in 
January 1941, with Harold Beck 
conducting. The Orchestra performed it 
most recently on 2 March 2012 with 
Richard Tognetti.

Leaving his native Bonn, Beethoven 
arrived in Vienna in 1792 and was 
soon busy composing, teaching, 
performing at private concerts, and 
travelling to other centres as a 
virtuoso pianist. Yet in spite of his 
active professional life, it would be 
eight years before he could stage a 

concert of his own – at his own risk 
and for his own financial reward. 
Part of the problem was that the 
major Viennese venue, the Imperial 
Court Theatre (Burgtheater), was 
subject to Court restrictions and was 
almost impossible to hire for private 
events. Nevertheless, on 2 April 1800 
Beethoven managed to acquire the 
venue for a concert and – typically for 
the day – he put together a massive 
evening of orchestral music. The 
concert featured a symphony by 
Mozart, a piano concerto by 
Beethoven (probably No.1 in C, 
Op.15), excerpts from Haydn’s The 
Creation, Beethoven’s Septet, some 
further improvisations from the star 
of the show, and then finally, several 
hours later, ‘A new grand symphony 
for full orchestra by Beethoven’. The 
latter work was the Symphony No.1 

which we hear tonight.

Late in the evening, after all the 
Classical masterpieces which had 
preceded it, the symphony must have 
sounded strange to its first listeners. 
For a start, it didn’t begin in the 
home key, instead wandering around 
in tonal ambiguity during the Adagio 
introduction, touching on G major 
and F major before finally settling in 
its tonic C major. And the surprises 
continued, not least in the minuet, 
which was too fast and too modern-
sounding for a work bearing that 
classical title. (Later, of course, 
Beethoven would call this kind of 
movement a ‘scherzo’.)

In any case, the critics, who had 
loved the earlier part of the concert, 
were bewildered by the new 
symphony. The Allgemeine 

LUDWIG VAN 
BEETHOVEN 
(1770-1827)
Coriolan: Overture, Op. 62

BEETHOVEN 
Symphony no.1 in c, Op.21

i  Adagio molto –  
Allegro con brio

ii  Andante cantabile  
con moto

iii  Menuetto (Allegro molto  
e vivace)

iv  Adagio – Allegro molto  
e vivace

autHor oF tHe pLay CorIolan, 
HeInrIcH coLLIn
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Musikalische Zeitung reported that ‘… 
at the close a symphony of 
[Beethoven’s] composition was 
performed, which revealed much art, 
novelty and a wealth of ideas. But 
there was too much use of wind 
instruments, so that it sounded more 
like a wind-band than an orchestra’.

Not only was it a strange – and 
strangely scored – work, but to make 
matters worse, ‘the orchestra of the 
Italian Opera made a very poor 
showing’, especially in the final two 
movements. 

But amidst the critical jibes and 
confusion, the new symphony did 
have its supporters. A critic in the 
Historisches Taschenbuch of 1802 
described it as ‘a masterpiece which 
does honour alike to [Beethoven’s] 
powers of invention and to his 
musical erudition … In it reign such 
a clear and luminous order, such a 
flow of agreeable melody and such a 
rich but never overwhelming 
instrumentation, that this symphony 
has every right to a place alongside 
those of Mozart and Haydn.’

Beethoven had worked on the 
symphony off and on since about 
1795, but it seems that it was mainly 
composed in 1799-1800. And it 
sounds like a work composed at the 
dawn of a new century. While still 
bearing many of the structural 
hallmarks of Mozart (such as the 

beautifully singing second subject in 
the first movement) and Haydn (the 
slow introduction), its occasional 
dissonances and parodic approach to 
sonata form clear the way for the 
massive symphonic journey which 
Beethoven would undertake during 
the next quarter of a century.

The first movement opens on a 
discord and proceeds to feel its way 
toward the opening Allegro in C 
major. But after the conventional first 
movement form is established, 
Beethoven deviates into a darker G 
minor with the oboe playing a 
plaintive theme, ushering in the 
development. By the time the 
recapitulation is concluded, 
Beethoven is ready for more 
innovation, offering a coda whose 
brilliance and scale exceed most 
Classical precedents.

The tripping little theme of the slow 
movement is treated fugally at first, 
but the sonata structure is soon 
established clearly enough. Then 
comes the minuet, whose frequent 
and unexpected modulations must 
have seemed so strange to their first 
audiences, especially when the 
fatigued orchestra played them so 
badly! It would be very difficult to 
dance to this one-in-a-bar 
extravaganza, which, historically, 
opened the door to the new musical 
world of the scherzo. (Years later, the 

young Edward Elgar was so 
intrigued by this movement that he 
copied the entire score by hand!)

The opening of the finale is quite 
outrageous. It bumbles its way 
through a slow ‘false start’ before the 
entry of the plainly frivolous Allegro 
theme. It leaps about from C to C 
sharp major and then into A flat 
major for the second subject. The 
development too has a false start and 
then the recapitulation continues to 
leap about tonally, hitting F sharp 
minor at one point. But the high 
spirits aren’t done yet and Beethoven 
introduces a coda so large in scale 
that it practically rivals the rest of the 
movement in size alone.

Martin Buzacott © 2001

The MSO was the first of the Australian 
state symphony orchestras to give a 
complete performance of this work, in 
August 1938 under Sir Malcolm 
Sargent. The MSO most recently 
performed it in August 2011 under 
Douglas Boyd.

INTERVAL 20 mInUteS

vIenna’s burGtHeater, WHere beetHoven’s sympHony no.1  
Was FIrst perFormeD

ABoUT THE mUSic 
ALL-BEETHOVEN PrOgrAM

beetHoven WItH Lyre (1804)
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In May 1809 Napoleon’s armies 
occupied Vienna for the second time 
and with considerable violence. 
Beethoven took shelter with his 
brother Caspar Carl and his wife 
Johanna and to protect his failing 
hearing spent the bombardment of 
11 and 12 May with pillows over his 
ears in the cellar. Beethoven wrote to 
his publisher, ‘What a destructive, 
disorderly life I see and hear around 
me: nothing but drums, cannons and 
human misery in every form.’

Before, during and after the invasion 
and despite his misery, Beethoven 
managed to work. He composed the 
Op.70 piano trios and three piano 
sonatas including Op. 81a, Das 
Lebewohl (or ‘Les Adieux’) which 
reflects Beethoven’s sorrow at seeing 
his young patron the Archduke 
Rudolf leaving Vienna, as did so 
many of the aristocracy during the 
invasion. He also composed the 
String Quartet Op.74, popularly 
known as the Harp Quartet, and 
completed the Fifth Piano Concerto 

(also dedicated to Rudolf). Curiously, 
most of these are in the key of E flat – 
the key of The Magic Flute and other 
music where Mozart sought to create 
a sense of solemnity, and one that 
Beethoven used at his most 
Promethean in works like the Eroica 
Symphony. These works don’t bear 
any obvious resemblance to one 
another: the transcendent serenity of 
the Harp Quartet seems miles away 
from the high style of the outer 
movements of the concerto. But all of 
these works break new ground in 
some way. 

By this time Beethoven’s deafness 

made it impossible for him to 
perform with an orchestra, so the 
concerto’s first performance in 
Leipzig in 1811 was given by a young 
organist, Friedrich Schneider. At the 
Viennese premiere in 1812, Carl 
Czerny was soloist. Given the 
political circumstances, it is hardly 
surprising that the concerto is, in 
Alfred Einstein’s words, the 
‘apotheosis of the military concept’ 
in Beethoven’s music. Biographer 
Maynard Solomon quotes Einstein 
as saying that the audience ‘expected 
a first movement in four-four time of 
a military character; and they reacted 
with unmixed pleasure when 
Beethoven not only fulfilled but far 
surpassed their expectations.’

In the Fifth Concerto, Beethoven 
solved the problem of how to exploit 
the soloist’s virtuosity without 
downgrading the role of the 
orchestra, while constructing the 
kind of musical argument and drama 
which was so crucial to the Classical 
style. This is achieved partly through 
masterstrokes like the very opening 
gesture: a single chord is sounded by 
the orchestra, to which the piano 
responds in such flamboyant style, 
creating a sense of uncertainty about 
how and when the orchestra will 
rejoin the music, and what form the 
actual thematic material will take.

A standard practice in much 
Classical music was to get louder and 
more agitated in the lead-up to a 

BEETHOVEN 
Piano concerto no.5 in e flat, 
Op.73

i Allegro
ii Adagio un poco mosso –
iii Rondo (Allegro)

Marc-André Hamelin piano

 

tHe arcHDuKe ruDoLF, to WHom 
beetHoven DeDIcateD tHe emperor 
concerto
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point of structural significance, but 
Beethoven made those moments 
even more dramatic. The 
overwhelming impression left by the 
first movement of the Fifth Concerto 
is of ceremonial grandeur and pomp 
– hence the nickname (not 
authorised by Beethoven) of 
‘Emperor’. But the massive scale of 
the first movement is made possible 
by the frequent contrast of the 
‘military’, with its characteristic 
march rhythms, and the reflective. 
Moreover, Beethoven prepares the 
movement’s climactic moments with 
what scholar William Kinderman 
calls ‘the withdrawal of the music 
into a mysterious stillness’. The 
piano’s opening flourishes, for 
instance, seem for a moment to be 
about to wander off into realms of 

improvisation before the energetic 
first theme is announced impatiently 
by the band. To prepare the moment 
of recapitulation, where the opening 
material returns, Beethoven again 
allows the music to become rarified 
and serene: a passage of ever-quieter 
scales and trills gives way to a 
pastoral dialogue between the winds 
and the bell-tones of the piano.

