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‘“It is dull, Son of Adam, to drink without eating,” said the Queen 
presently. “What would you like best to eat?” “Turkish Delight, 
please, your Majesty,” said Edmund. The Queen let another drop 
fall from her bottle on to the snow, and instantly there appeared a 
round box, tied with green silk ribbon, which, when opened, turned 
out to contain several pounds of the best Turkish Delight.”’

I would like to think that Johannesburg audiences might feel like 
Edmund from C.S. Lewis’s The Lion, the Witch and the Wardrobe, 
enjoying oriental delicacies, elegantly wrapped up in that elaborate 
box which is this year’s edition of the Johannesburg International 
Mozart Festival.

The eighth year of the JIMF pays tribute to Mozart’s Rondo Alla 
Turca and beyond. Ever since Mozart’s days, when the city of Vienna 
was besieged by the Turks during the war, composers and listeners have been fascinated by the arrival 
of arabesque elements in Western music. The 2016 Festival reflects the influence of oriental and exotic 
styles in a colourful variety of composers from our Classical patron to the present day: from Debussy’s 
penchant towards Gamelan music and the Moorish flavours in some Spanish guitar music, via Strauss’s 
Fairy Tales from the Orient to the San Gloria of this year’s Composer-in-Residence, Peter Louis van Dijk.

The diversity of the programme reflects once again that the Festival places great emphasis on 
interdisciplinary approaches, providing innovative intersections between “classical” repertoires, 
new music, improvisation, film, dance, theatre and contemporary South African art. The JIMF’s 
educational initiatives, too, are going from strength to strength. Our current three vocal scholars at 
the Musikhochschule in Cologne/Germany have recently enjoyed international competition successes 
and concert engagements. The 2016 Festival will, of course, see another edition of the annual vocal 
masterclass, along with a multidisciplinary workshop with poet Sthembiso Khwela and three young 
South African composers.

Between 23 January and 7 February, all our artists and ensembles will JoIn forces in concert, dishing out 
the Turkish Delights. 

Bon appetit – may I wish you inspiring concerts and encounters!

Yours
Florian Uhlig 

Artistic Director

DEAR FRIENDS OF THE JOHANNESBURG INTERNATIONAL  
MOZART FESTIVAL,
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THE FESTIVAL AT A GLANCE
JOHANNESBURG INTERNATIONAL MOZART FESTIVAL
23 JANUARY – 7 FEBRUARY 2016

Saturday, 23 January 2016 | Sunday, 24 January 2016 |
VIENNESE NEW YEAR CONCERT: 
“FAIRY TALES FROM THE ORIENT“ 
Linder Auditorium | Saturday 7.30 p.m. and Sunday 3.00 p.m.

Magdalene Minnaar (soprano) and Stéfan Louw (tenor); Johannesburg Festival Orchestra;  
Jo’burg Ballet; Richard Cock (Conductor)

Programme

Johann Strauss II: Fledermaus Overture 
Franz Lehár: Dein ist mein ganzes Herz 
Eduard Strauss: Pleasure Train 
Riccardo Drigo: Pas de deux from Le Corsaire 
Albert Ketèlbey: In a Persian Market 
Johann Strauss: Voices of Spring 
Johann Strauss Snr: Radetzky March 
Johann Strauss II: Roses from the South 
Giuseppe Verdi: Brindisi from La Traviata

Interval

Wolfgang Amadeus Mozart: Rondo alla Turca 
Johann Strauss II: Egyptian March 
Eduard Strauss: Bahn Frei 
Franz Lehár: Freunde, das leben ist lebenswert 
Johann Strauss II: Märchen aus dem Orient 
Carl Zeller: Schenkt man sich Rosen in Tirol 
Johann Strauss Snr: With pleasure Galop 
Franz Lehár: Lippenschweigen 
Johann Strauss II: Blue Danube

Tuesday, 26 January 2016 | CHORAL CONCERT 
School Hall, St Mary’s | 7.30 p.m.

Tribute to Péter Louis van Dijk. 

Chanticleer Singers; Odeion String Quartet; Duo FourIVTwo; Richard Cock (Conductor)

Programme 

Chariots; Magnificat; Cessate; Book of Tides; Ostinati; Gifts; Papilio; Horizons
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Wednesday, 27 January 2016 | MOZART BIRTHDAY CONCERT 
School Hall, St Mary’s | 7.30 p.m.

Odeion String Quartet

Programme 

Wolfgang Amadeus Mozart (1756 – 1791)  
Quartet in E flat Major K 428; 
Allegro non troppo  
Andante con moto  
Menuetto and Trio. Allegro  
Allegro vivace 

Péter Louis van Dijk (b 1953) 

iinyembezi

Thursday, 28 January 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Sarita Uranovsky (violin); Andrew Campbell (piano)

Programme 

Claude Debussy (1862 – 1918) 
Sonata for violin and piano (1916) 
Allegro vivo 
Fantasque et léger 
Très animé

Arno Babajanian (1921 – 1983) 
Violin sonata in B flat minor (1959) 
Grave - Allegro energico – Andante 
Andante sostenuto – Presto 
Allegro risoluto - (Largo) - Andante sostenuto

Interval

Arvo Pärt (b 1935) 
Passacaglia (2003)

Peter Louis van Dijk (b 1953) 
Threes (1996)

Ahmed Adnan Saygun (1907 – 1991) 
Suite for violin and piano Op 33 “Demet” (1955) 
Prelude 
Horon 
Zeybek 
Kastomonian Dance

Maurice Ravel (1875 – 1937) 
Tzigane (1924)
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Friday, 29 January 2016 | PIANO RECITAL
Northwards House | 7.30 p.m.

Pascal Gallet 

Programme 

Claude Debussy (1862 – 1918) 
Préludes 
Les danseuses de Delphes  
Les collines d’Anacapri  
Les pas sur la neige  
La cathédrale engloutie

Henri Collet (1885 – 1951) 
Al Parao  
A La Gitana  
La Bombilla

Olivier Messiaen (1908 – 1992) 
Le Merle Bleu

Interval

André Jolivet (1905 – 1974)  
Mana - inspiration from African figurine 
Beaujolais  
L’oiseau  
La princesse de Bali  
La chèvre  
La vache  
Pégase  

Olivier Messiaen  
Le Baiser de l’Enfant Jésus

Supported by IFAS

Pascal Gallet
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Sunday, 31 January 2016 | ORCHESTRA FROM SCRATCH  
Scott Gym, Wits Education Campus | Rehearsal: 11-2.00 p.m.; Concert at 3.00 pm

Nicholas Nicolaidis (tenor); Richard Cock (Conductor)

Programme 

Anthem Committee: SA National Anthem 
Eduard Strauss: Bahn Frei 
John Philip Sousa: Hands Across the Sea 
Andrew Lloyd Webber: Memory from Cats 
Rodgers & Hammerstein: Some Enchanted Evening  
with Steel Drums: Masithi Amen; Bare Necessities; I Will Survive 
Rodgers & Hammerstein: You'll Never Walk Alone 
Rodgers & Hammerstein: Oklahoma 
Péter Louis van Dijk: Sanscapes 
James Horner arr Lowde: Somewhere Out There  
Paul Anka arr M Cheyne: My Way

Sponsored by COROBRIK

Sunday, 31 January 2016 to Friday, 5 February 2016 | VOCAL MASTERCLASSES   
University of Pretoria

This runs for a week culminating in a concert on Friday 5 February at Northwards.

Prof Josef Protschka

Supported by the University of Pretoria 

Saturday, 30 January 2016 | COMPOSING WITH POETRY 
Goethe Institut | 3.00 p.m.

JIMF Composer-in Residence Péter Louis van Dijk and Jeanne Zaidel-Rudolph are curating an 
interdisciplinary collaboration between poet Sthembiso Khwela and three young South African 
composers: Keith Moss, Wayne Simpson and Felicity Mdhluli. 

The showcase at the Goethe Institut will see the world premiere performance af three new 
works, written by the young composers, based in a selection of works by Sthembiso Khwela and 
developed through a series of workshops. 

The performance will be followed by a roundtable discussion.

Orchestra from Scratch Vocal Masterclass
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Monday, 1 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Ferhan & Ferzan Önder

Programme 

Sidika Özdil (b 1960) 
Love & Emotions

Nikolai Rimsky-Korsakov (1844 – 1908) 
Scheherazade

Astor Piazzolla (1921 – 1992) 
Libertango Oriental 

Wolfgang Amadeus Mozart (1756 – 1791) 
Sonata in C major KV 521 
Allegro 
Andante 
Allegretto

Franz Liszt (1811 – 1886) 
Hungarian Rhapsody no. 2 

Fazıl Say (b 1970) 
Black Earth 
3 Ballads 
Winter morning in Istanbul   

Supported by the Embassy of Turkey

Duo Four

Philippe Raskin

Ferhan & Ferzan Onder

Odeion String Quartet Johannes Fleischmann
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Tuesday, 2 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Johannes Fleischmann (violin); Philippe Raskin (piano)

Programme 

Wolfgang Amadeus Mozart (1756 – 1791) 
Sonata for Piano and Violin in E minor, KV 304 
Allegro 
Tempo di Minuetto 

Fazıl Say (b 1970) 
Sonata for violin and piano, op. 7   
Introduction: Melancholy - Andante misterioso 
Grotesque - Moderato scherzando 
Perpetuum mobile - Presto 
Anonymous - Andante 
Epilogue: Melancholy - Andante misterioso

Serkan Gürkan  
Mein Wien

Wolfgang Amadeus Mozart 
Sonata for Piano and Violin in A major, KV 526   
Molto Allegro 
Andante 
Presto

Supported by the Austrian Embassy

Wednesday, 3 February 2016 | CINEMA IMPROVISANDO
The Bioscope | 7.30 p.m.

Paul Hanmer (Keyboard); Marcus Wyatt (trumpet/flugelhorn)

Paul Hanmer, JIMF Composer-in-Residence 2012, is back for one of our annual favourites, 
improvising live to a silent movie.

“The Thief of Baghdad”

Paul Hanmer Thief of Baghdad
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Wednesday, 3 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Domenico Nordio (violin); Florian Uhlig (piano)

Programme 

Johann Sebastian Bach (1685 -1750) 
Partita for Violin No 2 
Allemande 
Courante 
Sarabande 
Gigue 
Chaconne

Fazıl Say (b 1970) 
Cleopatra Op 34 for solo violin

Maurice Ravel (1875 – 1937) 
Sonata for violin and piano 
Allegretto  
Blues: Moderato 
Perpetuum mobile

Bruno Maderna (1920 – 1973) 
Per Caterina for violin and piano

Igor Stravinsky (1882 -1971) 
Suite Italianne for violin and piano 
Introduzione 
Tarantella 
Gavotta con due variazioni 
Scherzino 
Minuetto-finale

Supported by the Istituto Italiano di Cultura

Domenico Nordio Florian Uhlig
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Thursday, 4 February 2016 | GUITAR RECITAL
St Francis Church | 7.30 p.m.

James Grace

Programme 

Eduardo Sainz de la Maza (1896 – 1981) 
Campanas del Alba

Joaquín Turina (1882 – 1949) 
Fandanguillo

Joaquín Malats (1872 – 1912)  
Serenata Española

Isaac Albéniz (1860 – 1909) 
from Suite Española Op 47 
Granada 
Cádiz 
Asturias 

Isaac Albéniz  
from Cantos de España Op 232 
Córdoba

Interval

Manuel de Falla (1876 - 1946) 
Homenaje

Fernando Sor (1778 – 1839) 
Gran Solo Op 14

Joaquín Rodrigo (1901 – 1999)  
Invocación y Danza

Francisco Tárrega (1852 – 1909) 
Capricho Arabe 
Rosita 
Adelita 
Maria 
Recuerdos de la Alhambra

Supported by the Embassy of Spain in South Africa

Thursday, 4 February 2016 | CEOs IN FRONT OF THE ORCHESTRA 
Linder Auditorium | 10.00 a.m. | (Admission FREE)

The Johannesburg Festival Orchestra does several training sessions every year, where they show 
how an orchestra is like a business.

Now we are putting CEOs in front of the orchestra to CONDUCT it themselves and experience 
what it is like to work with a group of musicians and how to mould them into a functional team. 
It needs constant care and a steady hand to conduct an orchestra and we are looking forward to 
some interesting experiences with leading figures from the business world.

Sponsored by BASA
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Saturday, 6 February 2016 | CHAMBER ORCHESTRA CONCERT
The Edge (St Mary’s) | 4.00 p.m.

Buskaid Soweto String Ensemble / Rosemary Nalden (Conductor) 
Kabelo Monnathebe (violin); Mzwandile Twala (violin); Gilbert Tsoke (cello); Tiisetso Mashishi 
(viola)

Programme 

Jean-Philippe Rameau: Overture from Zaïs 
Jules Massenet arr Sonja Bass: Meditation from Thaïs Kabelo Monnathebe 
Angela Morley: Reverie Mzwandile Twala   
Johann Sebastian Bach: Brandenburg Concerto no 3 in G Major BWV 1048

Interval

Wolfgang Amadeus Mozart arr Sonja Bass: Overture to Il Seraglio 
Jean Sibelius: Impromptu for String Orchestra 
Max Bruch arr Michael Pilkington: Kol Nidrei Gilbert Tsoke/ Tiisetso Mashishi 
arr Buskaid members: Kwela and Gospel

Friday, 5 February 2016 | SONG RECITAL
Northwards House | 7.30 p.m. | (Admission FREE)

Josef Protschka + Master class participants

Programme: TBA

Josef Protschka The Adventures of Prince Achmed Marcus Wyatt

Thursday, 4 February 2016 | CINEMA IMPROVISANDO
The Bioscope | 7.30 p.m.

Paul Hanmer (Keyboard); Marcus Wyatt (trumpet/flugelhorn)

Paul Hanmer, JIMF Composer-in-Residence 2012, is back for one of our annual favourites, 
improvising live to a silent movie.

“The Adventures of Prince Ahmed”
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Saturday, 6 February 2016 | PIANO RECITAL 
Linder Auditorium | 8.00 p.m.

Peter Donohoe

Programme 

Alexander Scriabin (1872 -1915) 
Piano Sonata No. 2 in G sharp minor, Op 19 
Andante 
Presto

Claude Debussy (1862 – 1918) 
Estampes 
Pagodes 
La soirée dans Grenade 
Jardins sous la pluie

Claude Debussy  
D’un cahier d’esquisses 
Très lent

Claude Debussy 
L'Isle joyeuse

Olivier Messiaen (1908 – 1992) 
Cantéyodjayâ

Interval

Wolfgang Amadeus Mozart (1756 – 1791) 
Piano Sonata No. 11 in A major K311 ('Turkish') 
Andante grazioso 
Menuetto e Trio 
Alla Turca: Allegretto

Franz  Schubert (1797 – 1828) 
Piano Sonata No. 20 in A Major D959 
Allegro 
Andantino 
Scherzo: Allegro vivace 
Rondo: Allegretto presto

In association with the Johannesburg Musical Society

Buskaid Peter Donohoe
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Sunday, 7 February 2016 | FINAL CONCERT  
Linder Auditorium | 3.00 p.m.

James Grace; Johannesburg Festival Orchestra; Chanticleer Singers; Richard Cock (Conductor)

Programme 

Péter Louis van Dijk (b 1953) 
San Gloria 
Gloria in Excelsis 
Et in Terra Pax 
Laudamus Te 
Domine Deus 
Quoniam 

Joaquín Rodrigo (1901 – 1999) 
Concerto d’Aranjuez; 
Allegro con spirito 
Adagio 
Allegro gentile

Péter Louis van Dijk  
The Musicians of Bremen

Richard Cock

James Grace Chanticleer

The Musicians of Bremen
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COMPOSER-IN-RESIDENCE 2016

PÉTER LOUIS VAN DIJK

Péter Louis van Dijk has more than a dozen CDs 
to his credit, including recordings for the RCA 
Victor Red Seal and Marco Polo labels. He is pu-
blished by Oxford University Press, Hal Leonard, 
Accolade Musikverlag, Prestige and Alliance. 

Dr van Dijk has lectured at the University of Cape 
Town, the University of the Western Cape, was 
Senior Lecturer in Composition and Theory at 
Rhodes University and currently teaches Compo-
sition and Orchestration plus assisting his wife, 
Junita Lamprecht-Van Dijk teaching graduate 
choral conducting at the Nelson Mandela Metro-
politan University in Port Elizabeth.

Van Dijk has conducted most major South African 
orchestras, given workshops and performances 
across South Africa, in the USA with the CCC and 
the CYSO (Chicago), at Texas State University 
(San Marcos TX) and at China’s University of Tech-
nology, Beijing.

Péter Louis van Dijk (Rotterdam,1953 - ) is an in-
ternationally performed composer. His works in-
clude Horizons, written for and recorded by The 
King’s Singers, the string quartet iinyembezi and 
more recently the co-composed opera, Mande-
la Trilogy (prelude, first act, interlude and third 
act by Peter Louis van Dijk, second act by Mike 
Campbell) performed to critical acclaim at the 
Welsh National Opera in 2012 and at the Deut-
sches Theater in Munich in 2014. Further perfor-
mances are scheduled in several European cities 
between 2016-17 and at Riccardo Muti’s Ravenna 
Festival in 2016.  Other compositions include the 
song the san women sang for the Mainzer Kla-
vierduo, Magnificat for the Nelson Mandela Me-
tropolitan University Choir and Sontonga String 
Quartet and Windy City Songs for soloists, doub-
le choir and orchestra, commissioned by the Chi-
cago Children’s Choir for their 50th Anniversary 
Concert at the Lyric Opera, Chicago (2007).  

Van Dijk has composed five operas, including Out 
of Time (commissioned for the University of Cape 
Town’s 150th Anniversary Celebrations, 2010), 
two ballets, chamber music, several educational 
and choral-orchestral works such as The Musi-
cians of Bremen, Follow that Flute!, the cantata 
The Selfish Giant (most recently performed at the 
Stellenbosch Chamber Music Festival with Arch-
bishop Emeritus Desmond Tutu as the Narrator), 
Youth Requiem, a Te Deum and several orchestral 
arrangements of traditional African songs such as 
Bawo Thixo Somandla, Ingoma kaNtsikana and 
others. Following the success of Horizons, Van 
Dijk’s choral compositions, such as the Bushman-
inspired San Gloria (performed at Europe Cantat 
in Turin, Italy 2013), Bells (commissioned by the 
Chicago Children’s Choir), Cessate, Magnificat 
and Chariots (jointly commissioned by the Texas 
State Chorale and the NMMU Choir) have gained 
considerable popularity. Chariots was recently 
performed as a set piece for the Texas All-State 
Choirs (2015). 
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WORKS BY

PÉTER LOUIS VAN DIJK

LIST OF COMPOSITIONS

VOCAL SOLO 

• Four American Songs - Soprano and piano 
(for Susi Van Dijk) 

• Three Medival Love Songs - Soprano / Tenor, 
recorder, cello and harpsichord 

• Beyond - Soprano and Piano 
• The song of my reed flute - alto voice and 

soprano recorder (commissioned by Helena 
Lesch) 

• Two Old German Carols - Soprano, flute, 
cello (or viola) and piano (1. Es ist ein Ros 
enstsprungen 2. Kommet Ihr Hirten) 

• Star Drift: Four Songs - Song Cycle for high 
voice and piano 

• From Death to Life - Song Cycle for high 
voice and Chamber Orchestra 

CHOIR/ORCHESTRA 

• San Gloria - SATB choir, orchestra and organ 
chamber, based on Bushman fragments

• Windy City Songs - Solo soprano and barito-
ne, mixed choir, children's choir and orches-
tra (commissioned by the Chicago Children's 
Choir for their 50th anniversary) 

• Magnificat - Mixed choir and string quartet 
• Susa Ninna - Christmas Song for SATB choir 

and orchestra (or brass and organ) (commissi-
oned by The Foundation for the Creative Arts 
for the SABC Choir) 

• Te Deum - SATB choir, orchestra and organ 
(no violins) (commissioned by St. John's  
College for their centennial) 

• Follow That Flute! - Narrator, children's choir 
and orchestra (commissioned by CAPAB) 

• Youth Requiem - Solo tenor, children's choir 
and orchestra (commissioned by CAPAB for 
the 1987 Youth Music Festival at the Nico 
Malan Opera House) 

• The Musicians of Bremen - Narrator, audience 
participation and orchestra 

• The Selfish Giant The - Cantata for narrator, 
baritone, boy soprano, children's choir and 
orchestra 

• Songs of Celebration - SATB choir and 
orchestra (commissioned by CAPAB for their 
Silver Jubilee in 1988) 

• Tropes and Mirrors - Solo soprano, mezzo-so-
prano and baritone, SATB choir and orchestra  

CHOIR 
(A CAPPELLA OR SMALL ENSEMBLES) 

• Horizons - (commissioned by the King's 
Singers) 

• Weeklag en Dansgebed - Mixed choir, a cap-
pella SATB (commissioned by Linda Claas-
sens for Tygerberg High School Choir) 

• Al lé die Berge - Mixed choir, a cappella 
SATB and soprano solo 

• Bells - Double Choir - SATB choir and SSAA 
(commissioned by the Chicago Children's 
Choir) 

• Maria de zoude naer Bethleem - SSAA choir 
and soprano solo 

• Gifts - A capella choir SATB 
• Heretse (Song of the Baboon) - SSAA,  

guiro and piano 
• Lihle izulu - SSSAAA choir, two treble recor-

ders, string quartet and percussion (commis-
sioned by the St. Cyprians Cirls School) 

• Father Forgive - SSAA choir, solo cello, Afri-
can drum and tubular bell (commissioned by 
the St. Cyprians Girls' School) 

• In Terra Pax - Upper voices (SA chorus or solo 
soprano and mezzo-soprano), two treble 
recorders, cello and harpsichord 

• African Gloria - Mixed choir and piano (or 
organ) 
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WESTERN CHORAL ARRANGEMENTS
 
• Ring the Bells! - SATB, solo voice and  

orchestra 
• Steal Away - SSA choir and orchestra 
• Psalm 23 - SSA choir and orchestra 
• Hark the Herald - SATB choir / orchestra and 

audience 
• O Little Town - SATB choir / orchestra and 

audience 
• O Little Town - SATB (choir optional) version 

for reduced [school level] orchestra 
• Three Hymns - SATB choir, brass, percussion 

and organ 
• All in the April Evening - TTBB choir and 

orchestra (originally SATB) 
• Let Peace on Earth - SSAA & TTBB choir  

and orchestra 

AFRICAN CHORAL ARRANGEMENTS

• Plea from Africa - Solo female voice, SATB 
choir and orchestra small / strings (quartet or 
quintet) / brass ensemble 

• Umaconsana - Mixed chorus and orchestra 
• Sennanapo - Mixed chorus and orchestra 
• Bawo Thixo Somandla - Mixed chorus and 

orchestra 
• Bawo Thixo Somandla - Brass quintet - with 

or without vocals (worked for the Gothenburg 
Symphony Brass) 

• Bantu be Afrika - Orchestra (with / without 
vocals) 

• Ingoma kaNtsikana - Mixed chorus and 
orchestra 

• Akhala Amaqhude Amabili - Mixed chorus 
and orchestra 

• Sizongena Laph'emzini - Mixed chorus and 
orchestra 

• Umdudo kwaXhosa - Mixed chorus and 
orchestra 

• Tsoha Moroki - Mixed chorus and orchestra 

CHAMBER ORCHESTRA WORKS 

• iinyembezi - String Quartet 
• leaving africa (or parting ways) - duet Clarinet 

