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Matthew McDonald was born in Canberra, Australia. He studied 
with Max McBride at the Canberra School of Music, Kees Boersma at 
the Sydney Conservatorium, Klaus Stoll at the Karajan Academy (the 
orchestral academy of the Berlin Philharmonic Orchestra) and Esko 
Laine at the Hochschule für Musik Hanns Eisler, where he studied for 
Konzertexamen (soloists diploma). Matthew went to Berlin in 2000 as a 
student at the Karajan Academy. Following this Matthew was assistant 
principal bass of the Danish National Radio Symphony Orchestra, 

principal bass of Ensemble Modern, principal 
bass of the Rundfunk Sinfonie Orchester 

Berlin, principal bass of the Deutsches 
Symphonie Orchester Berlin and since 

2009 principal bass of the Berliner 
Philharmoniker (Berlin Philharmonic 
Orchestra). As guest principal bass 
he has played with the Amsterdam 
Concertgebouw Orchestra and the 
London Symphony Orchestra. 

He is a professor of bass at the 
Hochschule für Musik Hanns Eisler 

in Berlin, teacher at the Karajan 
Academy and visiting Professor at 

the Royal Academy of Music London. 
He has given master classes throughout 

Europe and Asia and has held summer courses 
in Orford, Canada and in Lisbon, Portugal. He has 

played chamber music with Leonidas Kavakos, Christian Tetzlaff, 
Pekka Kuusisto, Jack Liebeck, Brett Dean, Nicolas Altstaedt, Alban 
Gerhardt, Julian Steckel, Adrian Brendel, Till Fellner, Imogen Cooper, 
Radovan Vlatkovic, Radek Barborak, Mark Padmore, the Kuss Quartet, 
Atos Piano Trio, Ensemble 360, London Bridge ensemble, Scharoun 
Ensemble and the Berlin Philharmonic Octett. He is a regular guest 
at the Prussia Cove Open Chamber Music and has performed at the 
Lucerne Festival, Zagreb Festival, Winterfest, Winchester Festival and 
Plush Festival.

ANAM
The Australian National Academy of Music (ANAM) is dedicated to 
the artistic and professional development of the most exceptional 
young classical musicians from Australia and New Zealand. 
Renowned for its innovation and energy, ANAM is committed to 
pushing the boundaries of how music is presented and performed. 
Contributing to the vibrancy of the local music culture, ANAM aims 
to inspire future music leaders encouraging 
audiences to share the journey. Visit  
anam.com.au for more information.
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JOIN US IN 2017 FOR MOSTLY MOZART

Tuesday 30 May 11am, Mozart Dances
Friday 4 August 11am, Grand Mozart

Thu 23 November 11am, Mozart & Papa Haydn

Three concert season package $120 ($102 concession)
Tickets $47 ($40 concession)

Book: melbournerecital.com.au | 9699 3333   
In person at the Box Office
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WOLFGANG AMADEUS MOZART 
(1756–1791)
Serenade in D, K.239 Serenata notturna 
 Marcia (Maestoso)
 Menuetto
 Rondo (Allegretto – Adagio – Allegro)

JEAN FRANÇAIX (1912–1997)
Mozart new-look

IGOR STRAVINSKY (1882–1971)
Pulcinella: Suite
 Sinfonia
 Serenata
 Scherzino – Allegro – Andantino
 Tarantella
 Toccata
 Gavotta con due variazioni
 Duetto
 Menuetto – Finale

PROGRAMMelbourne Recital Centre acknowledges the people of the  
Kulin nation on whose land this concert is being presented.

Joshua Bell and members of 
the acclaimed Academy of  
St Martin in the Fields perform 
delightful music by Strauss  
and Mendelssohn.

Melbourne performances of the Academy of St Martin  
in the Fields supported by Yvonne von Hartel am &  
Robert Peck am of peckvonhartel architects.

JOSHUA BELL  
AND THE ACADEMY 
CHAMBER ENSEMBLE

THURSDAY 20 APRIL, 11AM
TICKETS ONLY $55 ($45 CONC)
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WOLFGANG AMADEUS MOZART (1756 –1791)
Serenade in D, K.239 Serenata notturna
There seem to have been many occasions in Salzburg requiring Mozart’s 
music in the year 1776, when divertimentos and serenades were his main 
production. Serenades were occasional pieces, written for weddings, 
name days, the end of the academic year at the university, the raising of 

a family to the nobility. To salute the convention of the arrival 
and departure of the serenading musicians, the music 

‘proper’ was preceded (and probably followed) by 
a march. Here was a workshop opportunity 

for a composer, and one in which Mozart 
transcended the expectations of the original 
social setting. This ‘utility’ music was great 
music, and the serenade style, as Maynard 
Solomon notes, surprisingly emerged as a 

universal style.

This ‘nocturnal serenade’ is basically a concerto 
grosso, where a smaller group of soloists is pitted 

against a larger ensemble. The composition of the 
concertino (soloists’) group – two violins, viola and 

double bass – may mean that it was written for outdoor performance: 
this, it has been suggested, is the typical 18th-century scoring for an 
outdoor divertimento, whose players might arrive and depart playing on 
the march. A cello cannot readily be played on the move, whereas the 
double bass can be strapped to the player, and so can the kettledrums. 
Indeed, this serenade begins with a march. On the other hand, Mozart’s 
autograph score bears the date January 1776, and it is unlikely that the 
music was played outdoors in winter.