The short, central Adagio movement, 
rightly described as ‘dreamlike’ by 
one writer, is in B major, which in 
terms of Classical tonal logic is a fair 
way away from the ‘home’ key of E 
flat. And its mood couldn’t be 
further from the military episodes, 
despite its material being dominated 
by the scales and trills that featured 
in the first movement. It may have 
been a passage such as this that 

Australian poet Gwen Harwood was 
remembering when she wrote:

Pain breaks upon  
these notes in splintering trills;  
here, changed to song,  
wears the calm aspect of divinity.

A justly celebrated instance of ‘the 
withdrawal of the music into a 
mysterious stillness’ occurs at the 
transition from the slow movement 
into the finale. The transition is almost 
imperceptible – Beethoven alters a 
note here or there to subtly change the 
direction of the music as it seems to 
fade, and the piano begins ruminating 
on a common chord which will 
ultimately flower as the final 
movement’s bounding theme, which 
again is contrasted with moments of 
deep calm. Whatever the misery in 
which Beethoven wrote this work, or 
its immediate political context, it turns 
out to be another ode to joy.

Gordon Kerry © 2003

The Melbourne Symphony Orchestra 
first performed Beethoven’s Piano 
Concerto No.5 in 1943 with conductor 
E.J. Roberts and pianist Joyce Greer. 
Most recently, the MSO performed it in 
April 2012 with soloist Olli Mustonen 
directing from the keyboard.
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napoLeon’s bombarDment oF vIenna In may 1809

GUeSt MelbOUrne 
SyMPHOny OrcHeStra 
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ALL-BEETHOVEN PROGRAM
Madeleine Easton concertmaster
Oksana Thompson violin
Zoe Black violin
Ceridwen Davies viola
Simon Oswell viola
Merewyn Bramble viola
Isabel Morse viola
Ann Blackburn oboe
Chloe Turner bassoon
Hector McDonald principal horn
Jenna Breen horn
Rachel Shaw horn
Charles MacInnes trombone
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IntervaL 20 mInutes

Brahms piano Quintet

Sarah Curro violin 
Monica Curro violin  
Christopher Cartlidge viola 
Michelle Wood cello  
Stefan Cassomenos piano

Hosted by Stephen Snelleman  
(pictured right)

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

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

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

This 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.

The
Roman ticPiano
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ABOUT THE MUSIC
OHLSSON PLAYS BRAHMS

MONICA CURRO  violin

Monica Curro is currently in her 
17th year as Assistant Principal 
Second Violin of the Melbourne 
Symphony Orchestra, and was 
previously a core member of the 
Australian Chamber Orchestra for 
five years. She holds a Bachelor of 
Music degree from the Queensland 
Conservatorium of Music and a 
Masters from Michigan State 
University.

Monica has played with the Sydney, 
Queensland and Tasmanian 
Symphony orchestras, and was 
Concertmaster of the West 
Australian Symphony and the 
Auckland Chamber Orchestra. She 
has performed under Valery Gergiev 
in the World Orchestra for Peace in 
Europe, the United States and Abu 
Dhabi.

Monica has taught at the University 
of Melbourne, the VCA and the 
Australian National Academy of 
Music and its Young Academy. She 
regularly tutors for the Australian 
Youth Orchestra and National Music 
Camp programs.

Monica recently gave the world 
premiere, as co-soloist with her sister 
Sarah Curro, of Stefan Cassomenos’ 
Double Violin Concerto for acoustic, 
semi-acoustic and electric violins.

CHRISTOPHER CARTLIDGE  
viola

Chris Cartlidge has been a member 
of the Melbourne Symphony 
Orchestra’s viola section since 2011.

Originally from Sydney, he played 
the piano for a year before taking up 
the violin at the age of seven. He 
went on to study at the Sydney 
Conservatorium High School and 
switched to viola at the age of 14 to 
study with Roger Benedict. In 2008 
he was awarded a scholarship to 
study at the Conservatorium of 
Music in Hobart with Josephine St 
Leon where he was placed on the 
Dean’s Roll of Excellence and 
awarded the University of Tasmania 
Directors Prize.

In 2010 Chris was the violist in the 
Australian Chamber Orchestra 
Emerging Artists program and a full 
scholarship holder at the Australian 
National Academy of Music. He also 
joined the Australian Youth 
Orchestra as Principal Viola for their 
European Tour.

Chris is also a core member of the 
Melbourne Chamber Orchestra.

ABoUT THE ARTiSTS
THE rOMANTIc PIANO

SARAH CURRO  violin

A member of the MSO’s First Violin 
section, Sarah Curro obtained a 
Bachelor of Music from the 
Queensland Conservatorium of 
Music in 1994, winning the 
Conservatorium Medal for 
Excellence. She subsequently 
studied, and then taught, at the 
Hong Kong Academy for Performing 
Arts where she was instrumental in 
introducing period performance 
practice concepts. 

From 1999 to 2002 she was a 
member of the Hong Kong 
Philharmonic Orchestra and during 
her time there was also 
concertmaster of the Hong Kong 
Bach Society Orchestra and a 
member of the Fiorini String Trio. 
She has performed many times with 
the Australian Chamber Orchestra, 
and has been Guest Associate 
Concertmaster for the Tasmanian 
Symphony Orchestra and 
Concertmaster with Orchestra 
Victoria. 

More recently her association with 
the instruments made by Arts Music 
has inspired her to explore 
contemporary artistic possibilities by 
commissioning works of art, music, 
instruments and costume to 
encourage living Australian talent.
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ABOUT THE MUSIC
OHLSSON PLAYS BRAHMS

ABoUT THE ARTiSTS
THE rOMANTIc PIANO

MICHELLE WOOD  cello

Michelle Wood has been a member of the Melbourne 
Symphony Orchestra’s cello section since 2009. 

Born in Melbourne, she began her cello studies at the 
age of seven, and completed a Bachelor of Music Degree 
at the University of Melbourne graduating with an 
Australian Postgraduate Award, which enabled further 
study in a Masters of Music Performance under the 
tuition of Christian Wojtowicz. During her study 
Michelle was Principal Cellist and soloist with both the 
University Orchestra and Chamber Orchestra, as well as 
Principal Cellist of the Australian Classical Players. 

Michelle is the founding cellist of the Tinalley String 
Quartet and featured with violinist Kristian Winther on 
the recent Melba Records release Tzigane, in a 
performance of Ravel’s Sonata for Violin and Cello. 

In addition to her work at the MSO, Michelle is also a 
chamber music coach, a cello teacher and a core player 
with the Melbourne Chamber Orchestra.

STEFAN CASSOMENOS  piano

Melbourne pianist and composer Stefan Cassomenos 
gives regular solo recitals throughout Australia, and has 
appeared as a soloist throughout Europe and Asia. He 
studied with Margarita Krupina, and then with Stephen 
McIntyre whilst on scholarship at the University of 
Melbourne. He has performed internationally since the 
age of ten, and performed the premiere of his own first 
piano concerto with the Adelaide Symphony Orchestra 
at the age of 16. His London performance in 2007 was 
reviewed as ‘a prodigious London debut by a formidable 
talent.’ (Musical Opinion, April 2007). His recent 
performance of Beethoven’s Sonata Op 110 was 
acclaimed as ‘a model of clarity, depth of expression and 
irrefutable musical logic.’ (West Australian, April 2013).

In 2009, he was a grand finalist and prize-winner at both 
the Trieste International Chamber Music Competition 
and the Melbourne Asia-Pacific Chamber Music 
Competition. In 2012, he was a finalist in the Rhodes 
International Piano Competition. In 2013, he is a finalist 
in the Symphony Australia Young Performer Awards, 
and following worldwide auditions has been selected as 
one of 28 participants in the International Telekom 
Beethoven Competition Bonn, Germany. Stefan is 
generously supported by Kawai Australia, Creative 
Universe, and the Youth Music Foundation of Australia.
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artiSt cHair benefactOrS
Harold Mitchell AC Concertmaster Chair
Patricia Riordan Associate Conductor Chair
Joy Selby Smith Orchestral Leadership Chair
Marc Besen AO and Eva Besen AO 
International Guest Chair  
MSO Friends Chair

HOnOrary aPPOintMentS
Mrs Elizabeth Chernov  
Education and Outreach Patron
Sir Elton John CBE Life Member  
Professor John Hopkins AO OBE Life Member
The Honourable Alan Goldberg AO QC  
Life Member
Geoffrey Rush Ambassador

PrOGraM benefactOrS
Meet the Orchestra  
Made possible by the  
Ullmer Family Endowment 
MSO UPBEAT 
supported by Betty Amsden OAM

mSo
supporters

trUStS anD fOUnDatiOnS
Ken and Asle Chilton Trust,  
 managed by Perpetual
The Phyllis Connor Memorial Trust,  
 managed by Equity Trustees   
 Limited and Mr Norman Bourke

Cybec Foundation
Erica Foundation
Ivor Ronald Evans Foundation,  
 as administered by Mr Russell Brown  
 and Equity Trustees
The Ian Potter Foundation

Pratt Foundation
The Schapper Family Foundation
The Perpetual Foundation  
 - The Alan (AGL) Shaw Endowment
Zinnell/Hughes Trust,  
 managed by Perpetual

iMPreSariO PatrOnS
M P Chipman 
Perri Cutten and Jo Daniell 
John McKay and Lois McKay 
Harold Mitchell AC 
Mrs Margaret S Ross AM and  
Dr Ian C Ross 
Inés Scotland 
Trevor and Judith St Baker

MaeStrO PatrOnS
Michael Aquilina  
Jennifer Brukner  
Andrew and Theresa Dyer 
Tim and Lyn Edward 
Rachel and Hon. Alan Goldberg AO QC 
Robert and Jan Green 
Ilma Kelson Music Foundation 
Norman and Betty Lees 
David and Angela Li 
Mimie MacLaren 
Onbass Foundation 
Elizabeth Proust AO 
The Gabriela and George Stephenson gift 
in tribute to the great Romanian pianist 
Dinu Lipati  
Lyn Williams AM 
Anonymous (3)