(or viola) and cello 
• the song the san women sang - Two pianos 

(commissioned by Gisela Lange for the  
Mainzer piano duo) 

• novelette - Solo cello and string quartet 
• Six Poetic Dances - flute, violin, viola (trio) 

(transcribed version of the recorder) 
• Six Poetic Dances - Recorder trio and  

percussion (ad lib) 
• papilio - Percussion duo 
 
INSTRUMENTAL (SOLOS AND DUETS) 

• 5-4-2 - 5 canonical duets for two treble 
recorders 

• Abstractions - soprano recorder and guitar 
• Threes - Solo violin (or viola) and piano  

(written for the composer's son Matthijs) 
• Lullaby for Sascha - soprano recorder and 

piano 
• Fantasy - Solo soprano recorder  

(for Christiane Maertin) 
• Six Short Duets - Descant- and soprano 

recorder (for Beate & Christian Setzer) 
• Sarabande - flute and piano (commissioned 

by Brigitte McKee) 
 
ORCHESTRA AND RELATED WORKS 

• San Chronicle - Orchestra without Violins 
• About Nothing - Orchestra (no harp)
• Christmas Overture (In Dulci Jubilo) -  

Orchestra 
• Sarabande for Strings - solo viola and string 

orchestra 
• Canti 2 - String Orchestra 
• Elegy-Dance-Elegy - Solo oboe d'amore (or 

soprano saxophone), harp, strings and tim-
pani (written for the American oboist Sharon 
Fligner-Lindquist) 
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WORKS BY

PÉTER LOUIS VAN DIJK

AFRICAN ORCHESTRAL ARRANGEMENTS

• Bawo Thixo Somandla - Brass quintet  
(with / without vocals) 

• Bawo Thixo Somandla - Orchestra  
(with / without vocals) 

• Ingoma kaNtsikana - Orchestra  
(with / without vocals) 

• Akhala Amaqhude Amabili - Orchestra  
(with / without vocals) 

• Sizongena Laph'emzini - Orchestra  
(with / without vocals) 

 
BRASS AND CONCERT BAND 

• The Rain's People - Storyteller and brass 
quintet (commissioned by SAMRO for Solid 
Brass) 

• Icarus Premonition - Concert Orchestra  
(commissioned by the Bellville High School) 

• Vukani - Concert Orchestra (commissioned  
by the Bellville High School) 

• Rotary Fanfare and March - Brass and  
percussion 

 
EDUCATIONAL 

• SanScapes - Inspired by the Bushmen.  
Narrator, audience and orchestra 

 
OPERATIC WORKS 

• Noodsein - Opera in one act 
• Macbeth - Opera in one act with music by 

Verdi that has been Africanised 
• Reineke Fuchs - Song Game in 15 scenes (in 

German) (commissioned by the Deutsche 
Schule Kapstadt) 

 

HUMOROUS (WITH ORCHESTRA) 

• Beethoven or Bust (Concerto) also known as 
The Da(l)be(r)g Variations - A battle between 
piano and orchestra

• Brandenburg 7.2 - Comic piece "sopranino" 
-recorder, viola, percussion (baking equip-
ment) and string orchestra 

• Clap!  (and how to cure it) - Orchestra and 
audience participation 

• The Oraltorio - Narrator (tenor solo), SAB 
solo, choir and strings 

• Bach in a Minuet - Voice, harpsichord (or 
piano) and string OR only voice and piano 

 
MISCELLANEOUS WORKS 

• Ingoma kaNtsikana (Trad.) - Alto saxophone 
and strings 

• Bawo Thixo Somandla (Trad.) - Youth Orches-
tra version 

• Della (M Moerane) - Voice and string trio  
(the SATB version) 

• Cat's Duet (Rossini) - Two voices and small 
orchestra 

• Cat's Duet (Rossini) - Two voices and string 
quartet 

• Old Mother Hubbard (Hutchinson) - Solo 
voice (soprano) and strings 

• The Holy City (S Adams) - Solo soprano  
(or tenor) and orchestra 

• You'll never walk alone (R & H) - Vocal duet 
with orchestra 

• Fill the World with Love (Bricusse) - Soloists 
and SATB choir with small orchestra 
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ORCHESTRA FROM SCRATCH 2013 - 2015

All photos (c) Johnathan Andrews
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JOHANNESBURG INTERNATIONAL MOZART FESTIVAL

EDUCATION PROGRAMMES

The JIMF has always held strong beliefs about 
making the Arts available to the youth, devising 
a scholarship programme in collaboration with 
the Hochschule für Musik und Tanz in Cologne 
Germany, and since 2010 has been in partner-
ship with Parktown Girls' High School, running 
an annual presentation for the learners. The pre-
sentations have varied from informal chats and 
snippets of performance from the Composer-in-
Residence, to longer formal performances by fes-
tival artists and puppet shows. These interactions 
and experiences have enriched and enhanced 
the extra-curricular learning of each and every 
learner. 

2015 saw the JIMF expanding their reach to  
St Teresa’s Junior Primary with a marionette show 
developed and performed by Pamela Tanscik 
and Adi Paxton. 2016 sees further expansion into 
schools such as Vuleka SSB and St Mary's School 
for Girls, Waverley. The 2016 JIMF Education  
Programme sees the timeless work Aladdin per-
formed as a shadow-puppet production for lear-
ners. It aligns well with the Alla Turca theme, and 
will enchant learners with its exotic flavour and 
ageless appeal.
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SCHOLARSHIP PROGRAMME WITH THE HOCHSCHULE FÜR 
MUSIK UND TANZ COLOGNE, GERMANY

The Johannesburg International Mozart Festival is delighted and proud to continue its partnership 
with the prestigious Hochschule für Musik und Tanz in Cologne, Germany. The collaboration began 
during JIMF 2012, when Professor Josef Protschka directed a one-week vocal masterclass for young 
South African singers. Eventually, three outstanding talents were chosen from the participants – sop-
ranos Nombuso Ndlandla and Andiswa Makana and tenor Siyabonga Maqungo. The JIMF raised 
sufficient funds in Germany for the three scholars to embark on a fully funded one-year programme 
of studies. In autumn 2013, the three singers arrived in Cologne – and they are still there, having suc-
ceeded in entering the Hochschule Master’s programme. A further two candidates were chosen at the 
JIMF masterclass in 2015; Aron Mahlohla and Makudupanyane Senoana. Aron has already begun 
his studies, and Makudupanyane is due to begin in the Spring Semester 2016.

2016 sees the fourth edition of the scheme when, once again, in February 2016, Professor 
Protschka will be offering masterclasses at University of Pretoria.

The masterclass runs from 31 January to 6 February 2016 at the University of Pretoria’s Musaion  
Concert Hall. No more than 6 candidates will be accepted as active participants. One student 
could be chosen for a fully funded academic year’s study with Professor Protschka at the Music  
College in Cologne. 

If you wish to make a donation towards the scholarship scheme please do not hesitate to contact the 
Apollo Music Trust on T: +27 (0)11 447 9264 or rcock@iafrica.com.

Nombuso NdlandlaAndiswa Makana

Siyabonga MaqungoThe 3 South Africans with Josef Protschka
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MESSAGES FROM PREVIOUS SCHOLARSHIP BENEFICIARIES

Siyabonga Maqungo
Firstly I would like to thank JIMF for having started such great initiative for young upcoming singers to 
participate in the Festival and building a bridge between Europe and South Africa. 

It has been great two years since I came over to Germany. Being part of the Köln Musik Hochschule 
finishing off my Masters has taught me a lot of things which made me a better musician. Many great 
things have occurred in the past two years - I was given my first operatic role (Nemorino) at the HfMTK 
which was a great success and a stepping stone to even more exciting adventures. I was then offered 
a number of concerts which saw me visiting different countries like China; Korea; Brazil and all around 
Europe. I was later then offered opera roles in different houses - Tamino in Schwerin Staatstheater; 
Ferrando in Freiburg Theater and Alfred in Meiningen Staatstheater. 

Today I am so grateful and thankful to have signed for my first job in Germany having joined the 
Meiningen Staatstheater as a resident artist. It's a dream come true! 

Thank you so much to JIMF, and may this initiative bring light to other young upcoming musicians.

Nombuso Ndlandla
It has been the most life changing experience ever in my whole musical journey. Through this schol-
arship programme, I got a chance to grow tremendously as a musician and get a glimpse of the level 
I need to reach in order to have a successful international career. 

I enrolled for master studies at the Köln Musikhochshule where I am currently improving my skills in 
every possible way under the most experienced Professors' guidance. I am currently preparing the 
role of Titania from Benjamin Britten's opera, A Midsummer Night's Dream. I am also preparing for a 
number of competitions and auditions for next year. This was all made possible by this great initiative. 

I am sincerely thankful to the Johannesburg International Mozart Festival Scholarship Programme 
and all involved for this opportunity, it has been a stepping stone to a promising future international 
career.

Siyabonga Maqungo Nombuso Ndlandla
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The Hochschule für Musik und Tanz Cologne is one of the world’s foremost performing arts schools 
and one of the largest music institutions for higher education in Europe with its three campuses in 
Cologne, Wuppertal, and Aachen.

In 1927, as one of the first academic institutions for music in Germsny, yhr University was honoured 
with the title of “Hochschule” (institution for higher education). This distinction followed the decision 
to abandon traditional academic programmes, which focused solely on soloist performance offered 
at conservatories, to instead embrace a more global goal by introducing the “music education” pro-
gramme: artistically and pedagogically educating musicians to be as multifaceted as possible.

Even today, this aim of versatility remains the foundation for the Hochschule für Musik und Tanz 
Cologne’s forward-looking image. The University is committed to providing students from around the 
world with a comprehensive education and a high level of professional skills.

The University’s three campuses help distinguish the University in a special way. The Aachen campus 
substantially contributes to the Opera/Musical Theatre Master’s programme by collaborating with 
the Theatre Aachen and the recently established musical theatre chair through the Rheinsiche Oper-
nakademie. The Wuppertal campus is planning a broad expansion of its specialisations in the music 
education programmes, noteworthy for their extensive networks of partners in the field of music 
education and for its many fields of specialisations, e.g. the only mandolin choir in Europe. Of the 
three campuses, Cologne campus boasts the most comprehensive and extensive course offerings in 
the arts, education, and academics.

www.hfmt-koeln.de

HOCHSCHULE FÜR MUSIK UND TANZ COLOGNE, GERMANY

Cologne Campus Wuppertal Campus Aachen Campus
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PROGRAMME NOTES

On New Year’s Day, Vienna dances in its imagi-
nation to what seems like the eternal triple time 
of Johann Strauss’s waltzes. Alluringly these se-
ductive dances appear to whirl their audience 
through time into a magical world of the city’s 
yesteryears. Their suggestive rhythm conjures up 
an apparently golden 19th century when the city 
embodied glitter, wealth, peace, love and plenty. 
So popular is this utopian trip down memory lane 
that tickets have to be applied for in January, a 
year before the concert, so that they may be bal-
loted for and the lucky winners are chosen to join 
the magic carpet. But Arcadian nostalgia does 
not come cheap. The top price for a New Year’s 
Day ticket is around €940,  that is a staggering 
ZAR 17,000! But if you live in Vienna you can go 
a lot more cheaply to the rehearsal on Dec 30th 
and the preview on New Year’s Eve. But, as far 
as most of the world, and Viennese glitterati, are 
concerned, the real thing begins at 11.15 am on 
New Year’s Day.

But how real is the real thing? At first this is a 
concert of attractive tunes liltingly played by one 
of the world’s best orchestras. The official website 
boasts it is the most popular concert in the world, 
though I imagine cold statistics would suggest 
that the Last Night of the Proms in London or, if 
one can call it a concert, the Christmas Eve Ca-
rol Service from King’s College, Cambridge run 
pretty close. So on New Year’s Day Vienna pre-
sents itself as the city of music, at play, in several 
senses. 

The seemingly ancient tradition behind the 
Vienna’s New Year’s Day concert is actually a lot 
younger and a lot more complex. The first New 
Year’s Concert took place on December 31, 1939, 
only moving to New Year’s Day in 1941. In 1939, 
Clemens Krauss conducted the Vienna Philharmo-

nic and the orchestra has appeared ever since. This 
‘Austrian tradition’ continued throughout World 
War Two, even in 1945, its ‘traditional’ status en-
shrined in 1946 by calling the event the “New 
Year’s Concert: a tradition born in seven years”.

Moreover, this ‘New Year’s Concert’ is not just a 
pricey, three-time romp. It’s a very deliberate att-
empt to project a particular image of Vienna as 
the custodian of refined pleasure and high cul-
ture. The Viennese press asserts that: “[the con-
cert is] even today… a presentation of Viennese 
musical culture at the highest level…Originating 
during a dark period of Austria's history, these 
concerts were initially conceived for a local au-
dience as a reminder of better times and a source 
of hope for the future.”  And yet, however deftly 
composed the waltzes and polkas are, and, how-
ever much Brahms and Wagner admired Johann 
Strauss the younger, it is surely wrong to describe 
these works as “Viennese musical culture at the 
highest level.” After all, this was the city in which 
Mozart, Haydn, Beethoven, Schubert, Brahms, 
Mahler, Bruckner, Schoenberg, Berg and We-
bern, to name a few, lived and worked.

So why do the Viennese elevate the status of the 
New Year’s Day concert? The answer lies within 
the second claim: that the concert originated 
as a reminder of better times in a time of war. 
It presents an airbrushed history of Vienna and 
its happy, golden yesteryears. In the years when 
the Strausses were hard at work and some sec-
tions of Viennese society danced, the Habsburg 
Empire was in slow decline. Franz Josef, the Em-
peror, had come to the throne in 1848, the year 
of European revolutions, and the one in which 
Johann Strauss senior composed the Radetzky 
March, in honour of the general whose victories 
in 1848 helped maintain the Habsburg occupati-

Programme notes © Roderick Swanston except notes on works by Peter Louis van Dijk, which were 
contributed by various South African musicians or by the composer himself.

Saturday, 23 January 2016 | Sunday, 24 January 2016 | 
VIENNESE NEW YEAR’S CONCERT: “FAIRY TALES FROM THE ORIENT”
Linder Auditorium | 3.00 p.m.
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on of Italy. But, within twenty years the Habsburg 
Empire had lost its territories in Italy, and had to 
cede its pre-eminence as the leading German-
speaking European empire to the new Prussian 
under Bismarck and Kaiser Wilhelm I. The Aus-
trians lost the battle of Königgratz in 1866, the 
year in which Johann Strauss junior composed 
his Vienna Bonbons waltz. The Austrians had to 
cede partial self-governance to their neighbours, 
the Hungarians, in 1867, the same year in which 
Strauss composed the Blue Danube. In 1889, 
the Habsburg house was plunged into scandal 
after the heir to the throne, Archduke Rudolf, was 
found dead with his mistress in Mayerling, the 
year after Strauss had penned the glorious Kaiser 
(Emperor) Waltz. As Shakespeare said: “All that 
glistens is not gold.”

Assiduously, the Viennese, through this celeb-
rated concert, have tried to project an image of 

Viennese society and re-write history. The white-
wash is almost complete. Famous conductors 
fall over themselves to direct the concert in the 
Musikverein. Every year the largest musical diet 
is devoted to works of Johann Strauss senior or 
his sons, though over the years the programmes 
have included a few other composers such as on 
the bi-centenary of Haydn’s death in 2009, and 
in 2010 on the birth of Otto Nicolai, the found-
er of the Vienna Philharmonic. One concert even 
included the Champagne Polka by the Danish 
composer Hans Christian Lumbye, nicknamed 
the Strauss of the North. 
 
A sceptical historical perspective should not be 
forgotten when enjoying the New Year’s Concert, 
but the event is a social and musical feast, and 
informed ears can still enjoy its unique festivity. 

Tuesday, 26 January 2016 | CHORAL CONCERT
School Hall, St Mary’s | 7.30 p.m.

Choral music is an important part of Péter Louis 
van Dijk’s output and he writes with an individu-
al and distinctive voice. The influence of the S
n Bushmen is felt in several of the pieces, either 
melodically, with short repeated phrases or in 
striking cross-rhythmic passages.  Text, too, is very 
important and he chooses those which reflect his 
sympathy for these ancient people who have lived 
on the fringes of society, both physically and poli-
tically for centuries.

The words of Chariots, an exciting and vigorous 
song, are from Psalm 20:

We will shout for joy when you are victorious, 
We will lift up banners in the name of God.
Some trust in chariots and some in horses,
But we trust in the name of God.
May he give you the desire of your heart and 
make all your plans succeed.

This piece was written for the Texas State Uni-
versity Chorale and the Nelson Mandela Metro-
politan University choir and is now sung widely 
throughout the world.  It is marked by strong 
rhythms, rhythmical cross-currents and ostinato 
patterns.

Magnificat
Latin words:
Magnficat anima mea Dominum, et exultavit 
spiritus meus in Deo salutari meo. Quia respexit 
humilitatem ancillae suae;
Ecce enim ex hoc beatam me dicent omnes ge-
nerations, quia fecit mihi magna qui potens est 
et sanctum nomen ejus; Et misericordia ejus a 
progenie in progenies timentibus eum. Fecit po-
tentiam in brachio suo; dispersit superbos men-
te cordis sui.
 
English words:
My soul doth magnify the Lord; and my spirit hath 
rejoiced in God my saviour. For he hath regarded 
the lowliness of his handmaiden.
For behold, from henceforth all generations shall 
call me blessed. For he that is mighty hath mag-
nified me and holy is his Name. And his mercy is 
on them that fear him throughout all generations
He hath shewed strength with his arm. He hath 
scattered the proud in the imagination of their 
hearts.

Cessate was commissioned by Potchefstroom 
University Choir for the Kuesta Festival in 2009, 
a festival of University choirs, which has been  
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running for many years. Although this piece 
also has many complicated rhythms and cross –
rhythms, it nonetheless gives a feeling of calm-
ness and peace, appropriate for the text: Be still 
and know that I am God. It is a demanding piece 
as it explores many different choral techniques, 
but as with all of van Dijk’s works for choir it is 
written with care and great sensitivity for what is 
practical and possible.

Book of Tides is a reworking of Prelude 22 from 
Book 1 of the 48 Preludes and Fugues of J S Bach 
to which  Péter Louis van Dijk has added words:

In the hush and hum of the rolling tide,
Sounds the ceaseless throb of the ocean drum
While the sun pours fire on the white crested 
waves
Born of waves, born of stars, born of wind, born 
to fly
On sails of cloud
On wings of sky
And the rhythm of the timeless seadrones,
What was, what is and what is to be.
Dreams in tethered flight,
For we live between the shadow and the light.
Though each wave must subside,
Every memory abides
In the salt and shale and the seagulls cry,
We are shimmering sands
Broken shells, cradled by unseen hands
We are light and haze, 
We’re the storm and the roar and the blaze
of each glorious breaking wave on this transient 
shore of eternity;
By the Book of Tides we’ve been caused to be,
free to build or destroy, or fill the earth with joy

Ostinati for Saxophone Quartet and percussion 
ensemble by Péter Louis van Dijk was commis-
sioned by Frank Mallows in November 1987 for 
the Rhapsody Saxophone Quartet and Percus-
sion ensemble.  The work has now been transcri-
bed, with the composer’s permission, for String 
Quartet and the mallet percussion duo, Duo 
FourIVTwo, especially for this performance. The 
underlying compositional element, expanding 
and contracting metric divisions, is introduced in 
quarter notes by the triangle.  This rhythmic pat-
tern is then developed using triplets and rhyth-
mic subdivisions, made more complex by the 
incorporation of textural sounds on the drums 

and cymbals. With the introduction of the me-
lodic instruments, the vibraphone and marimba, 
the original rhythmic idea is developed further 
through the use of interesting melodic intervals 
which leads to a complex series of overlapping 
repeated figures.  These are then layered with 
the reintroduction of the non-pitched percussion 
instruments. The string quartet’s entry in rhythmic 
unison restates the metric divisions stated earlier 
by the triangle. In the development section we 
see many interesting compositional techniques; 
contrary motion, fugal ideas, delicate textural co-
lours, strong unison rhythmic figures played by 
the whole ensemble, and finally a solo for the cel-
lo. The work finishes as it began with the triangle 
restating the original metric divisions before a 
short coda that, as always, includes some of Péter 
Louis van Dijk’s quirky humor.

The text for Weeklag vir Harik is taken from Bo-
esmanverse by Abraham Fouché (1899 – 1982) 
and is dedicated to Linda Claassen and her choir 
at Tygerberg High School.   It tells the sad sto-
ry of the death of Harik who has been killed by 
Swartby.  It is a moving and tragic piece capturing 
the harshness of life in the desert regions of the 
Northern Cape:

Eloib Kanopuis, kyk, kyk
My wegraak blom,
Harik is dood!
Dood geangel deur Swartby!
Ek kruip onder my kombers van verdriet.
Roggel doodsvoël, huil jakkals.
Harik is dood!

Papilio was composed in 1985 for members of 
the Cape Percussion Ensemble (Steve Coltrini, 
Ray Lindquist, Frank Mallows and Joanna Ward). 
Based on a short poem by the composer, this 
work captures the early moments of the butterfly 
leaving its chrysalis. The soporific, almost irritating 
effect created by the quasi-ostinato repetitions 
portrays the underlying frustrations, “shadows” 
and “half formed claws”, found in the poem. 
The “echoes of tears” is reflected in the antipho-
nal passages and motifs, whilst the concept of 
“healing sounds” dictates the generally low dy-
namic levels. The work is for percussion duo and 
requires both performers to play textural sounds 
on the percussion instruments, thereby creating 
a sonic landscape much like that used for nature 
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documentaries. Tam tam scrapes, light taps with  
a knitting needle on the dome of the cymbal, 
bowed vibraphone, rolled notes on the marimba 
and exotic instruments like the vibraslap, evoke a 
sonic landscape that is rich and earthy. The short 
melody stated by the marimba conjures up the 
sound of the land of the S n peoples, thereby 
giving this work a distinctly South African flavor. 

In a cave, somewhere in the Western Cape region, 
is a well-documented S n Bushman painting of a 
Dutch (or, perhaps English) ship, resplendent with 
flags and sails, rounding the Cape.  The painting 
dates back to the early 1700s and serves as a poig-
nant reminder of the incredible powers of obser-
vation of these now virtually extinct people. Sadly, 
the very people the S n saw as gods, certainly in 
terms of stature and relative opulence, were to 
become their executioners (with the help of other 
black tribes). Physically small, the S n described 
their larger neighbours as animals without hooves 
and were often mistakenly regarded as cowardly 
due to their non-confrontational approach to con-
flict with friend and foe alike. The eland (a large 
antelope) represented more than just food and 
took on an almost supernatural significance, while 
the rain was seen, symbolically to be either male 
or female (either rain-cow or bull) depending on 
its intensity. Horizons was written at the request of 
the King’s Singers for their 1995 South African tour 
and commissioned for them by the Foundation for 
the Creative Arts (South Africa)

Hnn… Hnn… 
Sleep my springbok baby,
Sleep for me, my springbok child
When morning comes I’ll go out hunting,
for you are hungry and thirsty,
thirsty and hungry.
 
Small moon, 
Hai! Young moon
When the sun rises 
you must speak to the Rain,
Charm her with herbs and honeycomb,
O speak to her that I may drink,
this little thing, that I may drink.
 
