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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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Christian Kluxen conductor 
Geoff Lierse horn

LIGETI

Concert Românesc 
Andantino 
Allegro vivace 
Adagio ma non troppo 
Molto vivace
Duration 12 mins

SIBELIUS

The Swan of Tuonela
Duration 10 mins

RICHARD STRAUSS

Horn Concerto No 1 
Allegro – 
Andante 
Rondo: Allegro
Duration 15 mins

INTERVAL

Duration 20 mins

Friday  
6 April 2.30pm
Federation Concert Hall 
Hobart

SCHUBERT

Symphony No 5 
Allegro 
Andante con moto 
Menuetto (Allegro molto) 
Allegro vivace
Duration 27 mins

This concert will end at approximately 
4.30 pm.

Swan
Tuonelaof
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Christian Kluxen has been music director 
of Canada’s Victoria Symphony since 
September 2017. He was previously 
Assistant Conductor of the Scottish National 
Symphony Orchestra for three years from 
2013. Other orchestras he has conducted 
include the Philharmonia, Gothenburg 
Symphony, Netherlands Philharmonic and 
RTÉ National Orchestra, Dublin. He was 
the Dudamel Fellow at the Los Angeles 
Philharmonic in the 2014/15 season.  
In the following season he debuted with the 
London Philharmonic and Royal Northern 
Sinfonia and returned to the Strasbourg 
Philharmonic. He toured Madama Butterfly 
with the Danish National Opera. Other 
recent debuts include the Royal Philharmonic 
Orchestra and Turku Philharmonic, The Magic 
Flute at the Komische Oper, Berlin, and 
Ariadne auf Naxos with the Arctic Opera and 
Philharmonic in Norway. Born in Copenhagen 
in 1981, Christian Kluxen continues to 
conduct regularly in Denmark. He made his 
debut with the Danish National Symphony in 
2013 and returned to the Aarhus Symphony 
in 2017, conducting Die Fledermaus.  
From Hobart he travels to Auckland to 
debut with the Auckland Philharmonia in 
music ranging from Mark-Anthony Turnage’s 
Symphonic Movements to Sibelius’s First 
Symphony, and then back to Canada to 
conduct the Victoria Symphony in works 
ranging from Joseph Martin Kraus’s Olympia 
Overture and Haydn’s London Symphony to 
Verdi’s Requiem.

Geoff Lierse has held Principal Horn positions 
with the Sydney Symphony Orchestra, 
Melbourne Symphony Orchestra, Orchestra 
Victoria and is currently Guest Principal 
Horn with the Tasmanian Symphony 
Orchestra. He has also appeared as 
guest principal with Orchestra Ensemble 
Kanazawa, the Malaysian Philharmonic and 
all the major Australian orchestras. A prolific 
chamber musician, he has given acclaimed 
performances of major works by Ligeti,  
Elliot Carter and Peter Maxwell Davies.  
David Chisholm’s Kursk: An Oratorio 
Requiem features a horn/quarter-tone 
Wagner tuba part specially written for Geoff. 
He has also appeared as soloist in Britten’s 
Serenade for Tenor, Horn and Strings  
with the Melbourne Symphony.  
An accomplished multi-instrumentalist,  
Geoff has performed theremin solos in 
contexts as diverse as live concerts with 
Norwegian ambient/black metal band Ulver, 
and ABC Classics recordings of works by 
Richard Mills and Charles Ives. He is equally 
at home playing congas with Ray Charles, 
ballads with KISS and has rocked out on 
electric guitar, electric bass and upright bass 
with a plethora of Melbourne metal, prog-
rock, punk and psychobilly bands. Concerto 
highlights include Strauss’s Horn Concerto 
No 2, Mozart’s Horn Concerto No 4 with 
the Melbourne Symphony, the Australian 
première of Kurt Atterberg’s Horn Concerto 
and the Australian première of Ligeti’s 
Hamburg Concerto under conductor  
Daniel Harding.

