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CHINESE NEW YEAR 

CELEBRATION WITH GRAMMY AWARD WINNER  

TAN DUN 
Join Academy Award and Grammy winning Tan Dun to celebrate the 2014 chinese new year with the Melbourne 
Symphony Orchestra, Paganini competition First Prize violinist Lu Siqing and china’s leading young pipa player,  
Xie Yudan. Also featuring David Berlin (cello) and Adoria Li (piano). 

7 February 2014 at 6.30pm, Arts Centre Melbourne, Hamer Hall

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

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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wElcomE

This month we celebrate the wealth 
of musical talent within the MSO’s 
ranks and welcome back guest artists 
whose work with us is a highlight of 
any season in which they appear. 

Violinist James Ehnes is without 
question one of the leading musicians 
of our time, and his appearances here 
in recent years have been standout 
events. This time he joins us for 
something of a mini-residency, working 
over three programs in different 
capacities – in chamber music, as leader 
of a chamber-sized orchestra and as 
soloist in a big, popular violin concerto 
of the 20th century. In his first project 
with us, Violin Spectacular (see page 
15), he directs the MSO in a kind 
of reverse Vivaldi pyramid (!), in a 
concert starting with a concerto for 
one violin and orchestra and gradually 
expanding until we reach a concerto 
for four violins. For this wonderful 
event, his fellow soloists will all be 
members of the MSO.

Musicians from your orchestra will 
also join him the following week for 
Schubert’s Octet (see page 34), one 
of the unassailable masterpieces in 
the history of chamber music. This 
beautiful concert, the second of our 
Soloist’s Choice events for the year, 
is tailor-made for the acoustics of 
the Elisabeth Murdoch Hall in the 
Melbourne Recital Centre.

In his third program with us, Ehnes 
is soloist in the spectacular (and, 
from the soloist’s point of view, 
spectacularly virtuosic) violin concerto 
by Khachaturian. He is joined by a 
conductor with whom the MSO has 
formed a long and enduring bond, 
Mark Wigglesworth. You can read 
Mark’s guide to the symphony he’s 
conducting with us – Shostakovich’s 
Tenth – from page 44. Mark’s 
outstanding recordings with the 
Orchestra of Mahler’s Sixth and 
Tenth symphonies are available on 
ABC Classics’ MSO Live label. 

It’s a pleasure to welcome back one 
of Australia’s finest instrumentalists, 
Diana Doherty, and a young 
Australian conductor now working 
in Hamburg who we’re always 
pleased to see, Nicholas Carter, for 
A Midsummer Night’s Dream (see 
page 6). And you won’t want to miss 
the final concert in our Chamber 
series for the year, The Glass Soldier, 
showcasing musicians of our brass 
section in an exciting all-Australian 
program (see page 26), and featuring 

a special appearance by a great friend 
to the Orchestra, Derek Guille. 

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. In Sir Andrew’s 
words, a Mahler cycle is ‘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. A Season Pass 
subscription can include for 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 that is 
even more affordable for subscribers 
in Hamer Hall and Melbourne Town 
Hall. See page 33 of this program for  
more details.

With best wishes for great  
concert-going.

André Gremillet
Managing Director
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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.



A MIDSUMMER NIGHT’S DREAM  
melbourne town Hall Proms 
Friday 25 october at 7.30pm 
melbourne town Hall

Saturday 26 october at 8pm 
Frankston Arts centre

Mendelssohn A Midsummer Night’s Dream: overture

Strauss oboe concerto

intervAL 20 minUteS

Mendelssohn Symphony no.4 Italian

Melbourne Symphony Orchestra 
Nicholas Carter conductor 
Diana Doherty oboe

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.

Friday 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. 

The pre-performance recital by Calvin Bowman on the 
Melbourne Town Hall organ commences at 6.30pm and 
concludes at 7pm.
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ABOUT THE ArTISTS
vive LA fRANce

ABoUT THE ARTiSTS
a midsummer night's dream

NICHOLAS CARTER  conductor

Nicholas Carter is currently Resident Conductor of the 
Hamburg State Opera, and also serves as musical assistant 
to Music Director Simone Young. This engagement follows 
a three-year association with the Sydney Symphony 
Orchestra, first as Assistant Conductor and subsequently  
as Associate Conductor. In Hamburg, he has conducted  
The Barber of Seville, The Magic Flute, Hansel and Gretel  
and Johann Mattheson’s Cleopatra, as well as a gala concert 
with Diana Damrau and the Hamburg Philharmonic.  
The 2013/2014 season sees him add performances of  
Lucia di Lammermoor, Così fan tutte and Antonio Cesti’s 
Orontea to his repertoire. 
As guest conductor he has recently conducted the 
Staatsorchester Braunschweig, and at the invitation of 
Donald Runnicles returned as Associate Conductor of 
the Grand Teton Music Festival this year. Forthcoming 
dates include performances with the Dalasinfoniettan 
Sweden and the Louisiana Philharmonic Orchestra.
In Australia, he collaborates regularly with orchestras 
and ensembles including the Sydney, West Australian, 
Melbourne, Adelaide and Queensland Symphony 
orchestras, Orchestra Victoria, Melbourne Chamber 
Orchestra and the Orchestra of the Australian National 
Academy of Music. He has also appeared with the 
Malaysian and New Zealand Symphony orchestras.  
In 2011, he led a Gala concert with the Sydney 
Symphony Orchestra and Anne Sofie von Otter.
2014 sees Nicholas Carter take up the position of Associate 
Guest Conductor of the Adelaide Symphony Orchestra.

DIANA DOHERTY  oboe

Diana Doherty has been Principal Oboe of the Sydney 
Symphony Orchestra since 1997, a position she had 
previously held with the Lucerne Symphony Orchestra 
from 1990 -1997. She has won many awards and prizes, 
including a Mo Award for Classical/Opera Performer  
of the Year and an ARIA Award for her performance  
of Ross Edwards’ Oboe Concerto.
Recent appearances have included a tour of Australia 
with the St Lawrence String Quartet for Musica Viva, 
Messiaen’s Concert à quatre with the West Australian 
Symphony Orchestra and Simone Young, Mozart’s Oboe 
Concerto with the Sydney Symphony Orchestra, Bach’s 
Concerto for oboe d’amore and Vivaldi’s Concerto for 
two oboes with the Melbourne Chamber Orchestra, and 
the world premiere of an oboe concerto by Australian 
composer/pianist Allan Zavod with the Queensland 
Youth Orchestra.
Further notable successes include performances of Ross 
Edwards’ Oboe Concerto with the New York, Liverpool 
and Hong Kong Philharmonic Orchestras and appearances 
with the leading symphony orchestras in Australia and 
New Zealand, Australian Chamber Orchestra, Ensemble 
Kanazawa, Australian Festival of Chamber Music, and 
many international festivals including Prague Spring 
Festival and Bratislava Music Festival.
Diana Doherty’s recordings include concertos by Haydn, 
Mozart, Martinů and Zimmerman with the Lucerne 
Symphony Orchestra (released in Europe on Pan 
Classics); Romantic Oboe Concertos with the Queensland 
Symphony Orchestra; Blues for D.D., Souvenirs and Ross 
Edwards’ Oboe Concerto with the Melbourne Symphony 
Orchestra; Carl Vine’s Oboe Concerto with the Tasmanian 
Symphony Orchestra; Bach’s Concerto for Violin and 
Oboe with the Australian Chamber Orchestra; and 
Works for Oboe and Oboe d’amore by J.S. Bach with 
Ironwood, all for ABC Classics.
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ABoUT THE mUSic
a midsummer night's dream

‘I have grown accustomed to 
composing in our garden …’ wrote 
the 16-year-old Mendelssohn to 
his sister Fanny in 1826. ‘Today or 
tomorrow I am going to dream there 
A Midsummer Night’s Dream. This is, 
however, an enormous audacity …’
From Mendelssohn’s own dream 
emerged a concert overture that 
captured all the magic of the siblings’ 
‘favourite among old Will’s beloved 
plays’. Shakespeare’s plays formed  
a regular part of the Mendelssohns’ 
family life; they read them in 
English as well as in German, 
frequently dividing the parts 
between themselves for impromptu 
presentations. Yet for all the 
overture’s dreamlike deftness, elfin 
humour and fluent orchestration – 
the work of a ‘finished master’, albeit 
a young and audacious one – its 
composition followed Mendelssohn’s 
habit of scrupulous self-criticism and 
painstaking revision. 

Adolf Bernhard Marx (assuming 
the role of musical mentor) had 
complained of the first draft that, 
beyond the dance of the elves with 
its introductory chords he ‘could 
perceive no Midsummer Night’s 
Dream in it’. This was severe 
criticism indeed, for Mendelssohn’s 
goal was to ‘imitate the content of 
the play in tones’. But, even without 
Marx’s criticism of that early version 
– ‘cheerful, pleasantly agitated, 
perfectly delightful, perfectly 

praiseworthy’ – we can be certain 
that the composer would have torn it 
to shreds of his own accord. 
Salvaged from the first draft was the 
famous opening – four sustained and 
‘gleaming’ chords in the woodwind – 
and the fairy music: feathery 
whispering of the violins. 
Mendelssohn was persuaded, too, not 
to dispense with the comical braying 
of the transformed Bottom. Later, he 
declared roguishly of this passage 
that, while there was nothing in his 
overture ‘that Beethoven did not have 
and practise’, perhaps he had broken 
new ground in using the ophicleide 
(the coarse-toned ‘chromatic bullock’, 
its part covered nowadays by the 
more refined tuba). 
To these were added the lyrical 
wanderings of the mortal lovers,  
the ‘rumbustious representation of 
the rustics’, and the horns of Theseus’ 
hunting party. Yet, while evoking  
the whimsy and confusion of the 
drama, the musical ideas neatly obey 
the requirements of sonata form.  
The central section is a fanciful 
development of the fairy music, and 
the fairies have the last word (as in 
the play) with the return of the four 
woodwind chords of the opening.
Yvonne Frindle © 1998
Mendelssohn’s concert overture on  
A Midsummer Night’s Dream 
was first performed in public on 29 
April 1827. It was another 15 years 
before Mendelssohn returned to the 
play, composing his incidental music 
for a German production in Potsdam 
(premiered in October 1843). 

The Melbourne Symphony Orchestra, 
conducted by Georg Szell, first 
performed the overture in May 1938. 
The MSO most recently performed 
it at a Sidney Myer Free Concert 
in February 2010 under conductor 
Benjamin Northey.

FELIx MENDELSSOHN 
(1809-1847)
A Midsummer Night’s Dream: 
Overture, Op.21

menDeLSSoHn in 1822,  
AS DrAWn by WiLLiAm HenZeL

titAniA AnD bottom by Henry FUSeLi (c 1790)
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As the Allied forces gained control 
of Germany in 1945, a group of 
American GIs entered the Bavarian 
town of Garmisch and began 
requisitioning villas to accommodate 
the troops. A US officer, Milton 
Weiss, knocked on one door and was 
greeted with the famous line, ‘I am 
the composer of Der Rosenkavalier 
and Salome. Leave me alone.’ Weiss 
responded by placing Strauss’ house 
off-limits to the troops, and even 
went so far as to provide the 
household with a number of staples 
that had been in short supply.  
Other visitors at this time were  
less respectful. A German-speaking 
journalist, Mr Brown (who turned 
out to be Klaus Mann, son of the 
novelist Thomas Mann), wrote an 
article for the American press  
which accused Strauss of ongoing 
complicity with the Nazis. In fact, 
Strauss had fallen from favour years 
before, when his covert attempts  
to work with the exiled Jewish 
playwright Stefan Zweig were 
discovered; it has been suggested 

that only Strauss’ international 
eminence saved him and his  
family (which included his Jewish 
daughter-in-law) from a fate worse 
than disgrace.
Among Milton Weiss’ GIs, however, 
there was one man with whom 
Strauss became friendly. In peacetime 
John de Lancie was solo oboist with 
the Pittsburgh Symphony, and later 
became Principal Oboe with the 
Philadelphia Orchestra and Director 
of the Curtis Institute. De Lancie 

asked whether Strauss might 
compose a concerto for him, to be 
met with a curt refusal. But, as 
Strauss’ biographer Michael Kennedy 
puts it, ‘a seed had been sown.’ 
Strauss began sketching his oboe 
concerto not long after. He completed 
the first draft shortly before he left 
Garmisch to spend the winter in the 
relative comfort of Switzerland, and 
in February 1946 the piece was 
premiered in Zurich with Marcel 
Saillet as soloist. John de Lancie,  
as conductor and Strauss scholar 

RICHARD STRAUSS 
(1864-1949)
concerto for Oboe and Small 
Orchestra

i Allegro moderato –
ii Andante –
iii Vivace

Diana Doherty oboe
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Norman Del Mar reports, ‘had to be 
content with a nice letter giving him 
permission to perform the work in 
America whenever he liked …  
before it was published.’
The concerto was written in the same 
period as Strauss’ Metamorphosen, in 
which a fragment from Beethoven’s 
Eroica Symphony becomes the 
protagonist in a heart-rending drama  
of dissolution. The concerto, by contrast, 
in some respects revisits a mythical 
Mozartean world (and it was the works 
of Classical masters which had the first 
profound influence on the young 
Strauss). The work is worlds away from 
the real or imagined bombast of Strauss’ 
tone-poems. Laid out in the three 
conventional movements, it has a 
Classical poise and economically uses 
the resources of the small orchestra. But 
it’s not easy: the oboe is required to play 
for 56 bars straight in the first 
movement, and is often included in the 
tutti passages. The slow movement 
reminds us of Strauss the songwriter – 
though, interestingly, a supremely lyrical 
passage then becomes the basis for the 
first cadenza, which in turn takes the 
music immediately into the rondo-style 
finale, dominated by a terse two-note 
figure and running semiquavers.
Behind the apparent serenity of this 
work its composer was old, ill and 
depressed. Kennedy quotes from a 
letter Strauss wrote to his grandsons 
a few months after the premiere of 
the Oboe Concerto. ‘Art,’ he says, ‘is 
the finest gift of God that exalts over 

all earthly suffering and our beloved 
music is the most delightful.’
Gordon Kerry © 2004
The Melbourne Symphony Orchestra 
gave the first Australian performance  
of this concerto in May 1949 with  
oboist Tamara Coates and conductor 
Bernard Heinze. The MSO most 
recently performed it in September  
2008 in the Grand Final of the ABC 
Symphony Australia Young Performers 
Awards, with Arvo Volmer and soloist 
Jessica Foot.

