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THE TRUE 
ROMANTICS

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.

Johannes Fritzsch conductor 
Elena Schwarz assistant conductor 
Australian String Quartet

SCHUBERT
Rosamunde (excerpts)
Overture: Die Zauberharfe
Ballet: Andantino
Entr’acte III: Andantino
Duration 20 mins

HINDSON
The Rave and the Nightingale
Duration 16 mins

INTERVAL

Duration 20 mins

BRUCKNER
Symphony No 6
Maestoso
Adagio (Sehr feierlich [with much 
solemnity])
Scherzo (Nicht schnell [Not fast]) – Trio 
(Langsam [Slowly])
Finale (Bewegt, doch nicht zu schnell 
[Agitated, but not too fast])
Duration 54 mins

This concert will end at approximately  
9.30pm.

Friday  
3 April 7.30pm
Federation Concert Hall 
Hobart
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Australian String Quartet

For over 30 years, the Australian String 
Quartet (ASQ) has created unforgettable 
chamber music experiences for national 
and international audiences. From its 
home base at the University of Adelaide, 
Elder Conservatorium of Music, the ASQ 
reaches out across Australia and the world 
to engage people with an outstanding 
program of performances, workshops, 
commissions and education projects.  
In recent years the ASQ has appeared  
at international music festivals and 
toured extensively throughout the United 
Kingdom, Europe, New Zealand and Asia. 
The quartet members are Dale Barltrop 
(Violin), Francesca Hiew (Violin), Stephen 
King (Viola) and Sharon Draper (Cello). The 
distinct sound of the ASQ is enhanced and 
unified by its matched set of 18th-century 
Guadagnini instruments, handcrafted by 
Giovanni Battista Guadagnini between 
(circa) 1743 and 1784 in Turin and Piacenza, 
Italy. They are on loan to the ASQ for their 
exclusive use through the generosity of 
Ulrike Klein and UKARIA. The ASQ program 
for 2017 is one of the most exciting in 
its history, and includes: the inaugural 
morning series at UKARIA Cultural Centre; 
a year-long association with the Melbourne 
Symphony Orchestra; the world premiere of 
a new cello quintet by Australian composer, 
Gordon Kerry; the launch of an ASQ digital 
platform; and recording collaborations 
with Slava Grigoryan and the Tasmanian 
Symphony Orchestra.

Johannes Fritzsch

Conductor Laureate of the Queensland 
Symphony Orchestra, Johannes Fritzsch 
was the QSO’s Chief Conductor for the 
previous seven years. Almost concurrently 
he was Chief Conductor of the Graz 
Philharmonic and Graz Opera (Austria). 
Previously, he has held the position of Chief 
Conductor and Artistic Director with both 
Nuremberg State Opera and the Freiburg 
State Theatres and Philharmonic Orchestra. 
Johannes Fritzsch was born in 1960 in 
Meissen, Germany, where he completed 
his musical education. He has conducted 
orchestras such as the Staatskapelle 
Dresden, Swedish Radio Orchestra, 
Orchestre National du Capitole de 
Toulouse, Auckland Philharmonia and major 
Australian orchestras. Opera companies 
with which he has worked include the 
Deutsche Oper, Komische Oper Berlin, 
Opéra Bastille and Royal Opera Stockholm. 
He has worked with Opera Australia on 
productions including The Magic Flute, 
Wozzeck, and Rigoletto and with Opera 
Queensland. He enjoys an ongoing 
relationship with Hamburg State Opera. 
For 15 years Johannes Fritzsch has given 
masterclasses for the Conductor’s Forum 
of the German Music Council. Similarly, he 
has been involved in Symphony Australia’s 
International Conductor Development 
Program. Awarded an honorary Doctor of 
Music from the University of Queensland in 
December 2014, Johannes Fritzsch joined 
the University of Tasmania as an adjunct 
professor in January 2015 and has moved 
to Hobart, with his family.

