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Andrew Gourlay conductor 
Karen Gomyo violin

HUMPERDINCK
Hansel and Gretel – Prelude
Duration 7 mins

BRUCH
Violin Concerto No 1
Vorspiel [Prelude] (Allegro moderato) –
Adagio
Finale (Allegro energico)
Duration 25 mins

INTERVAL

Duration 20 mins

DELIUS
The Walk to the Paradise Garden
Duration 8 mins

MENDELSSOHN
Symphony No 5, Reformation
Andante – Allegro con fuoco – Andante 
come I – Meno allegro come I
Allegro vivace –
Andante – 
Chorale (Ein’ feste Burg ist unser Gott): 
Andante con moto – Allegro vivace – 
Allegro maestoso – Più animato poco a 
poco
Duration 28 mins

This concert will end at approximately 
9.30pm.

Tasmanian Symphony Orchestra concerts are broadcast and streamed throughout  
Australia and around the world by ABC Classic FM. We would appreciate your cooperation 
in keeping coughing to a minimum. Please ensure that your mobile phone is switched off.
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Federation Concert Hall 
Hobart

M
A

S
TE

R
 7

Sponsored by

CRAFTED FINANCIAL PLANNING  
& WEALTH CREATION SOLUTIONS

03 6294 0000  |  UNICAWEALTH.COM.AU

00
86

GOMYO
+BRUCH



54

Andrew Gourlay

In July, Andrew Gourlay began his second 
season as Music Director of the Orquesta 
Sinfónica de Castilla y León (OSCyL), having 
been its Principal Guest Conductor since the 
2014-15 season. Beside the OSCyL, recent 
appearances have included the City of 
Birmingham Symphony Orchestra (replacing 
Mirga Gražinytė-Tyle at 48 hours’ notice 
in music of Richard Strauss, Copland and 
Rachmaninov), the San Diego Symphony 
(in music of Copland, Gershwin and 
Andrew Norman), and Björk’s September 
2016 concert at the Albert Hall. Other 
orchestras he has conducted include the 
Norrköping Symphony, London Sinfonietta, 
Royal Flemish Philharmonic and Australian 
Youth Orchestra. In opera Andrew Gourlay 
has conducted the UK première of Luca 
Francesoni’s Quartett for the Royal Opera 
House, Covent Garden, and La Tragédie de 
Carmen and Dvořák’s Rusalka for English 
Touring Opera. In 2016 he conducted 
a new production of Tippett’s The Ice 
Break for Birmingham Opera Company 
and the CBSO. Recordings include Emily 
Howard: Magnetite with the Royal Liverpool 
Philharmonic, and Wieniawski and Bruch 
violin concertos with Charlie Siem and the 
London Symphony. Of Russian ancestry, 
Andrew Gourlay was born in Jamaica 
and grew up in the Bahamas, Philippines, 
Japan and England. He was a professional 
trombonist until his mid-20s. In 2010 he won 
First Prize in the Cadaques International 
Conducting Competition.

Karen Gomyo

Karen Gomyo’s recent appearances have 
included her Paris debut in Britten’s Violin 
Concerto with the Orchestre Philharmonique 
de Radio France, Bartók with the Minnesota 
Orchestra and Beethoven with the Toronto 
Symphony. Conductors with whom she has 
worked include Sir Andrew Davis, Neeme 
Järvi, David Robertson, Jakub Hru°ša and 
Mark Wigglesworth. Her chamber music 
partners have included Leif Ove Andsnes, 
Olli Mustonen and Isabelle Van Keulen. In 
2015, she presented the North American 
première of Matthias Pintscher’s Violin 
Concerto No 2 Mar’Eh with the National 
Symphony Orchestra, Washington DC, and 
she presented that work again in Dallas 
in January. She is deeply interested in the 
Nuevo Tango music of Astor Piazzolla, 
and has recorded with Piazzolla’s longtime 
pianist and tango legend Pablo Ziegler 
and his partners. She was violinist, guide, 
and narrator for the 2014 documentary film 
Mysteries of the Supreme Violin, broadcast 
worldwide on NHK WORLD. Karen Gomyo 
was born in Japan and moved with her 
mother to Canada at the age of two. She 
began playing the violin at the age of 
five and moved to New York to study at 
Juilliard’s pre-college, where her teachers 
included Dorothy DeLay. Karen Gomyo 
plays on the “Aurora, ex-Foulis” Stradivarius 
violin of 1703 that was bought for her 
exclusive use by a private sponsor.