INTERVAL 20 mInUteS

Mendelssohn’s Italian Symphony 
expresses a northern European’s  
love of the sun-drenched south.  
‘Blue sky in A major’, it has been 
called. The ideas for it came to 
Mendelssohn as he spent the winter 
of 1830-31 in Italy, and he wrote to 
his parents that Naples ‘must play a 
part in it’. Indeed it did, in the 
leaping dance of the Saltarello finale. 

Fresh and youthful, this symphony is 
at the same time one of Mendelssohn’s 
supreme achievements. For some 
reason, he was dissatisfied with it, and 
always intended to revise it. He never 
got around to doing so, and it was 
published only after his death, edited 
by his friend Ignaz Moscheles. 
Meanwhile, Mendelssohn had 
submitted this symphony in response 
to a request from the London 
Philharmonic Society for ‘a symphony, 
an overture, and a vocal piece’ (along 
with the concert aria Infelice, overture 
The Hebrides and perhaps the Trumpet 
Overture). The Italian Symphony was 
performed in a concert of the Society 
in London, in which Mendelssohn 
also played Mozart’s D minor Piano 
Concerto K.466, on 13 May 1833. 
Mendelssohn’s anxiety about his 
symphonies had a lot to do with his 
sense of responsibility imposed by 
what Beethoven had done. An 
energetic symphony in A major was 
bound to put listeners in mind of 
Beethoven’s Seventh, and the 
processional character of 
Mendelssohn’s second movement 
inevitably recalls the same movement 
in Beethoven’s symphony. The great 
English musicologist Sir Donald Tovey 
thought that if he wanted to change 
anything, Mendelssohn could have 
broadened the design of the last 
movement towards the end. That is 
what he did in the symphony he was 
working on concurrently, the Scottish 
Symphony (No.3). Posterity considers 
that Mendelssohn should have 
remained satisfied with a masterpiece 
in which, far from being a pale 
reflection of Beethoven, he was entirely 
himself in the lightness of touch, 
polished elegance of scoring, and 
sureness of form which mark every 

FELIx MENDELSSOHN 
(1809-1847)
Symphony no.4 in a, Op.90 
Italian

i Allegro vivace
ii Andante con moto
iii Con moto moderato
iv Saltarello (Presto)

menDeLSSoHn’S DrAWinG oF tHe SPAniSH StePS in rome (1831)

GUeSt MelbOUrne 
SyMphOny OrcheStra 
MUSicianS fOr 
A MIDSUMMER  
NIGHT’S DREAM
Jenny Khafagi violin
Clare Miller violin
Simon Oswell viola
Danielle Arcaro viola
Rohan Dasika double bass
Ann Blackburn oboe
Robert Schulbert clarinet
Stefan Bernhardsson horn
Jenna Breen horn
Rachel Shaw horn 
Charles MacInnes trombone
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movement. Mendelssohn sometimes 
spoke convincingly of weightier things, 
but it is no accident that along with 
the Violin Concerto, the Midsummer 
Night’s Dream music, and the Octet 
for Strings, the Italian Symphony is 
among those works of his which have 
never gone out of fashion. 
The opening of the symphony, like 
much of what follows, is notable for its 
brilliant and imaginative scoring. Here 
the bounding theme for the violins  
is presented to the accompaniment  
of repeated woodwind chords, which 
at least double its effect of almost 
breathless energy. The string theme 
migrates to the winds in a masterly 
preparation of the second subject,  
in which the first subject returns, 
fortissimo. The second subject is a 
rocking figure for clarinets and 
bassoons, which, as Tovey says, is 
obviously in no hurry. After further 
development of the opening theme, a 
quiet close leads back to the beginning. 
The important material this contains is 
present only in the ‘first time bars’,  
so the repeat of the exposition should 
really not be omitted. The development 
soon presents a fugato on a wholly new 
theme, then the two main subjects are 
elaborately worked out, and the 
recapitulation is approached through  
a long crescendo beginning under a 
long-held tonic A for the first oboe – 
another memorably original idea.
The second movement may have been 
suggested by a religious procession 
Mendelssohn is known to have seen 
in Naples (though Moscheles claimed 

that it was based on a Czech pilgrims’ 
song). It begins with plainchant-like 
intonation, then the ‘marching’ starts 
in the cellos and basses, over which the 
cantus firmus is sounded by oboes, 
bassoons and violas. One particularly 
delightful instance of the many 
felicitous instrumental combinations 
here is the weaving in counterpoint 
between flutes and violins. The 
chromatic subsidiary theme is a 
development of the opening intonation. 
Although not called a minuet and 
trio, this is in effect what the third 
movement is. There is little suggestion 
of the dance in this graceful music, 
which is more like a song without 
words, and the trio, with its solemn 
horns and bassoons, sounds a deeply 
poetic note.
Pedants point out that one of the 
rhythms of the movement 

Mendelssohn calls Saltarello is that of 
the even more furious tarantella. The 
energy here is even more irresistible 
than in the first movement, so much 
so that it may pass unnoticed that 
the movement remains in A minor 
until the end. Mendelssohn said this 
symphony was composed at one of 
the bitterest moments of his life, 
when he was most troubled by his 
hypercritical attitude towards his 
own music. It is good to be reminded 
of this because his art so transcends 
the struggle that we can hardly guess 
that any difficulties ever existed.
David Garrett © 2003
The first performance of Mendelssohn’s 
Italian Symphony by the Melbourne 
Symphony Orchestra took place on 18 
January 1941 under conductor Joseph 
Post. The MSO most recently performed it 
in September 2011 with Mario Venzago. 

ABoUT THE mUSic
a midsummer night's dream
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There was a time when every young 
European man of good family and 
sufficient means undertook a Grand 
Tour of Europe. These long and 
leisurely journeys were the ‘crown’  
to a liberal education – sailing and 
posting through the politer kingdoms 
of the globe, as Laurence Sterne 
describes the experience, in pursuit  
of knowledge and improvements.
In 1829 Felix Mendelssohn 
embarked on his own three-year 
‘Grand Tour’. Following a carefully 
planned itinerary, he was to visit 
England twice, make prolonged stays 
in Paris and Vienna, and spend a 
year in Italy. But he was already 
extremely well travelled. As the 
grandson of philosopher Moses 
Mendelssohn, Felix had been 
exposed to fine literature and  
music, foreign languages, and  
a sophisticated world of ideas. As the 
son of banker and financier Abraham 
Mendelssohn, he had travelled 
frequently and extensively.
Although only 20 years old in 1829, 
Mendelssohn set sail for England 
with rightful claim to musical 
maturity: both the Octet in E flat, 
Op.20 and the exquisite Overture  
to A Midsummer Night’s Dream had 
ensured that. Also ‘under his belt’ 
was a recently composed overture, 
Calm Sea and Prosperous Voyage.  
This he regretted:
Our passage was not good and was very 
long … From Saturday evening to 
Monday afternoon we had contrary 
winds and such a storm that all on 
board were ill. … I dragged myself from 
one fainting fit to another, out of disgust 
with myself and everybody on the boat, 
cursing England and particularly my 
own Calm Sea…   
On safe arrival, however, Mendelssohn 
found an enthusiasm for London that 
he hadn’t been able to muster for 
Berlin or Paris. ‘It is fearful! It is mad!’ 
he wrote home. ‘I am quite giddy and 
confused. London is the grandest and 

most complicated monster on the face 
of the earth.’
Pianist-composer Ignaz Moscheles had 
organised lodgings for Mendelssohn 
in (Great) Portland Street, and almost 
immediately upon his arrival the 
Clementis sent him a ‘heavenly’ grand 
piano for the whole of his stay. His 
friend, Karl Klingemann, soon had 
him dressing in the latest fashions and 
assuming the manner of an English 
dandy, best captured in Childe’s 
watercolour of 1830 (pictured). 
But Mendelssohn was in London 
primarily for professional reasons, 
and it was only towards the end of 
his first London visit that he and 
Klingemann set off on a sight-seeing 
tour of Scotland and Wales. Even 
then, he travelled in anticipation  
of bagpipes, echoes and inspiration:
As soon as I find some peace and quiet, 
whether here or in Scotland, I shall 
write various things, and the Scottish 
bagpipe does not exist in vain …
Their first destination was Edinburgh, 
where he visited the ruined chapel of 
Mary Queen of Scots in Holyrood 
Castle. ‘Everything around is broken 
and mouldering,’ he wrote, ‘and the 
bright sky shines in. I believe I found 
today in that old chapel the beginning 
of my Scotch symphony.’
Their second obligatory pilgrimage 
took them to Fingal’s Cave on the 
island of Staffa in the Hebrides. 
Documented by Joseph Banks in 1782, 
it had become a major tourist attraction 
in the 19th century. The basalt cavern – 
apparently formed entirely of pillars – 
reminded Klingemann of ‘the inside  
of an immense organ, black and 
resonant, utterly without purpose, 
completely isolated’.
Mendelssohn was once more  
horribly seasick. But on return to  
the mainland he jotted down in  
a letter the first 20 bars of what was 
to become The Hebrides Overture or 
Fingal’s Cave, offering it to Fanny  

ABoUT THE mUSic 
a midsummer night's dream

MendelSSOhn’S Grand tOUr
Yvonne FrIndLe cHartS tHe coUrSe oF tHe compoSer’S traveLS 
– wHIcH Led to tHe creatIon oF Some oF HIS BeSt-known mUSIc

menDeLSSoHn in LonDon (1830),  
AS DePicteD by JAmeS cHiLDe
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as ‘the best I have to tell you’, and  
his only way of expressing ‘how 
extraordinarily the Hebrides  
affected me’.
Wales proved to be a disappointment, 
and the young man who had written 
in enthusiastic detail of Swiss 
yodelling and Scottish bagpipes 
became disaffected with folk music:
Ten thousand devils take all national 
music! Here I am in Wales, and, heaven 
help us! a harper sits in the hall of every 
reputable tavern incessantly playing so-
called folk melodies – that is to say, 
dreadful, vulgar, out-of-tune trash with 
a hurdy-gurdy going at the same time! It 
has given me a toothache already. Scotch 
bagpipes, Swiss cow-horns, Welsh harps 
– all playing the Huntsmen’s Chorus 
with hideously improvised variations. 
… It’s unspeakable.

After six months in England, 
Mendelssohn returned home only to 
set off for Italy, visiting the now 
80-year-old Goethe in Weimar on 
the way and passing through 
Munich, Salzburg and Vienna. In 
Vienna – a ‘frivolous dump’ – he 
discovered, to his distress, ‘Beethoven 
is no longer there, nor Mozart or 
Haydn either …’. Instead the music 
of Kalkbrenner, Field and Hummel 
was considered classical and scholarly.
Although Mendelssohn disliked much 
of the music he heard during his year-
long sojourn in Italy, conditions were 
ideal for working on music conceived 
not only in Italy but elsewhere: 
I have once more begun to compose with 
fresh vigour, and the Italian symphony 
makes rapid progress; it will be the most 
amusing piece I have composed, especially 
the last movement. I have not yet 

decided on the adagio, and I think I shall 
reserve it for Naples. … The Scotch 
symphony alone is not yet quite to my 
liking; if any brilliant idea occurs to me, 
I will seize it at once, quickly write it 
down, and finish it fast.
The ‘brilliant idea’ proved elusive and 
the Scottish Symphony was not finished 
until many years later, in 1842. 
Eventually, Mendelssohn began his 
return journey, stopping in Milan to 
play Beethoven sonatas with Baroness 
Dorothea von Ertmann, a student of 
the great composer, and meet Karl 
Mozart (Mozart’s eldest son).
By December 1831 Mendelssohn was 
in Paris, his disdain for Parisian 
frivolity confirmed when a 
performance of his Reformation 
Symphony by the Conservatoire 
Orchestra was called off (the 
orchestra rejected it as ‘much too 
learned, too much fugato, too little 
melody’). All the same, Mendelssohn 
found congenial company in Hiller, 
Chopin and Liszt.
A few months later Mendelssohn set 
off on the last leg of his Grand Tour 
– a second visit to London, ‘that 
great smoky nest’. On his first visit 
he had been granted honorary 
membership of the Philharmonic 
Society. Three years later, walking 
unexpected into a Saturday morning 
rehearsal of the Philharmonic, he 
was met by cries of ‘There is 
Mendelssohn’ and spontaneous 
applause. Shortly thereafter, his 
Hebrides Overture and the first piano 
concerto received their London 
premieres and were greeted with 
predictable enthusiasm.
Having won and confirmed a 
privileged place in the English 
musical scene, the young composer 
must have been unwilling to quit 
London. But Mendelssohn’s Grand 
Tour was brought to an end by the 
death of his old professor, Carl 
Friedrich Zelter. The shock of the 
news made him ill, and his family 
urged him to return to Berlin.
On 15 June 1832 Mendelssohn  
wrote to his father from London:  
‘So this is, God willing, the last page 
that will be sent off to you from my 
great trip. My travel letters take their 
leave forthwith.’ 
Yvonne Frindle © 2000
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michelle Wood has been a member of the mSo’s cello 
section since 2009. born in melbourne, michelle 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 orchestras, as well as Principal cellist of the 
Australian classical Players. michelle is the founding cellist 
of the tinalley String Quartet and has an extensive chamber 
music career. in addition to her work at the mSo, michelle's also 
a coach of chamber and orchestral music, a cello teacher 
and a core player with the melbourne chamber orchestra. 