PrinciPal PatrOnS
Dr Bronte Adams 
Christine and Mark Armour 
Kaye and David Birks 
David and Emma Capponi 
Paul Carter and Jennifer Bingham 
The Cuming Bequest 
Dominic and Natalie Dirupo  
Susan Fry and Don Fry AO 
Mr Greig Gailey and Dr Geraldine Lazarus 
Jill and Robert Grogan 
Louis Hamon OAM 

Nereda Hanlon and Michael Hanlon AM 
Hartmut and Ruth Hofmann 
Peter and Jenny Hordern 
Vivien and Graham Knowles  
Peter Lovell  
Annette Maluish  
Mr and Mrs D R Meagher 
Ian and Jeannie Paterson 
Maria Sola and Malcolm Douglas 
In memory of John William Symons  
Gai and David Taylor 
Barbara and Donald Weir KSJ  
Kee Wong and Wai Tang 
Anonymous (1)

aSSOciate PatrOnS
Will and Dorothy Bailey Bequest 
Peter Biggs CNZM and Mary Biggs 
Mrs S Bignell 
Stephen and Caroline Brain  
Bill and Sandra Burdett 
Oliver Carton 
Jan and Peter Clark  
John and Lyn Coppock  
Mary and Frederick Davidson AM  
Peter and Leila Doyle 
Lisa Dwyer and Dr Ian Dickson  
Dr Helen M Ferguson 
Mr Bill Fleming 
Dina and Ron Goldschlager 
Colin Golvan SC and Dr Deborah Golvan 
Susan and Gary Hearst 
Gillian and Michael Hund 
Sylvia Lavelle 
Dr Elizabeth Lewis AM  
Christopher and Anna Long  
Allan and Evelyn McLaren  
Don and Anne Meadows 
Marie Morton 
Dr Paul Nisselle AM 
Ann Peacock with Andrew  
and Woody Kroger 
Rae Rothfield 

Diana and Brian Snape AM 
Mr Tam Vu and Dr Cherilyn Tillman 
William and Jenny Ullmer 
Bert and Ila Vanrenen 
The Hon. Michael Watt QC  
and Cecilie Hall 
Brian and Helena Worsfold 
George Worthington and Cameron Mowat 
YMF Foundation 
Anonymous (4)

Player PatrOnS
David and Beverlie Asprey, Marlyn and Peter 
Bancroft OAM, Dr Julianne Bayliss, Barbara 
Bell in memory of Elisa Bell, M Ward 
Breheny, Mr John Brockman OAM and Mrs 
Pat Brockman, Jill and Christopher Buckley, 
Dr Lynda Campbell, Ms D Cooney and Mr 
C Halek, André and Pamela Crockett, Ann 
Darby in memory of Leslie J. Darby, Panch 
Das and Laurel Young-Das, Pat and Bruce 
Davis, Cameron Delost, Sandra Dent, John 
and Anne Duncan, Jane Edmandson OAM, 
William J Forrest AM, Joanna Foulkes, 
Barry Fradkin OAM and Dr Pam Fradkin, 
David I Gibbs and Susie O’Neill, Merwyn 
and Greta Goldblatt, George H Golvan QC, 
Dr Marged Goode, Jean Hadges, Stuart and 
Sue Hamilton, Tilda and Brian Haughney, 
Julian and Gisela Heinze, Hans and Petra 
Henkell, Dr Alastair Jackson, Stuart 
Jennings, John and Joan Jones, George 
and Grace Kass, Irene Kearsey, Dr Anne 
Kennedy, Norman Lewis in memory of 
Dr Phyllis Lewis, Dr Anne Lierse, Ann 
and George Littlewood, Violet and Jeff 
Loewenstein, Elizabeth H Loftus, Vivienne 
Hadj and Rosemary Madden, Sandra and 
Leigh Masel, Trevor and Moyra McAllister, 
John and Ann McArthur, David and 
Beverley Menzies, Jan Minchin, John and 
Isobel Morgan, Wayne and Penny Morgan, 
Ian Morrey, The Novy Family,  
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Laurence O’Keefe and Christopher James,  
Mrs W. Peart, Susan and Barry Peake, John 
and Betty Pizzey, Lady Potter AC, Peter 
Priest, Jiaxing Qin, In Honour of Norma 
and Lloyd Rees, Dr Sam Ricketson, Tom 
and Elizabeth Romanowski, Delina 
Schembri-Hardy, Max and Jill Schultz, 
David Shavin QC, Chris and Jacci Simpson, 
Gary Singer and Geoffrey A Smith, Dr 
Sam Smorgon AO and Mrs Minnie 
Smorgon, Dr Michael Soon, Geoff and 
Judy Steinicke, Mrs Suzy and Dr Mark Suss, 
Pamela Swansson, Prof Seong-Seng Tan 
and Jisun Lim, Frank and Miriam Tisher, 
Margaret Tritsch, Mrs Barbara Tucker, P 
and E Turner, Mary Vallentine AO, The 
Hon. Rosemary Varty, Sue Walker AM, 
Elaine Walters OAM, Erna Werner and 
Neil Werner OAM, Nic and Ann Willcock, 
Marian and Terry Wills Cooke, Pamela F. 
Wilson, Ruth Wisniak OAM and Dr John 

Miller AO, Joanne Wolff, Peter and Susan 
Yates, Mark Young, Anonymous (15)

tHe cOnDUctOr’S circle
Jenny Anderson, Joyce Bown, Ken Bullen, 
Luci and Ron Chambers, Sandra Dent, 
Lyn Edward, Alan Egan JP, Louis, Hamon 
OAM, Tony Howe, John and Joan Jones, 
C P Kemp, Mrs Sylvia Lavelle, Elizabeth 
Proust AO, Penny Rawlins, Joan P 
Robinson, Pamela Swansson, Dr Cherilyn 
Tillman, Mr and Mrs R P Trebilcock, 
Michael Ullmer, Mr Tam Vu, Marian 
and Terry Wills Cooke, Mark Young, 
Anonymous (15)
We gratefully acknowledge support received from 
the Estates of Gwen Hunt, Pauline Marie Johnston, 
Peter Forbes MacLaren, Prof Andrew McCredie, 
Miss Sheila Scotter AM MBE, Molly Stephens, Jean 
Tweedie, Herta and Fred B Vogel.

MSO’s tremendous work on and off 
stage this winter has been matched 
by a wonderful response from our 
donor community. Most recently, 
our recent black-tie fundraising 
event, The Symphony Banquet 
(See page 40), was a glittering night 
and a resounding success, raising 
over $280,000 towards the MSO’s 
Audience Access programs, while 
donations to our Instrument Appeal 
have enabled us to cover the cost of 
custom-made travelling cases for the 
orchestra’s ‘big guys’ (double basses, 
tuba etc.). Additionally, philanthropic 
support has enabled children who 
would otherwise miss out participate 
in our education programs, allowed 
young artists to be mentored towards 
professional careers, and assisted 
bringing established, world-class 
international artists to Melbourne. 

The MSO’s quarterly Supporter 
Newsletter, The Full Score allows 
our supporters to become closer to 
our musicians, guest artists, and the 
work we do in the community, while 
our Patron Calendar of Events 
offers supporters exclusive invites to 
rehearsals, special Q&A sessions with 
guest artists and MSO Musicians, 

interval and post-concert receptions, 
opportunities to become more fully 
acquainted with our musicians and 
much more.

In a nutshell, regular support from 
philanthropic individuals and Trusts 
helps bring great works and artists to 
your stage and enables us to engage 
our full community. It is a privilege to 
see the impact this support has on the 
ground – thank you to all the donors 
who help make this, and so much 
more, happen.

Donations to the MSO are tax-
deductible ($2 and over).  For more 
information on our Patrons program 
and our current fundraising appeal, 
phone (03) 9626 1248, email 
philanthropy@mso.com.au or visit 
mso.com.au/support

fOrtHcOMinG MSO 
frienDS PatrOn event
The Musicians and Staff of the 
MSO are delighted to invite our 
generous philanthropic community 
of Patrons, Trusts and Foundations 
and Corporate Partners further 
behind the scenes at our forthcoming 

function Meet the Musicians: 
Members of the MSO’s Brass 
section. 

Toast the work of the MSO’s ‘top 
Brass’ and discover more about their 
world as orchestral and chamber 
performers.

Wednesday 13 November,  
6pm at the Iwaki Auditorium,  
ABC Southbank Centre

RSVP: rsvp@mso.com.au  
T: (03) 9626 1104  
W: mso.com.au/events

Donations are vital to the Orchestra's work, 
supporting access, artists, education, outreach 
programs and more.

We are delighted to involve donors in the MSO's 
world at close quarters, through events and our 
supporter newsletter, The Full Score. 

MSO Patrons contribute at the  
following levels or more:  
$100 (Friend), $1,000 (Player),  
$2,500 (Associate), $5,000 (Principal), 
$10,000 (Maestro), $20,000 (Impresario). 

The MSO Conductor’s Circle members have 
notified of a planned gift in their Will.  
All donors are recognised on our website. 

Inquiries: 03 9626 1107  
philanthropy@mso.com.au 

This page is correct at time of printing.

tHe MSO PrOUDly tHanKS itS SUPPOrterS

SprIng wItH tHe mSo patronS

mso Guest artIst, coLIn currIe, 
WItH mso assocIate patron, peter 
LoveLL, DurInG patron IntervaL 
DrInKs
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ABOUT THE MUSIC
New York, New York

ABOUT THE ArTISTS
MeNdelssohN aNd BrahMs

It was chamber music that most 
occupied Schubert throughout his 
prolific but tragically short career: as 
a boy, he played viola in the family 
string quartet and composed for his 
family and school chamber ensembles, 
and his last completed work was the 
magnificent String Quintet in C 
major. In the final years of his life, 
he was engaged in what the scholar 
John Gingerich calls ‘his Beethoven 
project’, his challenge to his great 
contemporary in the Classical forms 
and genres most identified with 
Beethoven (symphony, sonata and 
chamber music). One of the most 
remarkable of those works is his 
Piano Trio in E flat major, D.929, 
completed in November 1827 and 
performed as the principal offering in 
Schubert’s only public concert in his 
lifetime, on 26 March 1828. This was 
the first anniversary of Beethoven’s 
death – a date with enormous 
significance for Schubert. 