Rosamunde (excerpts)
Overture: Die Zauberharfe (D644)
Ballet: Andantino (D797, No 9)
Entr’acte III: Andantino (D797, No 5)

Schubert was a prodigious talent. He was 
still in his teens when he composed the 
songs “Gretchen am Spinnrade” (Gretchen 
at the Spinning Wheel) and “Erlkönig”  
(Elf King) which, in their fusion of poetry, 
song and piano accompaniment, reveal 
a young composer of extraordinary 
imagination and remarkably sure grasp of 
drama. But the gift for drama, insight and 
nuance demonstrated in Schubert’s songs 
with piano accompaniment did not translate 
to large-scale theatrical works, though  
this was not for want of trying. In his 
relatively short life, Schubert began  
16 full-scale dramatic works, completing 
half of them. Finishing a theatrical work was 
no guarantee of getting it on stage, and 
only one of Schubert’s opera-type works, 
the one-act farce Die Zwillingsbrüder  
(The Twin Brothers), was staged during  
the composer’s lifetime. Schubert no doubt 
persisted in composing operas because he 
knew that the path to fame and fortune led 
through the opera house (for proof of this, 
he only had to look at Rossini’s phenomenal 
success).

Schubert composed the incidental music 
for a four-act play, Rosamunde, Princess of 
Cyprus, by Helmina von Chézy, in 1823. 
Sadly, the play was not a success. It was 
premièred at Vienna’s Theater an der Wien 
but, in the wake of a poor critical reception, 
was withdrawn after only two performances. 
It is now believed to be lost. Although 
the play has vanished, Schubert’s music 
for it survives and comprises a range of 
different numbers such as entr’actes, ballet 
music, choruses and an orchestral song. 
A selection of these is performed in this 
concert.

We know that Schubert composed the 
Rosamunde incidental music in a matter 
of only days. Given the tight deadline, it is 

Franz Schubert (1797-1828)

not surprising that he lightened the task by 
occasionally borrowing from music he had 
already written. The work that nowadays 
is generally referred to as the overture to 
Rosamunde – the work that commences 
the selection performed here – is, in fact, 
the overture to another theatrical work 
altogether, Die Zauberharfe (The Magic 
Harp), a melodrama from 1820. Essentially 
a sonata-form movement with a slow 
introduction, the overture commences with 
some highly dramatic gestures in the key 
of C minor before turning to the key of C 
major (at the Allegro vivace) and becoming 
altogether more jolly. Vibrant and tuneful, 
it bears traces of the overtures of Rossini, 
particularly in the use of crescendo 
passages over clear-cut tonic-dominant 
harmony.

The Ballet: Andantino draws upon various 
rustic and pastoral conventions. Lightly 
scored and good natured in tone, it shares 
a certain Austrian, outdoorsy quality with 
Beethoven’s Symphony No 6, Pastoral.  
The Entr’acte III: Andantino ushers in a  
more gentle mood. Given that Chézy’s  
play is no longer extant, we can only guess 
that this entr’acte might have introduced  
a scene of reflection or introspection.  
If the principal melody sounds familiar, it  
is perhaps because Schubert used it on  
two further occasions: as the theme for  
the slow movement of the String Quartet  
No 13, D804 (which might, in fact, predate 
Rosamunde) and the Piano Impromptu  
No 3 in B flat, D935 (where it is used as  
the starting point for a set of variations). 

Robert Gibson © 2017

The Tasmanian Symphony Orchestra has 
performed music from Rosamunde on numerous 
occasions. The excerpts performed here have 
been recorded by the TSO under conductor 
Sebastian Lang-Lessing and are available on 
the ABC Classics recording, Franz Schubert: 
Symphony No 8, “Unfinished”.
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The Rave and the Nightingale

Matthew Hindson is one of the most-
performed and most-commissioned 
composers in the world, and the leading 
Australian composer of his generation.  
As well as being performed by every 
Australian orchestra, the London 
Philharmonic, the Los Angeles Philharmonic 
and the Royal Philharmonic among many 
others, Matthew’s music has been set by 
dance companies such as the Birmingham 
Royal Ballet, San Francisco Ballet, National 
Ballet of Japan and the Sydney Dance 
Company. In 2006 he was made a member 
of the Order of Australia (AM) for his 
contributions to music education and 
composition.

The composer writes
Franz Schubert died in 1828, leaving 
a legacy of nine symphonies, 15 string 
quartets, and over a thousand songs, 
as well as numerous piano, choral and 
other orchestral works. He was aged 
only 31.

The later works of Schubert are considered 
to be important in terms of closing the 
Classical period of music and laying the 
foundation for future composers such as 
Liszt, Chopin and Schumann. His last string 
quartet, Quartet No 15 in G, was composed 
between 20-30 June 1826 during a brief 
stay in the village of Währing. It is a 
monolithic work, lasting over 60 minutes 
when all repeats are included. It neatly 
summarises many of the musical devices 
typical of Schubert’s writing, especially  
the mixing of major and minor modes.  
In string-playing circles this quartet is  
known as “the G major-minor”.