My greatest musical heroes and biggest influences are…
As a cellist, the sheer joy that Yo Yo Ma has when he plays 
is infectious to watch, and was something that grabbed my 
attention as a young cellist. Anyone that can make playing look 
that effortless and enjoyable is a hero in my book. 

The music that changed my life is....
Discovering my love for string quartets and chamber music,  
and joining and playing with the MSO, which was hugely  
life-changing.

What is your greatest performance experience so far?
My quartet won the Banff competition in Canada several years 
ago and subsequently toured amazing halls in Europe like 
the Concertgebouw in Amsterdam, so those experiences were 
unforgettable. I also have a vivid early memory with the MSO. 
I was playing in the Australian Youth Orchestra and Markus 
Stenz was conducting Strauss' Death and Transfiguration in one 
of the Sidney Myer Free Concerts. I still remember the sun 
setting and all the stars coming out while we were playing this 
incredible piece, thinking how could I possibly be lucky enough 
to do this for a living! 

What are your three favourite movies? 
Lost in Translation, Before Sunrise and Gattaca. 

What attracted you to the life of an orchestral musician? 
I love the sense of collegiality in an orchestra. And being part  
of such a massive sound in Mahler symphonies feels like you are 
literally riding on a wave of sound. It's unlike anything else. 

Michelle WOOd

mEET YoUR mSo mUSiciAn
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BeYond tHe Stage
learn more about the music in these free events. 

Friday 1 November at 7pm  
Stalls Foyer, robert blackwood Hall

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

Melbourne Recital Centre Series 
thursday 31 october at 8pm 
Saturday 2 november at 6.30pm

elisabeth murdoch Hall, melbourne recital centre

Monash Series 
Friday 1 november at 8pm

robert blackwood Hall, monash University, clayton

Vivaldi violin concerto in A minor, rv.356

Vivaldi concerto for two violins, rv.522

Vivaldi concerto for three violins, rv.551

Vivaldi concerto for Four violins in b minor, rv.580

intervAL 20 minUteS

Mozart Symphony no.29

Melbourne Symphony Orchestra

James Ehnes violin and director

and featuring MSO violinists Wilma Smith, Peter 
Edwards, Matthew Tomkins, Robert Macindoe and 
Monica Curro

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.

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

Please turn off your mobile phone and all other electronic 
devices before the performance commences. 
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JAMES EHNES  violin/director

Known for his virtuosity and probing musicianship, 
violinist James Ehnes has performed in over 30 countries 
on five continents, appearing regularly in the world’s 
great concert halls and with many of the most celebrated 
orchestras and conductors. 
In the 2013-2014 season James performs in the United 
States, Canada, the United Kingdom, Russia, Israel, 
Belgium, Norway, Germany, the Netherlands, France, 
and Australia. 
Season highlights include concerts with the Chicago 
Symphony, Philadelphia Orchestra, Orchestre symphonique 
de Montréal, Toronto Symphony, and this three-week 
residency with the MSO, as well as performances in 
London, Paris, Berlin, Leipzig, Brussels, Prague, Tel 
Aviv and Moscow. An avid chamber musician, Ehnes will 
tour with his string quartet, the Ehnes Quartet, and lead 
the winter and summer festivals of the Seattle Chamber 
Music Society, where he is the Artistic Director. 
James Ehnes has an extensive discography of over 30 
recordings, featuring music ranging from J.S. Bach to John 
Adams. Recent projects include a disc featuring concertos 
by Britten and Shostakovich, three CDs of the music of 
Béla Bartók as well as a recording of Tchaikovsky’s 
complete works for violin. 
Forthcoming releases include a double CD of the complete 
violin works by Prokofiev, and a recording of Khachaturian’s 
Violin Concerto paired with Shostakovich’s String Quartets 
Nos.7 and 8. His recordings have been honoured with many 
international awards and prizes, including a Grammy, a 

Gramophone and seven Juno Awards.
James Ehnes was born in 1976 in Brandon, Manitoba, 
Canada. He began violin studies at the age of four, and  
at age nine became a protégé of the noted Canadian 
violinist Francis Chaplin. He studied with Sally Thomas 
at the Meadowmount School of Music and from 1993 to 
1997 at The Juilliard School, winning the Peter Mennin 
Prize for Outstanding Achievement and Leadership in 
Music upon his graduation. Mr. Ehnes first gained 
national recognition in 1987 as winner of the Grand 
Prize in Strings at the Canadian Music Competition. 
The following year he won the First Prize in Strings at 
the Canadian Music Festival, the youngest musician ever 
to do so. At age 13, he made his major orchestral solo 
debut with the Orchestre symphonique de Montréal. 
He has won numerous awards and prizes, including the 
first-ever Ivan Galamian Memorial Award, the Canada 
Council for the Arts’ Virginia Parker Prize, and a 2005 
Avery Fisher Career Grant. James has been honoured  
by Brandon University with a Doctor of Music degree 
(honoris causa) and in 2007 he became the youngest 
person ever elected as a Fellow to the Royal Society  
of Canada. In 2010 the Governor General of Canada 
appointed James a Member of the Order of Canada,  
and in 2013 he was named an Honorary Member of the 
Royal Academy of Music, limited to a select group of 
300 living distinguished musicians. 
James Ehnes plays the ‘Marsick’ Stradivarius of 1715.  
He currently lives in Bradenton, Florida with his wife 
and daughter.
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WILMA SMITH  violin

Wilma Smith has been the 
Concertmaster of the Melbourne 
Symphony Orchestra since 2003. 
Born in Fiji and raised in New 
Zealand, Wilma studied in Boston 
at the New England Conservatory 
with Dorothy DeLay and Louis 
Krasner before becoming First 
Violinist of the Lydian String 

Quartet, winners of the Naumburg Award for Chamber 
Music and prizes at the Evian, Banff and Portsmouth 
International String Quartet Competitions. Wilma often 
played with the Boston Symphony Orchestra and was 
Concertmaster of the Harvard Chamber Orchestra and 
the Handel and Haydn Society. She also performed with 
period instrument groups Banchetto Musicale and the 
Mostly Mozart Festival Orchestra. Invited to form the 
New Zealand String Quartet, Wilma was first violinist 
for five years before her appointment as Concertmaster  
of the New Zealand Symphony Orchestra and now the 
MSO. She enjoys performing chamber music whenever 
possible and has her own series, Wilma & Friends, at the 
Melbourne Recital Centre Salon.

PETER EDWARDS  violin

Peter Edwards has been a member 
of the Melbourne Symphony 
Orchestra since 1996 and holds  
the position of Assistant Principal 
First Violin. Peter was born in 
Canberra but spent his formative 
years in Geelong. He returned to 
Canberra in 1981, to study violin 
with his uncle, Vincent Edwards, 

and also took lessons from Leonard Dommett, a 
renowned past concertmaster of the MSO. Peter 
graduated with a Bachelor of Arts degree in 1985, having 
performed as both soloist and concertmaster with the 
Canberra Youth Orchestra, touring to Vienna to take  
two first prizes in the International Youth Music Festival. 
During his degree, Peter took additional study under  
the direction of world renowned Russian violinist Nelli 
Shkolnikova. Whilst at university Peter met Jacqui, his 
future wife, and their professional careers began in 1985 
in Tasmania, where they were members of the Tasmanian 
Symphony Orchestra for ten years. A year-long sabbatical, 
taken in the Netherlands in 1992, saw Peter and Jacqui 
taking lessons from the concertmasters of both the 
Rotterdam Philharmonic and the Residency Orchestra  
of The Hague.

MATTHEW TOMKINS  violin

Matthew Tomkins has been  
a member of the Melbourne 
Symphony Orchestra since 2000 
and in 2010 was appointed to the 
position of Principal Second 
Violin. Matthew was born in 
Canberra but grew up in 

Creswick, just outside of Ballarat, and began learning the 
violin at the age of five. His teachers included Marco van 
Pagee, Spiros Rantos and Mark Mogilevski, and he also 
holds a Bachelor of Engineering and a Bachelor of 
Science degree from the University of Melbourne. With 
the MSO he has toured throughout Europe and China 
and performed with artists as diverse as Nigel Kennedy, 
Charles Dutoit, KISS, and Tim Minchin. He has also 
been a regular performer in the MSO Chamber series, 
and is also a core player with the Melbourne Chamber 
Orchestra. He has tutored regularly for the Australian 
Youth Orchestra, and teaches chamber music and violin 
at the University of Melbourne.

ROBERT MACINDOE  violin

Bobby Macindoe began violin 
studies with Gretchen Schieblich 
in Brisbane and was a founding 
member of the Queensland Youth 
Orchestra under John Curro 
(father of MSO musicians Monica 
and Sarah Curro). He went on  
to study with Jan Sedivka in 
Hobart and then Hugh Bean  
in London, where he worked  
as a freelance player. On returning 

to Melbourne he took up his current position with the 
MSO, where he has been for 30 years. In his spare  
time he enjoys, among many other things, train travel, 
listening to his 78 records and working on his  
Rubik's Cube.

MONICA CURRO  violin

Monica Curro is currently in her 
17th year as Assistant Principal 
Second Violin of the MSO, 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.
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IL PRETE ROSSO
Antonio Vivaldi died in Vienna some 
time in July 1741 and was buried in 
an unmarked grave. His music was 
rarely if ever played between then 
and the 1930s, when musicians in 
Italy began rediscovering Vivaldi’s 
huge and varied output of works. 

With the interest of music scholars 
like Alfred Einstein, composer 
Alfredo Casella and poet Ezra 
Pound, the revival of Vivaldi began; 
by the end of the 20th century 
Vivaldi was once again one of the 
most popular and frequently 
performed composers.
Despite his death in obscure poverty, 
Vivaldi had enjoyed great popularity 
and success during his lifetime. Born 
in Venice in 1678, he began learning 
violin with his father, a professional 
musician. He began studying for the 
priesthood in his early teens, though 
this in no way would have been seen 
as conflicting with the expectation of 
a career in music. It should be noted, 
too, that in Vivaldi’s time one was not 
obliged to enter a seminary; he was 
effectively ‘apprenticed’ to an older 
priest and was eventually ordained. 
With his distinctive red hair he was 
affectionately known as Il prete rosso 
(the red priest) but in fact Vivaldi 
ceased saying Mass about a year after 
his ordination. Late in life he 
explained in a letter to one of his 
patrons that he had been afflicted 
with a chest ailment (variously 
thought to have been asthma or 
angina) which had on more than one 
occasion caused him to leave the altar 
before finishing his celebration of 
Mass – an action which would 
normally have been regarded as 
sacrilegious. (According to one of the 
many apocryphal stories that grew up 

around Vivaldi, he left the altar in 
order to write down a fugue subject 
or theme that had come to mind.) 
But the composer insisted that his 
health was always precarious (and it 
had been since birth). He 
nevertheless enjoyed a career as a 
violin virtuoso, entrepreneur and 
composer. His works included some 
500 concertos as well as many operas, 
instrumental sonatas and a large body 
of sacred music. His playing was 
clearly prodigious. One contemporary 
describes how Vivaldi ‘put his fingers 
but a hair’s breadth from the bow, so 
that there was scarcely room for the 
bow’. It would seem that Vivaldi 
pioneered technical advances, such  
as using the highest register of the 
strings, unknown at the time.
Venice in Vivaldi’s time was, as 
scholar H.C. Robbins Landon puts 
it, ‘a city past its prime’, yet it 
maintained a rich and elaborate 
cultural life. A particular feature  
of the city was the establishment  
of a number of orphanages for girls 
that doubled as music academies.  
In 1703, the year he was ordained, 
Vivaldi began teaching at one such 
orphanage, the Ospedale della Pietà. 
The Pietà was legendary for Sunday 
services, where the liturgy played 
distinctly second fiddle to the music 
performed by the young orphans – 
hid discreetly, of course, behind a 
grille in the chapel. As the ‘violin 
master’, Vivaldi directed these 
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ANTONIO VIVALDI 
(1678-1741)
violin concerto in a minor, 
Op.3 no.6, rv 356

i Allegro
ii Largo
iii Presto

James Ehnes violin
concerto for two violins in  
a minor, Op.3 no.8, rv 522

i Allegro
ii Larghetto e spiritoso 
iii Allegro

James Ehnes, Wilma Smith 
violin
concerto for three violins in  
f, rv 551

i Allegro
ii Andante
iii Allegro

James Ehnes, Peter Edwards, 
Matthew Tomkins violin
concerto for four violins in  
b minor, Op.3 no.10, rv 580

i Allegro
ii Largo – Larghetto 
iii Allegro

James Ehnes, Wilma Smith, 
Robert Macindoe,  
Monica Curro violin

tHe GrAnD cAnAL AnD tHe cHUrcH oF tHe SALUte (1730) by cAnALetto 
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performances, maintained the 
instrument collection and composed 
music for the orchestra.
His relations with the trustees of the 
Pietà were often strained, and indeed 
there were years at a time when 
Vivaldi had nothing to do with the 
place. The reasons are unclear, though 
Vivaldi was clearly a composer of huge 
ambition and inclined to exaggeration 
(late in life he told someone that he 
had written 94 operas, though fewer 
than 50 actually exist). He was also 
slightly suspect owing to his refusal to 
say Mass and, in the 1720s, to his 
patronage of the young singer Anna 
Giraud (or Girò). Among the myths 
that surround Vivaldi (like leaving the 
altar to write down a theme) is that 
the composer took Anna (and/or her 
sister) as a lover or even wife. She 
and Vivaldi had met some time in 
the early 1720s when the composer 
was enjoying operatic successes in 
cities like Mantua and Rome. Anna 
was certainly to appear in a great 
many of his works, despite by all 
accounts a small but accurate voice, 
but the composer always insisted  
that there was nothing improper  
in their relationship.