She will come across the dark sky,
mighty Rain-cow, sing your song for me,
that I may find you on the far horizon.

Sleep my springbok baby,
Sleep for me my springbok child
When morning comes I’ll go out hunting
For you are hungry and thirsty, 
thirsty and hungry.

When the sun rises you must blind 
with your light the Eland’s eyes
O blind his eyes that I may eat
This little thing, that I may eat.
 
He will come across the red sands:
Mighty Eland, dance your dance for me
That I may find you on the far horizon.
 
Sleep my springbok baby,
Sleep for me my springbok child
When morning comes, they’ll come a-hunting
For they are hungry and thirsty, 
thirsty and hungry.
 
They will come across the waters,
Mighty saviours in their sailing ships
And they will show us new and far horizons.
 
And they came, came across the waters
Gods in galleons, bearing bows of steel
Then they killed us on the far horizons, 
horizon, horizon. (Hnn…)

Gifts was written for the Chanticleer Singers on 
commission by the Foundation for the Creative 
Arts. It recounts the story of Christ’s birth and the 
confidence of Mary in opening her heart not only 
to God, but to all peoples. The child she bore is 
the God of all, both high and low, peaceful and 
warlike, good and bad – “Welcome them in” she 
says, a pre-echo of her son’s words which were as 
yet unspoken! Particularly striking is the section 
where the Roman soldiers enter the scene – lis-
ten for their martial swagger! There are stringent 
harmonies where they describe their gifts for the 
Christ child – gifts of rusty nails and a crown of 
thorns!

Gloria in excelsis Deo!

Mary! Maria! There are shepherds at the gate. 
Dirty.  Dressed in rags. I have told them not to 
wait, but they say “Angels sent us to sing to the 
Christchild – to Jeshua our King.
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Take these our humble gifts of worship, and prai-
se and adoration”.
“Joseph, oh Joseph, my child is their child.
Open the gate and welcome them in”.

Gloria in excelsis Deo!

Mary! Maria!  There are kings at the gate. Rich 
men.  Dressed in robes.  I have told them not 
to wait,
But they say “A star sent us to sing to the Christ-
child – to Jeshua, our King
Take these our humble gifts of mere gold and 
myrrh and frankincense”.
“Joseph, oh Joseph, my child is their child.
Open the gate and welcome them in”.

Gloria in excelsis Deo!

Mary! Maria! There are soldiers at the gate. Ro-
mans. Dressed in blood.  I have told them not 
to wait.
But they say “Satan sent us to sing to the Christ-
child - to Jeshua, your King.
Take these our precious gifts of rusty nails and a 
crown of thorns”.
“Joseph, oh Joseph, my child is their child, My 
lord is their Lord.
Open your heart and welcome them in”.

Gloria in excelsis Deo!

Wednesday, 27 January 2016 | MOZART BIRTHDAY CONCERT
School Hall, St Mary’s | 7.30 p.m.

Mozart is popularly thought to have been so 
gifted that his compositions came directly from 
some supernatural source. But the truth is that 
while Mozart was brilliantly talented and inspired, 
in many cases his music was the result of hard 
work and careful thought about musical struc-
ture and design. This is particularly true of the six 
string quartets he dedicated to Haydn between 
1782 and 1785.  He even wrote in his introduc-
tion to the quartets that they were “…the fruit of 
long and laborious labour, yet the hope inspired 
in me by several friends that it may be at least 
partly compensated encourages me, and I flatter 
myself that this offspring will serve to afford me 
solace one day.” The quartets were the latest in a 
line of works where Mozart seemed deliberately 
to take stock of his music to refine and develop 
it. The inspiration for this stocktaking was Haydn’s 
1781 quartets Op 33 which the composer descri-
bed as being composed in a “new and special 
way”. Judging from the scores, it seems Mozart 
was determined to curb his melodic abundance 
through the discipline of thematic transformati-
on, as Haydn had done.

The opening theme is in two parts; the first uni-
son strings outlining an E flat major chord with 
a chromatic passage in the middle. The second 
consists of long notes with a turn in the violin and 
a distinctive figure played by the second violin 

made from a snappy upward figure and a series 
of repeated notes which gathers significance as 
the movement proceeds.  After the opening idea 
is heard blossoming with harmonies, the music 
expands over a repeated quaver bass with a good 
deal of dialogue between the violins. Shortly the 
music moves to B flat major and a new idea ap-
pears, which on closer examination is linked to 
parts of the first idea. In a short space, elements 
of the opening are re-worked to yield a dialogue 
between viola and cello and a final rush of scales. 
This is but a prelude to a much more elaborate 
development that follows, showing the motivic 
and contrapuntal possibilities of the first ideas, 
like a character in a play appearing changed by 
different circumstances and events. It was clearly 
Mozart’s intention to follow Haydn’s example of 
continuous variation.

The Andante con moto is no less ingenious mo-
tivically and is more relaxed in tempo, but the 
counterpoint between the parts adds an intensity 
that makes this one of Mozart’s more poignant 
slow movements. It is in two parts, each of which 
is repeated. The Menuetto that follows is clearly 
a homage to Haydn’s rustic vein with its opening 
violin sweeps and emphasis on the first beat of 
the bar. The Allegro vivace is full of humour, be-
ginning with a musical idea that is quickly chan-
ged into a cat and mouse pursuit between vari-
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ous groupings of the ensemble. The aural pace 
of the music relaxes a little with the entry of a se-
cond idea in B flat major, but the music’s energy 
is never absent for long as gradually rushing se-
miquavers become ever more present. Near the 
end there is a passage strongly reminiscent of the 
opening of the first movement, as though Mozart 
was setting a seal on the unity of the whole work.

iinyembezi (which means ‘tears’ in the Xhosa lan-
guage of South Africa) was inspired by the Dow-
land song, Flow my Tears. Van Dijk has used only 
the first four descending notes of this song as the 
basis for several free variations throughout the 
quartet. The three principal elements in this sin-
gle-movement work are the opening “sighing” 
motif (in various rhythmic and dynamic guises 
throughout the piece), the four-note falling motif 
(eg. the opening cello statement), and the inter-

val of the perfect fifth. The only overtly “African” 
section is a slightly jaunty variant of the theme 
accompanied by pizzicato mbira-like figures and 
limited percussive effects on cello and viola. The 
Dowland theme, which is stated melodically only 
at the conclusion of the work, has been used by 
several composers - including John Dowland 
himself in his Pavan Lachrimae (1604), by his 
Dutch contemporary, the blind composer Jacob 
van Eyck and by Benjamin Britten in his Lachry-
mae for viola and piano. iinyembezi is dedicated 
to the composer’s son, Xandi van Dijk (viola) and 
the other members of the UCT String Quartet, 
who premiered the work at the Grachten Festival 
in Amsterdam in August 2000 and was recorded 
by the Sontonga Quartet in September 2002.

Thursday, 28 January 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Claude Debussy (1862-1918) began his musical 
life as a very young student at the Paris Conserva-
toire, aged ten in 1871. Here he came in contact 
with many of the leading French composers and 
musical thinkers of the day, one of whose aims 
was to establish a new, distinctive French musical 
identity. The process of finding such an identity 
led French composers first to attempt to ‘catch 
up’ with the scope and standards of German ins-
trumental music (in the 1860s, Edouard Colonne 
established concerts to promote Beethoven sym-
phonies which were little known in Paris), then 
French composers became bewitched by Wagner 
forming a large group flocking to Bayreuth. De-
bussy began as one of these, being overwhelmed 
by the musical dramas of Wagner. He quickly rea-
lized that however powerful Wagner’s music was, 
it did not offer a way forward for French compo-
sers, and while finding new paths he coined a 
phrase to describe composers still worshipping 
at the Wagner shrine (d’après Wagner) and tho-
se who had either ignored or moved on (après 
Wagner). Debussy positioned himself firmly in 
the latter camp and started exploring other mu-
sic. One important area was earlier French music, 
such as Couperin and Rameau; another was the 
music from the East, which at the time included 
Russia (Mussorgsky’s Boris Godunov made a 

huge impression after its performance in Paris) 
and even further, the music of Bali and Indonesia. 
Later in his short life, however, Debussy wanted 
to move away from the illustrative music he had 
composed (sometimes rather loosely and inac-
curately described as ‘impressionist’) towards 
more classical, abstract forms. In pursuit of this 
he composed some Etudes (1915) for piano and 
planned six sonatas for different instruments. He 
only managed to complete three of these, one 
of which was the Violin Sonata (1917). The first 
movement of Debussy’s Sonata is cast in three 
sections, the outer ones being based (very loo-
sely) on G minor. The middle one changes the 
texture and is based on E major. The harmony 
Debussy had evolved did not allow the kind of 
harmonic structure composers such as Haydn 
used to construct sonata forms. Instead Debussy 
initiates his musical dialogue with an oscillation 
between the unrelated chords of G minor and 
C major. Over this he weaves a melody, whose 
elements generate new ideas and developments. 
The middle section contrasts the fragmentation 
of the opening and conclusion with a violin melo-
dy moving by step and a piano part consisting of 
arpeggios. While Debussy aimed to be abstract, 
some turns of phrase recall his Eastern inspired 
music, particularly in his use of parallel fifths and 
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pentatonic elements. Overall the movement is 
elusive, often sounding as though Debussy was 
about to state a grand theme, but then thought 
better of it and backed away. The effect is tanta-
lizing and full of luscious gestures. The second 
movement (Interméde: Fantasque et léger) is 
a gloriously mercurial movement with frequent 
changes of texture, mood and ‘direction’. It is 
like a narrator who keeps thinking of witty asides 
and excursions. Ostensibly it is in G major, but 
that would tell the listener little as so little of the 
music conforms to this restriction. The finale (très 
animé) begins as a toccata and seldom abandons 
its hectic mood and pace. The opening violin me-
lody suspended over the rapid piano figuration 
brings back the opening theme, with its descen-
ding thirds, of the first movement. After a while 
the instruments change roles and the violin pro-
vides a rapid counterpoint to a new idea played 
by the piano. A respite then appears (le double 
plus lent) followed by another procrastination in 
a section marked expressif et soutenu. But no 
delay can hold back the explosive energy of the 
movement, which reaches its climax with an apo-
plexy of trills and triplets all in G major.

Arno Babajanian (1921-1983) was an Armenian 
composer who died in the Soviet Union. His ext-
raordinary talent was apparent from an early age. 
The composer Aram Khachaturian suggested to 
Babajanian’s parents he should undergo serious 
musical training. So at the age of 7 he entered 
the Yerevan Musical Conservatory, later continu-
ing his studies in Moscow from 1930. In the 1950s 
having returned to Yerevan he taught in the con-
servatoire that he had attended as a child. Much 
of Babajanian’s music is rooted in Armenian folk 
music, which befriended him to the contempora-
ry musical ideology of the Soviet Union. His con-
formity in this respect led to his being awarded 
the Stalin Prize in 1950 for his Heroic Ballade for 
piano and orchestra, and the Order of the Red 
Banner of Labour. He was named a People’s Ar-
tist of the Soviet Union in 1971. He was also a 
noted teacher, being praised by Shostakovich, as 
well as a brilliant pianist. A minor planet, 9017 
Babadzhanayan, is named after him. He is best 
known for his many songs, some to texts by Yev-
tushenko, and his Piano Trio. His Violin Sonata in 
B flat minor was composed in 1959 and dedica-
ted to Shostakovich, though the musical style re-
calls Prokofiev more, particularly its juxtaposition 

of harsh dissonances with passionately romantic 
melodic moments. It is in places a very dramatic 
work requiring considerable virtuosity from both 
pianist and violinist.

Arvo Pärt was born in Estonia in 1935. In 1954 
he attended the Tallinn Conservatory in Estonia’s 
capital, graduating in 1963. Thereafter he worked 
as a record producer for Estonian Radio. Pärt was 
always interested in modernist music, especially 
serialism, that was frowned upon in the Soviet 
Union. Even so he continued to win prizes for 
his music. In the 1970s, Pärt’s music underwent 
a considerable change, not least because of his 
study of medieval and early Renaissance music. 
This was combined with a new religious fervour 
coinciding with his conversion from Lutheranism 
to Russian Orthodoxy. This, too, would have been 
unpopular with the secular musical ideology of 
the Soviet Union, which at the time ruled Esto-
nia. In 1980, Pärt was granted permission to lea-
ve the Soviet Union and he settled first in Vienna 
and subsequently in Berlin. With Estonia gaining 
independence after the collapse of the Sovi-
et Union, Pärt moved back to Tallinn where he 
now divides his time between that city and Ber-
lin. Though some of his early music is very much 
in the contemporary dissonant style, recalling in 
the first instance the music of Prokofiev and la-
ter that of Schoenberg’s twelve-tone music, his 
music after his Third Symphony (1971) adopted 
his own version of minimalism, combining intense 
repetitions of small musical phrases. All his music 
exudes a religious, almost prayer-like atmosphe-
re, particularly in works either set to or inspired by 
religious texts. His Passacaglia for violin and pia-
no was composed in 2003 and revised with enlar-
ged orchestration in 2007. It was originally com-
missioned by an international violin conference 
held in Hanover in 2003. It was also used in the 
sound track of the 2004 film Battlestar Galactica. 

Ahmed Adnan Saygun (1907-1991) was a Turkish 
composer and musicologist. He was sometimes 
linked with fellow Turks as the Turkish Five (other 
members: Ulvi Cemal Erkin, Cemil Re it Rey, Ha-
san Ferit Alnar and Yalçın Tura) who championed 
a synthesis between modern Western music and 
Turkish national styles. Saygun was a prolific com-
poser of operas, piano concerti, symphonies, 
choral works (his oratorio Yalçin Tura was quite 
widely performed outside his homeland) and 
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chamber music. Saygun’s earliest musical impres-
sions came from the Ottoman bands he heard as 
a child in Izmir where he was born. His musical 
enthusiasm drew him to learn the oud (an Ara-
bic plucked instrument from which the work ‘lute’ 
is derived) and to study musical theory. In the 
1920s, he went to the Schola Cantorum in Paris, a 
bastion of rather conservative musical education 
led by the redoubtable Vincent d’Indy with whom 
Saygun studied. In 1931 he won a French award 
and also returned to his native Turkey, eventu-
ally becoming the conductor of the Presidential 
Symphony Orchestra. In the same year, the foun-
der of the modern Turkish state, Mustafa Kemal 
Ataturk, asked Saygun to write a Turkish opera (a 
move with many nationalist precedents in other 
countries), wishing to establish a national musi-
cal identity. Saygun’s response was Ozsoy, which 
dealt with the amity between Turks and Iran. In 
1936, the great musicologist and champion of his 
own native folk-music, Béla Bartók, toured Turkey 
with Saygun, researching Anatolian and other folk 
songs and dances. This exploration had a pro-
found influence on Saygun as did Bartók’s hand-
ling of this material in his larger scale music. Not 
unlike Bartók, or more particularly his compatri-
ot, Zoltan Kodály, Saygun became a prominent 
pedagogue, writing books on music theory and 
founding several institutions. His friendship with 
Ataturk enabled him to shape the musical culture 
of the newly emerging, secular Turkish state foun-
ded in 1923.  Saygun’s Suite for Violin was com-
posed in 1961 and is in four movements: Prelu-
de, Horon, Zeybek and Kastomonian Dance. The 
last three are national dances, the Horon from 
the Black Sea area and the Zeybek from Turkey’s 
western regions. The combination of Eastern and 
Western styles is apparent from the opening of 
the Suite. Around a long-held, forcibly presented 
D a free melody is woven by the violin. Through 
the rest of the movement the D persists, acting 
like a drone, over which melismatic, sometimes 
evocatively Romantic melodic phrases emerge. 
The Horon is much more rhythmically aggressi-
ve as befits a round dance, in which hands are 
held above the head and groups of men dance 
in circles. Saygun’s treatment of the persistent 
compound rhythm resembles Bartók’s Bulgari-
an rhythms. In the Zeybek, the music returns to 
the slower melismas of the opening movement, 
though here there is no D to act as a rock on 
which to build the melodic phrases. Instead, the 

movement sounds more as though the piano 
‘comments’ on the long violin line. The final Kas-
tomonian Dance recalls elements of the previous 
movements, often sounding as though the dance 
on which it is based is about to ‘get going’ with a 
passion. As in the previous movement, the tonal 
language is coloured by folk-scales, showing to 
which part of Bartók's music he was most drawn, 
and what he hoped would be the foundation of 
the new Turkish style.

Maurice Ravel (1875-1937) was a Basque-born 
French composer. His Tzigane was composed for 
the Hungarian violinist Jelly d’Aranyi and given its 
première in London on April 26 1924. Since then 
it has become a much-played virtuoso showpie-
ce. Typically of his post World War I music, Ravel 
exchanged his early lushness for a more brittle, 
dissonant, sometimes jazz-inspired style. He had 
always been interested in music styles from Eas-
tern Europe and elsewhere. The initial inspiration 
for a work for a Hungarian violinist was Hungarian 
‘gypsy’ music. Ravel was not interested here in 
ethnomusicology but rather in using a genera-
lized style to create a dazzling work for violin and 
a particular make of piano that could mimic the 
sound of a Hungarian zither-type instrument, the 
cimbalom. This requirement would have made 
the piece much less commonly playable as few 
pianos had this facility. So not only did Ravel or-
chestrate Tzigane but modified the piano part in 
1925 to suit a regular grand piano. The opening 
uses many of the ‘gypsy’ mannerisms familiar 
from the piano music of Liszt and other compo-
sers. This is apparent from the very arresting un-
accompanied violin opening and lasts, after the 
initial solo cadenza, throughout the rest of the 
work right to its dramatic ending.
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Friday, 29 January 2016 | PIANO RECITAL
Northwards House | 7.30 p.m.

Claude Debussy (1862-1918) began his musical 
life in Paris in the later 19th century. At first he 
followed the current trend for music that evoked 
non-musical subjects, such as pictures, moods, 
times of the day or the weather. But he became 
increasingly mistrustful of programmatic music, 
ending his life with an unfinished series of ‘sona-
tas’, which avowedly do not represent anything 
outside the music (see notes: Thursday, 28 Janu-
ary). On the way to this kind of abstraction De-
bussy composed two books of Preludes for pi-
ano. The first book was written quickly between 
1909-1910 and the second between 1912-1913. 
Debussy used the word 'prelude' neither to allu-
de to eminent predecessors such as Bach or even 
Chopin, nor to indicate that any item was a pre-
lude to anything else. Instead, each piece stands 
by itself as a separate entity, with no particular 
prevailing format. Debussy was also equivocal 
about what each Prelude conveyed, as he requi-
red the title of each Prelude not to appear at the 
head of the printed movement but at the end, 
as though it was to be discovered by accident. 
Danseuses de Delphes is the first Prelude in the 
first book and is a slow, triple-time dance marked 
lent et grave. The cool, restrained emotion of the 
piece attempts to evoke the dignified world of 
ancient Greece refracted through an almost ritu-
alistic dance. Les collines d’Anacapri is the fifth 
Prelude in the first book. The title refers to a high 
point on the island of Capri in the Bay of Naples, 
which Debussy often visited. The piece suggests 
perhaps the volatility of the play of light on the 
Mediterranean waters. But even more convincin-
gly, it suggests Debussy’s feelings as he watches 
the optical phenomenon. In the middle of the 
predominantly rapid filigree finger-work there 
is a passage that almost suggests a Spanish re-
miniscence, as the music seems about to break 
into a dance. Des pas sur la neige is also more a 
suggestion of mood and atmosphere than a lite-
ral picture, as the indication triste (sad) implies. 
The slow pace evokes the sense of peace that 
descends on ground covered by snow, though 
the persistent short-long figure might be thought 
vaguely to refer to someone’s tentative steps in 
the treacherous covering. The Prelude is marked 
triste et lent. La Cathédrale engloutie is one 
of the most famous of the Preludes and one of 

the most overtly illustrative. Ostensibly the stea-
dy crescendo represents the appearance from 
beneath the waves of the legendary cathedral 
of Ys off the Breton coast. Monks chanting and 
bells ringing suggest the outward elements of 
the submerged church, but the sense of excite-
ment as the spires and walls appear is also part of 
Debussy’s wish to convey an inner mood as much 
as an outward object.

Henri Collet (1885-1951) was a Parisian compo-
ser who is most remembered today for coining 
the name “Les Six” for the group of composers, 
including Poulenc and Milhaud, who came to 
prominence after the First World War. Like many 
French composers of his generation, Collet was 
fascinated by Spain and Spanish music, beco-
ming one of its principal advocates in his native 
France. Apart from studying in Paris, Collet also 
took lessons with Pedrell in Spain. He became 
very interested in Spanish folk music and religious 
chants, collecting many he found in books and 
manuscripts in a Castilian monastery archive. His 
Chants de Castille Op 42 (the first of two books) 
is a group of five pieces composed in 1920. Al 
Parao is the first of the collection. It uses a cha-
racteristically Hispanic triple rhythm for its outer 
sections, which bracket a short lento section in 
which the melody is played by the left hand. La 
Gitana is a more reflective, moody Spanish piece 
from Album d’Espagne Op 256. As in the other 
pieces it is full of Spanish mannerisms such as the 
modal scale falling through a flattened seventh 
with melodies full of triplet decorations. La Bom-
billa is from the same collection as La Gitana but 
is less obviously Spanish. 

Olivier Messiaen (1908-1992) was a French com-
poser whose wide interests led him to explore 
bird-song, Indian music and plainchant. He was 
an organist, being the titulaire of the Church of 
St. Trinité in Paris most of his life. An important 
influence on him was Debussy whose Pelléas et 
Mélisande made a huge impression in his early 
life. In his twenties, Messiaen was not attracted 
by the self-consciously witty, jazzy, irreverent and, 
as he saw it, frivolous music made popular in Paris 
at the time by composers such as Poulenc and 
Milhaud. Instead, he was keen on the musical  
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seriousness of Wagner, as was a like-minded 
group known as La jeune France which included 
André Jolivet and Jean-Yves Daniel-Lesur. In time 
it became clear Messiaen was not inclined to be 
a member of any group but struck out on his own, 
not only to establish his own musical language 
but also to express his deep religious (Catholic) 
faith. Many of his melodies were transcriptions of 
bird-songs. Messiaen became an acknowledged 
expert on ornithology. La merle bleu (blue rock 
thrush) comes from the first of seven books of 
Catalogue d’Oiseaux, which he composed bet-
ween 1956 and 1958. Throughout the massive 
Catalogue Messiaen did not attempt to imitate 
or illustrate the birds of the title but wanted to 
use the bird-songs to convey something of the 
French regions from which they came. La merle 
bleu is an exultant movement that opens with a 
commanding series of piano chords stretching 
over most of the instrument’s range. Soon follows 
the distinctive thrush’s call, which saturates the 
movement. Describing the movement Messiaen 
wrote: “June. La Roussilon, the Vermilion Coast. 
Cap l’Abelle…cliffs overhanging a sea of Prussian 
and sapphire blue. Cries of the black martins and 
the splashing of the water. The capes stretch out 
into the sea like crocodiles. The blue rock thrush 
sings in the heights and the hollows that echo. 
Its blue is different from that of the sea: a pur-
plish blue bluish-grey, satiny and blue-black. Al-
most exotic and recalling Balinese music, its song 
blends with the sounds of the waves. The thekla 
lark can also be heard, fluttering in the sky abo-
ve the vines and the rosemary. The herring gulls 
howl in the distance from the sea. The cliffs are 
frightening. The water comes to die at their feet, 
remembering the blue rock thrush.”