Robert Schumann, who loved 
Schubert’s music, found ‘deep 
indignation as well as boundless 
longing’ in the first movement. 

Schubert is remarkable for his 
idiosyncratic vast expansions of 
sonata form – the ‘heavenly length’ 
that Schumann also praised – and 
we hear that breadth here. This 
movement is peppered with sudden 
harmonic shifts, typical of this 
composer in his ‘late’ phase (a 
tragically ironic thing to say about a 
30-year-old); there is, for example, a 
disruption of the main key only 24 
bars after the movement begins, its 
shock effect powerful indeed. 

The first theme of the second 
movement in C minor was inspired 
by a Swedish folk song Se solen 
sjunker (The sun is going down),  
which Schubert learned from a 
visiting Swedish singer named Isaak 
Albert Berg. ‘Before night’s gloomy 
shadows you f lee, O beautiful hope,’ 
sings a mournful persona obsessed 
with loss and separation. For his slow 
movement, Schubert borrowed the 
song’s ‘Farewell, farewell’ refrain, 
with its twofold octave drop; the leap 
upward of a tenth; the bittersweet 
turn to the relative major key; and 
other trace elements as well. The 
haunting melody is first presented 
by the cello, then by the piano over 
an accompaniment in ‘walking’ 
quavers, like the accompaniment to 
‘Gute Nacht’, the first song of his 
cycle Winterreise, also composed 
in 1827 and also about loss, 
despair, alienation. The double-
variation form of this movement is 
straightforward and a favourite of 
Schubert’s, but the content is far 
from simple. After the diagnosis 
of syphilis in late 1822, Schubert’s 
music is marked by outbursts of 
frenzy, rage, hysteria and chaos, 
often as disruptions to a passage 
in another vein; when the A and B 
sections return, they are interrupted 
by rage and horror writ large. The 
coda, however, returns to the gentler 
melancholy of the beginning. Just 
before the end, Schubert quotes the 
final lamenting motif for the f lutes 
and first violins at the end of the 
funeral march second movement 
(also in C minor) of Beethoven’s 
Eroica Symphony and then bids 
both Beethoven and the Andante 
‘Farewell, farewell’ at the very end. 

A nod to Haydn follows in the Allegro 
moderato scherzo movement, which 
starts with a strict canon at the unison 
or octave (a recognisably Haydnesque, 
tongue-in-cheek pairing of rusticity/
lightness with high contrapuntal art). 
The central trio section evokes the 
character of a rustic Ländler, a hearty, 
stamping dance in triple meter; this 
is interrupted, after two characteristic 
Schubertian bars of silence, by a 
theme that brings back the rhythmic 
pattern of the first movement’s second 
theme, with some more canonic 
imitation for good measure. 

The lightness of the scherzo sets 
the stage for the finale, with its 
chipper initial theme. But after a 
mere two pages, Schubert suddenly 
walks two steps down to the key of 
the slow movement and its ostinato 
tread in the piano, while the melody 
recalls the second theme of the first 
movement. Lightness and brightness 
seldom last long in Schubert’s late 
works, where brusque disruptions 
are the rule, not the exception. 
Eventually, the first theme comes 
back but eerily quiet and in the minor, 
paving the way for the climax of the 
entire trio: the return of the song of 
farewell from the second movement. 
This master-stroke of cyclic recall 
belongs to a finale and a work whose 
contrasts are deliberately never 
resolved. Is the exuberant major-mode 
ending Schubert’s exultation that, 
after having mourned and honoured 
Beethoven, he could claim his rightful 
place as Beethoven’s successor? 

Susan Youens © 2013

INTERVAL 20 mInUteS

ABoUT THE mUSic
THE rOMANTIc PIANO

FRANz SCHUBERT 
(1797-1828)
Piano trio no.2 in e flat, D.929

i Allegro
ii Andante con moto
iii Scherzando
iv Allegro moderato
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mozart and strauss favourites

Brahms’ Piano Quintet in F minor is 
a work of such scope and emotional 
breadth that it almost explodes the 
genre of chamber music. Indeed, 
Clara Schumann declared it should 
be orchestrated. 

It is curious then that the piece went 
through two incarnations – one 
without piano, the other without 
strings – before arriving in this 
definitive form. The Quintet was 
composed originally as a purely 
string quintet: the standard quartet 
with extra cello, as in Schubert’s 
extraordinary C major Quintet. 
While Brahms’ Quintet’s Sturm und 
Drang is emotional light years away 
from such an angelic precedent, 
Schubert remains a conspicuous 
influence here. 

Brahms was rarely satisfied with his 
completed works, but this String 
Quintet was an exception. He sent it 
proudly to his friends Clara 
Schumann, the pianist, and Joachim, 
the violinist. Both declared it a 
masterpiece. Clara Schumann found 
herself ‘constantly playing it over and 
over again and never wanting to 
stop’, and indeed, there is something 
addictive about the Quintet’s high-
octane darkness – an adrenaline 
rush. Joachim was also enthusiastic, 
admiring the work’s ‘strength of 
character’, but expressing a 
reservation about a string quintet’s 
ability to do it justice. He suspected 
the climaxes might lie beyond the 
power of string players, and that the 
work would require ‘vigorous 
playing’. A private performance by 
Joachim and a group of his friends 
confirmed these suspicions. Brahms, 
in despair, decided that ‘it will be 
better if it goes to sleep’. 

‘Going to sleep’ had a sinister 
meaning in Brahms’ parlance, and 
the quintet was probably destined for 
the furnace. But a reprieve came in 
the form of a rearrangement for two 
pianos. This version, still performed 
today as the Sonata for Two Pianos 
Op.34b, remained Brahms’ favourite. 
Clara Schumann, however, insisted 
on the need for string tone, and 
Brahms finally capitulated to the 
demands of both of his friends, 

scoring the work for piano and string 
quartet. 

In the opening movement, a fierce 
Allegro non troppo, the writing seems 
completely idiomatic for this 
combination. The theme is 
announced in octaves by first violin, 
cello and piano, before the piano 
intrudes, percussively, and drives the 
music into a frenzy. The second 
subject is in C sharp minor, and 
consists of a detached dotted figure 
over a triplet bass rumble in a classic 
Brahmsian cross-rhythm. The minor 
pairing of the two subjects lends the 
piece its sombre, twilight colour 
scheme, and lends an extraordinary 
radiance to the occasional glimpses 
of the major key. The development is 
highly chromatic, and evolves into 
the piano’s explosive re-entry. The 
recapitulation arrives at a chorale for 
strings alone – suggesting there 
might actually be a happy ending – 
before the cello invites the piano 
back for a passionate and tragic close. 

The second movement, by contrast, is 
a simple Andante in A flat major, and 
has a reassuring, almost palliative 
effect after the onslaught of the 
previous movement. Its motivic 
material consists of the opening’s 
distinctive dotted rhythm, and 
suggests Schubert’s influence. The 
phrases are regular, and the 
movement unfolds in a simple A-B-A 
form, with a more emotionally direct 
middle section in E major. The theme 
returns in gorgeous, embellished garb 
for the reprise. 

The third movement is a Scherzo, a 
form at which Brahms excelled from 
an early age. This is perhaps the least 
conventional movement of the entire 
work. It is built up on three themes: 
a rising passage against cello 
pizzicato; a fiercely rhythmic 2/4; 
and a triumphant chordal theme in 
6/8. The movement is full of abrupt 
changes, and that characteristic 
brusqueness which led Clara 
Schumann to declare that Brahms 
was afraid of appearing ‘too affable’. 
The trio section consists of another 
march tune set against a 6/8, and the 
movement concludes with a semitone 
cadence (D flat to C), a direct quote 

ABoUT THE mUSic 
THE rOMANTIc PIANO

JOHANNES BRAHMS 
(1833-1897)
Piano Quintet in f minor, Op.34

i  Allegro non troppo
ii  Andante, un poco adagio
iii  Scherzo: Allegro
iv  Finale: Poco sostenuto – 

Allegro non troppo. 

cLara scHumann – perHaps 
braHms’ most trusteD conFIDante
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from Schubert’s C major Quintet. 

The finale, a rondo, begins with an 
introduction of extraordinary 
chromaticism: the only place, 
according to musicologist and 
composer Donald Tovey, where we 
might miss a second cello in the 
work. The cello then introduces the 
theme, marked tranquillo, but 
nothing remains very tranquil for 
long. A second subject is marked 
espressivo for the strings, and reprises 
the chromaticism of the introduction. 
The movement contains no formal 
development, but rather, presents an 
elaborate working-out of the 
recapitulation, including a surprise 
journey to C sharp minor. A 
diminuendo and ritenuto suggest one 
thing; the piece concludes instead 
with a breathless Presto non troppo. 
Brahms’ friends advised against such 
an energetic ending. Happily, on this 
issue at least, he defied them. 

Anna Goldsworthy © 1999

ABoUT THE mUSic
THE rOMANTIc PIANO

MSO ClaSSiC KidS

World-renowned clownductor Melvin tix returns  
to australia to present his much-loved Clowning Around 

program. Melvin’s concerts provide a highly entertaining 
and informative environment for young children 
discovering an orchestra for the very first time.  

So roll-up for a fun-filled time with Melvin tix  
and the Melbourne Symphony Orchestra! 