VIVALDI AND PRINTING – 
L’estro armonico
There was an earlier hiatus in 
Vivaldi’s relations with the Pietà 
during the first decade of the 1700s. 
By 1711 he was reinstated at a time 
coinciding with one of the great 
strokes of good fortune that he 
enjoyed. It should be remembered 
that music publishing was very 
primitive at this time. To produce a 
page of printed music required a 
separate ‘block’ for each note, and 
therefore every note, whether a long 
minim or semibreve, was printed with 
its own ‘tail’. Once the printing was 
done, the blocks were dismantled,  
so a second edition required the 
laborious resetting of every single 
note. Vivaldi was lucky enough to 
meet up with the Amsterdam based 
printer Estienne Roger, who hit on 
the solution of engraving plates, and 
using beams to link shorter notes like 
quavers and semiquavers. The music 
could therefore be printed as often as 
needed, and it had the great virtue of 
being much more legible. 
Vivaldi’s Opus 3, or L’estro armonico 
(‘The harmonious fancy’), a 

collection of 12 concertos for a 
variety of instrumental combinations, 
appeared in Roger’s edition in 1711. 
Roger was so impressed at the 
collection’s popularity that he 
ordered what became Opp. 5, 6 and 
7 and engraved them at his own 
expense. Robbins Landon attributes 
the popularity of the Opus 3 to the 
‘freshness, vigour, vitality and … 
mysterious tenderness’ of the music 
(tonight’s concertos for one, two and 
four violins are taken from Op.3).  
It soon became, as scholar Michael 
Talbot puts it, ‘perhaps the most 
influential collection of instrumental 
music to appear during the whole of 
the 18th century’. Its enormous 
currency helped establish Vivaldi’s 
approach to concerto writing as 
standard: his concertos are usually  
in three movements (fast-slow-fast). 
The first and third movements are 
structured around the alternation  
of a ritornello (or refrain) from the 
orchestra interspersed with virtuosic 
episodes from the soloist, while the 
central slow movement is usually 
simple in form, allowing elaborate 
decoration from the soloist. L’estro 
armonico certainly captivated the 
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2014 EduCatiOn 
SEaSOn launChEd!

each year, the Melbourne Symphony 
Orchestra offers a broad range of education 

and community Outreach programs designed 
to integrate education and entertainment, 
and inspire active participation in music. 

Our programs offer age-specific  
learning environments, which encompass 

everything from an introduction  
to the Orchestra, right through to a detailed 

analysis of specific works.

if you would like to learn more about our series  
of concerts, activities and events for schools,  
families and individuals in 2014, please visit  

mso.com.au/education or request a copy of the  
guide by emailing education@mso.com.au or visiting 

our box Office at 22 fanning Street, Southbank.
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imagination of a slightly younger 
German composer who transcribed 
and arranged some of the music in 
order to perfect his own concerto 
form. His name was J.S. Bach. 
The playwright Carlo Goldoni 
infamously described Vivaldi as a 
‘great violinist but mediocre composer’ 
and, in a memoir written long after the 
event, portrays Vivaldi as a harmless 
eccentric obsessed with reciting 
psalms while conducting a business 
meeting. We know tantalisingly little 
about Vivaldi himself. There are times 
in his life for which there is little or no 
documentation. What was the ill-
health that kept him from saying 
Mass, but allowed an extraordinary 
career? What was he doing in Vienna, 
and how did he come to die there in 
poverty? What was he doing in those 
years around 1708 when he was not  
to be found at the Pietà?
It is unlikely that we will ever  
know much more. Fortunately,  
there is the music …
Gordon Kerry © 2005
The Concerto for four violins in B 
minor, RV 580 is the only one of 
tonight’s works by Vivaldi to have been 
performed previously by the Melbourne 
Symphony Orchestra, first on 23 July 
1940 under conductor Bernard Heinze, 
and most recently on 4 March 1971 
with conductor John Hopkins and 
soloists Noel Collishaw, Brian Beatty, 
Juliette Zeelander and Margaret Pell.

INTERVAL 20 mInUteS

At a festival’s closing concert this 
symphony of Mozart’s was followed 
by a suitably festive and droll 
conclusion: the same composer’s  
A Musical Joke. This unintentionally 
revealed that Mozart himself was 
‘guilty’, in the rushing scales of the 
symphony’s last movement, of the 
same mechanical and inept writing  
at which he poked fun in Ein 
musikalischer Spass. Or was he? 
Context and handling are everything. 
Eighteenth-century composers used 
simple musical materials, sometimes 
little more than tags which could be 
found in works by any composer of the 
time. At the risk of offending, it could 
be said of some of Mozart’s early 
symphonies that they are conventional 
in just this way. It should be 
remembered that the symphony then 
was not the dominant genre that 
Haydn and Beethoven were to make  
it – many symphonies of the 1770s 
were there not to be listened to very 
carefully, but to make a good festive 
noise. Worth saying, because the 

Symphony in A that Mozart 
completed in Salzburg on 6 April 1774 
is the first of his symphonies which is 
by common consent not only worth 
listening to closely, but a masterpiece 
from start to finish.
Right from the start something 
arresting is happening: the violins  
have a theme proceeding in upward 
sequences and marked at each step 
with a falling octave. It has a strong 
rhythmic pulse. But simultaneously 
and equally the lower parts are 
proceeding gently, glidingly, in long 
notes – a rising bass. Instead of a loud 
attention-getter, Mozart begins with 
expanded chamber music, or more 
exactly what Jens-Peter Larsen calls  
a fusion of symphonic and chamber-
musical styles, the fusion explored by 
Haydn in his symphonies of the same 
period. The previous year Mozart 
stayed in Vienna for months, and  
no doubt heard there symphonies  
by Haydn and his Viennese 
contemporaries, in the weightier and 
more argumentative four-movement 
form they were developing. 
The profusion of material and the 
imitative discussion between the 
parts in the first movement poses  
a dilemma for interpreters: how 
broad a gait is required by the time 
signature in 4, and the Allegro 
moderato of the tempo indication?  
A feature which gives this movement 
a memorable charm is the character 
of the graceful second subject, which 
to the Mozart-lover recalls the same 
place in later works in the same key, 

WOLFGANG 
AMADEUS MOzART 
(1756-1791)
Symphony no.29 in a, K.201

i Allegro moderato
ii Andante
iii Menuetto and Trio
iv Allegro con spirito

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
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such as the Piano Concertos K.414 
and 488. The clearly defined coda  
is another feature of the Viennese 
style, and continues the development 
of the themes.
Many of Haydn’s slow movements 
show the same telling though 
economical use of the wind 
instruments against a texture of muted 
strings as Mozart does in his stately, 

processional, but intimate Andante, 
where the pace of movement increases 
with the triplet figures which 
dominate the development. At the 
end, the winds on their own intone a 
fanfare while the strings remove their 
mutes, joining in the fanfare and 
repeating it to impose a conclusion.
Staying in the mind from the  
Minuet are the humour of the loud 
restarts on unexpected notes, and  
of the comic tailpiece for the winds, 
having the last word. The Trio in  
E major is mostly in sustained notes,  
in contrast to the angular rhythms  
of the Minuet.
The finale, it has already been said,  
is made up entirely of formulaic 
scraps, including those rushing scales 
– but how brilliantly organised they 
are to combine noise, excitement and 
musical interest! No trumpets, but 
the horns, which are allowed to go  
so wrong in the Musical Joke, have  
to be on their mettle here: their parts 
reach dizzying heights by the end. 
David Garrett © 2003
The first performance of Mozart’s 
Symphony No.29 by the Melbourne 
Symphony Orchestra took place at a 
Special Celebrity concert in February 
1951 with Sir John Barbirolli.  
The Orchestra most recently performed  
it on a tour of metropolitan town  
halls in September 2010, with  
Roy Theaker directing.
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SyMphOny OrcheStra 
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Jenny Khafagi violin
Francesca Hiew violin
Kate Sullivan violin
Ann Blackburn oboe
Stefan Bernhardsson horn
Jenna Breen horn
Donald Nicolson harpsichord
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exclusive offers, competitions and artistic insights.
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Wouldn’t you love to see more young 
people at MSO concerts?...

Help us by donating to  
UPBEAT, a subsidised ticket 
program that makes MSO 
performances affordable for 
Victoria’s secondary and  
tertiary students.

WHY SUPPORT MSO UPBEAT? 
•	Ticket revenue provides just 30% of 

the MSO’s income – our ability to 
provide accessible tickets for young 
people relies on philanthropic 
subsidy to remain viable

•	You remember the excitement  
of attending your first concert  
with the MSO

•	You know first-hand the lifelong joy 
live orchestral music can bring

•	You want to share your passion for 
music with the next generation

•	Donating to UPBEAT is an 
investment in your future

Donate online at mso.com.au/appeal, 
by post to MSO, GPO BOX 9994 
Melbourne Vic 3001, or simply 
contact our Philanthropy team:  
03 9626 1248

DONATE NOW  
AND YOUR GIFT WILL 
GO EVEN FURTHER.

thanks to the 
generous pledge by 
betty Amsden oAm, 
every gift made  
will be matched  
one-to-one – every 
dollar will double!

tHiS montH, yoUr GiFt coUntS tWice

“Donating to the MSO’s UPBEAT 
program will mean more young 
people in the audience more often. 
It’s that simple” 

– Betty Amsden OAM

betty AmSDen
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Mrs W. Peart, Susan and Barry Peake, John 
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AO, The Hon. Rosemary Varty, Sue Walker 
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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 (14)
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Pamela Swansson, Dr Cherilyn Tillman,  
Mr and Mrs R P Trebilcock, Michael 
Ullmer, Mr Tam Vu, Marian and Terry 
Wills Cooke, Mark Young, Anonymous (14)
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.

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
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Book now  (03) 9929 9600 
 MSO.cOM.aU

4 friday niGht cOncertS at 7.30pM
frOM March at MelbOUrne tOWn hall

hOSted by
eddie perfect

Join eddie Perfect and the melbourne Symphony orchestra as eddie introduces 
popular classics from the stage, guiding you through the music with his unique 
brand of humour and insight.

meLboUrne toWn HALL PromS 2014
mElBoURnE SYmpHonY oRcHESTRA Presents

pacKaGeS  
FROM $30

per cOncert 
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chamber Series

THE GLASS SOLDIER 
Sunday 3 november at 11am 
iwaki Auditorium, Abc Southbank centre

Edwards arr. Ledger Dance Mantra

Smeaton Postcards suite: excerpts

Sculthorpe Anthem for Australia 

Kats-Chernin Mater

intervAL 20 minUteS

Westlake and Farrands The Glass Soldier

Featuring Derek Guille narrator

Geoffrey Payne, Julie Payne, 
Shane Hooton, William Evans, 
David Farrands trumpet
Saul Lewis, Rachel Shaw,  
Jenna Breen horn
Brett Kelly trombone  
and conductor
Robert Collins, Scott Evans, 
Chris Farrands trombone
Charles MacInnes  
bass trombone
Alex Hurst, Jon Woods tuba
Robert Clarke, John Arcaro 
percussion

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 two hours, 
including one interval of 20 minutes.

Today’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.

hosted by  
Mairi nicolson
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DEREK GUILLE  narrator BRETT KELLY   
trombone and conductor

GEOFFREY PAYNE  trumpet

JULIE PAYNE  trumpet SHANE HOOTON  trumpet WILLIAM EVANS  trumpet

DAVID FARRANDS  trumpet SAUL LEWIS  horn RACHEL SHAW  horn
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JENNA BREEN  horn ROBERT COLLINS  trombone CHRIS FARRANDS  trombone

SCOTT EVANS  trombone CHARLES MACINNES   
bass trombone

ALEx HURST  tuba

JON WOODS  tuba ROBERT CLARKE  percussion JOHN ARCARO  percussion
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In 1992 I was one of several 
Australian composers invited by 
Richard Letts, then Director of the 
Australian Music Centre, to produce 
– at hair-raisingly short notice – a 
one-page choral work whose score 
should be suitable for framing and 
presentation to a High Achiever in 
the propagation of Australian music. 
The presentation was to be made at a 
ceremony in Sydney which would 
include a performance of the work.
My High Achiever was the Chrissie 
Parrott Dance Collective of Perth, 
and in composing this cyclical 
maninya (dance/chant) I was aware of 
its choreographic potential. The Latin 
text, which translates as ‘May the 
grace of the Holy Spirit be with you’, 
seemed appropriate to an auspicious 
occasion which became progressively 
more euphoric on account of the 
abundant free wine. Elliott Gyger 
directed The Song Company in this 
first performance of Dance Mantra, 
and he also played the drum.
Dance Mantra is designed to be flexible 
and imaginative interpretations of the 
score are encouraged. The original 
ensemble of six solo voices (SSATBB) 
may be augmented by simply doubling; 
or it may be massively swollen, as in 
the 1996 performances in the Sydney 

Opera House by an antiphonally 
divided chorus of 700 children 
conducted by Simon Kenway. One 
can imagine a protracted version in  
a candle-lit church or cathedral 
producing a hypnotic effect. Or a 
wedding procession, or a dance;  
the manifold possibilities await  
further exploration.
© Ross Edwards

Since the early 1970s, Brighton-born 
Bruce Smeaton has composed music 
for some of the most iconic 
Australian TV shows and for films 
such as Fred Schepisi’s The Chant of 
Jimmy Blacksmith (1978) and Roxanne 
(1987). Smeaton worked with Peter 
Weir on 1974’s The Cars that Ate Paris, 
and the next year wrote original 
music for the film that arguably 
established modern Australian 
cinema, Picnic at Hanging Rock.
His composition Postcards is not a 
dance suite in the traditional sense; 
rather, it is a collection of 18 
movements that may be played in  
any order as befits performance 
requirements. The composer 
describes the inspiration behind  
each of the seven ‘postcards’ you  
will hear today:

Postcard from 
montfort-L’amaury, 1924
This movement is a tribute  
to Maurice Ravel, who lived in 
Montfort-L’Amaury, France from 
1921 until his death in 1937. 
Fascinated by jazz, he took lessons  
in jazz piano for four years.