Hansel and Gretel – Prelude

But for the British pop singer who 
appropriated his name, Engelbert 
Humperdinck’s continuing fame rests on 
this one opera, yet he could be credited 
with leading Romantic music out of “the 
Wagnerian impasse”. Many 19th- and early 
20th-century composers attempted to find 
a place for themselves in musical history 
by outdoing Wagner – more myths, more 
symbolism, more dissonance piled upon 
dissonance. Humperdinck turned back to 
fairy tales and folk tunes, and his Hansel 
and Gretel might be described as the 
Wagnerian universe seen through the eyes 
of a child.

The project started life as some songs for 
a Hansel and Gretel performance given 
by the children of Humperdinck’s sister 
in 1890. The success of this little family 
entertainment led the composer to the 
creation of his most successful work. On 
receiving the score of the opera in October 
1893, Richard Strauss declared the work a 
masterpiece and conducted the première 
just two months later. The lush simplicity 
of the work literally captivated the world 
– Humperdinck’s Hansel and Gretel was 
eventually translated into 20 languages – 
and the composer was able to retire from 
public life in 1897 largely thanks to the 
royalties. It was that rare masterpiece that 
was both immediately popular and deeply 
enduring.

Although he was a prolific composer, his 
opera Königskinder is the only other work 
of his that achieved any real fame, yet it is 
now considered a novelty, whereas Hansel 
and Gretel is imperishable. It was the first 
opera to be broadcast on radio (from 
Covent Garden in 1923) and the first to 
be transmitted live from the Metropolitan 
Opera (in 1931). A simplified arrangement 
by Ludwig Andersen in 1927 brought it 
within the reach of amateur groups and 
schools, further popularising the work.

Critics have sometimes wondered if style 
overpowers content in Humperdinck’s 

telling of the familiar fairy tale, but his use 
of folk elements was a counterbalance to 
any heaviness. “Overpowering” is certainly 
not the case with the Prelude, which 
Humperdinck described as “Children’s 
Life”.

The Prelude begins with the quintessentially 
Romantic sound of a quartet of horns 
playing the prayer which the two children 
will offer in Act II, when, sent from their 
house by their harassed mother, they find 
themselves lost in the woods. This innocent 
theme is developed in counterpoint, until 
interrupted by a trumpet, representing 
the counter-charm, the means by which 
the Witch is vanquished. We next hear the 
theme of the Dew Fairy, who drives sleep 
from the children’s eyes, and the dance 
melody which is heard exultantly at the end 
of the opera, as the characters celebrate 
their victory over the Witch who had tried 
to cook the children in her Gingerbread 
House. All these themes are combined 
ingeniously and the Prelude ends with the 
prayer music. It’s immediately entertaining 
and enjoyable.

Humperdinck applied to be director of 
the NSW Conservatorium of Music when it 
opened in 1914, but was considered too 
advanced in years to take up the post (he 
was 70 at the time).

Edited from annotations by Gordon Kalton 
Williams © Symphony Australia 2007, and 
Phillip Sametz ©2006.

The Tasmanian Symphony Orchestra first 
performed this work with conductor Walter Stiasny 
in Hobart on 4 November 1958 and, most recently, 
with Eivind Aadland in Hobart on 20 September 
2013.