Melvin Tix Conductor and Presenter

Saturday 9 November at 10am, 11.30am, 1.30pm and 3pm
Iwaki auditorium, abc southbank centre

bookings:

mso box office (03) 9929 9600 
mso.com.au

Clowning Around with Melvin Tix

these concerts are supported by the Geelong Friends of mso.

braHms’ FrIenD, anD one oF tHe Greatest vIoLInIsts oF HIs Day, JosepH 
JoacHIm, DepIcteD In perFormance by aDoLpH menzeL In 1853



John arcaro has been a member of the melbourne symphony 
orchestra since 1990. He has also been a guest timpanist/
percussionist with orchestra ensemble Kanazawa Japan, 
malaysian philharmonic, sydney symphony, West australian 
and tasmanian symphony orchestras. He has worked as 
a chamber musician and soloist with ensembles such as 
the australian chamber orchestra, melbourne chamber 
orchestra, synergy percussion, speak percussion, astra,  
aphids, the pokrovsky ensemble russia and the mso. 
performance highlights have included a critically acclaimed 
performance of stockhausen’s Kontakte with pianist michael 
Kieran Harvey in 1996. John has recorded numerous film scores 
and performed with a wide range of popular artists, including 
Frank sinatra, olivia newton-John, KIss and sting. John 
studied in new york and philadelphia with leading orchestral 
percussionists and graduated from the victorian college of 
the arts (university of melbourne) with high distinction. He is 
currently a member of staff at the university of melbourne  
and the vca secondary school.

First performance memory?
In my friend’s garage.

With which composer would you most like to have  
dinner? And what would you serve? 
J S Bach. I would take him to Vue de monde... 
he deserves the best!

What's your "top pick" for a place to get 
something to eat in town, before or 
after a show? 
Don Don – Cheap, tasty  
and fast!

What are three of your 
favourite possessions? 
Road Bike, Mountain 
Bike and Hybrid Bike.

What sporting team 
do you support? 
Carlton FC

JOHn arcarO

mEET YoUR mSo mUSiciAn

pHoto courtesy oF James penLIDIs



MSO POPS

saturday 5 october at 7pm 
sunday 6 october at 2pm

arts centre melbourne, Hamer Hall

Beethoven   symphony no. 5: First movement 
(excerpt) 

Beethoven   symphony no. 6 Pastoral  
(movements 3-5) 

Tchaikovsky  The nutcracker: suite
Debussy,  Suite bergamasque: Claire de lune  
orch. Stokowski
Stravinsky  The Firebird: suite (1919 version) 

IntervaL 20 mInutes

Ponchielli  la gioconda: Dance of the Hours
Dukas  The Sorcerer’s apprentice 
Elgar  Pomp and Circumstance March no. 1
respighi  Pines of rome 

Melbourne Symphony Orchestra 
Benjamin Northey conductor

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

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

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

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

Presentation licensed by Disney concert library ©Disney
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BENJAMIN NORTHEY  conductor

Benjamin Northey is the Patricia Riordan Associate 
Conductor of the Melbourne Symphony Orchestra.

Since returning to Australia from Europe in 2006, 
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. He has 
collaborated with artists such as Julian Rachlin, Alban 
Gerhardt, Marc-André Hamelin, Arnaldo Cohen, the 
Silver-Garburg Piano Duo, K.D. Lang, Kurt Elling, 
Tim Minchin, Slava Grigoryan and Emma Matthews.

In Australia he has appeared with all the state symphony 
orchestras and with Opera Australia and State Opera of 

South Australia. He was appointed to his current MSO 
position 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 Conductor’s 
Academy of the Allianz Cultural Foundation, during 
which he conducted the Philharmonia and London 
Philharmonic orchestras under the mentorship of 
Vladimir Jurowski 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.

ABoUT THE conDUcToR
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Canadian virtuoso James Ehnes directs and features in a  
violin-centric program of Vivaldi and Mozart masterpieces. 

31 OCTOBER AND 2 NOVEMBER 
ELISABETH MURDOCH HALL,  
MELBOURNE RECITAL CENTRE

BOOK NOW
1 NOVEMBER 
ROBERT BLACKWOOD HALL,  
MONASH UNIVERSITY, CLAYTON

mso.com.au
(03) 9929 9600
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On its release in 1940, Walt Disney’s 
Fantasia was widely understood as a 
grand experiment in bringing ‘great 
music’ to the masses. The idea that 
the masses wanted this culture, that 
they craved access to it, was a 
fundamental belief for Walt Disney. 
In the souvenir brochure given out at 
premiere screenings of the film, he 
declared his trust that: 

The public – that is, the audience – 
would always recognise and appreciate 
quality. It was this faith in the 
discrimination of the average person 
that led us to make such a radically 
different type of entertainment as 
Fantasia. We simply figured that if 
ordinary folk like ourselves could find 
entertainment in these visualisations of 
so-called classical music, so would the 
average audience.

This faith in spreading the love of 
music to an eager public was echoed 
by Disney’s musical collaborator in the 
project, conductor of the Philadelphia 
Orchestra, Leopold Stokowski: 

The beauty and inspiration of music 
must not be restricted to a privileged 
few but made available to every man, 
woman and child. That is why great 
music associated with motion pictures is 
so important, because motion pictures 
reach millions all over the world … 
giving us not only recreation and 
pleasure, but stimulation and 
nourishment of the mind and spirit.

Today, it isn’t hard to find people 
who will attest to the success of 
Disney and Stokowski (and the 
narrator of the 1940 film, composer-
journalist Deems Taylor) in their 
endeavour. Over several generations, 
Fantasia has found an enthusiastic 
audience who attribute their 
fondness for classical music, or at 
least some of this vast repertoire, to 
their experience of Disney’s film in 
one format or another. At the time, 

however, there were detractors – 
people who were affronted by the 
trivialisation of ‘great music’ by its 
association with dinosaurs and cute 
‘centaurettes’ and dancing 
mushrooms. These depictions were 
dreamed up not by people educated 
about music, but by the artists who 
worked for Disney. In his original 
introduction, Deems Taylor was glad 
to say that ‘trained musicians’ were 
not involved in the creation of the 
scenarios and depictions. Thus any 
taint of ‘teachiness’ was avoided, 
allowing the film’s value as a work of 
pure entertainment to remain 
paramount. To this day, sadly, we 
have not had the opportunity to see 
an alternative version of Fantasia as 
put together by a committee of 
musicologists!

When the Disney studios eventually 
got around (after a few attempts) to 
repeating the exercise with Fantasia 
2000 (1999), they remained faithful 
to the spirit and principles that 
inspired the 1940 creators. The music 
was performed by the Chicago 

ABoUT THE mUSic
dISNEY fANTASIA LIVE IN cONcErT

WaLt DIsney ImaGe courtesy oF tHe KobaL coLLectIon

THE FANTASIA 
PHENOMENON
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Symphony Orchestra conducted by 
James Levine, and a host of celebrities 
provided the linking introductions. 
Director Pixote Hunt oversaw the 
imaginative representations, while 
Peter Schickele (of ‘P.D.Q. Bach’ 
fame) assisted Levine in organising 
the music. The creators again placed 
their trust entirely in the music, 
unaided by in-depth historical 
background or analysis, to inspire 
imagery and storylines that would 
simply be enjoyed by the broadest 
possible audience. In 1999 though, 
the animators did have a little bit  
of help from the new-fangled  
CGI (computer-generated  
imagery) technology.

Fantasia and its extraordinary success 
provokes an intriguing discussion 
point for classical music. When 
presented with music that’s more 
than three minutes long and aims to 
do something more than merely raise 
your heart rate, how should you 
approach listening to it? Fantasia 
celebrates the practice of dreaming 
up your own mini-movie to attach to 
the soundtrack: something we all do 
I suspect, though we rarely talk about 
it. Yet it has been a common practice 
since at least Beethoven’s time: we 
have letters from music-lovers of 
Beethoven’s day in which they 
imagine fantastic imagery to 
accompany, for instance, the second 
movement of his Seventh Symphony. 
Could the great value of the two 

Fantasias be that they provide us with 
models for how we can use our 
imaginations to bring music to life, 
by dreaming up our own mini-
movies, even drawing from our own 
life scenarios? No doubt, a whole lot 
of debate could revolve around that 
proposition, so for now, it’s best left 
as a thought for individual 
contemplation.

The music

In this concert presentation, we hear 
(and see) a selection of classic 
examples of Fantasia’s brilliant 
amalgamation of music with imagery 
and fantasy, extracted from both the 
original movie and its sequel, 
Fantasia 2000.

For Beethoven, the Fifth Symphony 
was an expression of triumph over 
adversity, a personal struggle from 
darkness to light. The animators of 
Fantasia 2000 picked up on this 
theme, and have concocted an 
abstract imagistic representation of 
the conflicts between good/light and 
evil/dark.

In his ‘follow-up’ symphony, 
Beethoven provided a startling 
contrast to the turbulent Fifth. The 
delightful Pastoral Symphony was in 
fact premiered alongside the Fifth in 
Vienna in December 1808. It harks 
back, though, to an earlier musical 
era, evoking the beauties of the 
countryside and the carefree life of 
those who live there. While the 
symphony has five movements, the 
last three fit together as one, 
encapsulating a little scenario that 
Beethoven actually outlines in the 
titles. The ‘happy gathering of 
country folk’ is interrupted by a brief 
storm, which is followed by a 
‘shepherd’s song’ and the expression 
of ‘cheerful and thankful feelings’ 
once the storm has passed. With its 
strong pictorial qualities, the piece 
was among the first choices for 
inclusion in the original Fantasia, 
where Beethoven’s ‘country folk’ 
become centaurs, cupids and fauns 
cavorting in a mythological 
landscape.