Postcard from 
Pennyweight fLat, 1855
This Gold Rush cemetery for children 
on the Melbourne side of Castlemaine 
is still, over 150 years later, a very  
sad place. More than 200 children 
are buried here. A pennyweight  
is the smallest official quantity  
of gold recognised.

Postcard from a 
ceLebrity narcissaurus 
Narcissaurus, a portmanteau word, 
combines ‘narcissist’ with ‘saurus’,  
a raptor from the age of dinosaurs. 
Celebrity narcissauri infest all human 
pursuits. Many are sociopaths and 
psychopaths. Behind their public 
personas they can be arrogant, 
duplicitous and manipulative. Selfish, 
greedy, insecure – most seek power, 
money, sex and fame. They are a 
curse to those around them and can 
never have enough. You’ve met them.

Postcard from  
John cage, 1952
John Cage (1912-1992) was an 
American avant-garde composer, 
music theorist, philosopher or 
mountebank, depending on how you 
evaluate his compositions, theories 
and philosophy. His most famous 
work is 4’33”, composed in 1952 for 
solo piano. A performance consists  
of a pianist sitting at a piano, 
opening a piece of music and waiting 
four minutes and 33 seconds without 
playing a note. When Igor Stravinsky 
heard of the work he said he hoped 
that Cage would continue to compose 
longer and more adventurous works 
in the same style.

Postcard from gLeneLg, 
1845
This Scottish Highlands village  
is a shadow of its former self. It was 
subjected to the cruel Highland 
Clearances and many houses were 
knocked down, depriving whole 
families of their home and a living. 
Five hundred of the most desperate 
were assisted to emigrate to Canada, 
while others just drifted away.

Postcard from new 
york, 1949
In 1949 Dmitri Shostakovich (1906-
1975) was part of a Soviet cultural 
delegation to New York. A few blocks 
away, bop was transforming jazz from 
dance music into listening music. The 
Russian master had a lot in common 
with the black American musicians. 
He had survived Stalin, Hitler and 
Stalin once more; meanwhile, despite 
the American Civil War, black people 
were second-class citizens in their 
own country.

ROSS EDWARDS 
(born 1943)
arr. James ledger (born 1966)
Dance Mantra 

BRUCE SMEATON 
(born 1938)
Music from Postcards  
– Suite for brass quintet
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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
the gLass sOLdier

Postcard from  
father X(mas)
With more aliases than an 
international drug lord, who is he? 
Father Xmas, Kris Kringle, Santa 
Claus, St Nicholas, Père Nöel? A 
fantasy compilation created by 
religious spin doctors, he was a 
monster in Germany, his arrival 
feared by children. The apple-cheeked 
old tubster with the lovely smile and 
twinkling eyes, white whiskers and a 
red outfit was an invention of the 
German-born American graphic 
artist Thomas Nast (1840-1902). He 
reworked this monster of his 
childhood into Mr Nice Guy.
© Bruce Smeaton

The mid-1980s was a time of great 
national confidence among Australians. 
In 1984, Sculthorpe reflected on 
what seemed to him to be an 
irresistible upturn: 
During the last year or so I have been 
committed to the idea of writing a 
straightforward, extrovert music, the 
kind of music that Percy Grainger might 
have described as Australian. It seems to 
me that Australia is perhaps the only 
place in the world where one can 
honestly write such joyous music.
One particular request to compose 
exactly this kind of music came in 
1985 when he was commissioned to 
write the soundtrack for a new big-
budget feature film Burke and Wills, 

starring Jack Thompson and Nigel 
Havers as the two colonial explorers. 
Sculthorpe’s optimistic march-like 
main theme perfectly suited the film 
which, in the upbeat spirit of the 
1980s, slightly recast the sad history of 
the 1860-61 expedition by magically 
allowing the ill-fated duo to see their 
goal, the Gulf of Carpentaria (in fact 
they never got closer than five 
kilometres from the coast). When, a 
few years later, Sculthorpe’s choral and 
orchestral work, Child of Australia, was 
premiered on Australian Bicentennial 
Day (26 January 1988), he refitted the 
film’s theme tune to the words novelist 
Thomas Keneally had written for the 
new work’s closing anthem. In the 
original sung text, Keneally invoked 
the spirits of an Indigenous child at the 
time of first white settlement and of 
two child convict characters from his 
own bicentennial novel, The Playmaker 
(1987), as ‘faces of Australia’, exhorting 
the modern nation to embrace its 
future with their child-like confidence. 
© Graeme Skinner 2013

PETER SCULTHORPE 
(born 1929)
An Australian Anthem from 
Child of Australia (1988)
arranged by the composer  
for brass ensemble (1995)
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Born in Tashkent, Uzbekistan, Elena 
Kats-Chernin studied music in 
Moscow, Sydney and Hanover.
She has created works across nearly 
every genre, from rags to operas, 
works for robotic instruments and a 
full-scale choral symphony. Her music 
featured at the opening ceremonies of 
the 2000 Sydney Olympic Games and 
the 2003 Rugby World Cup. She has 
received several awards including the 
Sounds Australian, Green Room and 
Helpmann Awards.
Her composition Russian Rag was used 
as Max’s theme in the 2009 claymation 
film Mary and Max by Academy 
Award®-winning director Adam 
Elliot, and was also the theme of Late 
Night Live on ABC Radio National  
for many years. In 2011 it was replaced 
by her Eliza Aria, from the recording 
of the suite from the ballet Wild Swans. 
In September 2012 her adaptation  
of three Monteverdi operas,  
a collaboration with the director Barrie 
Kosky, was premiered at the Komische 
Oper Berlin and broadcast live on 
television across Europe.
In 2012 she was the subject of an 
episode of Creative Minds, a six-part 
television documentary series by Robin 
Hughes. She also received the Limelight 
award for Best New Composition for 
her Symphonia Eluvium.
The composer writes:
In 1999 I was commissioned by The Song 
Company’s Artistic Director Roland 

Peelman to write a piece for six voices  
for their concert based on the theme 
‘Mother and Child’. Initially I thought  
of writing a lullaby, but around the same 
time my middle son Alex got very sick 
and I decided to use the Latin text Stabat 
mater, about the loss of a child. He had 
just been diagnosed with schizophrenia 
and the shock was very fresh. 
The piece is based on a varying 
rhythmic pattern, with the metre 
changing each few bars from 4/4 to 
7/8. This version for brass ensemble 
and percussion was created for the 
Four Winds Festival in 2006.
© Elena Kats-Chernin

INTERVAL 20 mInUteS

The Glass Soldier, based on the play  
of the same name by Hannie Rayson, 
tells the true story of Nelson Ferguson, 
a young art student from Ballarat who 
volunteers to serve in the AIF during 
the First World War. Young Nelson is 
destined for the trenches in Northern 
France, where he serves as a stretcher 
bearer. In April 1918, he takes part in 
the battle for Villers-Bretonneux and, 
whilst taking shelter inside a church,  
is injured in a mustard gas blast which 
claims his sight.
After returning to Australia, and 
despite his severely impaired vision, 

Ferguson teaches art at RMIT  
in Melbourne and helps establish  
a successful stained glass window 
manufacturing business. In 1968,  
at the age of 77, he finally undergoes  
a successful corneal transplant 
operation which restores his sight.
Ferguson’s inspirational story is narrated 
by Derek Guille and accompanied by 
original music by Nigel Westlake and 
popular contemporary tunes arranged 
for brass and percussion.
1.  Nelson’s Theme  

(Westlake, arr. Farrands)
2.  The Minstrel Boy  

(trad., arr. Farrands)
3.  Sussex by the Sea  

(Ward-Higgs, arr. Retford)
4.  Invercargill (Lithgow)
5.  Dear Lord and Father of Mankind 

(Parry, arr. Cook)
6.  White Birds Fly Over the Valley  

of the Somme  
(Westlake, arr. Farrands)

7.  The Earl of Oxford March  
(Byrd, arr. Howarth)

8.  Believe Me If All Those Endearing 
Young Charms (trad., arr. Farrands)

9.  The Last Rose of Summer  
(trad., arr. Farrands)

10.  Nelson’s Theme  
(Westlake, arr. Farrands)

Nelson’s Theme and White Birds Fly 
Over the Valley of the Somme are taken 
from Nigel Westlake’s The Glass 
Soldier Suite, commissioned by  
Don Farrands in memory of his 
grandfather, N.H. Ferguson.

ABoUT THE mUSic
the gLass sOLdier

ELENA KATS-CHERNIN 
(born 1957)
Mater

the gLass soLdier 
BY DON FARRANDS
original music by  
nigel Westlake
Derek Guille narrator 

tHe AUStrALiAn WAr memoriAL cemetery in viLLerS-bretonneUx (PictUreD in 
JULy 2008), WHicH contAinS tHe GrAveS oF SoLiDerS From commonWeALtH 
coUntrieS, incLUDinG more tHAn 770 AUStrALiAn SoLDierS.
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JoHn HoPKinS WAS A PASSionAte ADvocAte For tHe WorK oF Percy GrAinGer. Here, At tHe SyDney oPerA HoUSe 
in 1978, He conDUctS GrieG’S PiAno concerto WitH tHe SyDney SymPHony orcHeStrA AnD, AS SoLoiSt, Percy 
GrAinGer’S DUo-Art reProDUcinG PiAno roLL oF tHe SoLo PArt. tHe LAte DeniS conDon, WHoSe roLL–PLAyinG 
mecHAniSm – bUiLt WitH eLectronicS enGineer Peter PHiLLiPS – mADe tHe concert PoSSibLe, WAtcHeS over tHe 
ProceeDinGS At LeFt (in Front oF tv cAmerA). 

mEmoRiAl
jOhn raymOnd hOPkins

JOhn rayMOnd hOpKinS obe Am (1927-2013)

A tribute by Benjamin Northey

Recently our MSO family lost a 
much-loved and respected legend  
of Australian music, conductor  
John Hopkins. 
Through a vast number of 
performances, recordings and his 
invaluable support for Australian 
composers, John’s impact on 
Australian music is immeasurable. 
He was a man of tremendous energy, 
fierce intelligence and an enthusiasm 
for music and life that inspired 
unfailingly. Blessed with a visionary 
administrative capacity and a firm 
commitment to education and 
community music, John has helped 
shape not only our musical landscape 
but also our cultural history. 

Australian orchestras, particularly 
the MSO, are filled with musicians 
who have played and studied under 
John either at school or university, 
with the Australian Youth 
Orchestra, or at national or state 
music camps. All those fortunate 
enough to spend time with John (or 
‘Hoppy’ as he was known to many) 
retain the greatest respect and 
affection for this important and 
influential figure in our musical lives.
John was always proud to say that he 
had conducted the MSO more than 
any other orchestra in his career. 
Later in his life John was a regular 
fixture at performances and 
rehearsals of all kinds, never afraid 

to offer helpful feedback to visiting 
conductors about details in the score 
– or even his views on certain tempi! 
I like to think that he might still  
pop in from time to time, sitting  
at the back of the hall, listening 
intently behind his bright blue eyes. 
You never really say goodbye to a 
person like John Hopkins. Through 
his inspirational legacy and the 
countless lives he touched, he  
will remain with us always. 
Benjamin Northey is the Melbourne 
Symphony Orchestra’s Patricia Riordan 
Associate Conductor, and a former 
student of John Hopkins.
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2014 packageS
now on SaLe
beethoven • tchaikovsky • mahler • Strauss • Sir Andrew Davis

BOOK NOW (03) 9929 9600  
mso.com.au

PAcKAGeS  
StArt From 

$37Per 
concert

MASTER SERIES FRIDAY 8 concerts on Fridays at 8pm

SATURDAY NIGHT SYMPHONY 6 concerts on Saturdays at 8pm

GREAT CLASSICS ON MONDAYS 6 concerts on mondays at 6.30pm



Soloist’s Choice 
Friday 8 november at 7.30pm

elisabeth murdoch Hall, melbourne recital centre

Bartók Sonata for Solo violin

intervAL 20 minUteS

Schubert octet

James Ehnes violin 
Members of the Melbourne Symphony Orchestra: 
Wilma Smith violin 
Fiona Sargeant viola  
David Berlin cello 
Sylvia Hosking bass 
David Thomas clarinet 
Elise Millman bassoon  
Saul Lewis 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 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.
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New York, New York

ABoUT THE ARTiSTS
sChubert's OCtet

JAMES EHNES  violin

For information about James Ehnes, please see page 16

FIONA SARGEANT  
viola

Fiona Sargeant has held  
the position of Associate 
Principal viola in the 
Melbourne Symphony 
Orchestra since 2000. 
Fiona studied viola 
performance and Chamber 
Music in Stuttgart with 
Hermann Voss, violist of the 
Melos Quartet and graduated 
with the highest result ever to 
be given to a violist at the 

Staatliche Hochschule für Musik und Darstellende 
Kunst Stuttgart. Fiona has also studied with Ulrich 
Koch, Wolfram Christ, and Emile Cantor. 
Prior to joining the MSO she held the position of  
Solo Violist in Det Jyske Chamber Ensemble in 
Denmark and Solo Viola of Orchestre de Chambre  
de Lausanne, Switzerland. With violinist Elizabeth 
Sellars, forming Temenos String Trio, Fiona competed 
in the 9th Concorso Musicale Internazionale winning 
3rd Prize. Fiona was also a finalist in the Maurice  
Vieux International Viola Competition, France.  
In Stuttgart Fiona worked in the Stuttgart Radio 
Symphony Orchestra and was violist of the  
Koechlin Ensemble. 

