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A musical Acknowledgement of Country, Long Time Living Here  

by Deborah Cheetham AO, will be performed before the start of this concert.

Melbourne Symphony Orchestra 

The Melbourne Symphony Orchestra is a leading cultural figure in the Australian arts landscape, bringing the 
best in orchestral music and passionate performance to a diverse audience across Victoria,  
the nation and around the world. 

Each year the MSO engages with more than 5 million people through live concerts, TV, radio and online 
broadcasts, international tours, recordings and education programs. The MSO is a vital presence, both onstage 
and in the community, in cultivating classical music in Australia. The nation’s first professional orchestra, the MSO 
has been the sound of the city of Melbourne since 1906. The MSO regularly attracts great artists from around 
the globe including Anne-Sophie Mutter, Lang Lang, Renée Fleming and Thomas Hampson, while bringing 
Melbourne’s finest musicians to the world through tours to China, Europe and the United States. 

The Melbourne Symphony Orchestra respectfully acknowledges the people of the Eastern Kulin Nations,  
on whose un-ceded lands we honour the continuation of the oldest music practice in the world. 



Benjamin Bayl conductor

Benjamin Bayl is co-Founder of the Australian Romantic & Classical Orchestra and Associate Director of the 
Hanover Band. Born and raised in Sydney and based in Berlin, he was the first Australian Organ Scholar of King’s 
College Cambridge, then studied conducting at London’s Royal Academy of Music. He was Assistant Conductor 
to Iván Fischer’s Budapest Festival Orchestra, and also assisted John Eliot Gardiner, Yannick Nézet-Séguin and 
Richard Hickox. 

Benjamin recently made debuts with Mahler Chamber Orchestra (Berlin Philharmonie), Hong Kong & Malaysian 
Philharmonic Orchestras, Royal Philharmonic, Taipei Symphony, Orquesta Filamónica Medellín and Philharmonie 
Zuidnerland, as well as conducting major orchestras throughout Italy, Germany and Scandinavia. 

Working extensively with period instrument orchestras, he directs B’Rock, Vocalconsort Berlin, Concerto 
Copenhagen, Concerto Köln, Wroclaw Baroque, Collegium Vocale Gent, Akademie für Alte Musik Berlin, Australian 
Haydn Ensemble, and Hanover Band, with whom he recorded a Beethoven Symphony cycle. Festival engagements 
include Edinburgh, Amsterdam, Melbourne (with ANAM), Catagena, Ruhrtiennale, Euro Klassik Berlin & Chopin. 

David Berlin cello

David Berlin studied the cello with Lois Simpson at the 
Sydney Conservatorium and with Channing Robbins 
at the Juilliard School of Music in New York. For over 
25 years David has been at the forefront of music 
performance in Australia, as Principal Cello of both 
the Adelaide Symphony Orchestra (1985-1988) and the 
Melbourne Symphony Orchestra (since 1989).

In London in 1992, David gave the world premiere 
performance of the complete works for cello and 
piano by Franz Liszt, with Leslie Howard.

Along with solo recordings for ABC radio, he has 
appeared as soloist on the Tall Poppies, Chandos 
and Naxos labels. His recital disc Barber & Debussy 
with pianist Len Vorster on the Tall Poppies label 
was nominated in Limelight Magazine by James 
McCarthy as one of the best classical CDs of 2011. 
In 2020, together with Benjamin Martin, he released 
French Cello Sonatas on the ABC Classic label – it has 
enjoyed highly positive reviews and streaming activity 
through Spotify.

David plays on a cello made by Ivan Zgradic in 
Sherman Oaks, California in 1982. 

Tair Khisambeev violin
Having a passion for travel, Tair has worked as an 
orchestral musician in many different countries, 
exploring the diversity of the world’s cultures and the 
performing arts inherent in every place he visited. 
Before he finally found his zen in Melbourne, he 
graduated from the Moscow Conservatory, worked 
several years in Russia, a few years in Japan, tried the 
rhythm of orchestras of England and Finland and took 
part in numerous festivals and competitions, both as a 
soloist and chamber musician. 