LUDWIG VAN 
BEETHOVEN 
(1770-1827)
Symphony no.5 in c minor, 
Op.67: first movement (excerpt)

BEETHOVEN
Symphony no.6 in f, Op.68 
Pastoral (movements 3-5)



35

ABOUT THE MUSIC
mozart and strauss favourites

Ballet is an art form that has always 
been closely allied to storytelling, 
particularly stories of fantasy and 
imagination. In selecting dances 
from the Christmastime story-ballet 
The Nutcracker (1892) for depiction in 
the original Fantasia, Disney and his 
collaborators had music that was 
filled with ‘characteristic’ qualities 
derived from folk traditions, as 
adapted to the conventions of ballet. 
In Fantasia, these dances are 
performed by troupes of fantasy 
creatures – fairies, fish, flowers, 
mushrooms and leaves.

Here’s something of a unique 
experience, for the Disney version of 
Debussy’s Clair de lune, while created 
and completed for the original 
Fantasia, was dropped from the 
running order for fear of lengthening 
the film too greatly (it was 125 
minutes plus interval in its original 
release). Debussy’s popular piano 
piece, orchestrated here by 
Stokowski, describes moonlight in 
purely abstract music, emphasising 
harmonic colour and melodic line 
with complete poetic freedom. 
Disney’s imagery depicts egrets (a 
type of heron) in the Everglades on a 
summer’s night.

Stravinsky’s ballet from 1910 
provides the main character for 
Disney’s setting in Fantasia 2000, 
the mythological Firebird herself 
interpreted here as a nature spirit. 
The peaceful natural landscape is 
dramatically disturbed by a volcanic 
eruption, leading to a powerful, 
moving treatment of nature’s primal 
theme of destruction and renewal.

INTERVAL 20 mInUteS

La gioconda is Ponchielli’s best 
known opera, but it enjoys little 
currency outside of Italy, except for 
occasional revivals at the Met in 
New York. This is partly because of  
the resources needed to mount a 
piece which recalls the dimensions of 
the grandest of French grand opera. 
Set during Carnival celebrations in 
17th century Venice there is plenty of 
room for crowd scenes, masks and 
political intrigue.

The libretto, by Arrigo Boito (famous 
for his collaborations with Verdi), is 
based on Victor Hugo’s Angélo, tyran 
de Padoue. As one critic has noted,  
it prefigures Tosca: ‘self-sacrificing 
singer outwits lascivious secret 
policeman to save the man she  
really loves.’ 

The Dance of the Hours ballet occurs 
in Act III during a ball. The Dance 
falls into four sections, depicting the 
hours of Daybreak, Day, Evening 
and Night.

PETER ILYICH 
TCHAIKOVSKY 
(1840-1893)
The Nutcracker: Suite, Op.71a

ABoUT THE mUSic 
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THE nuTCraCKEr: suIte

THE FIrEbIrD

CLAUDE DEBUSSY 
(1862-1918)
orch. leopold Stokowski  
(1882-1977)
Suite bergamasque:  
Clair de lune 

IGOR STRAVINSKY 
(1882-1971)
The Firebird – Suite  
(1919 version)

AMILCARE 
PONCHIELLI
(1834-1886)
La gioconda: Dance of the 
Hours

GUeSt MelbOUrne 
SyMPHOny OrcHeStra 
MUSicianS fOr 
DISNEY’S FANTASIA LIVE IN 
CONCERT
Cameron Hill concertmaster
Rebecca Adler violin
Zoe Black violin
Jenny Khafagi violin
Ceridwen Davies viola
Merewyn Bramble viola
Esther Wright double bass
Taryn Richards flute
Ann Blackburn oboe
Annabelle Badcock oboe
Colin Forbes-Abrams bassoon
Matthew Kneale bassoon
Jenna Breen horn
Rachel Shaw horn
Charles MacInnes trombone
Ashley Carter trombone
Timothy Hook percussion
Louisa Breen piano/celeste

DanCE oF THE HourS
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Paul Dukas is remembered almost 
solely for this one brilliant work, a 
‘tone poem’ from 1897 that evokes, 
with rich sonic colourings, a fairy 
tale by the 18th-century German 
poet and playwright Goethe. Such a 
brilliant match of story – melody and 
colours, visual and aural – perfectly 
suited Disney’s concept in Fantasia. 
Indeed, the whole project really grew 
from Disney’s inspired passion for 
animating (or to use his own term, 
imagineering) this piece of music. Its 
iconic status and perennial appeal 
has made the piece the cornerstone 
of both iterations of Fantasia. Dukas 
did not complete a lot of music, but if 
you are curious, his ballet La Péri 

offers the same kind of delight as The 
Sorcerer’s Apprentice. In the film, of 
course, Mickey Mouse gets carried 
away with himself, incurring the 
righteous indignation of the sorcerer 
– who has a name, incidentally, 
suggesting Walt’s alter ego: Yen Sid.

This orchestral march became an 
immediate popular success at its first 
performance in 1901, when the 
audience ‘rose and yelled’ their 
ecstatic approbation. The big tune in 
the middle has become the basis of 
one of the most famous of all 
patriotic hymns, ‘Land of Hope and 
Glory’. For Fantasia 2000, the 

animators cast aside the March’s 
militaristic or patriotic associations, 
concocting a happy tale of Donald 
Duck in the role of an endearing, if 
bungling, assistant to Noah in the 
sailing of the Ark. Happy for 
everyone, that is, except unicorns. 

OTTORINO RESPIGHI 
(1879-1936)
Pines of Rome

Ottorino Respighi was a master of 
orchestral opulence, creating scores 
in true sonic Technicolor. His series 
of symphonic poems depicting scenes 
from Roman landscape, life and 
history are perennial concert 
favourites. Two movements of Pines 
of Rome (1924) are used in Fantasia 
2000, opening in a peaceful garden 

EDWARD ELGAR 
(1857-1934)
Pomp and Circumstance 
March no.1 in D

mIcKey mouse (anD broom) In THE SorCErEr'S aPPrEnTICE

PAUL DUKAS 
(1865-1935)
The Sorcerer’s Apprentice
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scene, before a subtle but sudden 
gear-shift takes us into the stirring 
musical imagery of the Appian Way, 
replete with returning triumphant 
Roman army. Disney’s visual artists 
have completely re-imagined 
Respighi’s setting, though, into a 
fanciful scenario of whales 
apparently drawn by the power of a 

distant supernova, ascending 
triumphantly from arctic waters. 
Somehow, it works!

Annotations ©James Koehne 
Except Dance of the Hours, adapted 
from a note by Gordon Kerry 
Symphony Australia © 2001
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PInES oF roMEottorIno respeGHI
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Genius. Charlatan. Magician. 
Phoney. All these adjectives (and 
many more) were used to describe 
Leopold Stokowski during his 
lifetime. He was bold, charismatic 
and daring, with “more front than 
Myers” and an ego of extraordinary 
size. When it suited him, he adjusted 
the phrasing and dynamics of 
acknowledged masterpieces, while 
his many lavish orchestral 
transcriptions are based on music of 
composers as diverse in time and 
temperament as Purcell and 
Shostakovich. Where his great 
contemporary and rival Toscanini 
valued clarity and discipline above 
all, Stokowski did not want string 
sections to bow uniformly and urged 
his musicians to become “free of the 
notes.” Where Toscanini conducted 
very little new music, Stokowski gave 
some 500 premieres, including the 
first performances in the USA of 
Stravinsky’s The Rite of Spring and 
Alban Berg’s Wozzeck. He was the 
only conductor to direct all of 
Schoenberg’s orchestral works during 
the composer’s lifetime. 

He answered the call of Hollywood, 
appearing in One Hundred Men And 
A Girl (1937), Carnegie Hall (1947) 
and of course Fantasia (1940). He 

was a passionate advocate for music 
on record and on radio and at the 
height of his fame was among the 
most famous musicians in the world. 
When Bugs Bunny walks on the 
podium with a mane of beautifully 
coiffed white hair in the cartoon 
Long-Haired Hare (1948), the 
orchestral musicians exclaiming 
‘Leopold! Leopold!’ all the while, 
director Chuck Jones would have 
taken it for granted that audiences 
were in on the joke. 

Stokowski will always be a 
controversial figure, for his 
undeniably effective advocacy for 
music and his generosity to living 
composers and fellow musicians was 
counterbalanced by an ego of titanic 
proportions and an ability to talk 
about music far too platitudinously 
for a conductor of his stature. In one 
of his many banal utterances about 
music, he said: “One of the most 
important characteristics of 
symphonic music is the relation 
between form and content.” And of 
Bach’s Toccata and Fugue in D 
minor he once observed: “…the final 
cadence is like massive Doric 
columns of white marble.” In a 1954 
recording of Beethoven’s Pastoral 
Symphony, the work itself was 

preceded by a talk in which 
Stokowski compared the real sounds 
of nature with Beethoven’s depiction 
of them. All of this gave him a bad 
reputation with intellectuals. 

It is best to think of Stokowski as 
someone who thought of music as an 
adventure in which he must always 
be the hero. As he once told an 
orchestra during a rehearsal: “Do you 
want to know the secret of living? 
Have deep principles and then 
improvise.”

His vibrant showbiz aura and 
hilarious pan-European accent (of 
which many recorded examples 
survive) should not be confused with 
poor musicianship. The Australian-
born conductor Denis Vaughan was a 
double bass players in Beecham’s 
Royal Philharmonic Orchestra when 
Stokowski appeared with them as 
guest conductor in 1952. Vaughan 
recalled this rehearsal incident:

“We played Debussy’s Prelude to the 
Afternoon of a Faun and Stokowski 
said, ‘Gentlemen, you know I heard 
Debussy play the piano and he did 
things with the pedal which I’ve 
heard no other composer or pianist 
do.’ And he proceeded then to 
prolong quite a number of bass notes 
beyond the written length in order to 

StOKOWSKi’S’ MUSical fantaSia
known to tHIS DaY For HIS work In Fantasia, LeopoLD StokowSkI 
waS one oF tHe great conDUctorS oF tHe 20tH centUrY.