What sort of music would Schubert have 
written if he had been born in the late 20th 
century instead of the late 18th? Of course 
we will never know, but perhaps the fact 
that he was so enamoured by the writing 
of Lieder (songs) suggests he might have 
strayed towards writing popular music, as 
that is the dominant form of vocal musical 

Matthew Hindson (born 1968)

expression in current culture. Maybe we 
would have a prolific “DJ Franz” writing 
techno-inspired electronica anthems for 
the clubs of Europe. In The Rave and the 
Nightingale, these ideas are used as a 
starting point. The work was approached 
as if Schubert was granted a glimpse into 
the beginning of the 21st century, brought 
on by the syphilitic dementia he may have 
been suffering. The first four minutes of 
the piece are a direct quotation from the 
original quartet movement (with a cut to 
reduce its length).

Upon the repeat of the exposition in the 
original quartet, the contemporary treatment 
begins and takes over, continuing until 
the end of the work. This “contemporary” 
filtering of the piece is easily recognisable 
in most cases. There are many string 
techniques that were not used during 
Schubert’s time, as well as a variety of 
rhythmic and harmonic figures that could be 
associated with aspects of popular music. 
However, a lot of Schubert’s material has 
been integrated into the music. Sometimes 
this is obvious, sometimes less so.

The structure of The Rave and the 
Nightingale is also based upon Schubert’s 
original quartet movement, though again, 
deleting several sections for brevity. In 
broad terms, the movement follows the 
original sonata form that was used by 
Schubert.

Schubert is also famed for his melodic 
writing. The role of the “nightingale” has 
been assigned to this aspect of the original 
quartet movement. In truth, there is more 
“rave” than “nightingale” in this work, but 
the opposition between the two is intended 
to provide a degree of musical tension and 
contrast.

© Matthew Hindson

This is the first performance of this work by the 
Tasmanian Symphony Orchestra.

Symphony No 6 in A [Edited by Leopold 
Nowak]
Maestoso
Adagio (Sehr feierlich [with much 
solemnity])
Scherzo (Nicht schnell [Not fast]) – Trio 
(Langsam [Slowly])
Finale (Bewegt, doch nicht zu schnell 
[Agitated, but not too fast])

The Symphony No 6 is undoubtedly one of 
Bruckner’s most impressive achievements. 
Much critical commentary focusses on its 
technical achievements – the way Bruckner 
explored oblique harmonic relationships. 
But what does this mean in emotional terms 
for a composer whose every symphony 
was an expression of faith in God? That 
here Bruckner, in complete confidence, 
dared to explore the further corners of 
God’s universe, trusting in the gravitational 
pull of a fundamental tonality to reconcile 
chromatic digressions? In this work Bruckner 
began to succeed at a symphonic style 
appropriate to the breadth of his faith.

Bruckner began composing this work 
in September 1879 in Vienna, where he 
had moved in 1868. He was still largely 
unappreciated at this time. The Seventh 
Symphony had not yet won him popularity; 
the first performance of Symphony No 
3 in 1877 had been a catastrophe; and 
he had yet to hear the Fourth and Fifth 
Symphonies. But he set to work on the Sixth 
with undimmed optimism and finished it at 
St Florian in September 1881.

Only the second and third movements were 
performed in Bruckner’s lifetime, during a 
run-through by the Vienna Philharmonic 
under Wilhelm Jahn in early 1883. The 
whole symphony was heard for the first time 
in public in February 1899 in a performance 
conducted by Gustav Mahler, who for 
some reason made cuts to the third subject 
groups of the movements and revised some 
of the orchestration (Bruckner, for once, 
had not made his customary changes to the 
completed work). The public finally heard 

Anton Bruckner (1824-1896)

the work in an uncut version for the first 
time in Stuttgart, on 14 March 1901.  
The conductor was Karl Pohlig.

This symphony in A major opens, says the 
late Robert Simpson in his book on the 
symphonies, “as so often with Bruckner, in 
mystery, but with a new device, a distinctive 
rhythmic figure high above a theme that 
heaves darkly in the depths.” Simpson 
points out that this rhythm is not insistent. 
It does not occur all the way through but 
reappears at certain cardinal points “like a 
recurring motif decorating cornerstones”.