DAVID BERLIN   
cello

David Berlin has held the 
position of Principal Cello  
at the Melbourne Symphony 
Orchestra since 1989. David 
was born in Jerusalem in 1964 
and studied cello with Lois 
Simpson in Sydney at the New 
South Wales Conservatorium 
and Channing Robbins at the 
Julliard School of Music in 
New York. For over 20 years 
he has been at the forefront of 

classical music - making in Australia, having also held 
the position of Principal Cello in the Adelaide Symphony 
Orchestra. He has made numerous appearances as soloist 
with the MSO, ASO and other Australian orchestras and 
has played as guest Principal Cello in the Sydney 
Symphony, Tasmanian Symphony Orchestra and the 
Australian Chamber Orchestra. He has been involved  
in many collaborations with some of Australia’s leading 
musicians including Richard Tognetti, Brett Dean, the 
Goldner and Australian String Quartets and Leslie 
Howard, with whom he performed the first complete 
collection of music for cello and piano by Liszt in 
London in 1992. 

WILMA SMITH   
violin

Wilma Smith has been the 
Concertmaster of the 
Melbourne Symphony 
Orchestra since 2003. Born  
in Fiji and raised in New 
Zealand Wilma studied in 
Boston at the New England 
Conservatory with Dorothy 
DeLay and Louis Krasner 
before becoming First  
Violinist of the Lydian String 
Quartet, winners of the 

Naumburg Award for Chamber Music and prizes at  
the Evian, Banff and Portsmouth International String 
Quartet Competitions. Wilma often played with the 
Boston Symphony Orchestra and was Concertmaster  
of the Harvard Chamber Orchestra and the Handel  
and Haydn Society. She also performed with period 
instrument groups Banchetto Musicale and the Mostly 
Mozart Festival Orchestra. Invited to form the New 
Zealand String Quartet, Wilma was first violinist for  
five years before her appointment as Concertmaster  
of the New Zealand Symphony Orchestra and now the 
MSO. She enjoys performing chamber music whenever 
possible and has her own series, Wilma & Friends,  
at the Melbourne Recital Centre Salon. 
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SYLVIA HOSKING  
double bass

Sylvia Hosking has been a 
member of the Melbourne 
Symphony Orchestra since 
1999 and currently holds the 
position of Assistant Principal 
Double Bass. Growing up in 
Melbourne, Sylvia studied at 
the Victorian College of the 
Arts under Steve Reeves, later 
moving to the Royal 
Conservatory of the Hague 
under Quirijn van Regteren-

Altena, and finally gained her Bachelors and Masters 
degrees at the Juilliard School in New York. Since her 
return to Melbourne she has been involved in much 
chamber music-making around the city. She has 
performed on a number of occasions as Guest Principal 
Double Bass with the Australian Chamber Orchestra, 
Australian Chamber Soloists and Australia Pro Arte. 
She regularly appears in the MSO Chamber series and 
has given solo recitals around Melbourne. She now 
teaches privately, at the VCA, and at Melbourne and 
Monash universities.

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.

SAUL LEWIS   
horn

Saul Lewis has been a 
member of the Melbourne 
Symphony Orchestra Horn 
section since 2009 and holds 
the position of Principal Third 
Horn. After completing his 
A.S.C.M. at the Sydney 
Conservatorium, Saul was 
awarded a Big Brother 
Scholarship and studied with 
many of the pre-eminent horn 
players in London and 

Germany. He later completed his Masters Degree in 
Performance in Sydney under Tony Buddle and became 
Principal Third Horn with the Australian Opera and 
Ballet Orchestra in 1994. He has played with the 
Queensland Symphony Orchestra, Tasmanian Symphony 
Orchestra, Adelaide Symphony Orchestra, Sydney 
Symphony and Australian Chamber Orchestra as well  
as being active in the commercial scene on film scores. 
Saul was a founding member of the Sydney wind quintet 
Enigma Five. He is also teaching at Monash University 
and the University of Melbourne. He loves Melbourne’s 
cultural life and its golf courses!

DAVID THOMAS  
clarinet

David Thomas has been the 
MSO’s Principal Clarinet 
since 2000. Growing up in the 
Dandenong Ranges, David 
studied at the University of 
Melbourne with Phillip 
Miechel and later at the 
Vienna Conservatorium with 
Roger Salander. David has 
played as a member of the 
West Australian Symphony 
Orchestra and he also 

performed in the 2011 and 2013 seasons of the 
Australian World Orchestra. He has also appeared as  
a soloist with the MSO, WASO, Tasmanian Symphony 
Orchestra and other orchestras around Australia, in 
concertos by Mozart, Weber, Copland and Françaix,  
plus increasingly in contemporary works for clarinet. 
Concertos have been written for David by Australian 
composers Ross Edwards, Phillip Czaplowski and 
Nicholas Routley, and his CD recording of the Edwards 
Concerto with the MSO conducted by Arvo Volmer has 
been released by ABC Classics.
David is actively involved in training the next generation 
of classical musicians at the Australian National Academy 
of Music, where he is the principal teacher of clarinet and 
coordinator of the programme for wind instruments.
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By 1944 Bartók was gravely ill and 
struggling financially in exile in the 
USA. In his memoir, Unfinished 
Journey, Yehudi Menuhin recounts 
how, knowing the composer was ‘too 
proud to accept handouts’, he offered 
to commission a work – something 
fairly modest for solo violin. ‘Little 
did I foresee,’ notes Menuhin, ‘that 
he would write me one of the 
masterpieces of all time.’
In this, his last completed work, Bartók 
confronts the legacy of Bach’s solo 
sonatas and partitas head-on: the titles 
of the first two movements make it 
quite clear that this is a work that takes 

the Bach tradition as its starting-point. 
Menuhin rightly describes the opening 
Tempo di ciaccona as a ‘translation’ of 
Bach’s Chaconne (from the D minor 
Partita BWV 1004) ‘into Hungarian 
idiom’. It begins with a characteristically 
Bachian gambit but soon begins to 
explore the unmistakeable world of 
Bartók’s fusion of modernist and folk-
inspired language. It has the relentless 
tread of a Bachian chaconne 
(constructed of varied episodes over  
a repeated pattern) but in fact the form 
of the movement is closer to a classical 
sonata design. The Fuga, similarly, is no 
strict textbook example but rather a free 
invention on the idea of the Baroque 
form, producing music of often-
breathtaking violence. The Melodia is 

deceptively simple, with its long, modal 
phrases. Bartók uses a range of 
techniques, however, to evoke the kind 
of ‘night music’ that occurs in so much 
of his earlier work. The final Presto 
evokes the wild dances of the Balkan 
peasantry – indeed, Bartók had 
intended the rapid passagework to 
include phrases built of quarter-tones, 
though Menuhin, who edited the final 
score, argued that semitones would 
provide a clearer line. Bartók was 
scrupulous about seeking Menuhin’s 
technical advice, though the violinist  
in fact had to ask for very few changes.
© Gordon Kerry 2013

INTERVAL 20 mInUteS

ABoUT THE mUSic
sChubert's OCtet

BéLA BARTóK
(1881-1945)
Sonata for solo violin, bb124, 
Sz.117

i Tempo di ciaccona
ii Fuga
iii Melodia
iv Presto

James Ehnes violin

béLA bArtóK yeHUDi menUHin in 1943
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Like Mozart’s work, Schubert’s Octet 
was written with a particular player 
in mind. Count Ferdinand Troyer 
was an amateur – though evidently 
very good – clarinettist who played at 
the musical events held in the home 
of Beethoven’s patron the Archduke 
Rudolf. Troyer had played in the 
premiere performance of Beethoven’s 
Septet Op.20 in 1800, and in 1824 
he commissioned Schubert to write  
a companion piece to that work. The 
composer responded with an outright 
masterpiece, and one which gives the 
clarinet subtle but clear prominence 
in the announcement of themes in 
the first three movements. It had, 
however, to wait until 1827 for its 
first performance.

Schubert closely modelled his Octet 
on Beethoven’s work: they both have 
six movements, the first of which has 
a slow introduction whose dotted 
(long-short) rhythms anticipate the 
main Allegro material. The second  
of both works is a slow movement; 
Schubert politely gives his main 
theme to the clarinet. The third  
and fifth are dance movements, but 
Schubert inverts Beethoven’s order, 
placing the faster scherzo movement 
(Allegro vivace) third, and the more 
stately Menuetto fifth. Schubert’s 
fourth movement is a theme and 
variations based on a tune from his 
own German opera Die Freunde von 
Salamanca (and Beethoven quotes 
himself in the Menuetto of his Septet). 
Schubert (again like Beethoven) 
begins his last movement with 
another slow introduction, creating  
a sense of expectation by the use of 

tremolo figures in the lower strings, 
before releasing a characteristically 
carefree and lyrical finale.
Beethoven got to hate his Septet 
owing to its enormous popularity 
and numerous arrangements; 
Schubert, on the other hand, seems 
to have been pleased with the Octet. 
He wrote to a friend that it, along 
with the major string quartets of the 
same time, might prepare the ground 
for a ‘great’ (meaning Beethovenian) 
symphonic work. This is perhaps 
overly modest. Schubert had after  
all written eight symphonies by that 
stage, and his mastery of chamber 
music in a work like the Octet can  
be explained in part by his having 
composed some eleven string 
quartets while still a teenager.
Gordon Kerry © 2004

FRANz SCHUBERT 
(1797-1828)
Octet in f, d.803 (1824)

i Adagio – Allegro
ii Adagio
iii Allegro vivace
iv Andante
v Menuetto (Allegretto)
vi Andante molto – Allegro

James Ehnes, Wilma Smith 
violin 
Fiona Sargeant viola  
David Berlin cello 
Sylvia Hosking bass 
David Thomas clarinet 
Elise Millman bassoon  
Saul Lewis horn

booK noW mso.com.au/wiggles | 1300 182 183 
artscentremelbourne.com.au

WITH THE MELBOURNE SYMPHONY ORCHESTRA

Saturday 14 december  
at 10am, 12pm, 2pm and 4pm
Arts Centre Melbourne, Hamer Hall
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brett Kelly has been the Principal trombone of the mSo since 
1981. brett played in newcastle brass band and was Principal 
trombonist in the Australian youth orchestra before joining 
the orchestra of opera Australia and later taking up his 
position at the mSo. committed to new Australian music, 
brett has been a core member of three influential Australian 
contemporary music ensembles – Flederman, the Seymour 
Group and elision – and has played or conducted the 
premieres of over 300 new works. From 1989 to 2004 brett 
was Artistic Director and chief conductor of the Academy 
of melbourne, a chamber orchestra comprising his 
colleagues in the mSo. He has also conducted the 
melbourne, tasmanian, Adelaide, Queensland and West 
Australian Symphony orchestras, along with orchestra 
victoria, Sydney Symphony, Auckland Philharmonia and 
Southern Sinfonia. Since 2003 he has been resident 
conductor of chamber made opera. brett has conducted 
the orchestral scores of more than 20 major films, seven  
of which have been by David Hirschfelder.

If you weren’t a musician what would you be? 
A lawyer, or the captain of a sailing ship plying the waters 
between Tahiti and the Cook Islands.
What quality do you most admire in others? 
So many really, but if I have choose just one, it would be a 
strong sense of wonder. Since so many of the questions of life 
and the universe will go unanswered in our individual 
lifetimes, I really admire people who revel in the exhilarating 
enormity of the questions themselves.
Where is your favourite place in the world to “just be”? 
I grew up near Newcastle with about 5kms of bush behind 
our house. On weekends I would go into the bush after 
breakfast and come back when I was hungry. So, even 
today, I get a special sense of peace, and excitement, when 
I’m out of sight of civilisation.
With whom would you most like to perform (past or present)? 
I’d love to play the Mahler symphonies with Mahler himself 
conducting. Wonderful conductors like Bruno Walter and 
Otto Klemperer said Mahler was the greatest – a force of 
nature! So to play these masterpieces in the presence of their 
creator would be amazing. Given that this is highly unlikely to 
happen, then doing all the Mahlers with Sir Andrew Davis 
comes a close second.

mEET YoUR mSo mUSiciAn

brett Kelly
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THE piZZicATo EFFEcT

Jordan is in Grade 3 at Meadows 
Primary School where he learns the 
double bass from Ben Hanlon as 
part of the Melbourne Symphony 
Orchestra’s Pizzicato Effect 
program. Jordan’s Mum, Mandy, 
noticed a remarkable boost in 
Jordan’s enthusiasm towards school 
since being involved in the program 
and has loved watching her child 
develop confidence, a love of music 
and a strong bond with his bass 
teacher, Ben.

JORDAN’S STORY 
Ben is special to me because he 
teaches me music. I wanted to play 
the double bass because it’s tall like 
me. It’s cool learning with Ben and I 
like the music we play. Learning the 
double bass has taught me how to be 
more confident. And I feel like that 
confidence goes with me a little bit 
everywhere now.

MANDY’S STORY
Since Jordan began in the Pizzicato 
Effect program, he has become more 
engaged at school. Jordan feels very 
connected to Ben (his double bass 
teacher), and tells me that “Ben is  
the best!”. He often draws pictures  
of Ben and for Ben. 
I think it is important for Jordan to have 
a male role model like Ben in his life. 
His confidence has improved so much 
and I think being in this program also 
helps Jordan with his memory and his 
learning. I was amazed when he got 
up to perform in front of the whole 
school. I never thought he’d ever do 
anything like that! 