LeopoLD stoKoWsKI

tHe pHILaDeLpHIa orcHestra anD assembLeD Forces at tHe amerIcan 
premIere oF maHLer's sympHony no 8, GIven unDer stoKoWsKI's  
DIrectIon (1916)
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get the pedal effects Debussy had 
written. As I was playing the double 
bass it touched on me. It was very 
original and effective, too. I knew 
then that he was a master of sound 
such as there have been few if any  
at all.” 

To listen to one of his best recordings 
(and many are still available on CD) 
without prejudice or pre-conceptions 
is to meet a musical imagination that 
speaks to a listener many years after 
the fact and through aged recorded 
sound. He was not a classicist, and 
gave of his best when he could 
engage in his natural flair for big-
gestured drama, intensity of feeling 
and the play of sonority. In fact when 
he was on form it was a seemingly 
spontaneous flow of intense feeling 
and sonic colour that gave his 
performances their particular 
character, in whichever genre he was 
working – and his range of musical 
sympathies was vast. 

He had a phenomenally long career, 
conducting his first orchestral 
concerts in 1908 and making his last 
recording at the age of 95 just a few 
months before his death in 1977. He 
had outlived almost every member of 
his own generation of conductors. 
His many great recordings are prized 
most keenly by record collectors and 
musicologists, so for what is he best 

remembered by the general listener?

He would not have minded that he is 
now known universally for his 
collaboration with Walt Disney on 
Fantasia (1940), that remarkable 
marriage of animation and orchestral 
music that has helped introduce 
three generations of children to 
Bach, Mussorgsky, Dukas and much 
else besides. It’s not just that 
Stokowski is presented in the film 
messianically, his head and baton-
less hands bathed in radiant light, 
(which satisfied him greatly). It’s also 
that his participation in Fantasia 
brought together two of his greatest 
passions: the introduction of great 
music to young people and the 
quality of recorded sound. 

As a conductor of youth concerts, 
youth orchestras (he was to form the 
All-American Youth Orchestra 
around the time Fantasia hit cinema 
screens) and the involvement of 
young people in music making, he 
embraced the role of musical 
populariser. He was integral to 
Fantasia’s success in enthusing 
millions of children (and adults) 
about art music. Fantasia is still 
indisputably the most influential 
attempt to bring the work of the 
symphony orchestra to the big 
screen. 

His phenomenal ear for orchestral 
sound was matched by a concern for 
the quality of reproduced sound: 
where Toscanini could hardly work a 
gramophone and tolerated very dry 
recording acoustics, Stokowski 
always worked with his recording 
producers and engineers for the most 
vibrant sound possible. His reading 
of Stravinsky’s Petrushka (1937) with 
the Philadelphia Orchestra was for 
many years considered a 
demonstration recording for fine 
sound and interpretative excitement. 
When Bell Laboratories asked 
Stokowski to take part in stereo 
recording experiments in 1931 he 
readily agreed – more than 25 years 
before stereo reproduction was 
available on domestic playing 
equipment . He and his Philadelphia 
players also appeared (again, well 
ahead of the game) on RCA Victor’s 

experimental LPs in 1932, a short-
lived attempt to overcome the four-
minute limitations of the 78rpm disc. 
For Fantasia Stokowski helped 
devise the unique multi-channel 
Fantasound system through which 
the music was played in the film’s 
original road show release – more 
than a decade before stereo sound 
was heard regularly in cinemas. 

Stokowski did not study conducting 
in the formal sense. Like Sir Thomas 
Beecham, he acquired his skill 
autodidactically. He first made his 
name as an organist, and it is the 
romantic organist in him that led to 
his creation of orchestral 
transcriptions of Bach’s instrumental 
music. His re-casting of Bach is a 
sincere expression of a love for the 
music, not an attempt to distort it, 
and should be judged by what 
Stokowski was attempting, not by 
our 21st century conception of 
authentic performance practice. In 
the words of composer Ellis Kohs, 
“Bach-Stokowski” is a testament to 
‘the essential mysticism and 
romanticism of Bach, which is 
undeniable.’ 

©Phillip Sametz

LeopoLD stoKoWsKI Was a proLIFIc 
recorDInG artIst. For tHese 
1950 recorDInGs, austraLIan 
composer percy GraInGer 
createD neW orcHestratIons oF 
some oF HIs most popuLar WorKs, 
at stoKoWsKI’s reQuest.
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HOnOUrinG alan GOlDberG 

The MSO’s annual black-tie 
Fundraising dinner, The Symphony 
Banquet, had a very special flavour 
this year, as our community paid 
tribute to the extraordinary 
contribution made to the Orchestra 
by The Honourable Alan Goldberg 
AO, QC. 

Held on August 8 in the elegant 
setting of the Melbourne Room at 
Sofitel Melbourne On Collins, the 
evening combined beautiful food, 
wine and extraordinary music from 

our musicians, with many heartfelt 
dedications, including from His 
Excellency, the Honourable Alex 
Chernov, Governor of Victoria and 
MSO Chairman Harold Mitchell 
AC. In the words of Harold Mitchell: 
“Alan has done extraordinary work 
for the Orchestra as a board member, 
as a financial supporter, as a 
commissioner of new music (think of 
Ross Edwards’ Clarinet Concerto, 
written for our own David Thomas), 
and as a tireless advocate for the 
Orchestra over many, many years’’. 

In paying respect to Alan and his 
dedication to the MSO, we focused 
our fundraising efforts on his passion 
for broadening the Orchestra’s impact 
in the community. Generous support 
for this cause has enabled the MSO to 
create the Alan Goldberg 
Community Fund, which will 
provide ongoing help to a broad range 
of our access initiatives.  

At The Symphony Banquet, Alan 
was formally presented with Life 
Membership of the Orchestra, in 
recognition of his extraordinary 
contribution to the community and 
the MSO. 

tHe MSO GratefUlly 
acKnOWleDGeS tHe 
GenerOUS DOnOrS  
tO tHe alan GOlDberG 
cOMMUnity fUnD: 
Dr Bronte Adams
Marc Besen AO & Eva Besen AO
Susie and Harvey Brown
Beth Brown & Tom Bruce AM 
In memory of my husband Noel Castan
The Cuming Bequest
Dr Helen M Ferguson
Susan Fry and Don Fry AO
Colin Golvan SC and Dr Deborah Golvan
Louis J Hamon OAM
Paula & Jack Hansky
The Hon Peter Heerey AM QC
Dr Anne Kennedy
Dr Henryk and Mrs Emma Kranz
Sylvia Lavelle
Peter Lovell
Glenda McNaught
Beth Z Charles and Ron Merkel
The Novy Family
Ken and Lin Ong
Marylou and Ray Orloff
Palace Cinemas
Ian and Jeannie Paterson
Lady Potter AC
Josephine Ridge
Mrs Margaret S Ross AM and Dr Ian Ross
Rae Rothfield
Geoffrey Rush
John and Megan Rynderman 
Max and Jill Schultz
UAG Holdings
Mary Vallentine AO
David Whitrod
Lyn Williams AM
Anonymous (10)

tHe HonourabLe aLan GoLDberG 
ao, Qc
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EARS WIDE OPEN:  
INTRODUCING SCHUBERT’S UNFINISHED SYMPHONY

Tuesday 8 October at 6.30pm 
elisabeth murdoch Hall, melbourne recital centre

Melbourne Symphony Orchestra 
conducted and presented by Richard Gill
melbourne symphony orchestra programs can be 
read on-line or downloaded up to a week before 
each concert, from www.wmso.com.au
If you do not need this printed program after the 
concert, we encourage you to return it to a member 
of staff. 
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. 

schubert’s unfinished symphony will be performed as 
part of:
mozart’s cLarInet concerto 
Friday 29 november 
Melbourne Town Hall
Graham Abbott conductor 
Philip Arkinstall clarinet

MOZART’S 
CLARINET 
CONCERTO

If you’ve purchased tickets to the EARS WIDE OPEN on 8 October, receive $20 off 
your ticket to MOZART’S CLARINET CONCERTO on 29 November.* Just present this 
coupon at the MSO Box Office or enter promo code SCHUBERT at mso.com.au
*all reserves

$24.95

$24.95

TM MSO 176X84 rough.indd   1 9/4/13   5:10:16 PM
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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, 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, 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 The Australian Opera 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. 

rIcHarD GILL © brenDan reaD
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About the Composer

Schubert was born in a one-room flat 
in Vienna where his parents and their 
five (of 14) children who survived 
infancy lived. His father, a 
schoolmaster, placed great 
importance on music and had Franz, 
aged seven, audition for the composer 
Antonio Salieri. Salieri taught him 
and, from 1808, Schubert was able to 
attend the Imperial and Royal City 
College, which had a good orchestra 
where, as a violinist, he played music 
by Haydn, Mozart and Beethoven. In 
1813 he took a one-year teaching 
course, and for three years from 1814 
taught as an assistant to his father.

At 19, he had written six symphonies, 
several string quartets and masses, 
numerous short solo pieces, begun 

one of his many doomed operatic 
projects, and written about 300 songs. 
Anyone who came to know Schubert’s 
music during his lifetime probably 
did so by hearing his songs and 
chamber music, performed at private 
gatherings – known as ‘Schubertiades’ 
– in the homes of friends.