We pass through the exposition with its 
three main themes, and a lone flute takes 
us into the development section. Now, 
the opening theme builds up in a number 
of rises through a placid sequence of key 
changes. The dotted figure gradually 
introduces some rhythmic complexity and 
then drives into a powerful crescendo which 
proves to be a dominant of E flat (as far 
removed from A major as you can get!). 
This is now one of those cardinal points 
mentioned earlier. Simpson’s “distinct 
rhythmic figure” combines with the opening 
theme in a blaze of rhythmic complexity 
which swiftly moves from alien territory to 
the home key. As Simpson says, “we shall 
find that one of [this symphony’s] chief 
characteristics is this startling ability to 
establish (without a shadow of doubt as to 
its solidity) the tonic [key centre] with hair-
breadth abruptness.” We do not necessarily 
appreciate this skill of craftsmanship merely 
by listening, because Bruckner’s habit of 
speaking in massive unisons blinds us to his 
tonal range. In the coda “the main theme 
rises and falls like some great ship”, passing 
through the entire spectrum of tonality; 
there is no key that Bruckner does not 
suggest within its 60 bars. The great skill 
here lies in the strength with which he is 
able to end so decisively.

The chromatic inflexions of the first 
movement make it natural that the second 
movement should be in F, with a strong 
hint of B flat minor (first heard in the 
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oboe’s answering phrase). “Listen to the 
music with reverence,” wrote Sir Donald 
Tovey of this slower movement, “for 
the composer meant what he said, and 
he was speaking of sacred things.” The 
nobility of Bruckner’s style is nowhere more 
remarkable than in the recapitulation. The 
great opening theme returns on the horns 
with characteristic movement in the violins 
above, but the shape is simply one long 
crescendo and diminuendo.

In the third movement, “we are out in the 
night with owls and blown leaves, and the 
sharp tiny glint of unthinkably alien stars,” 
says Simpson. “We sense a soft drumming 
in the earth. A door flies wide with a flare 
of light and din; there is the smith and the 
anvil. At all events, there is no nightmare 
in this music [as there might be in a Mahler 
scherzo] – only wonder.” The Trio with its 
woodland horns and, as Osborne says, 
“haunting sense of an Urwald [primeval, 
original forest] far distant in time from our 
own”, is a minor masterpiece.

The Finale expresses the nature from 
which the rest of the symphony has come. 
Certainly, it is in an identifiable sonata 
form – second subject group, development, 
recapitulation, coda – but this textbook 
description gives no sense of the unique 
way in which the tensions and resolutions 
are distributed. They lie, as Simpson points 
out, “in the extraordinary conflict between 
A on the one hand and F and B flat on 
the other, and in exploring the depths of 
[these chromatic] relationships.” Sonata 
form does not guarantee a satisfactory 
conclusion for the adventurous Bruckner, 
and the ending gives some idea of the size 
of struggle he has so far undertaken. An 
attempt to get back to A is stymied by the 
pull of alien tonalities. A couple of times we 
are left staring at a precipice. The familiar 
Brucknerian pauses here make gravitational 
sense. Finally, the fanfare theme gets us 
back on track. It momentarily falters, but 
then Bruckner asserts A major, with the 
theme from the first movement confirming 
our arrival home.

Symphony No 6 possesses a structural 
integrity which is most noticeable to the 
listener in the smoothness with which 
its sections flow and the uncanny sense 
of inter-relatedness across the four 
movements. First-time listeners may gain 
some idea of the integrity of the whole 
piece by listening to the dotted-rhythm 
figure which appears soon after the opening 
as a consequence of the initial theme (in 
lower strings within the first 30 seconds). 
This is clearly related to the oboe’s elegiac 
adjunct to the opening theme of the 
slow movement, and can be recognised 
again later as the motif which appears 
out of the second subject section of the 
last movement. Here, in this symphony, 
Bruckner conceived a vast large-scale 
structure which realised the implications of 
the smallest harmonic inflections suggested 
in the opening moments.

Abridged from a note by G K Williams, 
Symphony Australia © 1998

The Tasmanian Symphony Orchestra has 
performed this work once before, with conductor 
David Porcelijn in Hobart on 3 March 2000.

NEW RELEASE FROM THE  
TASMANIAN SYMPHONY ORCHESTRA

Marko Letonja, soprano Lorina Gore and the Tasmanian Symphony Orchestra perform arias, 
waltzes, polkas and marches by Johann Strauss II, Josef Strauss and Franz von Suppé.

Special TSO subscriber price $22.50 (RRP $25).  
Available at the TSO Box Office and at tso.com.au.