Concert Românesc (Romanian Concerto) 
Andantino 
Allegro vivace 
Adagio ma non troppo 
Molto vivace

Ligeti was born in Dicso”szentmárton, 
a Hungarian speaking enclave in the 
Romanian district of Transylvania,  
and it was only when he was in his teens 
that the composer learned to speak 
Romanian. He had, however, come into 
contact with Romanian folk music as a 
young child. He describes hearing the 
alpenhorn played in the Carpathian 
Mountains, and being entranced by the 
fact that the natural harmonic series used 
by the instrument made it sound weirdly 
and beautifully ‘out of tune’ – out of tune, 
that is according to the system of equal 
temperament used in Western music 
since the 18th century. The expressive 
possibility of unequal temperament 
has remained a feature of Ligeti’s music 
until the present: in his Violin Concerto, 
for instance, a group of ocarinas – 
impossible to play conventionally in 
tune – add an unspeakable pathos at a 
critical moment in the work. Ligeti also 
remembers an occasion when one New 
Year’s Eve, some musicians playing violin 
and bagpipe, dressed in shamanistic 
goat costumes, forced their way into his 
family’s courtyard.

In 1949, Ligeti was set to work 
transcribing folksongs from wax cylinder 
recordings in Bucharest, and some of 
those melodies, as well as tunes he 
recalled from childhood, came together 
in his Concert Românesc, composed in 
1951. The piece’s four short movements 
contain at least one or two tunes which 
will be familiar to Bartók-lovers. In 
addition, as Ligeti notes, ‘I also invented 
elements in the spirit of the village 
bands’. This, however, got him into 
trouble with the authorities in Budapest, 
where the piece had a single closed 
rehearsal before being banned. As the 
composer recently explained:

György Ligeti (1923-2006)

The way in which village bands 
harmonised their music, often full of 
dissonances and ‘against the grain’ 
was regarded as incorrect. In the 
fourth movement of my Romanian 
Concerto there is a passage in which 
an F sharp is heard in the context of  
F major. This was reason enough for 
the apparatchiks responsible for the 
arts to ban the piece.

In fact, in the years immediately after his 
relocation to the West and immersion 
in the world of the post-war avant-
garde, Ligeti himself disparaged the 
piece as ‘embodying the height of 
my compositional misconceptions’. 
He withdrew the work until the 1990s 
when, after some revision, he allowed 
it to be performed again. The Concert 
Românesc is a long way from the Ligeti 
of Atmosphères and Lontano, or the 
knockabout fun of the Piano Concerto, 
but contains hints of the orchestral 
sonority and rhythmic exuberance of later 
works. It also displays a genuine love for 
the material, as well as the embryonic 
technical brilliance of one of the greatest 
composers of the last century.

Gordon Kerry © 2005

The Tasmanian Symphony Orchestra first 
performed this work with conductor Olari Elts in 
Hobart on 21 April 2006 and, most recently, with 
Baldur Brönnimann in Launceston and Hobart on 
21 and 23 June 2012.
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The Swan of Tuonela, from  
Four Legends from the Kalevala

Sibelius, writing to the poet JH Erkko in 
1893, commented:

Music attains its fullest power only 
when it is motivated by poetic 
impulse. In other words, when 
words and music blend. Then the 
vague atmosphere music engenders 
becomes more defined and things 
can be said that not even the most 
powerful can formulate.

Under the spell of Wagner’s music 
dramas, the young Sibelius had decided 
to fulfil his ambition to create an opera 
on a grand scale, The Building of the 
Boat, from a legend in the Finnish 
national epic, the Kalevala. Following 
his initial work on the opera, Sibelius 
visited Bayreuth for the Wagner Festival 
in 1894 and was overwhelmed by Parsifal 
and, even more so, by Tristan und Isolde, 
of which he wrote to his wife Aino: 
‘Nothing…made as overwhelming an 
impression. It leaves one feeling that 
everything else is pale and feeble by 
comparison.’ Sibelius wrestled with  
The Building of the Boat for more than 
a year before giving up. But from the 
wreckage emerged four orchestral works, 
known collectively as the Four Legends 
from the Kalevala.

The Four Legends from the Kalevala 
concern themselves with the exploits of 
Lemminkäinen, the most famous hero 
in the Kalevala epic, described by one 
annotator as ‘a jovial, reckless personage 
whose intrepidity and beauty made him 
the favourite of women’. We hear, in turn, 
of his journeys to the enchanted island 
of Saari (where he sows more than one 
wild oat) and to Tuonela, the land of the 
dead; his resurrection there, aided by his 
mother’s magic powers; and his return 
home. Sibelius is interested primarily in 
the atmosphere of the original stories, 
and does not follow a detailed program.

Jean Sibelius (1865-1957)

The Legends were performed together in 
April 1896. Sibelius revised them before 
a further performance in 1897, and 
continued revising them intermittently 
until 1937. The Second World War 
held up publication of all the Legends 
together until 1954.