He heard no public performances of 
any of his symphonies, but an 
enthusiastic ‘pro-am’ orchestra that 
had grown up around the regular 
performances of chamber music in 
his parental household played them, 
and the Ninth Symphony was 
workshopped by the Gesellschaft der 
Musikfreunde (ancestor of the 
Vienna Philharmonic) in 1826. The 
teenaged Schubert wrote some eleven 
string quartets, which were played by 
his brothers on violin, Franz on viola 
and their father on cello. He wrote 
no chamber music between 1816 and 
1820, but the late works, such as the 
Death and the Maiden Quartet, the 
String Quintet and the two Piano 
Trios are, like the late piano sonatas 
and symphonies, works of 
extraordinary scale, structural 
intricacy and emotional breadth.

Most likely owing to syphilis, 
Schubert’s health began to fail in 
1823, but he composed a 
phenomenal amount, and began to 
attract broader notice with 
performances and publication of his 
work. In his last year, 1828, he 
composed the Fantasia in F minor 

for piano duet, and the Piano Trio in 
E flat was published. On 26 March, 
he commemorated the anniversary of 
Beethoven’s death (he had been a 
torch-bearer at Beethoven’s funeral 
the previous year) with the only 
public concert devoted to his own 
work during his lifetime, attracting a 
full house. In November, illness 
overtook him: on his deathbed he 
made sketches, asked for copies of 
new novels (including The Last of the 
Mohicans), and heard a performance 
of Beethoven’s C sharp minor 
quartet, Op.131. Delirious for two 
days, he apparently sang constantly 
before passing away on 19 November 
at the age of 31.

About the Music

To refer to the B minor Symphony as 
‘the unfinished’ is slightly misleading 
on two main counts: knowing the 
circumstances of Schubert’s short life, 
we might wrongly assume that death 
intervened before he could finish it, 
where in fact he had simply put it to 
one side, having completed the first 
two movements and a sketch of the 
scherzo in November 1822. It is not, 
moreover, the but an unfinished 
symphony. There is at least one 
incomplete symphony among 
Schubert’s early work. And since 
1978 we have had the sketches of  
a symphony (D.936a) that he was 
indeed working on at the time of  
his death.

an ImaGIneD scHubert evenInG In a vIenna saLon, by JuLIus scHmID

an enGravInG oF scHubert  
by stenGeL & co

FRANz SCHUBERT 
(1797-1828)
Symphony no.8 in b minor, 
D.759 Unfinished

i Allegro moderato
ii Andante con moto

GUeSt MelbOUrne 
SyMPHOny OrcHeStra 
MUSicianS fOr 
EARS WIDE OPEN
Ceridwen Davies viola
Ann Blackburn oboe
Charles MacInnes trombone
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Why Schubert abandoned the B 
minor Symphony is unclear, though it 
may be that he merely wished to 
concentrate, at the time, on music that 
had some chance of a performance. It 
was the time of the composition of 
other major works like the A flat 
major Mass D.678, the Wanderer 
Fantasy D.760 and a great many 
songs. But what is clear is that the 
surviving work represents a milestone 
in Schubert’s development. Like the 
‘Great’ C major Symphony of 1826, it 
is a work that follows Beethoven in its 
radical expansion of the scale of a 
Classical form, and it does so by using 
very clear and deceptively simple 
gestures to articulate its structure.

The first movement is marked Allegro 
moderato. Its opening theme, built 
around the first three notes of the B 
minor scale, is so familiar that we 
might not appreciate its freshness. 
Not only is the introductory first 
phrase unaccompanied, it is sounded 
– quietly – in the depths of the 
orchestra. The urgent, answering 
shimmer from the upper strings falls 
into a two-bar phrase, which is 

repeated, and then repeated again 
when the main melody begins. This, 
too, makes use of two-bar motivic 
cells that are repeated: in this way 
Schubert is able to extend the scale 
of the melody without overloading it 
with detail. And Schubert’s scoring 
is striking: over that ‘shimmer’, the 
first theme is sounded by oboe and 
clarinet in unison, a potentially 
dangerous doubling as the 
instruments have quite different 
acoustic properties, but the plangent 
new timbre is unforgettable; 
Schubert repeats this material, now 
with an added line for the horn. 

Like that of most classical symphonies, 
this first movement has a second 
subject – a new theme in a new key. 
Classical composers often ‘hide’ the 
modulation, or transition, to the new, 
‘brighter-sounding’ key in more 
elaborate textures but Schubert’s 
example is almost comically off-hand: 
after an emphatic gesture, a long held 
note from the horns and bassoons 
introduces three simple chords and a 
syncopated, pulsing texture that 
accompanies the new theme – which is 

sounded below it by the cellos. This 
theme, too, is a mosaic of simple 
motifs: a down-up leap and a balancing 
stepwise figure all contained within 
the interval of the fourth. These are 
combined, recombined and slightly 
elaborated to produce a long singing 
melody that wends its way upward. 

According to ‘classical’ practice, this 
second theme should be in D major, 
but Schubert writes it in G to create 
an unexpected effect. He also, like 
Haydn and Beethoven, uses silence 
dramatically, and after the theme is 
fully stated there is a bar of silence 
and a sudden loud C minor chord. 
Schubert, like Beethoven, repeatedly 
sounds chords for rhetorical effect, 
and often immobilises the harmony, 
as heard at the end of the exposition. 

The central development section 
starts with a version of the 
introductory gesture, now modified 
to stress the sighing interval of the 
falling minor second. There is a 
dramatic juxtaposition of unexpected 
harmonies and fragments of the 
pulsing figure that accompanies the 

scHubert at tHe pIano by Gustav KLImt (1899). tHIs paIntInG Was DestroyeD by tHe nazIs In 1945, WHen tHe House In 
WHIcH It Was Kept For saFe-KeepInG Was set on FIre. 
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second theme – but without the 
melody. The climax is reached with 
the first theme striding through a 
dense orchestral accompaniment, but 
the recapitulation is even more 
dramatic for being a hushed 
pianissimo. The final coda is also 
mysterious, with much shimmering, 
and the emphatic nature of the 
closing gesture is undercut by the 
dying away of the last chord.

Both movements begin with three 
notes rising stepwise. This first is in 
B minor, but the second, marked 
Andante con moto, is in E major. The 
symmetrically-shaped movement’s 
first theme has a characteristic 
rhythm – in 3/8, it is long-long-
short-short-short-long, and this can 
furnish shorter patterns that 
Schubert uses throughout. The 
contrasting second theme, like the 
one in the first movement, has a 
gently pulsing accompaniment, and 
is a long melody first announced by 
the clarinet, then passed to the oboe 
with echoing phrases from the flute.

In a climactic passage, the theme is 
stated in octaves against magisterial 
chords and energetic passagework, 
followed by a calmer section where it 
is played in canon between cellos and 
violins. The second theme re-
emerges, now played first by the 
oboe and passed to the clarinet; and, 
as in the first movement, the first 
theme is recapitulated very quietly. 
The movement ends in a hushed 
manner, another mosaic of the short-
short-short motif, a faster rising and 
falling figure and the falling second, 
now confidently major.

Further Listening

Schubert

The Wanderer Fantasy (1822)

A large-scale work for piano 
composed at the same time as the 
‘Unfinished’ Symphony.

Symphony No.9 in C, Great (1826)

See why Robert Schumann felt he 
had been ‘in heaven’ when this piece 
was finally played years after 
Schubert’s death.

Beethoven

String Quartet in C sharp minor, 
Op.131 (1826)

A work of amazing power and 
sophistication that friends played for 
Schubert on his deathbed.

Schubert/Berio

Rendering (1989-90)

One of the greatest 20th century 
composers, Luciano Berio, revives 
another unfinished symphony – the 
one Schubert was writing when he 
died.

Melbourne composer Philip Legge 
has made a version of the Scherzo 
and Trio from Schubert’s sketches, 
which you can find here:  
www.javanese.imslp.info/files/
imglnks/usimg/7/75/IMSLP24882-
PMLP05477-D_759_Symphony_
in_B_minor.pdf

GLOSSARY

Allegro moderato – moderately fast

Andante con moto – a comfortable 
pace, but keep it moving. (Some 

conductors choose to ignore 
Schubert’s marking here!)

Exposition – the first part of a 
symphonic ‘sonata’ movement, where 
the contrasting themes are laid out.

Development – the central section of 
such a movement, where the themes 
are examined, taken apart, 
combined, shortened, lengthened, 
but never in the main key of the 
symphony.

Recapitulation – the home-coming, 
where the original themes are 
restated, usually in the original order, 
and stressing the return to the work’s 
main key.

Coda – (literally ‘tail’) – elaboration 
of some material as a movement’s 
final section.

Canon – structure where each part 
plays the same melody but starting 
one after the other, e.g. ‘Row, row, 
row your boat’.

© Gordon Kerry 2013

court cHapeL  (HoFKapeLLe) In tHe ImperIaL paLace, WHere as a boy 
scHubert sanG In tHe cHoIr
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Who will it be? Twelve young musicians will battle it out over three rounds and 

seven concerts to claim the title of Young Performer of the Year. 

The competition will culminate in a Grand Final concert where the 

three remaining contenders will perform their concertos with the 

Melbourne Symphony Orchestra conducted by Christopher Seaman. 

Who will become the Young Performer of the Year? Come along to the 

Melbourne Town Hall on Saturday 12 October to fi nd out. 

For more details visit:

symphonyinternational.net/artist-development/performers 

ABC Symphony Australia Young Performers Awards 

Grand Final

Melbourne Symphony Orchestra

Conductor Christopher Seaman

Melbourne Town Hall

Saturday 12 October, 7pm

Experience the Melbourne 
Symphony Orchestra for 
the price of a movie ticket!

A thrEE-cOncErt pAckAgE  
fOr full-tiME StudEntS

Any thrEE cOncErtS $45*

AdditiOnAl cOncErtS $15

For more inFormation
mso.com.au/upbeat 
or (03) 9929 9600

* Please note some conditions apply; refer to 
Terms and Conditions of Sale at mso.com.au 
UPBEAT seating is subject to availability and 
is at the discretion of the MSO.

ABoUT THE mUSic
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