A special place in Tair’s heart belongs to chamber 
music. In 2010 he helped found a piano quintet, 
which under his leadership travelled and performed 
throughout Russia and Europe for six years. Tair is 
happy that he found so many like-minded chamber 
music lovers among Melbourne musicians and 
particularly in the MSO. 

Since starting at the Russian State Symphony 
Orchestra until now, Tair has been through it all with 
his wife, the great cellist Elina. Now they have dropped 
their anchor in Melbourne with confidence, rushing 
into the cultural beat of the city. So far no kangaroos 
have been injured on the road.

Michael Pisani oboe

Michael Pisani has been a member of the Melbourne 
Symphony Orchestra Oboe section since 2004. 
Michael grew up in Melbourne, first learning the piano 
before starting the oboe at age 12. After studying at 
the Victorian College of the Arts he was appointed 
to the position of Associate Principal Oboe in the 
Australian Opera and Ballet Orchestra and then to the 
same position in Orchestra Victoria the following year. 

On occasion, Michael also plays Principal Oboe 
with the Australian Chamber Orchestra and has 
been guest principal with the Tasmanian Symphony 
Orchestra, Queensland Symphony Orchestra, 
Auckland Philharmonic and Hong Kong Philharmonic. 
He has appeared as soloist with various orchestras 
in Melbourne, performing Strauss and Mozart oboe 
concertos, and has featured on the ABC’s Sunday Live 
and Young Australia programs. Michael also teaches 
oboe at the University of Melbourne. 

Jack Schiller bassoon

Born in Adelaide, Jack Schiller began playing the 
bassoon at the age of 12. From 2008 Jack spent four 
years under the tutelage of Mark Gaydon (Adelaide 
Symphony Orchestra), including two years of study 
at the Elder Conservatorium of Music. In 2012 he took 
up a scholarship position at the Australian National 
Academy of Music, studying with Elise Millman 
(Melbourne Symphony Orchestra). During his time 
at the academy Jack won the ANAM Concerto 
Competition, performing the Mozart Bassoon 
Concerto with the Tasmanian Symphony Orchestra. 
He also won the in-house chamber music competition 
and was awarded the Director’s Prize for outstanding 
achievement by a leaving student. 

After completing his studies at ANAM, Jack took 
up a contract with the Sydney Symphony Orchestra 
as Associate Principal Bassoon and a position in the 
orchestra’s Fellowship program. 



Program Notes

LOUISE FARRENC  
(1804–1875)

Overture No.2 

In 1834, at the age of 30, Louise 
Farrenc composed her first 
orchestral works, the concert 
overtures Op.23 and Op.24. The 
choice of this genre at this time 
seems remarkable in several 
respects. Felix Mendelssohn had 
created a new genre with his 
overtures A Midsummer Night’s 
Dream Op.21, The Hebrides Op.26 
and others, which immediately 
became very popular in the 
flourishing bourgeois music scene. 
Like Mendelssohn’s works, most 
of the concert overtures written 
in the 19th century have a subject 
that is named in the title. Against 
this background, it is significant 
and trendsetting for her later 
oeuvre that Louise Farrenc did 
not associate her overtures with a 
programme or subject, but on the 
contrary titled them Ouverture a’ 
grand orchestre.

After Louise Farrenc had written 
almost exclusively piano music, 
variations, and character pieces 
in the taste of the time, in about 
ten years of compositional 
practice, the overtures are the 
first step in a new direction. The 
instrumentation, scale, form and 
style of the overtures indicate a 
new compositional intention in 
Farrenc’s oeuvre. Whereas the 
preceding piano works were 
intended for the connoisseur 
market, for teaching purposes  
or for concert performances on  
a smaller scale, depending on the 
degree of difficulty, the orchestral 
overtures for the first time 
demanded the effort and setting  
of large concerts. With these 
works, the composer presented 
herself to a wider public as well as 
to the small circle of connoisseurs 
in Paris, who nevertheless shaped 
public opinion as editors and 
authors of music journals.