Perhaps the best way to understand this work is that Mozart was using the 
conventions of outdoor music, with their suggestion of an al fresco style, 
as a substitute for the outdoors itself. In the opening march, the sonority 
achieved by pizzicato strings with timpani is particularly original. The 
minuet, a rather grand one, has a trio for the concertino alone; the final 
Rondo is especially interesting in its episodes – one of them a poignant 
adagio leading to a sprightly contredanse. Mozart scholar Alfred Einstein 
suggests that these episodes, contrasting so strikingly with the music 
surrounding them, are allusions to tunes known to the first audience 
which signified something special and amusing.
David Garrett © 2001
Reprinted by permission of Symphony Services Australia

JEAN FRANÇAIX (1912–1997)
Mozart new-look
Jean Françaix was born in Le Mans, France 
into a musical family with his father Alfred 
a composer-pianist and Director of the 
Conservatoire of Le Mans, and his mother 
Jeanne Provost a singing teacher. Françaix 
studied piano at the Conservatoire of Le 
Mans and then composition at the Paris 
Conservatoire. His teachers included Nadia 
Boulanger, Isidor Philipp and Henri Büsser, he 
knew Stravinsky and became a friend of Poulenc. A 
prolific composer of over 200 works, many of which are 
little concertante pieces, the delicious Mozart new-look is an outrageous 
set of variations written for double bass and winds based on the aria ‘Deh, 
vieni alla finestra’ (O come to the window, beloved) from Don Giovanni by 
Mozart. It is a whimsical piece both entertaining and highly humorous.

IGOR STRAVINSKY (1882–1971)
Pulcinella: Suite
This suite is derived from Stravinsky’s score for Pulcinella – Ballet with 
Song in one act (after Pergolesi), commissioned by Sergei Diaghilev, the 
impresario of the Ballets Russes. Pulcinella was first presented at the 
Paris Opera in 1920, with designs by Picasso and choreography by 

Massine. During the years 1917–20, Diaghilev produced 
a series of new ballets based on music by old Italian 

masters; Tommasini arranged and transcribed 
music by Domenico Scarlatti to create The 

Good-Humoured Ladies, while Respighi did 
the same for Rossini’s music in La Boutique 
fantasque. Pergolesi was one of Diaghilev’s 
favourite composers. What he got from 
Stravinsky, however, was not quite what 
he had bargained for. Stravinsky in effect  

re-composed the suggested pieces by the 
18th-century Italian, and the result is a tribute 

by one composer to another, and, through 
Pergolesi, to the commedia dell’arte which is the subject 

of the ballet (Pulcinella is another name for Harlequin, or 
Punch). The originality of Stravinsky’s treatment should be stressed 

– many histories of music date from Pulcinella the beginnings of the  
‘neo-classicism’ prevalent in music of the 1920s. In the days when 
Stravinsky still felt that his treatment of Pergolesi’s music needed 
defending, he posed the rhetorical questions:

Is it love or respect that urges us to possess a woman? Is it not by 
love alone that we succeed in penetrating to the very essence of 
a being… In order to create, there must be a dynamic force, and 
what force is more potent than love? 

Since those days when Stravinsky played so free with the music by 
‘Pergolesi’ Diaghilev had given him, much of it has been shown to have 
been falsely attributed to this celebrated but short-lived composer. The 
author of the Stabat mater and La serva padrona, works which took 
Europe by storm, has had many compositions stripped 
from him by musicology. Perhaps Stravinsky had a 
premonition: when asked many years after writing 
the ballet, which music by Pergolesi he liked best, he 
replied, ‘My Pulcinella.’

The score for the ballet consists of 19 numbers. For 
the concert suite Stravinsky selected 11 of these and 
made eight movements out of them. The singers who 
joined the orchestra in the pit for the full ballet were 
omitted, but some of their part, as in the Serenata, was 
redistributed to instruments. The scoring remained intimate: a chamber 
orchestra of 30 players, featuring a solo string quintet. The suite has 
been well described as a provocative combination of old and new, in 
which the square rhythms of the 18th century and its simple harmonic 
progressions are projected, as it were, upon a new and complex screen. 
This is not Pergolesi arranged by Stravinsky, but rather Pergolesi seen 
through the medium of Stravinsky. Many composers have followed 
Stravinsky down this road – few if any have managed to put their 
unmistakeable stamp on every bar of music which nevertheless retains 
the freshness of its models.

© David Garrett
Reprinted by permission of Symphony Services International
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PULCINELLA
All the girls love Pulcinella. The men 
to whom they are betrothed are 
mad with jealousy and plot to kill 
him. They think they’ve done 
him in, and put on Pulcinella 
costumes so they can present 
themselves to their girlfriends 
in disguise. But Pulcinella had 
only swapped places with his 
friend Fourbo, who pretended 
to succumb to the boys’ blows. 
Now the real Pulcinella pretends 
to be a magician and resuscitates 
Fourbo. When the four young men 
come to claim their sweethearts, 
Pulcinella appears and arranges 
marriages for them. He himself weds 
Pimpinella, receiving the blessing of 
Fourbo, who has now assumed the 
disguise of the magician.