Le Baiser de l’Enfant Jésus (the kiss of the infant 
Jesus) comes from the 1944 collection Vingt Re-
gards sur l’enfant Jésus. In the score Messiaen 
wrote: “…sleep,  the garden – arms held out to-
wards love – the kiss – the shadow of the kiss. I 
am reminded of a picture I am very fond of, which 
shows the infant Jesus leaving his mother’s arms 
to embrace the young Saint Theresa. At each 
communion, too, the infant Jesus throws open 
the doors upon a marvellous garden, then rushes 
out into the bright light to embrace us.” This 
beautiful piece combines a quiet ecstasy in the 
form of a lullaby. 

André Jolivet (1905-1974) was born in Paris and, 
like Messiaen, was not attracted by the music of 
Les Six, but instead to the atonal and twelve-tone 
music of Schönberg and the experimental music 
of Edgar Varèse. He once wrote: “…[I] wanted to 
give back to music its original, ancient meaning, 
when it was the magical, incantatory expression 
of the religious beliefs of human groups.” Mana, 
Six Pieces for Piano was composed in 1935. It 
is a sequence of six movements: Beaujolais, 
L’oiseau (the bird), La Princesse de Bali (the Bali-
nese princess), La chèvre (the goat), La vache (the 
cow) and Pégase (Pegasus). At the head of the 
sequence Jolivet has written: “Mana… this force 
which extends us into our familiar obsessions.” In 
fact, all the images conjured up by the music are 
not real but dolls or artificial creations of one sort 
or another. Beaujolais means a puppet made of 
wood and brass with all its joints akimbo. L’oiseau 
is intended to evoke a model metal bird made 
by A. Calder. La Princesse de Bali represents an 
Indonesian doll woven from esparto grass. La 
chèvre indicates a little straw figure of a goat. La 
vache was inspired by a wire cow also created by 
A. Calder.  Pégase (Pegasus) means a raffia horse 
with wings. 
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Monday, 1 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Fazil Say, the brilliant piano virtuoso and compo-
ser, was born in Ankara, Turkey, in January 1970. 
His music and piano repertoire exemplify a musi-
cian who attempts to link and synthesize Eastern 
and Western European music. His five-minute 
Black Earth for solo piano dates from 1997. It 
opens with ‘normal piano sound’ on C, but imme-
diately surrounds this with a ‘plucked’ melismatic 
phrase with passionate repeated notes achieved 
by the left hand placed inside the piano ‘stop-
ping’ the strings from resonating. This opening 
evokes Eastern European, almost gypsy-like, mu-
sic. But this style is soon replaced by much more 
lush, nineteenth-century style Romantic gestures 
and clichés occasionally spiced with jazzy inter-
ludes. Say clearly intended to juxtapose and in-
terweave styles as far apart as Eastern folk music 
and Western piano repertoire, all derived from 
the initial C. The work was inspired by a popular 
Turkish song, Kara Toprak by A ik Veysel (1891-
1973), a famous Turkish balladeer. In his youth, 
Say learnt to play a Turkish version of the lute, 
the Saz, which he recalls in the opening minutes 
of Black Earth. 

Three Ballades (Nazim, Kumru, Sevenlere dair) 
date from 1996-2002. Nazim is a thoughtful pie-
ce played only on the white keys. It was compo-
sed in memory of the Turkish writer Nazim Hkmet 
(1902-1963) whose Communist inclinations led 
him to frequent persecution. In 1921, he decided 
to settle in Istanbul to be closer to the ‘people’. 
The second Ballade, Kumru means ‘dove’ in Tur-
kish, but is also a popular Turkish girl’s name. The 
last Ballade, Sevenlair Dair can be translated as 
‘for lovers’.  In the last two pieces Say was inspi-
red by the Turkish tradition of love songs. Winter 
morning in Istanbul was published in 2012. It was 
composed for piano duet.

Sidika Özdil is a Turkish composer who was born 
in Ankara in 1960. Love and Emotions dates from 
1986. 

Franz Liszt (1811-1886) was one of the leading 
virtuosi of the 19th century. His reputation for as-
tonishing keyboard achievements has often eit-
her tarnished the rest of his other musical achie-
vements or obscured them. He was one of the 

most innovative and adventurous 19th century 
composers. As a pianist, he invented the piano 
recital as a solo equivalent of a poetry reading; 
as a composer he invented the tone-poem for 
orchestra. Though he travelled extensively and 
became most famous in Western European cities, 
he never lost his strong sense of being Hungari-
an, encouraged by the fact that his native land 
was for much of his life only a province of the 
Austrian Empire. Like many nationally inspired 
composers he wanted to establish a Hungarian 
identity in some of his music that was distinct 
from more Western musical styles. This led him to 
make a study of what he thought was Hungarian 
folk music. Further research in the 20th century 
revealed that what Liszt thought was original Hun-
garian music was in truth café music dating from 
the 18th century and heard only in cosmopolitan 
centres such as the newly combined towns of 
Buda and Pest. But Liszt cannot be blamed for 
the mistake, nor the music he wrote discarded, as 
in his Hungarian-inspired music he combined ‘gy-
psy’ phrases with many of the techniques he had 
developed in his ‘Fantasias’ on popular operas. 
Hungarian Rhapsody no 2 is the second of ni-
neteen and was composed in 1847 as a work for 
piano solo.  It has proved to be the most popular 
of all the nineteen, particularly the theme in the 
last part of the work. Characteristically of Eastern 
European dances, the work is in two parts (slow – 
Lassan: fast – Friska), each with a distinct mood. 
The Lassan broods, while the Friska gathers mo-
mentum ending in a furious display of musical 
energy and pianistic bravura. Close examination 
reveals that the work which almost sounds like a 
spontaneous improvisation is carefully construc-
ted in its keys and the development of its mood. 

Nikolai Rimsky-Korsakov (1844-1908) was a lea-
ding 19th century Russian composer who was 
first a prominent member of the so-called ‘Migh-
ty Handful’ (the Five) and later of the Belyayevts 
school. A gifted musician, he began life in the 
Russian navy and in the 1860s visited the United 
States during the American Civil War. Though he 
was a close friend and member of the group of 
Russian nationalist composers led by Mily Ba-
lakirev, and shared a flat with Musorgsky from 
1871, he became concerned about the lack of 
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compositional technique of his compatriots. So 
he embarked on a strenuous course of musical 
self-education, having already purchased scores 
in all the ports he visited while in the navy. In time 
he became Professor of Composition at the St 
Petersburg Conservatory and wrote an important 
book on orchestration. Amongst his pupils were 
Alexander Glazunov and Igor Stravinsky. 

One of the aims of the Russian nationalist compo-
sers was to establish a Russian musical identity, in 
pursuit of which they eschewed Western forms, 
such as the symphony, and employed Russian 
folk tunes, or elements derived from them, in 
many of their works. Rimsky-Korsakov was no less 
enthusiastic about including Russian folk tunes in 
his music, but he was less scornful of Western ab-
stract forms, hoping in this way to form a bridge 
between Russian music and the West. 

In pursuing Russianness, Rimsky-Korsakov, like 
his fellow “Handful”, was fascinated by the ori-
ental characteristic of melodies found in Russia 
around the Caspian Sea and further East. This 
inflected his melodic writing away from the scale 
patterns of the West, giving many of his melodic 
turns of phrase a distinctly ‘Eastern’ twist, notably 
the sinuous theme in the original orchestration of 
Sheherazade, played by a solo violin. Composed 
in 1888, the work was inspired by the stories in 
the One Thousand and One Arabian Nights, in 
which a princess escapes execution by telling a 
new story for her husband each night so well that 
he postpones her death in eager expectation of 
the next tale. The work was not initially inten-
ded to be programmatic, its movements being 
entitled “Prelude, Ballade, Adagio and Finale”. 
But Rimsky-Korsakov was persuaded to give each 
movement a title: [1] The Sea and Sinbad’s Ship, 
[2] The Kalendar Prince, [3] The Young Prince and 
Young Princess, [4] Festival at Baghdad. 

Tuesday, 2 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Wolfgang Amadeus Mozart (1756-1791) was most 
famous as a composer and pianist, but he was 
also adept at the violin and the viola. He compo-
sed fifteen violin sonatas as well as a handful of 
other pieces for the violin and piano. In Mozart’s 
day, the violin sonata was seldom composed for 
an equal partnership and was mostly described 
as a ‘sonata for piano with violin obligato’. It is 
clear that Mozart seems to have thought of his 
works like this, not least because more often than 
not the piano introduces all the main thematic 
material and in many cases leads the musical ar-
gument. This ought to be a recipe for imbalan-
ce, but in effect it is not. Mozart’s violin sonatas 
appeared throughout his life from the earliest in 
1762 to the last in 1788. They do not follow a strict 
pattern, some having only two movements, some 
four. This might indicate there was no expecta-
tion of what a violin sonata should be and that 
each one was tailored for some person or occasi-
on. What is certain is that these were not ‘public’ 
works but more for private concerts or teaching. 
The Violin Sonata in E minor KV304 dates from 
early summer 1778 while Mozart was staying in 
Paris, though the first movement was composed 
in Mannheim, a magnificent eighteenth-century 

court where Mozart hoped for permanent em-
ployment.  All Mozart’s Mannheim works show 
him displaying his best talent at the time, parti-
cularly his gift for luxuriant melodiousness. This 
sonata has only two movements (Allegro, Tempo 
di Menuetto) and lasts just under fifteen minutes.  
It is Mozart’s only violin sonata in a minor key. The 
sonata opens with both instruments playing the 
first main theme in unison, suggesting an almost 
brooding atmosphere that hints at the drama that 
is to follow. After a short expansion of the main 
idea, the second idea follows, now announced by 
the piano in the happier realm of G major. Mozart 
does not identify the main sections of this mo-
vement by key as elements of the first idea crop 
up again and again ready for different treatment. 
The Menuetto that follows is one of Mozart’s je-
wels. Menuetto refers only to the movement’s 
rhythm as overall it is only distantly related to a 
dance. As so often, the piano introduces the main 
melody alone, which is repeated by the violin. It 
is also the piano that has a short cadenza before 
the main theme is recapitulated at the end. The 
‘jewel’ of the movement is the E major trio into 
which Mozart poured all the melodic sweetness 
he had mastered in his Mannheim years.
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The Violin Sonata in A major KV526 was com-
posed in Vienna and dates 24 August 1787, the 
same year in which Mozart wrote Don Giovanni. 
It is in three movements (Molto allegro, Andante, 
Presto). It is constructed on a much larger scale 
than KV304, lasting almost twice as long. It is less 
dependent on melodies than the E minor sonata, 
but continually breaks new ground, being much 
more of an equal partnership between the inst-
ruments, at least until the last movement where 
the piano reverts to introducing most of the me-
lodies (except the alluring one in F sharp minor) 
and mostly outshines the violin in its use of ra-
pid scales. The first movement opens with both 
instruments playing the main theme, enjoying 
occasional rhythmic ambiguities. After the music 
has modulated to E major, the violin introduces 
an almost carefree new idea. The middle section 
of the movement finds Mozart exploring much 
more chromaticism. This adds a sometimes eerie, 
almost wayward effect to the music that is distur-
bing despite the omnipresence of the opening 
idea. Order and certainty are restored at the end, 
but not for long. The magnificent slow movement 
(Andante) opens in D major with a crawling qua-
ver theme in the piano sporadically decorated by 
the violin. This quaver movement creeps throug-
hout the movement, hovering in the distance 
even when not actually being played. Mozart 
destabilizes the tonality sometimes by juxtapo-
sing major and minor to open new avenues of 
development, but also by the extensive use of 
chromaticism. This is a serious movement; seri-
ous in how it is to be received and serious in how 
Mozart’s experimentation breaks new ground in 
terms of its weight of musical thought in the de-
velopment of the violin sonata. The finale (Presto) 
is a virtuosic romp mostly for the pianist who as-
sumes the dominant role. 

Fazil Say’s Violin Sonata dates from 1997. It ty-
pically combines well-known Western elements 
with Turkish folk material and is thus a characte-
ristic synthesis of East and West. The work was 
commissioned by the Arizona Friends of Cham-
ber Music and premiered in Tucson, Arizona, in 
February 1997 with the composer at the piano 
and Mark Peskanov on the violin. It lasts approxi-
mately fifteen minutes and is in five movements 
(Introduction: Melancholy – Grotesque – Perpe-
tuum mobile – untitled – Epilogue: Melancholy). 
The whole sonata has been described as a self-

portrait of the composer, so it does not come as 
a surprise that parts of the work are imbued with 
grand 19th century Romantic rhetoric as this is a 
major part of Say’s musical language and perfor-
mances. But the work also manages to integrate 
this with many other elements, creating a hyb-
rid effect, for instance in the second movement 
(Grotesque) which sounds almost as though it 
is introducing a diabolic fugue with a jerky main 
theme and variety of unusual violin effects. The 
third movement (Perpetuum mobile) is frantic 
and explosive; almost manic in its energy. The 
fourth movement (Andante) departs from the fre-
netic energy of the previous two and indulges in 
a suggestively Romantic atmosphere articulated 
by a long lyrical line for the violin overlaid with 
the piano’s harp-like arpeggios. In the later part 
of the movement Say uses the instruments to 
suggest the melismatic music of the composer’s 
native Turkey. It is inspired by the tragic Turkish 
folk tune “Odam Kireçtir Benim”. The final move-
ment is a reprise of the first movement.

Serkan Gürkan is a young Turkish composer and 
violinist who not only bridges Western and Eas-
tern European styles, but also includes South 
American genres such as the tango. He studied 
first in Turkey and later in Vienna where he now 
lives. He included amongst his favourite compo-
sers Shostakovich and John Williams, which gives 
a good idea of his musical allegiances, not least 
because he has composed film music, including 
for horror movie Blood Glacier (2013). 
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Wednesday, 3 February 2016 | CHAMBER MUSIC CONCERT
Northwards House | 7.30 p.m.

Johann Sebastian Bach (1685-1750) grew up in a 
musical family and learnt to play all keyboard inst-
ruments as well as the violin. His first employment 
was as a violinist at the ducal court of Weimar. 
In his lifetime Bach was famous as an organist, 
performer and adviser, but since his death he has 
become best known as a composer. Throughout 
his life Bach was also a teacher, notably of the 
students of St Thomas’s School in Leipzig where 
he was Cantor. No one knows exactly why Bach 
composed his sonatas and partitas for solo violin. 
They were certainly not for public performance 
(the way they are heard mostly today), nor can 
we identify any particular student for whom they 
might have been intended. The idea of ‘writing 
for oneself’ was not a common practice in the 
18th century as work was too plentiful and time 
short. Even so, we must assume Bach composed 
these solo works for himself or, as some have sug-
gested, for some private purpose. Bach’s solo vi-
olin works are usually dated to his time in Cöthen 
(1717-1723) where his church duties were lighter, 
leaving more time for secular works. His Partitas 
have movements named after dances (unlike the 
sonatas), but all that means is that most of the 
movements are in two parts and use the basic 
rhythm of the named dance. Beyond that they 
have nothing to do with any dance being com-
plex abstract musical designs. The solo violin 
works by Bach are longer and emotionally more 
profound than any of his contemporaries’ solo 
violin works, and for the most part make many 
more technical demands. One problem of writing 
for solo violin is that harmony has to be implied, 
which Bach does by carefully constructing the ela-
borate melodic lines to suggest not only harmo-
ny but often two-part counterpoint underpinning 
them. This was a technique he had learnt from 
Vivaldi, but which he had expanded considerably. 
The opening Allemande is a good case in point. 
It consists almost entirely of a single line that 
could be reduced to a series of harmonies, which 
are articulated by broken chords. An underlying 
bass line could also be extracted from the way 
the violin figuration is disposed. This adds con-
siderable richness to a medium that might seem 
thin. The ensuing Courante is a faster dance that 
makes good use of a dialogue with a punctuating 
chord (as at the beginning) and a following triplet 

figure that generates most of the melodic mate-
rial of the movement. The Sarabande in Bach’s 
day was a slow dance and offered the possibility 
of a meditative movement, an opportunity Bach 
seizes. The movement abounds in multi-stopped 
chords, which were easier to play in Bach’s day 
given the flatter bridge and looser bow hairs of 
the violins of his time. Bach relished slow music 
to explore his passion for rich, expressive har-
mony and the possibility of extending musical 
phrases by overlapping the preparations and re-
solutions of discords. This forces the melodic line 
to be rather angular, and in Bach’s music is re-
miniscent of French lute music. The fast-moving 
Gigue would normally have been the final piece, 
its rapidity and relative musical simplicity offering 
a comforting finish to a four-movement work. But 
Bach chose to leave his longest and most mo-
numental movement to last: the celebrated Cha-
conne. Why? No one quite knows, though persu-
asive modern scholarship has suggested that it 
was composed as a memorial to his first wife, Ma-
ria Barbara who died in 1720 while the composer 
was away with his employer. All the evidence for 
this suggestion comes from internal examination 
of the music and a good deal of speculation. The 
nature of this magnificent piece would certain-
ly support the idea that it was not just another 
dance-derived movement, not least because of 
its length and compositional complexity. Further 
deep analysis has revealed for some scholars the 
presence of some funeral music embedded in 
the musical text. If all this highly credible scholar-
ship is true it would shed some light on why Bach 
composed this particular Partita, and how per-
sonal this work was. The Chaconne opens with 
the first idea which consists of a melodic line but 
more importantly a harmonic sequence, both of 
which form the foundation on which Bach builds 
a series of variations. The harmonies ensured 
Bach used similar figurations to the Sarabande 
with multi-stopped chords, but the variations me-
ant he could also employ the flowing melodic li-
nes of the previous faster dances. The Chaconne 
is thus a summary of the whole work. After the 
presentation of the theme there follows a series 
of variations in D minor, at first with accelerating 
tempi that is later interrupted by a variation writ-
ten in chords but by common consent designed 
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to leave the performer free to devise individual 
figurations. At the heart of the Chaconne is a se-
ries of meditative variations in D major, perhaps a 
fond reminiscence of the composer’s wife. These 
variations gather in intensity and again allow the 
performer some figurational freedom, before re-
verting to D minor whereupon the music at first 
builds up to an emotional peak before quietly 
subsiding into a soft and understated ending.

Fazil Say (born in 1970) has composed two sub-
stantial works for violin, the Sonata, heard in the 
previous concert, and Cleopatra op 34 for solo 
violin. This work dates from 2010 and was com-
missioned by the triennial Violin Competition 
‘Henri Marteau’ held in Lichtenberg in Bavaria 
and was the first work intended as a compulsory 
test-piece for the participants. In Cleopatra, Fazil 
Say pays homage to Henri Marteau’s Caprice no. 
10. Cleopatra opens with an open fourth pizzica-
to figure that generates much of the succeeding 
material. As the work progresses, Say uses a wide 
selection of violin techniques, exploring much of 
what can be done on the instrument.  This inclu-
des hitting the strings with the wood (the back) of 
the bow as well as playing on the bridge. Stylisti-
cally, Say synthesizes Western and Eastern styles, 
the latter drawn from his native Turkey.

Maurice Ravel (1875-1937) composed two violin 
sonatas; the latter from 1923-27 is much better 
known. It is in three movements (Allegretto – 
Blues: Moderato – Perpetuum mobile). The tex-
tures are spare and his previous lyrical sweetness 
is tinged with more acerbic modernism. A good 
example is the opening of the first movement.  
The piano begins with a sweet, lilting, rather wist-
ful idea that is immediately copied by the violin. 
But unexpectedly the piano introduces a sharper 
idea in the left hand, notable for its hen-like grace 
note and insistent repeat of the opening note. It 
runs counter to the main tonality (aurally at any 
rate) and the prevailing pastoral mood. From the 
contrast between these two ideas (both aesthetic 
and melodic) the first movement is constructed. 
In the middle of the movement, musical momen-
tum seems almost to cease for a wonderfully se-
rene passage of high-held violin notes accompa-
nied by slow moving, almost medieval, parallel 
piano chords. Despite some frenzy that follows 
with the violin exploring tremolandi and louder 
volumes, the movement ends passively with the 

opening idea in G major ethereally high on both 
instruments. The second movement, Blues, intro-
duces one of Ravel’s new obsessions; jazz, which 
was very à la mode in Paris in the 1920s. The la-
conic opening violin chords are reminiscent of a 
banjo, its strummed chords being interspersed 
by a dotted piano phrase echoing the mournful 
blues from which it is derived. The instruments 
swap these phrases till, gradually, the strumming 
yields in favour of the ‘jazzy’ dotted figure st-
arting in F sharp major. Gradually, the opening 
strumming re-enters, now transformed with more 
energy and urgency, and together the main ideas 
build an emotional head of steam before subsi-
ding with an almost nonchalant conclusion. Un-
like the pastoral ‘simplicity’ of the first movement, 
the Blues is much more harmonically dissonant 
and aggressive. The finale picks up the hen-idea 
from the first movement, out of which, bit by bit, 
the main semiquaver ‘perpetuum mobile’ emer-
ges for the violin. The rest of the movement of-
fers a delicious sequence of fireworks right up till 
its explosive final chord.

Bruno Maderna (1920-1973) was born in Venice 
though he lived his last ten years in Germany. 
He studied first in Rome and later with Gian 
Francesco Malipiero in Venice during the Second 
World War. Though he was drafted into the army 
during the war he soon joined the antifascist 
Resistance. After the war he remained in Venice 
teaching in the Conservatory. His encounter in 
1948 with the conductor Hermann Scherchen and 
his fellow Italian Luigi Nono shifted Maderna’s 
musical tastes towards twelve-tone techniques, 
and in 1951, after he had attended a course for 
new music in Darmstadt, he became a founder 
of the Internationales Kranichsteiner Kammer-En-
semble. Through this group he met Boulez, Mes-
siaen, Stockhausen, Cage and others, all leaders 
of musical modernism at the time. Maderna also 
became a notable conductor. He died prematu-
rely and unexpectedly in Darmstadt aged only 
fifty-three. His Per Caterina for violin and piano 
dates from 1963. It is a very short, thoughtful pie-
ce that hardly departs tonally from its opening A 
minor, nor does it extend much beyond its ope-
ning harmonic simplicity.

Igor Stravinsky (1882-1971) was born in Tsa-
rist Russia but lived most of his life outside his 
homeland. At first his musical ambitions took him 
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to Paris where he made his reputation with his 
first three ballets (Firebird, Petrouchka, Rite of 
Spring) for the Russian impresario Serge Diag-
hilev. After the Russian Revolution, Stravinsky 
voluntarily exiled himself from Russia being un-
sympathetic to the new regimes that succeeded 
the fall of the monarchy. Musically, World War 1 
had a profound effect on him. First, he had to 
scale down his musical ideas to suit the number 
of instruments available. Also he no longer wan-
ted to write in the style he had developed from 
his Russian heritage, particularly his teacher Ni-
kolai Rimsky-Korsakov. Instead, he sought a new 
musical language and in the 1910s and 1920s 
he explored new avenues in pre-Classical music 
(Symphonies of Wind Instruments), jazz (Renard 
and Piano Rag Time) and more aggressive Russi-
an rituals (Les Noces). But as important as any of 
these was his ‘re-discovery’ of eightee18th cen-
tury music, notably what he thought were works 
by the Italian opera composer Giovanni Battista 
Pergolesi (1710-1736). 