Engelbert Humperdinck (1854-1921)
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Violin Concerto No 1 in G minor, Op 26
Vorspiel [Prelude] (Allegro moderato) –
Adagio
Finale (Allegro energico)

Max Bruch’s First Violin Concerto is one 
of the greatest success stories in the 
history of music. The violinist Joseph 
Joachim, who gave the first performance 
of the definitive version in 1868 and had 
a strong advisory role in its creation, 
compared it with the other famous 19th-
century German violin concertos, those 
of Beethoven, Mendelssohn and Brahms. 
Bruch’s, said Joachim, is “the richest, the 
most seductive”. Soon Bruch was able to 
report that his concerto “is beginning a 
fabulous career”. In addition to Joachim, 
the most famous violinists of the day took it 
into their repertoire: Auer, Ferdinand David, 
Sarasate. With his first important large-scale 
orchestral work, the 30-year-old Bruch had 
a winner.

In 1911 Bruch was asked why he, a pianist, 
had taken such an interest in the violin. 
He replied, “Because the violin can sing 
a melody better than the piano can, and 
melody is the soul of music.” It was Bruch’s 
association with Johann Naret-Koning, 
concertmaster of the Mainz orchestra, which 
first set him to composing for the violin.  
He did not feel sure of himself and reported 
that between 1864 and 1868 “I rewrote my 
[first] concerto at least half a dozen times, 
and conferred with x violinists.” The most 
important of these was Joachim.

Like Mendelssohn in his celebrated Violin 
Concerto, Bruch brings the solo violin in 
right from the start, after a drum roll and 
a motto-like figure for the winds. The 
alternation of solo and orchestral flourishes 
suggests to Michael Steinberg a dreamy 
variant of the opening of Beethoven’s Fifth 
Piano Concerto (Emperor).

With the main theme launched by the 
solo violin and a contrasting descending 
second subject a conventional sonata form 
seems to be under way. But where the 

recapitulation would begin, Bruch uses the 
opening chords and flourishes to prepare 
a soft subsiding into the slow movement 
where the songful character of the violin 
is to the fore. The songful character of the 
violin is to the fore in the Adagio, where two 
beautiful themes are linked by a memorable 
transitional idea featuring a rising scale.

The Hungarian or Gypsy dance flavour of 
the last movement’s first theme must be a 
tribute to the native land of Joachim, who 
had composed a “Hungarian” concerto. 
Bruch’s writing for the solo violin scales new 
heights of virtuosity. Of the second subject, 
Tovey observes that Bruch’s work “shows 
one of its noblest features just where 
some of its most formidable rivals become 
vulgar.” In this concerto for once Bruch was 
emotional enough to balance his admirable 
skill and tastefulness.

The success of this concerto was to be a 
mixed blessing for Bruch. Few composers 
so long-lived and prolific are so nearly 
forgotten except for a single work.  
(Kol nidrei for cello and orchestra is Bruch’s 
only other frequently performed piece, its 
use of Jewish melodies having erroneously 
led many to assume that Bruch himself 
was Jewish.) Bruch followed up this violin 
concerto with two more, and another six 
pieces for violin and orchestra. But although 
he constantly encouraged violinists to play 
his other concertos, he had to concede that 
none of them matched his first.

Abridged from David Garrett © 2004

The Tasmanian Symphony Orchestra first 
performed this work with conductor Joseph Post 
and soloist Beryl Kimber in Hobart on 11 April 
1951 and, most recently, with Marko Letonja and 
Tasmin Little in Hobart on 18 August 2012.

Max Bruch (1838-1920)

The Walk to the Paradise Garden, from  
A Village Romeo and Juliet

The Walk to the Paradise Garden is an 
intermezzo between the fifth and sixth 
scenes of Delius’ opera A Village Romeo 
and Juliet, first produced in Berlin in 1907, 
and then in Britain, by the Delius champion, 
Beecham, in 1910.