The best-known of the Legends, The 
Swan of Tuonela, is a re-casting of The 
Building of the Boat’s overture. The Swan 
of Tuonela represents Sibelius’ ability 
to achieve a unique sound picture by a 
distinctive treatment of relatively modest 
orchestral resources. Tuonela is the land 
of death, surrounded by black waters on 
which the swan glides, singing. Trumpets, 
clarinets and flutes are absent. There is a 
bass clarinet where there was none in the 
first Legend. But it is the cor anglais solo 
that dominates everything here. It has 
been argued that, without the inspiration 
of the opening of Act III of Tristan und 
Isolde, Sibelius would not have written 
The Swan of Tuonela this way. This is a 
matter of externals. Where the Wagner 
is full of human pain and longing, the 
landscape here recalls Neville Cardus’ 
remark: ‘The scene and drama of the 
music of Sibelius are nature.’ The first and 
second violins are frequently divided into 
four groups each, which, great writer for 
strings that he was, Sibelius employs to 
indelible effect. Where other composers 
of this period might use multiple 
string choirs to create an impression of 
lusciousness, Sibelius evokes something 
cold, ancient and complete.

Abridged from a note by Phillip Sametz 
© 2002

The Tasmanian Symphony Orchestra first 
performed this work with conductor John 
Farnsworth Hall in Hobart and Launceston on 6 
and 8 April 1954 and, most recently, with Otto 
Tausk in Hobart on 3 September 2011.

Horn Concerto No 1 in E flat, Op 11 
Allegro – 
Andante 
Rondo: Allegro

Richard Strauss is associated with 
marvellous writing for the French Horn. 
Think of the great horn themes  
in the tone poems, Don Juan and  
Ein Heldenleben, or the opening of the 
opera Der Rosenkavalier. Horn concertos 
virtually book-end his career – this first, 
written when Strauss was not yet out  
of his teens; a second written nearly  
60 years later, in Strauss’ sunset period  
of creativity.

Strauss’s father, Franz, was a professional 
horn player – he had played under 
Wagner in some of the first performances 
of the esteemed composer’s works – and 
the 14-year-old Strauss had written a 
song, ‘Ein Alphorn hör’ich schallen’, with 
horn obbligato, and an Introduction, 
Theme and Variations for horn and piano, 
both works dedicated to ‘his beloved 
Papa’.

This concerto of 1883 was written, 
however, not for ‘Papa’, but for Oscar 
Franz, a member of the Royal Saxon 
Orchestra in Dresden, and the first 
performance was given in March 1885 
by Gustav Leinhos with the Meiningen 
Orchestra, under Hans von Bülow. Strauss 
wrote to his father that Leinhos had ‘a 
colossal sureness’ – a welcome quality 
in a horn player – and a tone very like 
Papa’s own.

The music shows the influence of 
growing up in Franz Strauss’ household. 
Franz was a musical conservative. 
He disliked Wagner’s music and was 
aghast at the amount of percussion his 
son Richard later used in his first tone 
poems. It would be some years before 
Richard fell under Wagner’s spell, and 
so this concerto reflects the influence 
of household favourites, Schumann and 
Brahms, particularly in the character of 
the music and its orchestration.

Richard Strauss (1864-1949)

The work is built around what Strauss 
biographer, Norman del Mar, calls 
Naturmotive; that is, themes which 
arise from the natural disposition of 
the valveless horn – around common 
arpeggios that arise from the overtone 
series. It is curious however that Strauss 
inserts notes into these themes that 
would make such themes unplayable on 
the natural horn (you need an instrument 
with valves), a characteristic of Strauss’s 
horn themes throughout his later career.

As del Mar says, ‘The opening fanfare, 
delivered at the outset by the solo horn 
and before the orchestral ritornello, not 
only serves as a framework enclosing 
the two long and free cantilenas 
which comprise the first movement, 
but, transformed into 6/8 rhythm, 
constitutes the principal Rondo subject 
of the Finale.’ There is also a secondary 
horn-type motive which appears in the 
opening tutti and is repeatedly worked 
into the music. It forms the chief means 
of linking the Andante to the finale.  
In the Andante it is the basis of the  
triplet accompaniment figure.

The work is in three short movements 
which follow one another without a 
break. The unity and concision of the 
writing, abandonment of sonata form for 
the first and third movements, flow of 
melody and the Rondo’s references to the 
opening movement, make this one of the 
most ambitious, original and successful of 
Strauss’ early works.