Up to now, the composer  
has hardly been mentioned in 
specialist literature, and the first 
performances of the concert 
overtures are not documented, 
or only brief notes. Towards the 

end of the 1830s, however, Louise 
Farrenc became a household name 
among music critics, not least 
thanks to the two overtures. The 
astonishment expressed by concert 
reviewers about the quality of these 
two works indicates that Louise 
Farrenc was always perceived as  
an exceptional composer.

Translated by Aussie German Translation 
Services from original notes by Christin 
Heitmann, amended by Stephanie Sheridan  
© 2022 

JOSEPH HAYDN 
(1732–1809)

Sinfonia concertante in B flat
Allegro 
Andante 
Allegro con spirito

Michael Pisani oboe 
Jack Schiller bassoon 
Tair Khisambeev violin 
David Berlin cello

The 1770s and 80s saw a veritable 
rash of concertantes or sinfonie 
concertante – pieces showing off 
the individual virtuosity of more 
than one soloist from within an 
orchestra. Mozart wrote one for 
wind instruments, another for 
violin, viola and orchestra, inspired 
by his contacts with orchestras in 
Mannheim, Munich and Paris.

At the time of Haydn’s first visit 
to England, his pupil Pleyel was 
achieving great success there 
with his sinfonie concertante. The 
violinist and impresario Johann 
Salomon obviously wished to 
counter his rival’s success by 
presenting a sinfonia concertante 
by the celebrated Haydn himself, 
in his own concert series. 

Haydn obliged with a work 
featuring important solos for 
Salomon to play. It was premiered 
in Salomon’s concert on 9 March 
1792, with Messrs Harrington, 
Holmes and Menel playing oboe, 
bassoon and cello respectively.

It is only in the last 20 years 
that the piece has recaptured 
the popularity it enjoyed in the 
1790s – as well it might, for it 
combines the maturity of style 
and certainty of orchestral writing 
of Haydn’s Paris and London 

symphonies with a lighter tone of 
unashamed entertainment music. 
Haydn uses the soloists mainly as 
a group, without neglecting the 
characteristic timbre  
of each instrument.

The first movement is the most 
symphonic in style. It features a 
fully written-out cadenza for the 
four soloists together.

The Andante begins delightfully 
with the solo instruments playing 
against pizzicato strings, the first 
of many textural felicities. The 
last movement gave Salomon an 
opportunity to shine. In passages 
of recitative the solo violin behaves 
like a dramatic soprano, complete 
with written out appoggiaturas 
(‘leaning’ notes).

David Garrett © 1997 

JEAN-PHILIPPE RAMEAU 
(1683–1764)

Suite from Zoroastre (excerpts)
Overture 
Entrée des Peuples différents
Loure
Air tendre en rondeau
Tambourin en rondeau
Sarabande pour les 
Enchantements
Air grave
Air des Esprits infernaux

Zoroastre, Rameau’s fifth tragédie 
en musique, is remarkable for a 
number of features. For a start, 
most operas of the French Baroque 
– indeed most of Rameau’s 
earlier theatre works – were 
based on classical mythology or 
medieval romance. Zoroastre’s 
subject matter is based on Persian 
sources; its hero (familiar to us as 
Zarathustra) is the founder of the 
religion known as Zoroastrianism.

The work could also lay claim to 
being the first masonic opera, 
predating Mozart’s Magic Flute 
by nearly 40 years. According 
to commentator Graham Sadler, 
the destruction of the Temple of 
Solomon, symbolic to freemasons  
of Liberty and Equality, was 
obviously on librettist Louis de 
Cahusac’s mind when he opened 
the opera on the king of Bactria’s 
gardens, ravaged by storm. Other 



elements of freemasonry, such 
as the stark opposition of light 
and darkness, are apparent in the 
work’s conscious alternation of day 
and night, and the construction of 
a Temple of Light in the fifth act 
following the defeat of the forces 
of darkness.

The opera was first performed at 
the Opéra in Paris on 5 December 
1749. Though Rameau had become 
so popular that the Marquis 
d’Argenson, a supporter of Lully, 
had forbidden the Opéra to put  
on more than two of his operas in  
a year, the first version of Zoroastre 
presented its listeners with 
difficulties. These were resolved 
by a revision, mostly of Acts II, 
III and V, staged in January 1756. 
In this form (and with masonic 
elements even more pronounced) 
the work had greater success, and 
was chosen to open the new opera 
house of the Académie Royale de 
Musique in 1770.