In Gottfried Keller’s original tale, two 
farmers quarrel over a strip of land and 
forbid their children, Sali and Vrenchen 
(playmates since birth), to have anything 
further to do with each other. Over the 
years, Sali and Vrenchen meet in secret, and 
finally they protest their love. They decide 
to have one day of happiness together at 
a neighbouring fair. But the gossiping and 
inquisitive glances force them to leave, and 
they walk to a riverside inn, the Paradise 
Garden. Aware that their fathers’ feud 
makes it impossible for them to enjoy an 
untroubled life together, they decide to end 
it all. Sali carries Vrenchen to a boat and 
pulls out the bung. The river closes over 
them.

According to one writer, The Walk to the 
Paradise Garden expresses the “beauty 
of constant love, the awakening of…
sexual awareness, the enduring serenity of 
the countryside and a sense of imminent 
tragedy [which plays] through the music 
like the dappled rays of sunlight in a deep 
forest”. The country in Delius’ mind when 
he composed this music may have been his 
immediate environment at Grez-sur-Loing 
in France, where he had lived since 1897; 
the slow-moving river at the bottom of his 
property was perhaps a visual reference for 
the river which is so important in this tale. At 
any rate, Delius’ own preoccupation with the 
ephemeral nature of human life suffuses the 
opera. The detachment which Cecil Gray 
described as characterising Delius’ own 
brand of nostalgia and melancholy may well 
explain the almost-contemplative attitude 
with which this opera explores the tragedy 

of frustrated love and the imposition of 
external forces on internal needs.

Technically, it could be said that Delius’ 
artistic position is arrived at by making 
an expressive virtue of the indefiniteness 
of early 20th-century chromatic harmony. 
Taking advantage of this freedom, 
according to Deryck Cooke, Delius 
“softened the edges of rhythm and form, 
within the general orbit of a slow tempo, 
until his music took on all the aspects 
of a stream of pure rhapsody”. Felix 
Aprahamian’s description of this intermezzo 
highlights and details the music in the light 
of the rhapsodic nature of its construction: 

[It] begins slowly in E-flat major. With 
its shedding of flats in a nominal but 
highly chromatic C major, there appears 
a motif on the clarinet soon taken up 
by other instruments. Beginning with 
a rising triplet, a characteristic Delian 
fingerprint, it plays an important part in 
the ecstatic progress of the piece which 
rises to two climaxes each culminating 
in a broad tune sung out by the 
strings. The second of these, more fully 
orchestrated, is in B major, the key of 
the final scene and of the quiet ending 
of the lovers’ wordless walk to the 
garden of the Paradise Inn.

Abridged from a note by Gordon Williams, 
Symphony Australia © 1994

The Tasmanian Symphony Orchestra first 
performed this work with conductor Kenneth 
Murison Bourn in Hobart on 16 September 1948 
and, most recently, with Richard Mills in Hobart on 
3 May 2008.

Frederick Delius (1862-1934) 
Arranged by Sir Thomas Beecham
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Symphony No 5 in D minor, Op 107, 
Reformation
Andante – Allegro con fuoco – Andante 
come I – Meno allegro come I
Allegro vivace –
Andante – 
Chorale (Ein’ feste Burg ist unser Gott): 
Andante con moto – Allegro vivace – 
Allegro maestoso – Più animato poco a 
poco

In 1830 Mendelssohn sent a copy of his new 
untitled symphony to his sister, Fanny:

Try to collect opinions as to the title 
I ought to select: “Reformation” 
Symphony, “Confession” Symphony, 
Symphony for a Church Festival, 
“Juvenile” Symphony or whatever you 
like. Write to me about it and instead  
of all the stupid suggestions, send me 
one clever one; but I also want to hear 
all the nonsensical ones that are sure  
to be produced.