Symphony Australia © 1999

The Tasmanian Symphony Orchestra first 
performed this work with conductor Willem van 
Otterloo and soloist Alex Grieve in Hobart on 26 
August 1969 and, most recently, with Perry So and 
Wendy Page in Burnie and Hobart on 14 and 16 
April 2011.



 

WATERFRONT INDIAN RESTAURANT  

Dinner: 7 days a week from 5PM onwards 
Lunch: Thursday to Saturday 12PM - 2PM 

 

15 Hunter Street Hobart, Tasmania 
(Opposite Hotel Grand Chancellor and 

Federation Concert Hall) 
Phone: 03 6231 4150 

www.thesaffron.com.au 

 A POPULAR CHOICE FOR AUTHENTIC INDIAN CUISINE 

AMONGST TSO AUDIENCES 

3736

Symphony No 5 in B flat, D 485 
Allegro 
Andante con moto 
Menuetto (Allegro molto) 
Allegro vivace

At nineteen years of age, Schubert had 
composed six of his nine symphonies (not 
to mention several string quartets and 
masses, numerous short solo pieces and 
about 300 songs). At this stage, very little 
of his music had been performed publicly 
and, indeed, Schubert would not live 
to witness a public concert of any of his 
symphonies. We can take some comfort, 
though, in knowing that the works were 
all performed by an enthusiastic ‘pro-
am’ orchestra that had grown up around 
the regular performances of chamber 
music in the Schubert household. The 
Fifth Symphony, which appears to have 
been written at characteristic speed 
during September 1816, was given 
a private performance later that year 
in the home of Schubert’s friend Otto 
Hatwig, concertmaster of the Burgtheater 
orchestra. The symphony omits clarinets, 
trumpets and drums, and requires 
only one flute, so must reflect the 
available musical personnel, but Schubert’s 
deployment of his resources shows that it 
must have been a fine ensemble. The string 
section was relatively sizeable, and Schubert 
himself often played violin or viola.

The scoring also, of course, recalls that 
of numerous works from the late 18th 
century, and, similarly, the symphony’s 
musical manners show a grateful 
assimilation on Schubert’s part of the 
lessons of Mozart and Haydn. Perhaps 
under the influence of Antonio Salieri, 
his teacher at this time, Schubert had 
less time for Beethoven whose music 
he felt contained an ‘eccentricity which 
confuses and confounds [the] tragic and 
comic, sacred and profane, pleasant and 
unpleasant, heroic strains and mere noise’.

As if making a virtue of necessity, 
Schubert begins the symphony with 
four introductory bars (Donald Tovey 

Franz Schubert (1797-1828)

calls them ‘delicious’) from his depleted 
woodwind section, before launching his 
disarmingly simple first subject, with its 
skipping sequence of rising arpeggios. 
By contrast, the second subject theme is 
a lyrical, slower moving tune that moves 
more often by step. Like Mozart, another 
supreme lyricist, Schubert avoids too 
lengthy a development of his material.

The main theme of the slow movement, 
in 6/8, comes close to quoting that of 
the rondo movement of Mozart’s Violin 
Sonata K 377, but leaves Mozart behind 
in its distinctively Schubertian approach 
to supple harmonic movement, and its 
alternation of fully scored passages with 
those of great delicacy.

The Menuetto is in G minor, inviting 
further comparison with two of Mozart’s 
symphonies, with a central, bucolic 
trio episode in G major. The finale is a 
sonata-allegro with a symmetrical pair of 
seemingly simple themes.

If the Fifth Symphony is a perfect 
assimilation of Classical form and 
manner, it is also a turning point in 
Schubert’s development, paralleling a 
change in his life. Around the time of the 
symphony’s first private performance, 
Schubert left his father’s house to live a 
more metropolitan existence in inner-city 
Vienna, beginning his short adulthood. 
Schubert’s financial well-being was 
precarious over the next decade or so, 
but he composed music of astounding 
profundity and insight. The fame that 
eluded him during his lifetime arrived in 
the years after his death. It was not until 
1841 that the Symphony No 5 received 
its first public performance.

Gordon Kerry © 2010

The Tasmanian Symphony Orchestra first 
performed this work with conductor Murison 
Bourn in Hobart, Ulverstone, Burnie, Devonport 
and Launceston in October 1949 and, most 
recently, with Howard Shelley in Hobart and 
Launceston on 11 and 12 June 2010