Diaghilev had been instrumental in steering Stra-
vinsky towards earlier music because he had al-
ready staged new ballets based on arrangements 
of 18th century music. He found the Pergolesi trio 
sonatas and suggested Stravinsky should arrange 

some of them for a ballet based on the characters 
from the Commedia dell’Arte. Stravinsky went 
much further than just arranging. He re-wrote 
the originals to make a modernistic synthesis 
between early musical melodies and his new har-
monies and rhythms. The result was the brilliantly 
original Pulcinella, which was first performed in 
Paris in 1920. 

Later, Stravinsky, who had financial difficulties in 
the 1920s, started a performing career as a solo 
pianist and a duo partner of the violinist Samu-
el Dushkin. From this second career emerged a 
number of new works for violin and piano. He 
also arranged some of the movements from Pul-
cinella for Dushkin and himself, the result being 
Suite Italienne of 1925. He added another mo-
vement to the original five in the 1930s to make 
the current six-movement suite. The suite opens 
(Allegro moderato) with a transcription of the 
exhilarating overture from the ballet. It is follo-
wed by the Serenade (originally from Pergolesi’s 
Flamminio (1732)). This is followed by the fiery 
Tarantella, then a Gavotte with 2 variations. So-
metimes a short Scherzino appears here, though 
often it is omitted. The Suite ends with Minuetto 
(Moderato) e Finale (Molto vivace). 

Thursday, 4 February 2016 | GUITAR RECITAL
St Francis Church | 7.30 p.m.

Some musicians and music historians have found 
the guitar repertoire so specialised, and the num-
ber of ‘famous’ composers so lacking, that they 
have ignored the instrument and the works com-
posed for it, relegating them to the dustbin. Not 
only have they thus denied themselves some rare 
beauties but also have distorted their picture of 
the music’s range and development. The guitar 
has probably been the most widespread plucked 
string instrument in Europe and was around even 
when its rival, the lute, was in its heyday. Only in 
the 20th century, and largely as a result of the 
efforts of virtuosi such André Segovia, John Wil-
liams and Julian Bream, has the guitar been ta-
ken more seriously and attracted significant new 
compositions. 

Most composers for guitar are unknown to a wi-
der musical public, though in their day compo-

sers such as Fernando Sor were internationally 
famous and respected. But, perhaps more impor-
tantly for historians, guitarists often came from 
the Iberian Peninsula which is off the beaten track 
of famous musical cities such as Vienna, Berlin or 
London. Thus they represent a whole world of 
music that co-existed and interlinked with more 
famous composers and genres.

Eduardo de Sainz de la Maza (1903-1982) was a 
Spanish composer who was born in Burgos and 
died in Barcelona. His brother, Regino, also was 
a guitarist and composer and the dedicatee of 
Rodrigo’s Concierto d' Aranjuez. This evocative 
nine-minute work with its tremolandi represents 
the sound of bells at daybreak.

Joaquin Turina (1882-1949) was a Spanish com-
poser. He was born in Seville and died in Madrid. 
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However, like many Spanish composers he moved 
to Paris for his advanced musical education, which 
had an effect on his musical style. He was in Paris 
between 1905 and 1914 and studied with Vincent 
d’Indy at the Schola Cantorum. He moved back to 
Madrid in 1914 and in 1931 became a Professor of 
Composition at the city’s conservatoire. He was a 
prolific composer for many ensembles and instru-
ments. His three-minute guitar piece Fandanguillo 
Op 35 was composed for the celebrated Spanish 
guitarist André Segovia in 1935. 

Joaquin Malats (1872-1912) was a formidable pi-
anist and composer who was born and studied in 
Barcelona before going to Paris to be a pupil of 
Charles de Bériot at the Paris Conservatoire. He 
was a prolific composer, though most famous as a 
pianist. He toured Europe and the United States 
extensively. On occasion he appeared in a two-
piano ensemble with Granados or Albéniz, the 
latter of whom was inspired by Malats’ playing 
when he composed Iberia. His Serenata Españo-
la began life as a work for piano.

Isaac Albéniz (1860-1909) was a Spanish musici-
an who moved to Barcelona with his family when 
young. He was so considerable a prodigy that he 
planned to enter the Paris Conservatoire when he 
was seven but was refused entry on the grounds 
of his age. He later moved to Madrid where he 
studied at the city’s Conservatoire. Meanwhile he 
was building a concert career. In 1876, he atten-
ded the Leipzig Conservatory but stayed only a 
few months. Thereafter his career was devoted 
to touring as a piano virtuoso and being a proli-
fic composer not only for the piano but also for 
the orchestra and the operatic stage. His opera 
Henry Clifford was a great critical success. The 
works to be played in this recital were originally 
for piano. His Suite Española was composed in 
1886, consisting of seven movements inspired 
by, or evocative of, Spanish cities, such as Seville, 
Granada, Cádiz and Asturias and their characte-
ristic music or dances. Granada is a very Spanish 
serenade with its characteristic descending me-
lody and typical triplet turn. The beginning and 
end are in a major key surrounding a contrasting 
section mostly in a series of minor keys: the midd-
le section deepens the mood with its reflective 
melody. Cádiz is a canción devoted, as the title 
suggests, to a succession of evocative Spanish-
style melodies. Asturias is subtitled ‘leyenda’. In 

the original piano version, the figuration is deri-
ved from the guitar so it made an easy transfer 
to that instrument. This is a much more dramatic 
and fiery dance than the previous two, reaching 
some thrilling climaxes. 

Córdoba is the last in the three-piece suite Can-
tos de España op 232, which dates from 1892, 
though Córdoba was added in 1898. This initially 
moody piece reverts to the quieter, slower style 
of the middle section of Granada. Spain was co-
lonised for many centuries by the Arabic rulers of 
North Africa. Politically, it eventually threw off this 
Moorish rule though many Arabic elements sur-
vived in some melodic turns of phrase. This links 
these Spanish pieces with some similar elements 
in Eastern European music.

Manuel de Falla (1876-1946) was born in Cádiz. 
He later studied in Rome and won some presti-
gious prizes for his piano playing. In 1907 he mo-
ved to Paris where he befriended many influential 
French composers, including Debussy, Ravel and 
Paul Dukas. This inevitably, as with many other 
Spanish composers, affected his musical style, ad-
ding novel harmonies and forms to the previous 
indigenous elements. After seven years, de Falla 
moved back to Spain, eventually settling in the 
south, in Granada, though in 1939 he migrated to 
Argentina. In 1920, he composed his Homenaje: 
pour le tombeau de Claude Debussy who had 
died in 1918. It was composed for the guitarist 
Miguel Llobet (1878-1938). De Falla commented: 
“…the guitar is coming back again, because it is 
peculiarly adapted for modern music”. While the 
Homenaje contains some recognisably Spanish 
musical gestures, its avoidance of a clear tonality 
in favour of the kind of ‘skating round a key’ typi-
cal of Debussy marked a new departure in guitar 
music. Despite its brevity this is a moving tribute 
from one composer to another.

Fernando Sor (1778-1839) was born in Barcelona 
and died in Paris. He was one of the most famous 
guitarists of his day, travelling to Paris, London 
and Moscow and receiving countless plaudits. 
However, he was much more than a guitarist. In 
his compositions, he wanted to establish the gu-
itar as a serious musical instrument, so he com-
posed a number of works that reach beyond the 
salon to the concert hall and wrote works for the 
guitar that transferred the evolving language of 
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the piano sonata onto his plucked instrument. 
He also composed operas, ballets and inciden-
tal music. His Gran Solo Op 14 was published 
in Paris around 1805 and is a full-scale concert-
allegro, like the first movement of a piano sonata. 
It begins with a slow introduction in D minor, in 
style and intent not unlike its near contemporary 
Beethoven’s Pathétique. This is followed by a full-
blown sonata allegro, with contrasting melodic 
subjects and a harmonically rich development 
section.

Joaquin Rodrigo (1901-1999) was a celebrated 
Spanish composer, whose biography appears in 
the note to the final concert. Apart from his fa-
mous Concierto d’ Aranjuez he composed many 
works for solo guitar as well as other concertos. 
His Invocacíon y Danza was put forward by the 
composer for a French Radio and Television Com-
petition in 1961 where it won first prize. It was 
first performed by the Venezuelan guitarist Alirio 
Diaz. It was dedicated to the memory of Manuel 
de Falla who had a profound influence on Rod-
rigo. The introductory Invocacíon starts quietly, 
almost broodingly, with its repeated phrases reli-
shing the discords and hesitant atmosphere. This 
introduction is followed by a dance movement, 
a polo, a folk dance in triple time. Though this is 
faster and more continuous, there are still pau-
ses as the music, or the musician, appears to take 
time to think about what is to come next. Impro-
visation underlies all the structure.

Francisco Tárrega (1852-1909) was born in Villa-
real in the Province of Castellón in Spain. Early 

on he encountered Flamenco music through the 
performances of his father. An accident in his 
youth nearly made him blind so his father made 
him learn the guitar to ensure a career. His early 
life was eventful. His talent was spotted early, and 
aged ten, he ran away from home to try to start 
a musical career, playing in the restaurants and 
coffee houses of Barcelona. But he was found 
and returned to his father. However, three years 
later he ran away again to Valencia in 1865 to join 
a group of gypsies. By this time he was profici-
ent on both the guitar and the piano and in 1874 
entered the Madrid Conservatory. In the 1880s 
and 1890s he moved to France (Lyon and Paris) 
and London where he found the weather uncon-
genial. He subsequently moved back to Spain, 
where he first settled in Madrid and finally in Bar-
celona. To enlarge the guitar repertoire he star-
ted arranging works by Beethoven, Chopin and 
others. His Capricho Arabe was composed as a 
showpiece for the guitar in 1892. Rosita is a short 
and rather cheeky polka in D major. Adelita is a 
sad, reflective mazurka in E minor with a slightly 
more optimistic middle section in the major. Ma-
ria is an elusive tango dedicated to his friend, the 
eminent mandolin player D. Baldomero Cateura.  
Recuerdos de la Alhambra is dedicated to the 
eminent artist Alfred Cottin and was composed 
in 1896. The Recuerdos, aside from its beautiful 
tune, is a study in guitar tremolo, a technique 
maintained throughout the piece. It has become 
one of Tárrega’s most famous works and has been 
used as a sound track in a number of films, inclu-
ding The Killing Fields (1984). 

Saturday, 6 February 2016 | CHAMBER ORCHESTRA CONCERT
The Edge (St Mary’s) | 4.00 p.m.

Wolfgang Amadeus Mozart (1756-1791), though 
born in Salzburg, spent the last ten years of his life 
in Vienna. Much has been written about the end 
of his life, concentrating on the legends about the 
Requiem and his being buried in a pauper’s gra-
ve. This has been exaggerated and has tended 
to obscure how successful Mozart was in Vienna 
between 1782 and 1786, during which he earned 
as much as ten times what the average musician 
earned. Much of this success was due to his most 
successful opera Die Entführung aus dem Serail, 
a German Singspiel performed at the Vienna 

Burgtheater in July 1782. One popular aspect 
was that the work heightened the public alarm 
at the thought of an invasion by the Turks of the 
Ottoman Empire. However, the work is not anti-
Turkish, as in the opera the character who shows 
mercy to his prisoners is the Selim Pasha himself. 
The opera is essentially the completion and al-
teration of another ‘Turkish’ opera from 1778, 
Zaide. With great mastery Mozart combines wit-
ty scenes and characters, such as the monstrous 
Osmin with the pathos and surprising depth of 
the main female character, Konstanze. The opera 
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also contains some 'Turkish' Janissary music for 
local colour. The fun of the opera is wonderfully 
anticipated by the sparkling overture.

Jean-Philippe Rameau (1683-1764) was a French 
composer who began life as an organist, signifi-
cantly of Dijon Cathedral, but, who on moving to 
Paris (aged just under fifty) and under the protec-
tion of a wealthy patron, began a series of brilli-
ant operas (Tragedies-lyriques and other forms). 
Early in his career, Rameau was famous as a mu-
sical theorist, publishing his Treatise on Harmony 
in 1722. As an opera composer, he did not follow 
the popular Italian trends but chose to develop 
the French style established in the 17th century 
by Jean-Baptiste Lully. This style paid close atten-
tion to the setting of French words and avoided 
many of the Italian traits. As such, Rameau had a 
considerable influence on the German composer 
Gluck though, by the end of his life, his style was 
regarded as old fashioned. Zaïs was composed 
in 1748 and is a four-act (with prologue) Pastoral 
Héroïque. Its graphic overture depicts the emer-
gence of the four elements (earth, air, fire and 
water) out of chaos.
 
Jules Massenet (1842-1912) was a French com-
poser most famous for his operas, of which he 
composed more than thirty. As a child, he en-
tered the Paris Conservatoire, which in those 
days had no minimum age for candidates, who 
were accepted purely on merit. He distinguis-
hed himself there and in 1863 won the coveted 
Prix de Rome, which necessitated spending time 
studying in the Italian capital. From 1868-1896 
he taught at the Paris Conservatoire where his 
‘conservative-modernism’ proved highly influen-
tial.  Massenet’s use of rich harmony and a gift for 
flowing melody not only made him a strong influ-
ence on later composers such as Puccini, but also 
ensured his popularity in his day. Thaïs was based 
on an Egyptian novel by Anatole France and 
was performed first in Paris in 1894. The opera 
is concerned with purity versus lust. The famous 
Méditation occurs between the scenes of Act 2. 
Notable for its glorious melody played by a solo 
violin, it has had another life as an independent 
concert work.

Angela Morley (1924-2009) was born in Leeds, 
in the United Kingdom as Walter Stott.  In 1972, 
she underwent surgery to change her sex from 

male to female. She won a number of awards and 
was much encouraged early on by the light mu-
sic composed and arranged by Robert Farnon. 
As Wally Stott Morley she played the clarinet 
and saxophone in various dance bands, notably 
between 1944-48. Later as Angela she arranged 
music for Frankie Vaughan, the Beverley Sisters 
and Shirley Bassey. She also composed the mu-
sic for the film Watership Down in 1978 and was 
the anonymous ‘ghost-composer’ for John Wil-
liams, and others, on such films as ET, Star Wars 
and Schindler’s List. In January 2005, Morley was 
asked by the BBC Concert Orchestra if she had 
a new piece. Yes, she replied, and offered her 
recently completed Valse Bleue. This was so suc-
cessful that she was asked again if she had ano-
ther new piece. She said no but could compose 
a new one. She immediately wrote this work for 
solo violin and strings, entitled Rêverie. The work 
was dedicated to Geoffrey Allan and forms part 
of a suite of short works that includes Liaison, Val-
se Bleue and ends with Harlequin.

Johann Sebastian Bach (1685-1750) is in some 
quarters most renowned today for his church 
music, but he composed at least as much secu-
lar music. Some even consider him the epitome 
of the German ‘clever’ composer, churning out 
fugues and complex pieces of counterpoint. Yet, 
not only was Bach a superb performer, but he was 
also familiar with the brilliant works of Vivaldi and 
other Italian composers. His musical output went 
in phases, depending on where he was emplo-
yed. His longest employment was as the Cantor 
of St Thomas’s in Leipzig for which he wrote a lar-
ge amount of church music, but before that he 
was employed between 1717 and 1723 at the 
princely court of Anhalt-Cöthen. Here, there was 
less demand for church music, so Bach was able 
to devote much more attention to secular inst-
rumental music. While there, he was introduced 
by his employer to the Margrave of Brandenburg, 
who asked Bach to compose some works for his 
court orchestra. Bach responded by composing 
six ‘Concerti’ for various combinations of instru-
ments. The starting-point for much of Bach’s in-
strumental music, as here in the Third Branden-
burg Concerto, is the rapid repetitive figuration 
of Vivaldi. This gives the music forward thrust 
and rhythmic energy. But Bach added another 
dimension to allow the music to last longer and 
be argued with greater complexity. This was not 
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only a richer harmonic palette, but also a way of 
using harmony to prolong musical phrases and 
modulations. The effect is mesmerising and in 
Brandenburg 3 there are moments when sequen-
ces of dissonances overlapping with their reso-
lutions achieve great excitement. Brandenburg 
3 is for three violins, three violas, and three celli 
with continuo. Effectively, this allows for three 
string ensembles with keyboard but no wood-
wind. Often, musical ideas are passed around the 
ensemble. Brandenburg 3 has only two fast mo-
vements, though there are two chords, marked 
Adagio, between them. It has always seemed un-
likely that Bach would not have composed a slow 
movement as he had in all the other concerti. But 
some have speculated that he intended either to 
improvise a short movement on the harpsichord 
or to insert a movement from another work. Many 
suggestions have been tried. The final movement 
is a thrilling, fast virtuoso piece for strings.

Max Bruch (1838-1920) was a prominent late 
19th century German composer. He was prolific, 
though sadly only a handful of works have remai-
ned well known, such as the First Violin Concerto. 
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He was born in Cologne and taught by Ferdinand 
Hiller and Ignaz Moscheles. His career consisted 
of teaching, conducting and composing over two 
hundred works. For a while he taught in Berlin, 
Mannheim, Koblenz and Sondershausen. He was 
also a guest in Britain, between 1880-83, of the 
Liverpool Philharmonic Society. It was while he 
was in Liverpool that he composed his celebrated 
Kol Nidrei, which in Aramaic means “All Vows”. 
It is subtitled Adagio on two Hebrew Melodies 
for Cello, Orchestra and Harp. It is a series of va-
riations on the two main themes. The first theme 
comes from the Kol Nidrei prayer, which is recited 
during the evening service on Yom Kippur. The 
second melody is a quotation from the midd-
le section of Isaac Nathan’s arrangement of “O 
Weep for Those That Wept on Babel’s Stream.” 
Bruch’s music is so persuasively elegiac and so 
sympathetic to the Hebrew melodies that he was 
often thought to be Jewish. He was not, though 
he had a close association with some prominent 
cantors whose style of singing the Jewish liturgy 
affected Kol Nidrei.

Alexander Scriabin (1871-1915) was a formidable 
musical force in Russia in the late 19th and early 
20th centuries. So famous was he in his lifetime 
that tickets had to be allocated for his funeral in 
1915. He was admired as a pianist, but more as 
a composer who began in the shadow of Chopin 
and ended developing his own style, which was 
much admired by such avant-garde modernists 
as Arnold Schoenberg. His aristocratic birth and 
the increasingly esoteric complexity of his later 
music caused his reputation to fall during the 
Soviet era, though in his youth Prokofiev was a 
great admirer. Scriabin was also a musical phi-
losopher whose ideas are often dismissed by 
some musicologists as fanciful, but which provi-
de an interesting insight into his music and what 
he thought music should convey. Typically of his 
age, he was much influenced by the German 
philosopher Friedrich Nietzsche, though little of 
this is apparent in his Second Piano Sonata in G 
sharp minor, which dates from 1892-97. It was 
aptly described as a ‘sonate-fantasie’. It is in two 

movements: Andante & Presto. Careful analysis 
reveals in the first movement the skeleton of a 
sonata allegro with its key structure and thema-
tic repetitions and transformations. But aurally 
the movement sounds much more like a slowly 
evolving improvisation. This is partly because Sc-
riabin frequently obscures the beat by employing 
many cross-rhythms and uses chromatic harmony 
to overwhelm the melodies, which only seem to 
surface from time to time amidst the plethora of 
decorative notes. The effect, in some respects, 
is similar to the Debussy pieces which follow, 
though Scriabin’s style emerged from a very dif-
ferent background and intention. The Presto is a 
perpetuum mobile akin in length and style to the 
finale of Chopin’s Sonata in B flat minor. Its rapid 
triplet figuration rushes all over the keyboard in a 
remarkable display of virtuosity.

Claude Debussy (1862-1918) was as innovative 
a musical thinker and composer as Scriabin but 
his musical roots lie in the dilemmas of French 
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music between the Franco-Prussian War (1870-
71) and World War I (1914-18). Concerned with 
the increasing supremacy of German music, par-
ticularly that of Wagner, French composers were 
anxious not only to establish a French musical 
identity but also to support new French ideas. 
Wagnerism for many became a necessary part of 
their evolutionary journey but their attempts to 
rid themselves of this led to their exploring other 
musical techniques and aesthetics. Pre-eminent 
amongst these explorers was Debussy, who first 
fell under the Bayreuth spell and then rejected 
it. Harmonies, melodies and musical procedures 
may have survived from Wagner but in Debussy’s 
music they became transformed into something 
different. In search for a new musical style and 
aesthetic, Debussy, along with others, was drawn 
to investigate music from distant parts of Europe, 
such as Russia, and music from outside Europe 
such as the Far East, all of which were heard in Pa-
ris in a series of World Exhibitions held in the city. 
Debussy’s Estampes was composed in 1903 and 
consists of three movements: Pagodes, La soirée 
dans Grenade, Jardins sous la pluie. It is a micro-
cosm of Debussy’s musical explorations. Pagodes 
is a delicate evocation of how Debussy perceived 
the East: understated, suggestive and innocent. 
The movement opens with obviously ‘Chinese’ 
elements such as a pentatonic scale and rising 
fifths over a sustained pedal. Out of these De-
bussy weaves a remarkable musical image in 
which the mildly dissonant harmony mostly only 
suggests keys without truly stating them and the 
rhythms only hint at bar-lines. Fragments of melo-
dy appear but are not developed. This is the East 
viewed from a Paris apartment by way of porce-
lain and prints. La soirée dans Grenade takes its 
inspiration from closer to home, southern Spain. 
Its tempo is marked “movement de Habañera”. 
It is similar to Pagodes in its use of mild dissonan-
ces and obscured bar-lines, though underpinning 
this movement is a dance. Like Pagodes it is in-
tended to suggest a mood and a reaction to a 
place rather than depict it literally. Jardins sous 
la pluie is a toccata which is rhythmically clearer 
than the two previous movements, being driven 
by its regular beat and rapid figuration. This fi-
guration takes a short break in the middle of the 
work but is reinstated to draw the movement, 
and the suite, to a magnificent conclusion.

D’un cahier d’esquisses is contemporary with 
both Estampes and L’isle joyeuse as it dates from 
1904. Its title might suggest an abstract exercise, 
not least because it has no pictorial title, but its 
musical language is so close to its contempora-
ries that a hint of extra-musical ideas lingers 
around its slowly moving harmonies. It is also, 
as its contemporaries, a sumptuous example of 
Debussy’s exploration of new pianistic sonorities, 
in particular his use of the pedal to blur both 
beats and harmonies. 

L’isle joyeuse (1904) was inspired by the Wat-
teau painting L’Embarquement pour Cythère 
(1717). Debussy relished French 17th and 18th 
composers such as Rameau and Couperin. From 
his French ancestors Debussy inherited a love of 
decoration and arabesque as well as an idea of 
music being a divertissement deluxe. The antici-
pation of this is what Watteau’s painting depicts: 
a group of well-to-do characters either coming 
or going from Cythera, the island where Venus 
was born. As in his Images, Debussy has not 
composed so much an ‘impressionistic’ musical 
depiction as an evocation of something more in-
ternal: a mood or a reaction. From its opening 
dance around C sharp, using the Lydian mode, to 
its triplets morphing into demi-semi-quavers and 
the melodic fragments fusing into a grand whole-
tone melody the music gathers momentum and 
ends in a magnificent fortissimo version of the 
opening bars.