BEN’S STORY
I have had many great experiences 
teaching as part of the MSO’s 
Pizzicato Effect program at 
Meadows Primary; the students are 
always wonderful, attentive and 
appreciative. Jordan is a key example 
of this. He loves playing his double 
bass and always turns up to his lessons 
excited and ready to learn. He has 
come a long way in a short period of 
time and I am tremendously grateful 

to have sparked his love affair with 
instrumental music. Jordan often 
brings me pictures he has drawn of 
me and tells me ‘I'm cool’. It is very 
flattering to receive this adulation  
(as a classical music nerd one does 
have to wonder what Jordan will think 
when he meets a really cool adult!). 
We have a great teacher-student 
relationship and I look forward to 
what Jordan will accomplish. 

THE PIzzICATO EFFECT
The Pizzicato Effect is a partnership 
between the Melbourne Symphony 
Orchestra and Meadows Primary 
School, which creates new learning 
pathways for children in 
Broadmeadows through the 
introduction of instrumental music 
teaching. The MSO provides all 
instruments, weekly instrumental 
and aural lessons lead by a team of 
MSO teaching artists, performance 
opportunities and the option for 
children, families and teachers to 
access MSO rehearsals and concerts. 
The impact of the program within 
the school and the Broadmeadows 
community has been hugely positive. 
The children have developed a strong 

relationship with their MSO mentors 
and a love of music, and their 
classroom teachers have reported 
improved focus, self confidence, 
grades and behaviour. Formal 
research into the developmental 
assets, social-emotional wellbeing 
and educational impact acquired 
from participation in the Pizzicato 
Effect is currently being conducted 
by the University of Melbourne. 
Full subsidy for participating families 
is essential for this high-impact 
project. The Pizzicato Effect is 
generously supported by a number  
of individual donors and Trusts and 
Foundations. On the basis of the 
impact, momentum and extraordinary 
motivation now being experienced, 
further support is currently being 
sought to ensure the project and its 
potential for these students and others 
is realised into the future. To find out 
how you can contribute to the 
Pizzicato Effect, please call Jessica 
Frean at the MSO on 03 9626 1107; 
e-mail freanj@mso.com.au or visit 
mso.com.au/education/ 
the-pizzicato-effect

the three Of US and the piZZicatO effect

(From LeFt) mAnDy, JorDAn AnD ben
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BeYond tHe Stage
learn more about the music in these free events. 

One hour before each performance 
Stalls Foyer, Hamer Hall

emerging artists from the University of melbourne 
School of music will extend and enhance the mSo 
concert experience with a performance of russian 
chamber music.

EMIRATES MASTER SERIES

Arts centre melbourne, Hamer Hall  
thursday 14 and Friday 15 november at 8pm

Saturday Matinees 
Saturday 16 november at 2pm

Khachaturian violin concerto

intervAL 20 minUteS

Shostakovich Symphony no.10

Melbourne Symphony Orchestra
Mark Wigglesworth conductor
James Ehnes violin

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  
ten minutes, including one interval of 20 minutes.
Friday evening’s performance will be broadcast and streamed  
live on ABC Classic FM.
Please turn off your mobile phone and all other electronic  
devices before the performance commences. 

 MASTERPIECES
RUSSIAN

Master Series proudly presented by
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MARK WIGGLESWORTH  conductor

Winner of the Kondrashin International Conducting 
Competition in the Netherlands, Mark Wigglesworth has 
worked with many of the world’s leading orchestras and 
opera companies. Born in Sussex, England, he studied 
conducting at the Royal Academy of Music and in 1992 
became Associate Conductor of the BBC Symphony 
Orchestra. Further appointments included Principal 
Guest Conductor of the Swedish Radio Symphony 
Orchestra and Music Director of the BBC National 
Orchestra of Wales. Highlights of his time with the 
BBCNOW include visits to the BBC Proms, the 
Amsterdam Mahler Festival and a six-part television series 
for the BBC entitled Everything to Play For.
He has appeared as guest conductor with many of the 
world’s finest ensembles; highlights from recent seasons 
include appearances with the Royal Concertgebouw 
Orchestra, Royal Stockholm Philharmonic Orchestra, 
New York Philharmonic, The Cleveland Orchestra, the 
Boston, Chicago, San Francisco, Montreal and Toronto 
Symphony orchestras, Bavarian State Opera and the  
Hong Kong Philharmonic Orchestra. He has visited the 
Minnesota Orchestra regularly, and has an ongoing 

relationship with the New World Symphony. 
Equally at home in the opera house, Mark Wigglesworth 
has worked regularly at Glyndebourne, Welsh National 
Opera and English National Opera. He has conducted at 
the Royal Opera House (The Mastersingers of Nuremberg), 
Sydney Opera House (Peter Grimes) and the Metropolitan 
Opera (The Marriage of Figaro). 
His recordings have centred on a project with BIS 
Records to record all the symphonies of Shostakovich. 
Other recordings include Mahler’s Symphony No.6 and 
No.10 with the Melbourne Symphony Orchestra, and 
works by Vaughan Williams and Britten with the Sydney 
Symphony Orchestra.

JAMES EHNES violin

For information about James Ehnes, please see page 16
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booK noW
mso.com.au i (03) 9929 9600

a collection of viennese masterpieces at Melbourne 
town hall featuring Mozart’s poignant and beautiful 

clarinet concerto, renowned for its delicate interplay 
between soloist and orchestra. 

29 november
Melbourne Town Hall

Graham Abbott conductor
Philip Arkinstall clarinet
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‘I recall Tbilisi as a town of songs,’ 
Khachaturian once said of his 
Georgian birthplace. ‘Everybody 
sang: the artisan as he worked in his 
little yard or in the street in front of 
his house, the street vendors selling 
Georgian sour milk, fruit and fish. 
Each vendor had an individual 
melody of his own, an expressive 
motif that I shall never forget.’
These sounds were an integral part of 
Khachaturian’s heritage and a constant 
stream of influence running through 
his work. The composer didn’t directly 
imitate or appropriate these folk 
idioms, but utilised them as a seed – 
an initial motif to be freely developed, 
transformed and musically enriched.
Khachaturian went to Moscow to 
begin his studies in 1922. The theatres 
and concert halls buzzed with activity 
and crowds of people flocked to see 
the ‘progressive art’ of a developing 
socialist society. Khachaturian was 
indelibly affected. By the time he 

embarked on his professional career  
in 1932, Stalin’s rise to power was 
complete and Socialist Realism was 
official state policy. The consequent 
formula for composers was 
tunefulness, accessibility, clear-cut 
forms and optimistic expression. To 
some extent Khachaturian accepted 
the validity of these ideas in his use  
of fairly conventional harmonies and 
avoidance of overly dark, introspective 
writing. However the composer’s 
natural penchant for writing simple 
folksong-like melodies meant that, 
unlike Shostakovich or Prokofiev, 
little substantial change in his 
compositional style was required  
to meet Stalin’s demands. 
During the summer of 1940, 
Khachaturian conceived his Violin 
Concerto in the composers’ home built 
by the Union of Soviet Composers 
beside the Moscow River. In this 
environment, he said, ‘sometimes my 
thoughts and imagination outpaced 
the hand that was covering the staff 
with notes. The themes came to me in 
such abundance that I had a hard time 
putting them in some kind of order.’
There is a sense of this frenetic activity 
in the first gestures of the concerto and 
in particular, those of the violin. 
Following the orchestra’s heralding 
call, the soloist gallops forth with a 
fiery, sharply accented theme that 
recalls the composer’s Armenian 
heritage. This powerful phrase recurs 
in various guises throughout the 
movement. From its initial rhythmic 
pattern, Khachaturian derives a lyrical 
dance tune which later forms the core 
of a contrasting melody. After the 

soloist’s extended cadenza, 
Khachaturian delivers a conclusion  
at break-neck speed – the opening 
theme returning triumphantly with 
full orchestra, beneath a virtuosic 
display from the solo violin. 
After the exertions of the first 
movement, in the second the music  
is highly atmospheric, opening with a 
meditative song from the bassoon that 
speaks of the Armenian ashughs (an 
Armenian traditional itinerant bard). 
The finale is optimistic, even festive.  
A fanfare-like introduction heralds  
the emergence of a theme of which  
the Socialist Realists would no doubt 
have approved. Tuneful and inspired 
by traditional Armenian dance, this 
melody is underlaid by a heavily 
accented rhythmic figure which drives 
the movement inexorably towards a 
dramatic conclusion. As this moment 
approaches we return to the potent 
theme of the concerto’s opening, now 
taken by both soloist and orchestra – 
the two finally united in a vigorous 
climax to end the work. 
Abridged from an annotation by  
Paul Bibby
Symphony Australia © 2004
The Queensland Symphony Orchestra 
gave the first Australian performances of 
the work, in May 1958 with violinist Ida 
Haendel and conductor Rudolf Pekarek. 
The MSO first performed the concerto in 
September 1959 with conductor Bernard 
Heinze and soloist Devy Erlih, and most 
recently in August 2007 with Carl St 
Clair and Philippe Quint.

INTERVAL 20 mInUteS

ProKoFiev, SHoStAKovicH AnD KHAcHAtUriAn in 1945

ArAm KHAcHAtUriAn

ARAM 
KHACHATURIAN 
(1903-1978)
concerto in d minor for violin 
and orchestra

i Allegro con fermezza
ii Andante sostenuto
iii Allegro vivace

James Ehnes violin
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Although Russia lost about a sixth  
of its population in the second world 
war, the end of the global conflict was 
not felt with any great sense of relief 
by the Soviet people. They knew that 
Stalin wold simply refocus on internal 
affairs. So paranoid was the dictator, 
in fact, that through fear at what 
Russian prisoners of war might have 
assimilated whilst in Nazi camps in 
Germany, they were all arrested on 
their return and sent to the Gulag. 
Depression increased as Stalin’s grip 
over the world grew, and acquiring 
Poland and Hungary raised both the 
scope and need for more victims. The 
late 1940s were times when people 
who had been sentenced to ten years 
in prison in the terror of the late 
1930s were due to be released. More 
often than not they were immediately 
rearrested to prevent the absurdities 
of the original convictions becoming 
public knowledge. The bonding that 

war had brought about was soon 
disintegrating again. People began to 
keep cushions over their telephones 
through the belief that they were 
bugging devices. Every acquaintance 
was a possible informer and Stalin 
declared that there was no nobler act 
than denouncing a friend. 
It was not long before the arts felt the 
brunt of the Party’s attack. At the 
First Congress of the Union of Soviet 
Composers in 1948, the Minister for 
Culture, Andrei Zhdanov, proclaimed 
that contemporary music was ‘like a 
dentist’s drill. The only arbiters should 
be the people and what the people 
want is mass songs.’ Shostakovich’s 
Symphony No.8 was described as ‘not 
a musical work at all, repulsive and 
ultra-individualist.’ He was forced to 
resign from the composers’ union. He 
became a non-person. People smashed 
his windows. 
The gap between his Ninth and Tenth 
symphonies was the largest between 
any of Shostakovich’s major orchestral 
works. But was it really a gap? The 
composer once said that he thought 
long and wrote fast. He would 
normally compose the piece completely 
in his head and only when it was 
‘finished’ would he write it down. This 
actually makes it very hard to pinpoint 
the exact date of composition. It used 
to be assumed that Shostakovich wrote 
the Symphony No.10 after the death of 
Stalin in 1953. Certainly it is hard to 
imagine him daring to publish a piece 
like this whilst his tormentor was still 
alive, but the pianist and friend of the 
composer, Tatiana Nikolayeva, swore 
that she heard him play parts of the 
work to her as early as 1951. 
Shostakovich admitted in Testimony 
what most people had always 
presumed, namely that this work was 
about Stalin. Whether he was dead or 
alive at the time is not really the point. 
The first movement, a huge arching 
slow waltz that builds to a climax as 
inevitably as it recedes away from it,  
is an amazing journey that, despite 
apparently ending where it began,  
has travelled an enormous distance. 
Structurally it is the most perfect 
single orchestral movement he ever 
wrote. Emotionally there is a tired and 
drained quality that reflects the poet 
Akhmatova’s line: ‘How sad that there 
is no one else to lose, and one can 

weep.’ We feel the exhaustion of all 
who lived through the 25 five years 
of Stalin’s tyranny. 
It was a regime whose brutal 
inexhaustibility Shostakovich portrays 
in the breathtaking second movement. 
It begins fortissimo and is followed by 
no fewer than 50 crescendos. There are 
only two diminuendos. The effect is 
self-explanatory. The emotion is not so 
much a depiction of Stalin himself, but 
an anger that he ever existed. In fact, 
such was his hold over the people, that 
the hysteria greeting his funeral 
cortege was so great that hundreds  
of people were crushed to death  
by tanks trying to keep order and 
protect the coffin. It is typical of 
Stalin that he should have continued 
to be responsible for people’s deaths 
even from beyond the grave. 
Like the first movement, the third is 
another attempt to dance. This waltz 
is more macabre and is based on  
a theme that is the first four letters  
of the composer’s own initial and 
suname. When the letters DSCH are 
turned into German musical notation, 
they spell the notes D-E flat-C-B. But 
defining his identity like this does not 
seem to get him anywhere. The music 
keeps falling back on itself. There 
seems no way out until the cellos  
and basses, in a desperate crescendo, 
stumble as if by chance upon an an 
initially enigmatic horn call. This five-
note theme appears no less than 12 
times – every time almost identically – 
and bears a striking resemblance to 
the opening horn fanfare of Mahler’s 