But even outside the context of 
dramatic innovations, this suite 
conveys some of the strikingness 
of Rameau’s dance writing, rich 
evidence of the composer’s genius. 
We can appreciate, as the New 
Groves’ Dictionary of Opera says, 
Rameau’s ‘ability to capture a huge 
range of moods…the more so given 
the limitation of form, phrase-
structure and rhythm imposed  
by contemporary choreography.’

Adapted by Stephanie Sheridan from 
original notes by G.K. Williams © 
Symphony Services Australia Ltd 2004

FRANZ SCHUBERT 
(1797–1828)

Symphony No.3 in D
Adagio maestoso – Allegro con 
brio 
Allegretto 
Menuetto (Vivace) – Trio 
Presto vivace 

In 1815 Schubert was the sixth 
assistant in his father’s school,  
yet that year was almost 
unparalleled for its sheer volume 
of musical work. Somewhere in 
between correcting his pupils’ 
exercises, Schubert found time  
for composition on what must  
have been a daily basis. Schubert 
began his Third Symphony on 

24 May. Napoleon had landed in 
France, the Congress of Vienna 
was in progress, and Europe was  
in the middle of the ‘Hundred Days’. 
But these events seem to have had 
little impact on Schubert’s music; 
the only hint of martial activity is in 
the choice of key.

Schubert’s introduction establishes 
D major, a key long associated with 
brilliance, pomp, and ‘rumours 
of war’. After a single emphatic 
chord, the introduction assumes  
a delicately conventional character 
with a clear debt to classical 
models: Haydn and Mozart. But 
Schubert’s own voice emerges 
almost immediately with a startling 
harmonic shift preceded by three 
soft chords. An ascending scale 
figure in the violins and drooping 
woodwind figures provide the links 
with the rest of the movement.

The Allegro con brio marks the 
first occasion on which Schubert 
had entrusted a main theme to a 
woodwind instrument. After toying 
with various instrumental colours 
in his sketches, he settled on a 
crisply rhythmic clarinet figure, 
alternating with string passages to 
establish an atmosphere of fun and 
gaiety. The full orchestra maintains 
the high-spirited mood and builds 
to a climax before leaving the 
listener suspended...

Having gained our attention, 
Schubert presents the second 
subject as an oboe solo with string 
accompaniment. At this point he 
broke off work, resuming on 11 July 
to complete this first movement 
and the remaining three in just 
eight days.

In his most resourceful use of wind 
instruments yet, Schubert traces 
the development of the Allegro 
con brio with a dialogue between 
woodwinds and strings. Then, 
artfully avoiding a replica of the 
exposition in the recapitulation, 
Schubert introduces elements 
of the slow introduction – a 
technique he developed further in 
his ‘Great’ C major symphony. For 
his second movement Schubert 
began an earnest Adagio molto in 
3/4, only to abandon it after two 
bars. In its place he wrote, on 15 
July, an intermezzo (Allegretto) – 
light and graceful.

The Menuetto wrenches us from 
delicacy to earthiness in one heavy 
upbeat, combining the style of a 
scherzo with the spirit of Austrian 
peasant dances. Its Trio, featuring 
oboe and bassoon, shows the 
inevitable path which the folk 
Ländler was treading (or whirling?) 
towards the waltz.

The finale (Presto vivace) 
continues the dance-like mood 
with a whirlwind of a tarantella. 
This is orchestral writing at its 
most brilliant and joyous, with a 
suggestion of the Italian style and 
pre-empting the popularity of 
Rossini’s music in Vienna.

This is the shortest of Schubert’s 
first three symphonies; its brevity 
and conciseness points to classical 
restraint and technical maturity, 
while its lighter weight and 
sparkling detail points to the pure 
joy of music. As one writer has 
suggested, ‘genius doesn’t need 
to reveal itself by plumbing the 
depths or storming the heights’.

Adapted from a note by Yvonne Frindle 
©1997/2009
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