Olivier Messiaen (1908-1992) composed his Can-
téyodjayâ in 1949. It is typical of the composer’s 
synthesis of Western musical and Eastern influ-
ences. The latter are shown in his use of Hindu 
rhythms, many of which he found in the 13th cen-
tury Sangita Ratnakara of Sarangadeva. The title 
of the work emanates from a region of the Sou-
th East coast of India now in Madras. Like many 
such names in Messiaen’s works of the time, it is a 
mixture of Sanskrit and French. In Cantéyodjayâ, 
Messiaen introduces many different musical ideas 
like a kind of collage, each of whose ideas is au-
rally connected. The work is in three sections, the 
first two of which are cast in a refrain-and-couplet 
verse form. On first hearing the work, one is ama-
zed with its array of vivid piano colours and suc-
cession of arresting ideas. The works begins and 
ends explosively.
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Wolfgang Amadeus Mozart (1756-1791) possib-
ly composed his Piano Sonata in A major K331 
in Salzburg between 1781-33 as he was on the 
brink of settling in Vienna. The sonata was pu-
blished in Vienna in 1784. It has become one of 
his best-known piano works, partly because of its 
celebrated finale, Alla Turca, and partly because 
many young piano students learn the lilting first 
movement. The sonata has three movements: 
Andante grazioso, Menuetto e Trio and Alla 
Turca: Allegretto. The first movement is a theme 
with six variations, most of which are in A major 
though the third is in A minor. An air of elegance 
and sweetness pervades, though a slightly more 
pensive aura descends in variation five, marked 
adagio. This is dispersed by the final variation, 
Allegro. The Minuet and Trio follow conventional 
patterns. The final rondo Alla Turca is allied to 
Mozart’s opera Die Entführung aus dem Serail in 
its use of the Turkish inspired music that was all 
the rage in Vienna at the time, partly because of a 
perceived threat of invasion by the Ottoman Em-
pire and partly because of the 100th anniversary 
of the Ottoman’s siege of Vienna in 1683.

Franz Schubert (1797-1828) composed his last 
three piano sonatas in the last months of his life 
in 1828. They remained neglected for many ye-
ars, having to wait ten years to be published. Part 
of the reason for their neglect was unfavourable 
comparison with Beethoven. But modern opinion 
and scholarship, as well as the advocacy of such 
composers as Brahms, have changed this view, 
and now these last sonatas are seen as master-
pieces in their own right, and valued as in many 
ways sui generis. Ostensibly, the first movement 
of the A major Sonata follows the regular ‘sonata-
allegro’ pattern with two main themes, a deve-
lopment, a recapitulation and coda. But this pays 
little attention to the details of Schubert’s original 
ideas and procedure. The opening idea consists 
of two main elements: the opening chords and 
the succeeding triplet arpeggio. Upon its return 
the first idea receives an additional counter-idea 
while the triplets provide nearly all the material 
to move the music towards the dominant, E ma-
jor, and the beautiful second idea. The passage 
between the two ideas is notable for Schubert’s 
use of chromatic modulations and figurations, 
a distinctive feature. The triplets lead the music 
away from the second idea to a short, audibly 

distinct coda. The second idea is notable for its 
repeated chords which are combined with the 
coda idea to begin the so-called ‘development’ 
section, a misnomer as development has already 
been taking place from the start. This new section 
releases Schubert to some of the most brilliant 
imaginings, not least how far he can go from the 
original tonality via chromatic modulations and si-
deslips. This fascination with chromaticism is not 
just an addition, its seeping into the music alters 
the clarity of the structure, making the journey 
back to the tonic dizzying and fascinating. The 
slow movement, Andantino, is in F sharp minor. It 
opens almost hypnotically with a lilting triple time 
rhythm and a short repeated phrase, which on re-
appearance is nearly always differently scored. 
Slowly the music moves away from the opening 
idea through considerable chromatic modulati-
ons, finding itself at one point in C minor. The 
hypnotic opening is gradually replaced by much 
more fragmentation and a growing sense of ur-
gency, even frenzy. It takes some effort for Schu-
bert to restore the relative calm of the opening, 
though even he cannot undo the unsettling effect 
of the music’s journey. The Scherzo (Allegro viva-
ce) and the Trio (Un poco piu lento), demonstrate 
Schubert’s remarkable textural imagination. The 
Trio owes much to the Ländler, a predecessor 
of the waltz and popular in Vienna at the time. 
The last movement, Rondo: Allegretto-Presto, 
is long, much of the material emerging from the 
second main idea. Once again what seems im-
portant in Schubert’s mind is how far he can es-
cape the opening tonality without undermining 
its being the home key, and the point to which all 
excursions should return. The further away from 
the tonic the more the music gathers momentum, 
becoming louder and more fragmented. But in 
the end the tonic is restored and the movement 
ends grandly Presto and in A major. 



48

In the S n Gloria Péter Louis van Dijk has att-
empted to blend original Bushmen (or S n) the-
mes – he initially transcribed them from various 
modern-day sources as his fascination with these 
gentle, virtually extinct and ancient African peop-
le grew – with an abridged version of the ancient 
Latin poem Gloria in excelsis Deo. This is a work 
which seeks to represent two totally unrelated 
cultures – both ancient, symbolic and relevant 
in their own right – thereby highlighting exactly 
those elements in the Southern African society 
which at times, excite us – and sometimes mutu-
ally exasperate.

Latin words:
Gloria in excelsis Deo, et in terra pax hominibus 
bonae voluntatis.   
Laudamus Te, benedicimus Te, adoramus Te, 
glorificamus Te;  
Domine Deus, Agnus Dei, Filius Patris. 
Qui tollis peccata mundi,Rex coelestis, suscipe 
deprecationem nostrum; 
Quoniam Tu solus sanctus, Tu solus Dominus, 
Tu solus latissimus. 
Amen

English words:
Glory be to God on high, and on earth peace to 
men of good will. 
We praise Thee, we bless Thee, we worship Thee, 
we glorify Thee; 
Lord God, Lamb of God, Son of the Father. 
Thou that takest away the sins of the world, Hea-
venly King, receive our prayer; 
For Thou only art holy, Thou only art the Lord, 
Thou only art most high.
Amen.

Joaquin Rodrigo (1901-1999) lived to be almost a 
hundred. He is most famous as a composer, par-
ticularly of this concerto, but he was also a fine 
concert pianist. He became almost completely 
blind when he was three years old writing all his 
compositions thereafter in Braille. After studying 
in Paris (with Paul Dukas) and Spain, his first pub-
lished compositions did not appear till the 1940s, 
though his Concierto d’ Aranjuez was composed 
in Paris in 1939 for the guitarist Regino Sainz de 
la Maza (brother of Eduardo), to whom it was in-

tended as a tribute. Later sources revealed the 
work emerged as a result of the miscarriage of 
his first child. This became by far his most famous 
work even though a number of prominent musici-
ans commissioned works throughout his long life, 
including James Galway and the celebrated Spa-
nish guitarist Segovia. The concerto also provi-
ded the grounds for the King of Spain to elevate 
Rodrigo to the nobility in 1991 when he became 
1st Marquis of the Gardens of Aranjuez. Aranjuez 
is located about thirty miles south of Madrid and, 
for much of its early existence, was a royal resi-
dence. Over the years it acquired more buildings 
in addition to the royal palace, and around these 
were located some famous and beautiful gar-
dens. In the 20th century, it has become a symbol 
of peace and tranquility of a Spanish golden age. 
It is all these that Rodrigo has tried to infuse into 
his concerto, which is less a depiction of place 
than of mood and feeling. 

The concerto opens with the guitar playing a tune 
based on a distinctive Spanish rhythm, which is 
shortly followed by a haunting theme in the or-
chestral strings. This pattern of alluring melodies 
accompanied by archetypal Spanish rhythms and 
guitar figurations lasts and colours the whole mo-
vement. Rodrigo intended the whole concerto to 
be a homage to a particular image of Spain, so 
some of the musical language appears to be re-
miniscent of the past, in particular the 18th centu-
ry, but the concerto could not have been written 
then. Instead, the concerto is meant as a modern 
perspective on the past. This is particularly true 
of the beautiful slow movement, which is in the 
relative minor, and in which the guitar seems to 
muse in dialogue with the cor anglais over sus-
tained orchestral chords. The finale introduces 
an element of wit and charm, more akin to the 
eighteenth century without being a pastiche. It is 
easy to understand why this has become not only 
such an important work of the guitar repertoire 
but also Rodrigo’s most popular work.

Péter Louis van Dijk has written several pieces 
filled with wit and humour and some of them 
would fall into the Edutainment category. The 
Musicians of Bremen is one of these – a tale told 
in words and music of the unlikely combination 
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of animals who fall in together and manage to 
thwart a band of baddies! The song towards the 
end has a strong message of the power of friend-
ship and generosity to overcome barriers. The 
music is colourful and exciting and suitable for 
young and old.  It is a worthy successor to Peter 
and the Wolf and the Young Persons Guide to 
the Orchestra. 

It was commissioned by CAPAB in 1985 and Pé-
ter Louis van Dijk put a quote at the beginning 
by Victor Hugo: “The supreme happiness in life is 
the conviction that we are loved”.

There are many educational aspects to this work 
and you may be interested to follow the leitmotiv 
of the song melody throughout the work.

ORCHESTRA FROM SCRATCH 2013 - 2015

All photos (c) Johnathan Andrews
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SOLOISTS

ANDREW CAMPBELL, PIANO

Andrew Campbell has established himself as one of the most ver-
satile collaborative pianists in the United States with a performing 
career that has taken him to four continents. He has performed 
in duo recitals with such artists as violinist Chee-Yun, flutist Tho-
mas Robertello, composer Bright Sheng, and tenor Anthony Dean 
Griffey. He has served as opera rehearsal pianist for André Previn 
and Plácido Domingo, and has worked closely with the compo-
ser Carlisle Floyd on several productions of his operas. His part-
nership with violinist Katherine McLin has led to performances on 
numerous recital series throughout the United States and Europe. 

Dr. Campbell is Director of the Collaborative Piano Program at 
Arizona State University and Director of Chamber Music for the 
Saarburg Seranaden and Vianden International Music Festivals. He 
has appeared as a collaborative pianist at numerous international 
conferences including the IDRS, MTNA, National Flute Association 
and International Viola Society. He received a Doctorate in Piano 
Chamber Music and Accompanying from the University of Michi-
gan where he studied with the renowned collaborative artist Martin 
Katz.

RICHARD COCK, CONDUCTOR

Richard Cock was born in Port Elizabeth and educated at 
Woodridge Preparatory School and the Diocesan College in Cape 
Town. He pursued his musical studies at the Cape Town College 
of Music, where he graduated in 1971.  In 1972, he won a schol-
arship to the Royal School of Church Music (RSCM), where he was 
awarded several prizes and diplomas.  In 1978 he became Director 
of Music at the Cathedral Choir School and assistant organist at 
Chichester Cathedral. During his years in England he became a 
Fellow of the Royal College of Organists.  

After his return to South Africa in 1980, Richard, as Music Director 
from 1991, breathed new life into the National Symphony Orches-
tra (NSO). His innovative spirit saw the orchestra expand its hori-
zons with open-air events, such as the successful Emmarentia Gar-
dens Winter Series, Musical Fireworks and Pops Concerts, Music 
in the Zoo and tours from Cape Town to Cairo. In 1999 he left the 
NSO to pursue a freelance career and to stimulate music activities 
throughout South Africa, which he has done with marked success. 
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Since then he has conducted symphony, choral and many major 
concerts in Johannesburg and throughout Southern Africa, plus 
light classical concerts titled Bach to Broadway, Flights of Fantasy 
and Lloyd Webber and Friends, as well as giving concerts for child-
ren and senior citizens.  He is much in demand countrywide as a 
conductor for the popular Last Night of the Proms concerts and 
Songs of Praise. In recent years he conducted his first full-length 
opera, Mozart’s Don Giovanni, in Bloemfontein, tours of South Afri-
ca by international musicians such as Julian Lloyd-Webber, Joshua 
Bell, Lynn Harrell and Katherine Jenkins, and he regularly conducts 
Starlight Classics for Rand Merchant Bank.

However, it is as a choral trainer and conductor that Richard is best 
known. He founded the Symphony Choir of Johannesburg and the 
internationally recognized Chanticleer Singers over 35 years ago.   
Both are recognized as leaders in their respective fields.  He was 
organist and director of music at St Mary’s Cathedral for 12 years 
and was elected a Fellow of the Royal School of Church Music for 
his services to Church Music in South Africa. 

He is Chairman of the Apollo Music Trust, and is on the Board 
of Trustees of Business Arts South Africa, the Johannesburg Festi-
val Orchestra and on the Artistic Committee of the National Arts 
Festival, Grahamstown.  With Florian Uhlig, he directs the Johan-
nesburg International Mozart Festival which is held every January.  
He is also involved in a number of successful outreach projects in 
Soweto and Eldorado Park. 

In May 2000, he received an Honorary Doctorate in music from 
Rhodes University, in 2012,  A Parnassus Award from Stellenbosch 
University and in 2013 and a special Award from the ATKV for his 
30 years dedication to spreading the love of music in South Afri-
ca.   In November 2014 Richard received a Lifetime Achievement 
Award from the Arts & Culture Trust.

www.richardcock.co.za 

PETER DONOHOE, PIANO

Peter Donohoe was born in Manchester in 1953.  He studied at 
Chetham’s School for Music for seven years, graduated in music at 
Leeds University, and went on to study at the Royal Northern Col-
lege of Music with Derek Wyndham and then in Paris with Olivier 
Messiaen and Yvonne Loriod.  He is acclaimed as one of the fore-
most pianists of our time, for his musicianship, stylistic versatility 
and commanding technique.

Recent and forthcoming engagements include appearances with 
the Dresden Philharmonic Orchestra, the BBC Concert Orchestra, 
RTE National Symphony Orchestra, Berlin Konzerthaus Orchest-
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ra, the BBC Philharmonic Orchestra and CBSO (under Sir Simon 
Rattle), a UK tour with the Russian State Philharmonic Orchestra, 
as well as concerts in South America, Europe, Hong Kong, South 
Korea, Russia, and the USA.  Other engagements include perfor-
mances of all three MacMillan piano concertos with the BBC Scot-
tish Symphony Orchestra, a series of concerts for the Ravel and 
Rachmaninov Festival in Bridgewater Hall alongside Noriko Oga-
wa, and performances with The Orchestra of the Swan.  Donohoe 
is also in high demand as an adjudicator at piano competitions 
around the world, including the International Tchaikovsky Piano 
Competition, Moscow, the Queen Elizabeth Competition, Belgium, 
and the Hong Kong International Piano Competition.

Donohoe has worked with many of the wold’s greatest conduc-
tors including Chritoph Eschenbach, Neeme Jarvi, Lorin Maazel, 
Kurt Masur, Andrew Davis and Yevgeny Svetlanov.  More recently 
he has appeared as soloist with the next generation of excellent 
conductors such as Gustavo Dudamel, Robin Ticciati and Daniel 
Harding.

Peter Donohoe is an honorary doctor of music at seven UK univer-
sities, and was awarded a CBE for services to classical music in the 
2010 New Year’s Honours List. 

JOHANNES FLEISCHMANN &
PHILIPPE RASKIN, VIOLIN & PIANO

Johannes Fleischmann and Philippe Raskin met in August 2009 
during the Pablo Casals Festival in Prades. A year later, they gave 
their first performance together, collaborating as a duo in Vienna 
(November 2010) and since then have performed many concerts in 
Europe, Africa, the Middle East,  South  and North America. 

Raskin & Fleischmann have undertaken many festivals and are 
supported by many well known musicians and pedagogic figures 
including Hatto Beyerle (Alban Berg Quartet), Evgenia Epshtein 
(Aviv Quartet), Johannes Meissl (Artis Quartet),  Marta Gulyas, 
Erich Höbarth (Quatuor Mosaïque), Avedis Kouyoumdjian, Andras 
Keller (Keller Quartet) and Peter Nagy.

Contemporary music is an extremely important aspect of their pro-
gramming which has led to several performances of world premi-
eres. Raskin & Fleischmann regularly work with composers such as 
Serkan Gürkan and Christoph Ehrenfellner, who have dedicated 
the works Mein Wien and Jagd Sonata to them respectively. 

Their last season featured besides the duo‘s debut concert in the 
Musikverein Wien, several concert tours in Austria, Armenia, Bel-
gium, Canada, Colombia, Cyprus, Guadeloupe, Hungary, Italy, Ja-
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pan, Kenya, Lebanon, Luxembourg, Malta, Mexico, Russia, Slove-
nia, Spain, Turkey and USA. In addition, they were selected by the 
Austrian Ministry of Foreign Affairs as ambassadors for the NASOM 
- New Austrian Sound of Music Program in 2014-2015.

Due to their "outstanding chamber music performance", Raskin 
& Fleischmann won the Piano Chamber Music Award at the ISA-
Festival 2014.

Born in Brussels in 1982, Philippe Raskin devoted himself to music 
at a very early age. He started piano lessons with Aleksandr Fried-
land, a Russian conductor, and continued working with Bernadette 
Malter and Loredana Clini. 

At the age of 16, he started studying at the Royal Conservato-
rium of Brussels in the class of Jean-Claude Vanden Eynden. In 
the same year, he obtained his first degree with the highest ho-
nours. He then joined the Queen Elisabeth Music Chapel (still with 
Jean-Claude Vanden Eynden) and graduated again with highest 
honours, whilst at the same time completing his Master's degree 
at the Brussels Conservatorium. 

Philippe has won several national and international competitions, 
amongst others: the J.S. Bach Competition, the Gretry Rotary 
Competition, the Paris International Piano Competition, the Lions 
Club Competition, the André Dumortier International Piano Com-
petition. 

In 2012, he became Prizewinner at the Lyon International Piano 
Competition and First Prizewinner at the   Spanish Composers  In-
ternational Piano Competition in Madrid.

Philippe has performed many recitals, as part of chamber groups 
and as a soloist with orchestras in Europe, Asia, Africa and TUni-
ted States - in famous concert halls such as Concertgebouw, Salle 
Cortot, Musikverein, Auditorio Nacional etc. At the invitation of 
the Chopin Foundation in Warsaw he has performed in the house 
where the composer was born. Philippe regularly performs with or-
chestras, notably the Belgian National Orchestra, the Philharmonic 
Sofia Orchestra, the Flemish Radio Orchestra, de Filarmonie, the 
Sturm & Klang Orchestra, the Music Chapel of Tournai, the Cham-
ber Orchestra of Wallonia, the Orquesta Filarmonica de Malaga 
and the Symfonie Orkest Vlaanderen.

Philippe has many upcoming projects and concerts, including con-
cert tours in Colombia, Mexico, USA, Japan, 2 new recordings and 
concerts in halls such as Flagey-Brussels, Mozarteum-Salzburg and 
Musikverein-Wien.
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PASCAL GALLET, PIANO

The pianist Pascal Gallet appeared on television for the first time 
at the age of 10. He began studying at the CNSM in Paris at a very 
young age. Having won several international prizes and awards -  
Viotti, Porto, Trapani, the Menuhin Foundation, Senegalia, the 
French Ministry of Culture - he began an international career as 
a soloist working with some of the world's most prestigious or-
chestras.

His first recordings were praised by critics, particularly the one de-
dicated to Turina that was said to match Alicia de Larocha's, and 
a Chopin DVD commemorating the bicentenary anniversary of the 
composer's birth. Jolivet occupies a special place in Pascal Gallet's 
work since the latter remains the only pianist in the world to have 
made a recording of the artist's complete works, including the 
concerto. These recordings have been received unanimous critical 
acclaim.

JAMES GRACE, GUITAR

KANNA Award winner for Best Male Artist at the 2010 ABSA KKNK, 
and more recently KykNET Fiesta winner, James Grace is one of 
one South Africa’s leading concert artists. In recent years he has 
appeared with the Cape Philharmonic, the Kwa-Zulu Natal Philhar-
monic, the Johannesburg Festival, the Johannesburg Philharmonic 
and the Free State Symphony in concerti by Rodrigo, Villa – Lobos, 
Tirao, Stephenson, Giuliani and Vivaldi.

A regular performer at the major arts festivals and concert series, 
James’s schedule frequently takes him throughout Southern Africa, 
Europe and the U.A.E. James was the soloist in Rodrigo’s Concier-
to de Aranjuez with the Cape Philharmonic Orchestra and Pieter 
Daniel at Kirstenbosch’s Summer Concert Series, and subsequent-
ly James joined forces with Jonathan Crossley to give the South 
African premiere of Rodrigo’s Concierto Madrigal for two guitars 
with the Johannesburg Philharmonic Orchestra and Alessandro 
Crudele.

Born in England, James began playing the guitar aged seven. He 
immigrated with his family to South Africa at the age of ten and 
continued lessons with the late Dietrich Wagner. James then stu-
died at the Royal College of Music in London as a Foundation 
Scholar with Carlos Bonell. Upon graduating he became the first 
guitarist in the history of the College to receive the Tagore Gold 
Medal, an annual award presented to the most outstanding student.  
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After spending two years in Doha, in the Arabian State of Qatar 
where he taught guitar at an International Music Centre, James re-
turned to South Africa and was appointed Head of Classical Guitar 
Studies at the University of Cape Town.

James has recently released his fifth solo album, World Café, un-
der his independently owned and operated record label, String-
wise Records. His previous two releases Sevilla – Music of Spain 
II and Café Latino both topped the Classic FM Top 20 South Afri-
can Charts and earned James SAMA nominations for Best Popular 
Classical Album and Best Instrumental Album respectively.

As an entrepreneur and concert organiser, James often hosts and 
performs with visiting guitarists. In 2015 James toured South Af-
rica in a series of duo concerts with UK based guitarists Morgan 
Szymanksi. James also appeared in concert with Cinzia Milani (Ita-
ly), Goran Krivokapic (Germany) and Chloe Murphy (London). 

James is in the final stages of setting up the Stringwise Young 
Artist’s Trust, with the aim of assisting young artists from across the 
country produce their own albums and offer bursaries for overseas 
study.

PAUL HANMER

Born in Cape Town in 1961, Paul Hanmer began classical piano and 
theory lessons in 1970. After two years at the University of Cape 
Town studying for a B.Mus degree, Hanmer left to work with guitarist 
Paul Petersen, spending the next six years in various ‘top-40’ bands. 
In 1987 Hanmer moved to Johannesburg where he was influenced 
by bands such as Sakhile and Bayete. In Johannesburg, Hanmer for-
med “Unofficial Language” with Ian Herman (percussion and drums) 
and Peter Sklair (electric bass). The trio recorded ‘primal steps’ in 
1994, featuring Sklair’s song “Tender Mercies”, and a second album, 
“move moves” in 1996.

Over the years Hanmer has received commissions from many South 
African and foreign solo performers and groups. Hanmer was selec-
ted as composer-in-residence for the 2012 Johannesburg Internati-
onal Mozart Festival, for which he composed a fantasy for flute and 
strings – Nightjar Breaks – as well as a triple concerto – Nachtroep 
– for trumpet/flugelhorn, violin, piano and strings.