Whether or not Mendelssohn considered 
“Reformation” Symphony a stupid name, 
it was the name that stuck, with the full 
title “Symphony for the Festival of the 
Reformation of the Church” appearing 
on the first title page. The symphony 
was composed for the 300th anniversary 
celebrations of the Augsburg Confession 
(the moment that signifies the birth of 
the Protestant church): celebrations that 
failed to take place due to civil unrest. To 
make matters worse, the orchestra of the 
Paris Conservatoire, who were the next to 
consider giving the première, rejected the 
symphony as “dry and scholastic”, citing 
“too much counterpoint, too little melody”. 
This was something of a shock for the young 
composer: an attack not just on himself, 
but on counterpoint itself, which was his 
homage to his beloved Bach. The première 
performance did not take place until 1832, 
at the Singakademie in Berlin; and the work 
was not published until after the composer’s 
death, which explains why his second 
symphony is now known as No 5.

Felix Mendelssohn (1809-1847)

Musicologist Charles Rosen claims that 
“Mendelssohn is the inventor of religious 
kitsch in music”. He defines this as 
music that “substitutes for religion itself 
the emotional shell of religion”. Such 
comments may recall the Fascist attempts 
to remove Mendelssohn from the canon: 
“Mendelssohn was an Ersatz for German 
master”, wrote critic Karl Grunsky, in 1935. 
However, Rosen sees the “pseudo-religious” 
or “hyper-religious” in Mendelssohn as an 
important part of his legacy. Mendelssohn, 
Rosen maintains, begat Franck and Saint-
Saëns at their most pious, and even Wagner.

Much has been made of the similarities 
between the Reformation Symphony 
and Wagner’s “Grail” motif in the opera 
Parsifal. Both composers drew on the 
well-known (and still sung today) “Dresden 
Amen” for their material. Wagner’s friend 
Wilhelm Tappert refuted any allegations 
of plagiarism on Wagner’s part, claiming 
that Mendelssohn and Wagner were 
independently exposed to the “Amen”, in 
Dresden. Rosen, however, suggests that 
the debt runs deeper. In creating Parsifal, 
Wagner wanted the audience to feel like 
participants in a religious experience, 
and “Mendelssohn’s technique of turning 
his listeners into devout worshippers lay 
conveniently at hand.”

So how does a composer turn his “listeners 
into devout worshippers”? One way of 
creating a “hyper-religious” experience is 
by using already existing religious material. 
The first movement of the Reformation 
Symphony opens with a slow and pious 
introduction, which introduces the “Dresden 
Amen”. The rising intervals create a feeling 
of ascent, as if the music itself were nudging 
the listener heavenward. Mendelssohn then 
launches into a dramatic Allegro con fuoco 
which develops this material. Commentators 
have suggested this movement describes 
the “reformers’ joy in combat, their firmness 
of belief and trust in God”. We hear a 
religious fervour that verges on ferocity, 
and then an abbreviated version of the 

opening – as if the affairs of humanity were 
interrupted for a moment by God. The 
movement concludes dramatically, à la JS 
Bach, with a glorious Tierce de Picardie – 
an unexpected major chord ending. For 
the pious, there is always a happy ending, 
finally.

The middle two movements act as foils 
to the religious gravitas of the outer two. 
The second movement is a gracious 
expression of joy, and grows in exultation 
and celebration. The third movement, an 
Andante, is simple in conception, but deeply 
felt. The theme for the finale appears at the 
end of the third movement, on flute. It is a 
statement of a Lutheran hymn – “Ein’ feste 
Burg ist unser Gott” (A mighty fortress is our 
God) – allegedly written by Luther himself. 
From simple beginnings, Mendelssohn 
builds a mighty fortress indeed, drawing on 
all the resources of counterpoint. The work 
concludes with a triumphant statement of 
the chorale.

Anna Goldsworthy © 2001

The Tasmanian Symphony Orchestra first 
performed this work with conductor Henry Krips 
in Hobart and Launceston on 4 and 6 March 1953 
and, most recently, with Giordano Bellincampi in 
Hobart on 13 June 2014.