SHoStAKovicH WitH one oF HiS 
cLoSeSt FrienDS, Art critic  
ivAn SoLLertinSKy

DMITRI 
SHOSTAKOVICH 
(1906-1975)
Symphony no.10 in e minor, 
Op.93

i Moderato
ii Allegro
iii Allegretto
iv Andante – Allegro

SHoStAKovicH in 1950
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Das Lied von der Erde. The message  
of this deeply optimistic work would 
have undoubtedly struck a chord with 
Shostakovich. Despite all the horrors, 
life itself is beautiful and will always 
be so despite man’s attempts to ruin it. 
The world will always renew itself. 
Another possible meaning for the 
theme is that, using the French system 
of notation as well as the German one, 
the horn call can be taken to spell the 
name ELMIRA: E-L(a)-Mi-R(e)-A. 
Elmira Nazirova was an Azeri pianist 
and composer who had studied with 
Shostakovich. He had become 
infatuated with her and wrote her 
numerous letters during the summer 
of 1953. Maybe both ‘translations’ 
are relevant. One represents eternal 
nature, the other human love. Both 
are forces for good and as such, the 
most powerful weapons against an  
evil like Stalin’s. 
The horn call symbolises an 
alternative. Unfortunately there seems 
no way of connecting with it. The 
movement recapitulates the DSCH 
waltz and it becomes increasingly 
desperate. Over and over again the 
DSCH motif is repeated, frantically 
trying to assert its individuality. At its 
almost hysterical climax, the eternal 
love theme returns, this time on all 
four horns and fortissimo. Yes, that is 
the answer. That is the alternative. But 
you wonder if the realization has come 
too late. The final horn call is a long 
way away, beyond our grasp again. 
The finale opens in a Siberian 
landscape with solitary woodwind 
voices trying to communicate with 
each other across the barren plains.  
It is the slowest music of the whole 
symphony, a timely reminder of the 

desolation that the prisoners were 
actually experiencing. To survive the 
camps was a miracle. It was not 
uncommon for 40 men to be kept in  
a cell built for four. Many were simply 
shot as their sentence came to an end 
on the presumption that if they were 
still alive they had either worked less 
than they should have or eaten more 
than their share. At home, life goes  
on and the ensuing allegro depicts the 
humdrum and meaningless existence 
of people trying to avoid their own 
deportation. The symphony is not 
sure which is worse. At least the 
prisoners were allowed to cry. The fast 
music never really gets going.  
As Shostakovich said: ‘It is very hard 
to run free when you are constantly 
looking over your shoulder.’ You can 
pretend to be playing games but you 
will always be playing them in a kind 
of prison. The poet Osip Mandelstam’s 
description of the time is haunting: 
‘We were capable of coming to work 
with a smile on our face after a night in 
which our home had been searched or 
a relative arrested. It was essential to 
smile. If you didn’t, it meant that you 
were afraid or unhappy. Nobody could 
afford to admit this.’ 
The purges had made virtually 
everyone an accomplice. It was like a 
snowball, gathering up all it touched. 
As the somewhat gossipy bassoon 
begins the finale’s coda, it is joined one 
by one by almost everybody else. 
Galloping alongside is the evil rhythm 
of the second movement – the return 
of the snare drum giving us no option 
but to realize that Stalin is the one 
pushing the snowball down the hill. 
But the horns and timpani fight back, 
hammering out the DSCH motif and 
with it the desire to remain individual. 
I will not be beaten, he is shouting. 
You will never get me. The defiance  
is remarkable. The fact that the 
opposition to it is still there, however, 
lends credence to the fact that 
Shostakovich could have conceived 
this work before Stalin died. Perhaps 
he just realized that after Stalin would 
simply come somebody else to repress 
the people. Either way, there is no 
sense of relief at the end of this work, 
just a triumphant assertion that, 
despite the continued presence of 
tyranny, an individual with a strong 
enough spirit can survive. ‘If they chop 
my hands off,’ he said, ‘I will continue 

to compose music – even if I have to 
hold the pen between my teeth’. Only 
Shostakovich can be so optimistic, 
pessimistic and ultimately realistic  
in one work without any sense of 
contradiction. It is what makes all  
his symphonies such vital chronicles 
of the 20th century.
©Mark Wigglesworth
The premiere of Shostakovich’s 
Symphony No.10 was given in 
Leningrad under the direction of 
Yevgeny Mravinsky in December 1953. 
The Sydney Symphony Orchestra gave 
the first Australian performances in 
1956 under Sir Bernard Heinze, who 
also conducted the first performances of 
the work by the Melbourne Symphony 
Orchestra in May 1957. The MSO most 
recently performed it in September 
2000 with Mark Wigglesworth.

SHoStAKovicH in HiS  
comPoSinG HUt

ProPAGAnDA imAGe oF StALin

GUeSt MelbOUrne 
SyMphOny OrcheStra 
MUSicianS fOr 
RUSSIAN MASTERPIECES
Rebecca Adler violin
Jacqueline Edwards violin
Jenny Khafagi violin
Michael Loftus-Hills violin
Oksana Thompson violin
Brett Yang violin
Simon Oswell viola
Danielle Arcaro viola
Caroline Henbest viola
Helen Ireland viola
Paul Ghica cello
Zoe Knighton cello 
Mee Na Lojewski cello
Esther Wright double bass
Rohan Dasika double bass 
Rachel Shaw horn
Robert Collins trombone
Charles MacInnes trombone



46

ABoUT THE mUSic
russian masterPieCes

The extraordinary importance placed 
on the arts in the former Soviet bloc 
might seem, in a perverse way, 
positively utopian: Bertolt Brecht 
once commented, after being 
interrogated by the East German 
authorities, that no Western 
government would have taken the 
trouble to sit down and discuss his 
work with him for five hours!
As by far the most important 
composer to have spent his entire 
career under Soviet rule, Shostakovich 
– from all accounts, a shy and nervous 
man – was on at least three occasions 
the focus of public attention in a way 
that no composer in the West has ever 
been. The exact nature of this nexus 
between immense political forces and 
one private creative personality is still, 
however, far from being completely 
understood, even now that both 
protagonists have passed into history.
(Western) music history’s view  
of Shostakovich’s relationship with 
the authorities has shifted markedly 
in the three decades since his death. 
Considered by many to be a 
compliant supporter of the system 
during his lifetime, he was later 
portrayed as a committed believer  
in the principles of socialism who 
became disillusioned with the reality 
of Soviet society in practice. The 
weight of current opinion is that he 
was always bitterly opposed to the 
regime, and indeed that his life was 
completely dominated by a sense of 
powerlessness in the face of Stalinism, 
and by his mourning for its victims. 
This last view is founded largely  
on the evidence of his supposed 
memoirs, Testimony, published in  
the West four years after his death. 
Although its authenticity was initially 
called into question, the book’s 
scathing condemnation of Soviet 
society has come to be generally 
accepted, particularly as more and 
more evidence has emerged from 

various sources confirming the 
atrocities of the Stalin years.
At the same time, however, this 
account is a considerable over-
simplification of a complex creative 
personality. Born in St Petersburg  
in 1906, Shostakovich was a member 
of the first generation of composers 
actually born in the 20th century 
(others include Tippett, Messiaen, 
Carter, Walton and Dallapiccola); 
his early training at the St Petersburg 
Conservatoire followed extremely 
traditional 19th-century models,  
but World War I and the Russian 
Revolution were also a crucial part of 
his formative years. This background 
gave him, like the other figures just 
mentioned, a deep-rooted respect for 
history and tradition, but a 
simultaneous determination to 
extend it from within.
Shostakovich’s music may be described 
as fundamentally conservative in form, 
but much less so in content. His 
harmonic language is a case in point. 
Although his works are almost always 
tonal, to the extent of bearing key 
designations, the tonality is distorted 
and extended in subtle and interesting 
ways. The driving force behind these 
manipulations is a perpetually restless 
melodic impulse, which always seems 
most at home in a minor-inflected 
yearning or lamenting mood.
Indeed, it seems that tragedy is 
Shostakovich’s normal mode of 
expression. There are very few 
genuinely happy passages in his music, 
and those which may initially appear  
to be positive are often undermined, 
either harmonically or formally. 
Shostakovich was fascinated with 
Jewish folk music, and particularly its 
ability to express conflicting emotions, 
its ‘laughter through tears’; like his 
great predecessor Mahler, he often 
succeeded in creating a similarly ironic 
layering in his own music. It is only in 
its elegies that the music is unequivocal. 

According to Testimony, the composer 
himself was well aware of this trait, 
and was in no doubt as to its 
wellsprings. He declared: 
The majority of my symphonies are 
tombstones. Too many of our people died 
and were buried in places unknown  
to anyone, not even their relatives.  
It happened to many of my friends. 
Where do you put the tombstones…?  
Only music can do that for them.  
I’m willing to write a composition for each 
of the victims, but that’s impossible, and 
that’s why I dedicate my music to them all.
Shostakovich is widely regarded as the 
finest traditional symphonist of the 
20th century, but his tragic outlook 
leads to a more far-reaching recasting 
of symphonic form than might appear 
at first glance. His first movements are 
predominantly slow and brooding 
rather than energetic, often rising  
to a powerful central climax. His 
scherzos are bitter and even savage, 
while his slow movements seldom 
achieve serenity. Most interesting  
of all are the finales, which range 
widely in scope and tempo, and are 
often quite ambiguous. Sometimes 
the proportions of the music seem  
to be deliberately askew: the Sixth 
Symphony, for example, consists of a 
20-minute adagio followed by two five-
minute scherzos, while the outwardly 
triumphant conclusion of the finale  
of the Fifth is so short as to be absurd.
While the prevailing mood of his music 
remained quite consistent, 
Shostakovich’s output may conveniently 
be divided into three phases – once 
again, with external events playing  
a crucial role. Shostakovich was 
something of a prodigy: his First 
Symphony, written as a graduation 
piece in 1925 when he was just 18 years 
old, achieved instant success not only 
locally but around the world.
The following years were a time of 
great artistic freedom and 
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experimentation in the Soviet Union, 
and the music of Shostakovich’s early 
period takes full advantage of this. It 
is brilliant, brittle and grotesque, the 
work of an immature but wildly 
inventive mind. This period reached 
its climax in the expressionist violence 
and compelling theatricality of the 
opera Lady Macbeth of the Mtsensk 
District (1932), and in the black 
despair of the Mahlerian Fourth 
Symphony (1936), Shostakovich’s 
earliest musical response to the 
nightmare of Stalinism.
The appearance in Pravda in 1936  
of an article headed ‘Sumbur vmesto 
muzyki’ (Chaos instead of music) 
stopped Shostakovich’s career in its 
tracks. Probably the most infamous 
music review ever written, it is 
thought to have originated from 
Stalin himself, and constitutes a 
scathing attack on Lady Macbeth, 
which had been enjoying enormous 
public and critical success. It is surely 
no coincidence that Shostakovich 
never wrote another opera, which, 
judging from the hysterical power  
of Lady Macbeth, was a major loss to 
20th-century musical theatre. 
On the other hand, the self-
examination evidently prompted by 
official criticism also yielded more 
positive results; the works of 
Shostakovich’s middle period, 
beginning with the well-known Fifth 
Symphony of 1937, are much tighter 
and more disciplined than his earlier 
music. As well as being more classically 
balanced, the works of this period are 
also more heroically ambitious. 
Perhaps surprisingly, the war years 
were a time of liberation for Soviet 
artists: at last they were free to 
grieve, ostensibly for the victims of 
fascism and the battlefield, but also 
secretly for those of the Stalinist 
terror. These sentiments inform 
Shostakovich’s Seventh Symphony, 
Leningrad – a worldwide (albeit, in 
the composer’s view, misunderstood) 
success during the war – and his 
tragic Eighth Symphony, as well as 
the Piano Quintet and other works 
for chamber forces.
The Ninth Symphony was written in 
1945, and constituted an immediate 
response to the end of the war. Despite 
being the composer’s most optimistic, 
approachable work, it seems to have 

acted as the trigger for a second major 
blast of official disapproval, because it 
failed to be the glorious, heroic 
apotheosis of victory which Stalin was 
expecting. The Anti-Formalist decree 
of 1948 attacked many composers, but 
Prokofiev and Shostakovich were at 
the top of the list. Shostakovich 
responded by immersing himself in 
film scores and patriotic oratorios. 
It was only with Stalin’s death in 1953 
that Shostakovich resumed his public 
profile as a concert composer, with his 
commanding Tenth Symphony, 
dominated by his musical monogram, 
DSCH (in musical nomenclature, 
D-E flat-C-B). This work initiated 
the third and final period of his 
career, in which his music was marked 
by yet further refinement, and by an 
increasing introspection and obsession 
with death. 
The focus of his output shifted ever 
more from orchestral to chamber 
music – the last 10 of his 15 string 
quartets date from after 1953 – and the 
sparseness of his chamber textures also 
informs his works in other genres. His 
last five symphonies range widely in 
format, from the tone-poems of Nos 
11 and 12 to the song-cycles of Nos 13 
and 14. Symphony No.15 is one of his 
most enigmatic works, riddled with 
quotations from Rossini and Wagner, 
as well as from his own music.
Apart from the First Piano Concerto, 
all of Shostakovich’s concertos date 
from his late period. The contrasts of 

personality between them are 
revealing. The two violin concertos 
are serious, intensely tragic works, 
while those for the piano (the 
composer’s own instrument) are glib 
and flippant, revealing little of any 
deeper character. Only in the cello 
concertos, both dedicated to 
Shostakovich’s close friend Mstislav 
Rostropovich, do the two manners 
co-exist, in elegant balance. 
It must remain a matter for 
fascinating conjecture as to what 
extent Shostakovich’s two lapses into 
disfavour altered the course of his 
musical development, or whether the 
apparent changes in direction were 
simply the result of increased 
maturity. On the strength of his 
works up to 1936, he might have 
been considered the expressionist 
heir to Mahler and Berg, whereas 
the middle-period works established 
him as a relatively conservative 
master of the symphonic tradition, 
and the economy of the late music 
brought him much closer to younger 
figures like Britten. It is perhaps a 
measure of Shostakovich’s genius 
that his music survived the traumas 
of the period through which he lived, 
where that of so many of his 
contemporaries did not.
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