Hanmer spends more and more of his time writing music - often to 
commission these days and he continues to enjoy performing on 
acoustic piano, accompanied by other acoustic instruments, whene-
ver he gets the opportunity.
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STHEMBISO KHWELA, POET

Born in the township of KwaMakhutha, south Durban, and raised in 
the north Durban Township, KwaMashu, Sthembiso started writing 
at high school and became deeply entrenched in writing poems 
and short stories in Durban-Westville Correctional Centre during his 
incarceration where he co-founded an inmates’ writers association 
called Umbani Writers.  During this period, all inmates who took part 
in this project had their work published in two books of poems and 
short stories, namely Ziyosulwa Izinyembezi and Umuntu Akalahlwa 
(Nutrends Publishers). Some of his best poetry can be found in the 
book edited by Dr Nakanjani Sbiya with the title Amadlingozi (Unisa 
Press)

This reformed poet has received awards and prizes from Depart-
ment of Arts & Culture’s Language Services and has performed in 
the Department’s annual Literature Exhibition Festival. Last year he 
was one of more than twenty poets from different countries who 
were participants in Poetry Afrika 2014 hosted annually by UKZN 
Centre For Creative Arts. He is also working with other artists in the 
nurturing of the arts movement called Imbumba Arts Movement 
founded by local youth.

Writing in both IsiZulu and English, he defines himself as ‘a writer 
and poet’. Giving meaning to that he says ‘writer’ accommodates 
the English part because most of his English poems are good for 
reading, whereas ‘poet’ accommodates the IsiZulu element because 
he performs IsiZulu poems.

STEFAN LOUW, TENOR

Born in Durban and raised in Pretoria, opera tenor Stéfan Louw 
has, over the past two decades, become one of the country’s best 
tenors.  The Sunday Times newspaper wrote of his Rodolfo (2005) 
that his voice should be declared a national treasure.
 
Although his music career started when he joined the South Afri-
can Military Band in 1992 (after matric) his opera career kicked off 
in 1993 while studying music at the University of Pretoria.  After 
two years in the University choir he joined the Pretoria State The-
atre Ad-hoc Opera Chorus and in 1999 made his solo debut in a 
comprimario role as Beppe in I Pagliacci, for which he received the 
prestigious FNB Vita Opera Award for Most Promising Newcomer.
 
He made his international debut in 2008 when he sang the role of 
Pollione in Norma in Vichy (France), followed shortly thereafter by 
Radamas in Aïda at the Dijon Opera House, also in France.  
 
Louw is the founder and joint artistic director for Big Wig Opera 
and in May 2015 made his debut as director for the company's 
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L'elisir d'amore to great acclaim from the critics.  
 
In September 2015 he will be directing Big Wig Opera's first full 
opera, Madama Butterfly, and will be singing the role of Alfredo in 
La Traviata at the Roodepoort Theatre in November 2015.

FELICITY MDHLULI, COMPOSER

Felicity Mdhluli is currently a Master’s student at the University of 
the Witwatersrand. The focus of her studies is concerned with noi-
se and silence as musical modernisms and how these expressive 
tools have been used within music of the West, Africa as well as in 
urban music. To this end, compositionally, she is focused on fusi-
ons between classical, African and electronic music. Apart from her 
Master’s, she is also involved in radio as a music compiler, producer 
and presenter at the campus radio station Voice of Wits and has 
won an MTN Radio Award in the ‘Best Music Show’ category.

MAGDALENE MINNAAR, SOPRANO

South African soprano Magdalene Minnaar has entertained au-
diences across the globe with her versatile voice and enigmatic 
stage presence, evident in her acclaimed performances of the fe-
male lead in the international touring production Show Boat and 
The Phantom of the Opera. A recent Kyk-net Fiesta and Fleur du 
Cap nominee, and SAMA winner, Magdalene has won numerous 
awards and prizes including the Mimi Coertse Bursary Competiti-
on (winner), the UNISA Voice Competition (song prize), a Kanna 
Award as part of the South African Sopranos (Best Classical Pro-
duction) and also the prize as Best Overall Production at this year’s 
Clover Aardklop for the opera Poskantoor which Magdalene pro-
duced as well as singing the lead role.

After receiving her Honours degree in Music with distinction from 
the College of Music at the University of Cape Town, she was ac-
cepted into the prestigious Cape Town Opera Studio where she 
performed and studied nearly 20 roles, including Gilda (Rigolet-
to), Zerlina (Don Giovanni) and understudy of the Queen of the 
Night in William Kentridge's celebrated version of The Magic Flute.  
Since completing her two years at the Studio, highlights include 
performing as soloist at the opening of the Cape Town Stadium 
with the Cape Philharmonic Orchestra, Richard Cock and the 20Te-
nors, as well as the annual RMB Starlight Classics, Last Night of the 
Proms, Sean Bovim’s spectacular tribute show Queen at the Ballet 
and Deon Opperman’s multi-media oratorio Die Skepping. In 2009 
she was awarded a WBHO bursary for overseas study, which led 
her to the New York Opera Studio where she furthered her studies. 
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Hailed a “musical rebel” by the press, she has collaborated widely 
across genres, working with internationally acclaimed producers 
and musicians, including an operatic electronic collaboration with 
her brother Louis, entitled MiNNAAR. Magdalene also recently 
sang the role of Emily Hobhouse in Nicola Hanekom’s award win-
ning site-specific production, Land van Skedels which received 
great acclaim in the South African theatre industry.

In 2010 Magdalene started Biblioteek Music Productions, which 
provides a platform for performers, composers and designers to 
collaborate on theatrical music productions and concept concerts, 
with the aim to create more work for classical musicians as well as 
to grow new audiences. These projects include the acclaimed new 
Afrikaans opera Poskantoor, Vuurvoël and Waansin which have 
been nominated for many awards including a Kanna award (Best 
Debut Production), WoordTROfees award (Best Classical Produc-
tion), KykNet Fiesta award (Best Classical Performance for Magda-
lene) and Aardklop Aartvark award for “Ground-breaking work”. 
Apart from starting four new concert series (In The Dark, Little 
Maestros, Rise, Co/Mission), it is with Biblioteek that Magdalene 
has also made her directing debut in 2011, following her lifetime 
passion of creating beautiful and inspiring theatre and music.

KEITH MOSS, COMPOSER

Keith Moss completed a Master's degree in composition under 
Peter Louis van Dijk  in 2007. He won the SAMRO Overseas Scho-
larship in 2010 and travelled to the United Kingdom to further his 
education.  He participated in master classes with the heads of 
composition at The Royal College of Music, The Guildhall School 
of Music, The Royal Northern College of Music and the University 
of Cardiff.  In 2012 he was the first recipient of the Stefans Grové 
National competition for composition for his Trio written for Flute, 
Oboe and Clarinet that has now become the Master's compulsory 
work for wind players at the Padua Music conservatory in Italy. His 
creative output was awarded the Faculty prize at the University 
of Pretoria where Keith is currently reading towards a doctorate 
in composition under Prof. Alexander Johnson, supported by the 
Oppenheimer Memorial Trust.

He is the director of the new music ensemble The Paz Consort 
which was formed in 2009 to promote and perform new works 
by young South African composers and since establishing itself 
in Gauteng has premiered over 24 new compositions for various 
ensembles both in Pretoria and Johannesburg.

In 2015 his work I Am who I Am for Soprano, String Quartet and 
Percussion was chosen and performed during the Composer  
National Collegium in Stellenbosch and can be found on YouTube.
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ROSEMARY NALDEN, CONDUCTOR

Rosemary Nalden, founder of Buskaid and Director of the Buskaid 
Music School in Soweto, was born in England and educated in 
New Zealand, where she graduated Bachelor of Arts in Languages, 
before studying viola and singing at the Royal College of Music 
in London.  

Rosemary freelanced in London for over 30 years as a leading 
member of most of the ‘early instrument’ ensembles and orches-
tras.  She has played and recorded extensively under such con-
ductors as Sir John Eliot Gardiner, Sir Roger Norrington, Sir Simon 
Rattle,Ton Koopman, the late Christopher Hogwood, the late Franz 
Brüggen and the late Gustav Leonhardt.

Teaching has played an important role in Rosemary’s professio-
nal life and she employs a highly specialised teaching approach, 
pioneered by the late Paul Rolland and developed by her close 
friend Sheila Nelson, the distinguished British string pedagogue.  
Her combined interest in performance practice and teaching has 
placed her in a unique position to develop the innate musicianship 
and stylistic flair of her young African students.

As Buskaid’s chief fundraiser, Rosemary has been responsible for 
generating several million Rand for the Buskaid Trust over the last 
eighteen years.

In 2002 she was awarded an MBE in the Golden Jubilee Queen’s 
Birthday Honours List, in recognition of her work with Buskaid.  In 
2003 she received a Distinguished Alumni Award from her former 
university, The University of Auckland, New Zealand. 

In May 2013 Rosemary was one of only five musicians worldwide 
to be awarded Honorary Membership of the Royal Philharmonic 
Society, an extremely rare honour which has been bestowed on 
just 137 musicians in the 200-year history of this illustrious British 
organisation. 
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NICHOLAS NICOLAIDIS, TENOR

Nicholas was born in Johannesburg. At the age of ten he was the 
runner-up in the Golden Voice of South Africa singing competition 
run by the Drakensberg Boys’ Choir School, where he spent the 
next four years. During this time he was firstly the lead treble so-
loist and then the leading tenor soloist and so began his singing 
career. 

Nicholas completed his school career at St John’s College in 
Houghton. He then went on to complete a Bachelor of Music De-
gree, specialising in vocal performance, at the University of the 
Witwatersrand (Wits). During his studies at Wits he received both 
the Elizabeth Connell/SAMRO and Joyce Barker vocal awards. In 
August 2003 Nicholas won the South African Music Rights Orga-
nisation overseas scholarship award for singing and thus furthered 
his singing studies in London with professors from the Royal Col-
lege of Music.

Nicholas’s voice may best be described as being a lyric tenor. He 
has a wide repertoire but specialises in Oratorio, Lieder and Songs 
from the Shows. Among his stage performances he has played the 
role of Percival Brown in The Boyfriend, The Lord High Chancellor 
in Gilbert and Sullivan’s Iolanthe, and Major-General Stanley in The 
Pirates of Penzance, Ko-Ko in the Mikado, and Giuseppe in The 
Gondoliers. 

He has performed as a soloist with all the major orchestras and 
choirs in South Africa. His international engagements have taken 
him to Wales, England, Greece, Spain, Norway, Botswana and the 
Seychelles. Nicholas has also been a member of the acclaimed 
South African choir The Chanticleer Singers since 1994 and is also 
a regular star performer at the annual National Arts Festival held 
in Grahamstown. 

Nicholas is passionate about promoting a love for music within 
South Africa. His goal as a performer is to strive for excellence 
whilst contributing to performances that inspire and have a las-
ting impact on both the performers and listeners. 

DOMENICO NORDIO, VIOLIN

Domenico Nordio is one of the most acclaimed musicians of our 
time. He has performed in the most prestigious halls in the world 
(Carnegie Hall in New York, Salle Pleyel in Paris, La Scala in Milan, 
the Barbican Center in London, Suntory Hall in Tokyo), with major 
orchestras, including the London Symphony, National de France, 
Academy of Santa Cecilia in Rome, RAI National Orchestra, the 
Orchestre de la Suisse Romande Orchestra, the Borusan Istanbul, 
the Enescu Philharmonic, the SWR Sinfonieorchester Stuttgart, 
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Moscow State Symphony, with conductors such as Flor, Steinberg, 
Casadesus, Luisi, Lazarev and Aykal. His last appearances include 
concerts at the Great Hall of the St. Petersburg Philharmonic, the 
Enescu Philharmonic in Bucharest, at the Teatro Municipal in Rio 
de Janeiro, at the Teatro Colon in Buenos Aires, the Tchaikovsky 
Hall in Moscow and the Zorlu Center in Istanbul. 

During the 2014-2015 season he has performed, among others, at 
the Concertgebouw in Amsterdam, at the International House of 
Music in Moscow (with Mikhail Lidsky), at the Auditorium of Milan 
(with the Orchestra Verdi, conducted by Tito Ceccherini), the Kiev 
Philharmonic (with the Kiev Philharmonic Orchestra and Roman 
Kofman), the Sala Sao Paulo (directed by Isaac Karabtchevskij), in 
the Sala Nezahualcoyotl of Mexico City, in Ankara with Presidential 
Symphony Orchestra and Montevideo with the Montevideo Phil-
harmonic conducted by Alexandros Myrat (at the Teatro Solis). 

Highlights for 2015-2016 include concerts with the National Or-
chestra of the RAI with the Philharmonic Orchestra of La Fenice 
in Venice with Simon Bolivar in Caracas, the Bogota Philharmonic, 
with the Orchestra of Kaunas and with the Chamber Orchestra of 
Radom, with the National Orchestra of Montenegro in addition to 
the residence at the Festival in Johannesburg.

Appreciated chamber musician, Nordio is displayed in major bill-
boards alongside Misha Maisky, Louis Lortie, Boris Belkin, Mikhail 
Lidsky and Jeffrey Swann; is very attentive to the music of today 
and has been the godfather of Seeds songs, Donatoni (Duo for 
violin and viola in the Settimana Musicale Senese), Boccadoro 
("Cadillac Moon" performed by the Orchestra of the Teatro Lirico 
di Cagliari and recorded live for Rai Trade), Dall ("The Red Zone") 
and Molinelli ("Zorn Hoffnung Gesang", premiered at the Final 
Concert of the Composition Competition "on August 2," with the 
Orchestra of the Teatro Comunale di Bologna).

Domenico Nordio is a Sony Classical artist. His latest CDs include 
Respighi and Dallapiccola with Muhai Tang and the Toscanini Or-
chestra of Parma (released internationally in March 2013), Castel-
nuovo Tedesco and the Orchestra of Italian Switzerland and Tito 
Ceccherini (released internationally in January 2015) .

Student of Corrado Romano and Michèle Auclair, who was born 
in Venice in 1971, a former child prodigy, Domenico Nordio at 
sixteen won the International Competition "Viotti" in Vercelli with 
legendary Yehudi Menuhin President of the Jury. After the Compe-
titions Thibaud in Paris, Sigall of Viña del Mar and Francescatti in 
Marseille, the Grand Prix Eurovision obtained in 1988 launched his 
international career: Nordio is the only Italian winner in the history 
of the competition.
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ÖNDER SISTERS : FERHAN & FERZAN, PIANO 

“Their subtle, searching ensemble playing, their temperament and 
their virtuoso dexterity are proof of the extraordinary pianistic qua-
lities of the Önders. This is truly fiery music making!” 
[Michael Stenger/Fono Forum]

There is always a special bond between twins – and Ferhan & 
Ferzan Önder bring that bond onto the concert platform. They 
are two individual artists but together they create a new musical 
identity. Though this might at first seem no more than a cliché, 
with these sisters it is the key to their activity and the essential  
characteristic of their expressive intensity, which becomes fully ap-
parent in the way they play, completing each other’s artistic per-
sonality. 

Born in Tokat (Turkey), they moved to Ankara at the age of seven, 
following their brother who was already studying at the Conserva-
tory. When they were still only ten, Ferhan & Ferzan Önder began 
playing the piano. Just four years later, they won the ‘Jury Special 
Award’ at the Concorso Pianistico Internazionale Alessandro Ca-
sagrande in Terni (Italy). After a series of further prizes, Ferhan & 
Ferzan Önder won First Prize at the International Piano Duo Com-
petition in Hamburg.

Their great talent, combined with a high degree of discipline and 
support from their family, soon bore fruit. After Ferhan won first 
prize in a competition in Istanbul that led to a concert in Vienna, 
the twins decided to move to Austria in 1985. They studied at the 
Universität für Musik und darstellende Kunst in Vienna with Noel 
Flores and Paul Badura-Skoda. Shortly before their final exams 
they met Alfons Kontarsky, who became their mentor and a close 
friend until his death.

Ferhan & Ferzan Önder both describe their Turkish roots as of cru-
cial importance for their trenchantly rhythmic playing style, since 
they have been familiar with the irregular rhythms of traditional 
music from their earliest childhood. But they say the fact that they 
are continuing a tradition of Turkish piano duos is merely a coinci-
dence. Among the pianists who have been important for them and 
influenced them artistically are Vladimir Horowitz, Grigori Sokolov, 
Glenn Gould, Friedrich Gulda, and Katia and Marielle Labèque.

Extensive concert tours have taken the pianists throughout Europe, 
the Far East and America. They have performed among others at 
the Guggenheim Museum in New York, the Wigmore Hall in Lon-
don, the Semperoper in Dresden, the Leipzig Gewandhaus, the 
Amsterdam Concertgebouw, and the Vienna Musikverein and Kon-
zerthaus, as well as in Munich, Hamburg, Berlin, Zurich, Barcelona, 
Istanbul, Rio de Janeiro, Tokyo, Taipei and Salzburg. 
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In recent seasons, Ferhan & Ferzan Önder have played works for 
two pianos and orchestra by Bach, Mozart and Poulenc, and pre-
miered works by Fazıl Say. The current season has seen return visits 
to the Beethovenfest Bonn, the Lucerne Festival and the Alte Oper 
Frankfurt. They have also impressed international audiences in 
performances of music by Bartók and Stravinsky with the Austrian 
multi-percussionist Martin Grubinger. Among their other chamber 
music partners are Benjamin Schmid, Cyprien Katsaris, Janis Vaka-
relis and Clemens Hagen.

Ferhan & Ferzan Önder live with their families in Vienna. Since 
2003 they have been “Goodwill Ambassadors” of UNICEF com-
mitted to projects with children.

ADI PAXTON, PUPPETEER

Adi Paxton, best known as Cherry the Clown and Adi the Magici-
an, has produced and appeared in clown shows, magic acts and 
children’s theatre, arts festivals and corporate shows throughout 
South Africa and internationally for clients ranging from Nelson 
Mandela to prisoners and scholars since 1986. 

She is a freelance performer and voice artist for Lotus FM Dra-
ma and others and runs Cherryco, a performance and promotions 
company, for corporate and educational clients. Her work involves 
scripting, designing, directing and prop making. Adi is an exter-
nal moderator for the Durban University of Technology Drama de-
partment. She works with Reach for a Dream and Feed the Babies 
Fund and is on the committee of the SA Magical Society and As-
sitej KZN.

www.cherryco.co.za 
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JOSEF PROTSCHKA, VOCAL COACH

The German tenor Josef Protschka can look back at a highly suc-
cessful career: for nearly forty years he has regularly appeared in 
the most important opera houses in Europe and America, in major 
festivals and media-events. 

Born in Prague, he grew up in Düsseldorf. He studied classical phi-
lology, philosophy and German literature in Bonn and Tübingen, 
worked as a journalist in Germany and Austria and as the mana-
ging director of the foundation Cusanuswerk, before he dedicated 
himself exclusively to his singing-career. Starting in Gießen and 
Saarbrücken, Protschka first gained an international reputation as 
a Mozart tenor, before changing to the dramatic repertoire (Don 
Jose, Hans, Tom Rakewell, Hermann, Eric etc.). 

Important debuts followed very quickly at the Vienna State Ope-
ra, Salzburg Festival, Scala di Milano, Semperoper Dresden, State 
Opera Hamburg, Opera Zürich, Covent Garden London (Flores-
tan), Teatre de la Monnaie Brüssel (Lohengrin), Bregenz Festival 
(Hoffmann), Wiener Festwochen (Fierrabras), Maggio Musicale Fi-
renze and others. 

He has worked with some of the world’s leading stage directors 
and conductors. There are over fifty recordings to his name, most 
of them highly praised by international critics. 

Protschka is giving master classes all over Europe and Asia. Since 
the mid-nineties Protschka has been professor of singing and  
interpretation in Copenhagen (DKDM) and Cologne / Aachen 
(Hochschule für Musik und Theater Köln), where he acted as  
Principal between 2002-2009. He is now also running the SVI (Stu-
dio for Vocal Interpretation) in Pulheim near Cologne.
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WAYNE SIMPSON, COMPOSER

Wayne Simpson is a South African Composer who specializes in 
electronic music composition and getting involved with interdis-
ciplinary projects. After completing a B.Mus performance degree 
in classical guitar he continued with a M.Mus (composition) under 
Peter-Louis van Dijk. 

In 2012 a group of visual artists under supervision of Flemish artist 
Ephameron toured the Western Cape, producing work in different 
locations. For the project Wayne created electronically produced 
soundscapes based on graphic scores. These were exhibited at 
the Villa-Nova Festival in Antwerp. The following year he was invi-
ted to participate in the festival and created an interactive sound 
installation for the event. Currently he is focusing on producing 
works for more traditional acoustic ensembles and hopes to further 
develop a technique where electronic and acoustically produced 
sound exist, inseparable from each other.

PAMELA TANSCIK, PUPPETEER

Dr Tanscik has been a professional puppeteer, stage director and 
theatre practitioner for more than 30 years. She started her thea-
tre career in 1978 at the Munich Marionette Theatre and worked 
for the Bayerische Staatsoper and the Theatre am Gärtnerplatz as 
assistant director and playwright for several operatic productions.

She immigrated to South Africa in 1998 and started off in Johan-
nesburg as a drama lecturer at the Market Theatre, and as an artis-
tic director for SABC educational TV (Rapid Phase). She moved to 
Durban and in 2000 founded her own puppet company Tekweni 
Puppetplays, which specialises in educational plays for children, 
using all puppetry techniques including shadow puppetry, mario-
nettes and rod-and-hand puppets.

She lectured for many years for the UKZN Opera Studio and Cho-
ral Academy in German and Stage Craft, and in June 2012 was 
appointed as a senior lecturer at the Durban University of Techno-
logy Drama Department. She has a Master’s and a PhD in Theatre 
History from Ludwig Maximillians University in Munich, and is an 
experienced researcher in the field of German/Austrian and Sou-
th African music history. She also holds a diploma in Social Work 
(specialising in Art Therapy) and a diploma in Yoga and Ayurveda.
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FLORIAN UHLIG, PIANO

“Florian Uhlig plays in masterly fashion. His interpretations bear 
comparison with the very best. This astonishingly original CD is a 
real event.” (Süddeutsche Zeitung)

That was the assessment published by the doyen of music critics, 
Joachim Kaiser, of the recording of Beethoven’s piano variations 
released on the hänssler CLASSIC label in 2009. Since then, Florian 
Uhlig has recorded some 15 other releases on the same label, all 
of which have received high praise in the international journals and 
won awards (e.g. German Record Critics’ Prize): complete works for 
piano and orchestra of Robert Schumann and Dmitri Shostakovich, 
piano concertos by Ravel, Poulenc, Françaix, Debussy and Pende-
recki, and Ravel’s and Schumann’s complete works for solo piano. 
15 CDs are scheduled for the Schumann cycle, 9 of which have 
already been released.

Florian Uhlig was born in Düsseldorf and gave his first piano recital 
at the age of twelve. He studied in London at the Royal College of 
Music and the Royal Academy of Music, finishing with the concert 
diploma. He was also influenced by working with Peter Feucht-
wanger and by his research towards a PhD thesis at the University 
of London on the role of the performer in the context of musical 
genre. Florian Uhlig reconciles contradictions in an unusual man-
ner. On the one hand, he is rooted in the German music tradition, 
which is associated with seriousness, style and structure, while on 
the other, his many years in London have led him to develop more 
of an individual approach to musical works than is usual on the 

“continent”: pointed liberties, eccentric combinations of repertoire 
and curiosity about rare works.

Florian Uhlig made his orchestral debut at the Barbican in London 
in 1997. Since then he has appeared at leading concert halls ac-
ross the world, performing with orchestras like the BBC Symphony 
Orchestra, the Beijing Symphony Orchestra, the Deutsche Radio 
Philharmonie, the Dresden Philharmonic, the Hong Kong Sinfo-
nietta, the Polish Radio Symphony Orchestra, the Simón Bolívar 
Youth Orchestra of Venezuela, the National Symphony Orchestra 
of Taiwan, the Bavarian Radio Chamber Orchestra, the Stuttgart 
Chamber Orchestra and the Vienna Chamber Orchestra. He has 
worked with conductors like Krzysztof Penderecki, Josep Caballé, 
Claus Peter Flor, Eivind Gullberg Jensen, Kristjan Järvi, Michael 
Sanderling and Gerard Schwarz.

Florian Uhlig has performed at the Beethoven Festivals of Bonn 
and Warsaw, Lorin Maazel’s Castleton Festival, the Menuhin Festi-
val in Gstaad, the Hong Kong Arts Festival, the Mecklenburg-Vor-
pommern Festival, France Musique Paris, the Schleswig-Holstein 
Music Festival, the Schwetzingen Festival and the Vienna Festwo-
chen. 
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In addition to his solo activities Florian Uhlig is much in demand as 
a chamber musician and lieder pianist. He was the last partner of 
the legendary baritone Hermann Prey. 

In 2014, Florian Uhlig was appointed Professor of Piano and, just 
recently, Vice Principal at the Musikhochschule Carl Maria von We-
ber in Dresden. He holds master classes in Germany, Great Britain, 
Canada, Hong Kong, South Korea, China and Switzerland.

Florian Uhlig was accorded Associateship of the Royal Academy of 
Music in London in May 2015. 

www.florian-uhlig.com 

SARITA URANOVSKY, VIOLIN

A native of Cape Town, South Africa, Sarita Uranovsky has enjoyed 
an exceptionally active and diverse career as soloist, recitalist, cham-
ber musician, orchestral musician and teacher across the globe.

She held positions of Concertmaster with Orchestra Geminiani de 
Fallonica (Italy), the RSAMD (Royal Scottish Academy of Music and 
Drama) Symphony Orchestra and Assistant Concertmaster of the 
Cape Symphony Orchestra.  A founding member and violinist of 
MONTAGE Music Society, she can be heard on Montage Music 
Society’s “Starry Night Project” released on MSR Classics and has 
recorded and broadcast for both the BBC and SABC as well as 
appearing on numerous recordings for BMOP (Boston Modern Or-
chestra Project) and Parma recordings.

Ms. Uranovsky can be heard performing regularly in groups around 
Boston including Boston Philharmonic, Boston Musica Viva, the 
Cantata Singers, BMOP, Boston Pops and Emmanuel Music. She 
performed regularly for Sir Yehudi Menuhin's “Live Music Now!” 
Scheme while in the United Kingdom and appeared as first violinist 
of the RSAMD Quartet in concert for HRH Prince Charles, HRH 
Princess Anne and at the church of St-Martin-in-the-Fields. 

An avid teacher, Ms. Uranovsky is on the music faculty at Tufts Uni-
versity, the MIT (Massachusetts Institute of Technology) Emerson 
Scholarship Program and maintains a private teaching studio. She 
has been on the faculty of the Vianden International Music Festival 
in Luxembourg and the Saarburg International Music Festival in 
Germany.   

Ms. Uranovsky holds an Artist Diploma from Boston University and 
a Bachelor's (with Honours) and Master's (with Distinction) from the 
Royal Scottish Academy of Music and Drama.
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MARCUS WYATT, TRUMPET/FLUGELHORN 

Marcus Wyatt hails from Port Elizabeth in the Eastern Cape has 
been playing the horn since 1983. He is part of a new generation 
of South African musicians - respectful of the past, yet moving for-
ward without fear of twisting boundaries. This South African trum-
pet player has performed around the globe, and worked with an 
impressive array of musicians, from Manu Dibango, Abdullah Ibra-
him and Miriam Makeba to Maria Schneider ,John Faddis ,Bheki 
Mseleku ,Lionel Loueke and Steve Turre. 

Wyatt is a seven time SAMA nominee, and has appeared on fes-
tivals and in venues in South Africa, Mozambique,Angola, Swazi-
land, Zimbabwe, Lesotho, Holland, Italy, Sweden, CzechRepublic, 
Poland, Norway, Switzerland, France, Belgium, Germany, Austria, 
Malaysia, Taiwan, Bolivia and India He has recently returned from 
touring in Australia and Belgium, and is about to launch his se-
venth solo album , a live recording of a big band concert at M1 
Studio, SABC (Johannesburg).

JEANNE ZAIDEL-RUDOLPH, 
WORKSHOP FACILITATOR

Born in Pretoria, South Africa, Jeanne Zaidel-Rudolph was a young 
virtuoso pianist who studied with Goldie Zaidel, Philip Levy, Adol-
ph Hallis, and later with John Lill at the Royal College of Music in 
London. Her B.Mus and M.Mus degrees were both awarded with 
distinction and in 1979, under Prof Stefans Grové, she became 
the first woman to obtain a Doctorate in Music Composition in 
South Africa (1979). She later received an honorary Doctorate in 
Education (2008). She has also been awarded the following Pia-
no Performer’s Licentiates, all with distinction: LTCL (1969); LRSM 
(1969); FTCL (1970); UPLM (1971).

In 1974 she studied composition under the legendary composer 
György Ligeti in Hamburg, Germany. On her return to South Africa 
in 1975, she was appointed as Lecturer at the Wits School of Music 
and has held the position of Professor of Theory and Composition 
since 2001. She has achieved the highest evaluations for her lec-
turing in the Music Division at Wits. In 1986 she was awarded First 
Prize in the Total Oil SA Competition for Composers.

Jeanne has frequently been invited to be guest composer and lectu-
rer at festivals in Europe and the USA, specialising in presentations 
on women's music as well as indigenous African music and its in-
fluence on intercultural music by South African composers. In April 
1995 she was Guest Composer at a festival in OHIO, USA where 
many of her works were performed to high acclaim, including Suite 
Afrique for viola and piano, with the composer herself at the piano.
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Jeanne has also made a substantial contribution to Jewish music in 
Johannesburg as pianist, musical director, composer and arranger 
for the hugely successful show Celebration, which was premiered 
in Johannesburg in (1994). Subsequently, since 2000, Celebration 
has been performed to great acclaim in the USA, Canada, London 
and Australia.

Jeanne has served as an adjudicator for many composition compe-
titions and piano festivals. She presently serves as a Director on the 
Boards of SAMRO (South African Music Rights Organisation), The 
SAMRO Foundation and the UNISA Music Foundation.

She has been awarded a Research Grant by the NRF through Wits, 
tenable until 2017, and was given the honour of producing a com-
posite version of the South African National Anthem in 1995 by 
the Anthem Committee. Jeanne’s arrangement, (and her English 
words) is the present official version of the National Anthem.

Jeanne’s SAMRO-commissioned work, Pendulum for Piano and 
Orchestra was premiered by Malcolm Nay and the Johannesburg 
Philharmonic Orchestra at the Linder Auditorium and at the State 
Theatre in 2010 to great acclaim and excellent reviews.
In 2010 she was Composer-in-Residence at Brooklyn College, City 
University of New York and at the University in Ohio, where she 
lectured and had her works performed. A tribute concert featuring 
her works exclusively was held in 2013 Atrium at Wits.

She is the former Head of Music and Composition Professor at 
Wits, and is currently Honourary Research Professor in the Wits 
School of Arts.
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BUSKAID SOWETO STRING ENSEMBLE

The Buskaid Academy of String Teaching and Performance was 
established by Rosemary Nalden in January 1997, in response to 
requests from the local community in Diepkloof Soweto. Initially 
the Academy consisted of fifteen members of another Diepkloof 
Project which the Buskaid Trust had been funding, and a few new 
beginners. Since then it has more than quadrupled in size and cur-
rently comprises approximately 115 students ranging in age from 
five to thirty-three, all of whom are drawn from the less privileged 
local community. Since 2002 the Academy has run a teacher-trai-
ning course for all its students; currently nine senior Buskaid mem-
bers are employed there as highly skilled string teachers. 

In the seventeen years of its existence, the Buskaid Music Academy 
has produced a string ensemble with a formidable reputation for 
high standards of performance and a sophisticated grasp of musi-
cal style. As a result, the Ensemble has toured internationally twen-
ty-three times, performing with huge success in the UK, France, the 
USA, Ireland, Holland, Germany, New Zealand, Botswana, Syria, 
Colombia and Réunion Island and as guest artists at the City of 
London, Cheltenham and New Haven international festivals; at the 
Cité de la Musique, Paris, for the 2007 BBC Promenade Concerts 
and, most recently, at the Queen Elizabeth Hall, Southbank, Lon-
don. In 2009 the Ensemble was voted one of the world’s ten most 
inspirational orchestras by the UK’s Gramophone magazine.

The Ensemble has played six times under the baton of Sir John 
Eliot Gardiner, and in collaboration with such distinguished artists 
as Bernarda Fink, Steven Isserlis and Karl Jenkins. It has performed 
several times in the presence of former President Nelson Mandela, 
for Her Majesty Queen Elizabeth II, HRH Prince Charles and other 
members of the British Royal family, as well as for many distin-
guished foreign dignitaries, including the First Lady of the United 
States of America, Mrs Michelle Obama. 

Seven of its members have studied at UK Colleges of Music, fun-
ded by Buskaid; in June 2013 Tiisetso Mashishi and Kabelo Mon-
nathebe graduated with BMus degrees from the Royal Academy 
of Music, London. 

To date the young musicians have, through their performances, 
generated well over R2.5 million for the Buskaid Trust.

www.buskaid.org.za 

ENSEMBLES
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CHANTICLEER SINGERS

The Chanticleer Singers were formed in 1980 by Richard Cock and 
are regarded as South Africa’s leading chamber choir. Over the ye-
ars their reputation and renown have grown as they have become 
known through radio and television broadcasts as well as public 
performances. 

Though based in Johannesburg, the choir has appeared at other 
venues throughout South Africa, including the Grahamstown Nati-
onal Festival of the Arts, the Cape Town International Organ Fes-
tival, the Knysna Nederberg Arts Festival, the Sowetan’s “Nation 
Building” Massed Choir Festival, Durban, Pietermaritzburg, Blo-
emfontein, Kimberley, Pietersburg, Upington and many smaller 
towns, as well as in Botswana, Swaziland, the United Kingdom, Na-
mibia, the USA and Israel. Their tour of the UK was the subject of 
an hour-long TV-documentary, “Lands End and Beyond”. 

Their repertoire is wide and extremely varied and includes both 
serious and light music ranging from Renaissance to contempora-
ry. Although generally concentrating on “a capella” music, the 
choir has also appeared with the National Symphony Orchestra, 
the Transvaal Chamber Orchestra, the CAPAB Orchestra and the 
Johannesburg Festival Orchestra. A number of South African com-
posers have written works specifically for them and for their 10th 
anniversary they commissioned works from leading South African 
composers. In 1989 they gave the first-ever live TV music broad-
cast in South Africa: Monteverdi’s Vespers of 1610, performed on 
Good Friday. Before and since then, they have been involved in 
many other TV productions and more recently in a programme for 
Radio Netherland and with the French Choir Musicatreize when 
they performed a 40-part motet by Thomas Tallis. 

Since then they have had a number of very successful concerts, 
including Duruflé’s Requiem, Rossini’s Petite Messe Solennelle as 
part of the Rossini Festival as well as Messiah to a packed house 
at the Linder Auditorium, all of which were recorded for broadcast 
on SAfm. Recently they have worked with leading SA saxophonist 
Shannon Mowday. 

For nearly 30 years the Chanticleer Singers have delighted audien-
ces throughout Southern Africa and further afield with their varied 
and unusual programmes. 

The Chanticleer Singers pride themselves on the quality of their 
work and on their commitment to the music scene in South Africa. 
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DUO FOURIVTWO 

Performances by Magdalena de Vries and Frank Mallows (perfor-
ming as Duo FourIVTwo) have become synonymous with cutting 
edge musicality on instruments often regarded as non-musical. 
The pair continuously strives to explore South African compositio-
nal talent, and their commissions have contributed considerably to 
the repertoire of marimba-vibraphone duo.

The duo has performed to great acclaim at the Grahamstown Na-
tional Arts Festival; the Cape Town Concert Series in the Baxter 
Concert Hall; the Aardklop Festival (Potchefstroom); Northwards 
House (Johannesburg); Baroque in the Bush in the Kruger National 
Park; the Franschoek Festival; ZK Matthews Auditorium at UNISA 
as well as the Enoch Sontonga Conference Hall at UNISA.
 
They are featured on the CD Myths, Magic and Marimbas which 
celebrated Peter Klatzow’s 60th birthday.

Since 2011 they have commissioned and premiered over a dozen 
South African compositions, including a Double Concerto for ma-
rimba and vibraphone by Peter Klatzow.

Frank holds a MMus degree from UCT and studied with Ed Saindon 
at Berklee College of Music (USA). He teaches Percussion at UCT 
and works as freelance percussionist in Cape Town. Frank plays on 
a Musser gold bar vibraphone.

Magdalena obtained a Postgraduate Diploma (cum laude) from 
the Tokyo College of Music (Japan) where she studied under  
Professor Atsushi Sugahara. She won most of the National Music 
Competitions in South Africa, and also was winner of the Perfor-
ming Australian International Competition in London (UK). She 
teaches percussion at the universities of Pretoria and Witwaters-
rand and works as freelance percussionist in Gauteng. Magdalena 
plays on a custom-made concert grand Marimba One marimba.

JOBURG BALLET

Joburg Ballet is the country’s largest and most prestigious professi-
onal ballet company, consisting of permanent and ad-hoc dancers 
skilled in both classical ballet and contemporary dance. With an ex-
tensive repertoire, the company maintains an active performance 
schedule with seasons at the Joburg Theatre and other venues as 
well as promotional and corporate events and national and inter-
national tours. In addition to the professional company, Joburg 
Ballet runs the Joburg Ballet Cuban School, an extra-curricular Bal-
let Academy for high school students, an Aspirant Programme and 
a Development Programme which operates in Soweto, Braamfon-
tein and Alexandra.
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Joburg Ballet’s next production will be the famous classic, Giselle, 
at the Joburg Theatre from 8 to 17 April 2016.

www.joburgballet.com

JOHANNESBURG FESTIVAL ORCHESTRA

The Johannesburg Festival Orchestra (JFO) made its debut in con-
cert with Julian Lloyd-Webber at the Johannesburg Civic Theatre in 
1998.  The musicians were key members of the National Symphony 
Orchestra, the State Theatre Orchestra and the National Chamber 
Orchestra, all of which had been disbanded. This JFO is unique in 
the South African context, because of its versatility.  In any given 
week, the musicians can be called upon to play school concerts 
in Soweto, while at the same time rehearsing for big outdoor pop 
concerts, and preparing for overseas artists such as Joshua Bell 
and Lynn Harrell or Bocelli and the late Pavarotti. 
 
The management and the musicians are totally committed to brin-
ging music to as wide an audience as possible. They believe sin-
cerely that the youth in South Africa will be the audiences and 
performers of the future, and are doing as much as they can to 
educate and touch the lives of as many South Africans as possible 
through live performances, television and radio. 
 
Some prominent artists who have worked with the JFO to date 
include: Lydia Baich, Carl Rosa Opera Company, IL Divo, St Peters-
burg Ballet, Joshua Bell, Corinne Chapelle, Julian Lloyd-Webber, 
3 Tenors , Zoë Beyers, Johnny Clegg , Helmut Lotti, 20 Tenors, 
Birmingham Royal Ballet, Dance Theatre of Harlem, Lone Madsen, 
Florian Uhlig, Andrea Bocelli, Josh Groban, Yehudi Menuhin, Va-
nessa-Mae, Sarah Brightman, Lynn Harrell, Pavarotti, Kanye West, 
Patrizio Buanne, Dietrich Henschell, Katherine Jenkins, Pretty Yen-
deLocal TV broadcasts include Starlight Classics (winner of a Rap-
tor Award in 2002 and a SAFTA award 2007), Woza Xmas, Sewen-
de Laan Ball, and Nation Building Massed Choir Festival. Annual 
concerts include the 702 Zoo Mother’s Day Concert, Last Night of 
the Proms and outreach concerts in Eldorado Park. They also have 
performed shows such as Rock Legends, Rat Pack, The Merry Wi-
dow, Thoroughly Modern Millie and Simply Ballroom.

The JFO has recorded two Starlight Classics CDs, the Bala Brothers 
CD, as well as two CDs with the Symphony Choir of Johannesburg: 
Mendelssohn’s Elijah and Christmas with Richard Cock.
 
In recent years, the JFO accompanied the South African Ballet 
Theatre in Swan Lake, The Nutcracker, La Traviata, Giselle and Ro-
meo and Juliet, and played for the William Kentridge production 
of Mozart’s Magic Flute to excellent reviews. And for three years 
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(2005 to 2007), the JFO was proud to be the Orchestra-in-Resi-
dence for the National Arts Festival in Grahamstown

www.jfo.co.za

THE ODEION STRING QUARTET 
 
The Odeion String Quartet established as a fulltime resident string 
quartet at the University of the Free State (UFS) in 1991. It is the 
only resident string quartet at a South African university. The Ode-
ion String Quartet is a flagship of the UFS and symbolises the 
university’s commitment to the arts. It plays an important strategic 
role in the development of music for symphony orchestra and clas-
sical music training in the Free State.
 
For the first eight years of its existence, the quartet comprised the 
same four players: Derek Ochse, Abrie de Wet, John Wille and 
Michael Haller. Apart from concerts countrywide in all major cen-
tres, the quartet took part in music festivals in Norway, Zimbabwe 
and Botswana, as well as all the major arts festivals in South Africa. 
They developed an extensive repertoire and performed with artists 
of international acclaim, including the Norwegian Vertavo String 
Quartet. Several CDs were produced.
 
The quartet configuration changed when the first leader, Derek 
Ochse, retired at the end of 1999. Juan Muñoz joined the quartet 
as leader and started several innovative projects. After his resigna-
tion in 2002, Jürgen Schwietering was appointed leader in 2004. 
An opportunity to reconstitute the quartet afresh presented itself 
in 2007 with the resignation of Jürgen Schwietering and Abrie de 
Wet, followed by the retirement of both John Wille and Micha-
el Haller shortly afterwards. Denise Sutton (leader), together with 
Sharon de Kock, Jeanne-Louise Moolman and Anmari van der 
Westhuizen, were appointed in 2008. This all-female quartet has 
performed to critical acclaim in Bloemfontein, Bulawayo, Cape 
Town, George, Grahamstown, Harare, Johannesburg, Knysna, Pre-
toria, Port Elizabeth and Stellenbosch.    Artists with whom they 
have appeared include Albie van Schalkwyk, Ben Schoeman, Ca-
therine Foxcroft, Eddy van Oosthuyse, Farida Bacharova, James 
Grace, Leon Bosch, Leslie Howard, Liesl Stoltz, Marian Lewin 
and Zanta Hofmeyr. During 2011, the quartet recorded Hendrik 
Hofmeyr’s string quartets. 
 
Following Denise Sutton’s retirement at the end of 2012, Samson 
Diamond was appointed as the Odeion String Quartet’s new first 
violin and leader from January 2013.  The inaugural concert with 
the quartet’s new leader took place on 21 February 2013.
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The members of the quartet play an important role as teachers at 
the Odeion School of Music (OSM) at the UFS – attracting students 
from all over the country – and coach chamber music ensembles of 
the OSM such as the Odeion Sinfonia and the OSM Camerata. They 
also lead the string sections of the Free State Symphony Orchestra 
(FSSO), coach the string sections of the Free State Youth Orchestra  
(FSYO), and assist with the Mangaung Strings Project. Thus, the 
quartet is an essential part of UFS collaboration with the FSSO, the 
FSYO, the Free State Musicon, the Free State Provincial Department 
of Sport, Arts, Culture and Recreation, as well as Pacofs.
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FESTIVAL IMPRESSIONS

Orchestra from Scratch

Paul Hanmer & Fox

Sir James & Lady Jeanne Galway

Richard Cock & Peter Klatzow

Joburg Ballet Cuban School

Johannesburg Festival Orchestra

James Grace

Sarita Uranovsky

The Odeion String Quartet

Moving into Dance
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Richard Cock ©Suzy Bernstein
Peter Donohoe © Chris Christodolou
Johannes Fleischmann & Philippe Raskin © Lukas Beck
Pascal Gallet © Bruno Arts
Paul Hanmer © Katrien Kusmierz
The Onder Sisters © Nancy Horowitz
Florian Uhlig © Marc Borggreve
Marcus Wyatt © Christian Nitard
Buskaid String Ensemble © Graham de Lacy
Duo FourIVTwo © Marcus Wyatt

All other photos on Festival Impressions pages © Johnathan Andrews
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TICKETS

CONCERTS AT ST FRANCIS OF ASSISI CHURCH  
46 Tyrone Avenue, Parkview
Book at T: +27 (0)83 275 7072 or louise.frahmarp@gmail.com

Guitar Recital with JAMES GRACE (4 February 2016)  
One price = R 160 
No concession prices for this concert.

CONCERT AT THE GOETHE INSTITUTE: ATTENDANCE FREE
119 Jan Smuts Avenue, Parkwood, Johannesburg

CONCERTS AT NORTHWARDS HOUSE & ST MARY'S SCHOOL HALL 
Book at T: +27 (0)11 447 9264 or rcock@iafrica.com

ST MARY’S SCHOOL HALL, Waverley
St Mary’s School, 1 Burn Street, Waverley.
Choral Concert - Chanticleer Singers
Mozart Birthday Concert - Odeion String Quartet
all tickets = R 175 | 65+ & students = R 150

NORTHWARDS HOUSE, Parktown
21 Rockridge Road, Parktown.
all concerts = R 175 | 65+ & students = R 150

BOOK AT COMPUTICKET 
T: +27 (0)861 915 8000 | www.computicket.com

Linder Auditorium  
Wits Education Campus, 27 St Andrew’s Road, Parktown.
Viennese New Year Concerts (23 & 24 January 2016) 
Final Concert (7 February 2016) 
Categories: 1 = R 280 | 2 = R 250 | 3 = R 225 | 4 = R 190 
Concession Price: 10% reduction for seniors (65+) & students. 
This applies to pre-concert bookings for the above concerts 

Piano Recital with PETER DONOHOE (6 February 2016)  
(in association with the Johannesburg Musical Society) 
Categories: A = R 200 | B = R 165
Concession Price: Students/scholars 23 & under = R 30 (valid student card). 

THE EDGE, St. Mary‘s School 
1 Burn Street, Waverley.
Buskaid Soweto String Ensemble (6 February 2016) 
all tickets = R 200 | 65+ & students = R 150
Concession Price: 65+ & students = R 150;  10 + block booking = R 150 



79www.join-mozart-festival.org

VENUES

Goethe Institut 
119 Jan Smuts Ave, Parkwood, Johannesburg

Linder Auditorium & Scott Gym 
Wits Education Campus, 27 St Andrews Road, Parktown, Johannesburg

St. Francis of Assisi 
46 Tyrone Avenue, Parkview, Johannesburg

Northwards House 
21 Rockridge Road, Parktown, Johannesburg

For further information 
T: +27 (0)11 447 9264 or rcock@iafrica.com

The Bioscope 
Maboneng Precinct, 286 Fox Street, Johannesburg Central

The Edge and St Mary‘s School Hall, Waverley 
1 Burn Street, Waverley, Johannesburg
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