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

ANTHONY MARWOOD VIOLIN/DIRECTOR
British violinist Anthony Marwood is known worldwide as an artist of 
exceptional expressive force. His energetic and collaborative nature places 

him in great demand as soloist/director with chamber orchestras 
worldwide. He remains as Principal Artistic Partner of the 

celebrated Canadian chamber orchestra, Les Violons du 
Roy since 2015. During his 2016/17 season, he was Artist 

in Residence at the Norwegian Chamber Orchestra. 
His eminence as a soloist has brought him to work 
with conductors such as Valery Gergiev, Sir Andrew 
Davis, Thomas Søndergård, David Robertson, Gerard 
Korsten, Ilan Volkov, Jaime Martin, Bernard Labadie 

and Douglas Boyd. 

In recent years, engagements have included the Boston 
Symphony, St Louis Symphony, Vienna Radio Symphony, 

New Zealand Symphony Orchestra, Tasmanian Symphony 
Orchestra and the Australian Chamber Orchestra. Last season included 
performances of Kurt Weill’s concerto with the Royal Philharmonic 
Orchestra of Galicia, projects with the Aurora Orchestra, Adelaide Symphony 
Orchestra, a return tour of the Netherlands, and a performance of Brahms’s 
Double Concerto with Alexander Rudin and Musica Viva Moscow. 

As a chamber musician, Marwood is a frequent participant at major chamber 
music festivals, with recent appearances including Vinterfest in Sweden, the 
Trondheim Chamber Music Festival and Bridgehampton Festival in New 
York. His recital partners include pianist Aleksandar Madžar, with whom he 
toured the U.S. last season, and accordionist James Crabb, with whom he 
appeared at Wigmore Hall in 2015.

Anthony Marwood’s most recent release, his 50th on the Hyperion label, is 
a recording of Walton’s Violin Concerto with the BBC Scottish Symphony 
Orchestra and Martyn Brabbins. The recording has received critical 
acclaim, including a 5-star review in The Guardian and Classical Source and a 
‘Recommended Recording’ in The Strad Magazine, whilst the Sunday Times 
hailed Marwood as ‘a thrilling, virtuosic soloist’. 

Anthony Marwood studied with Emanuel Hurwitz at the Royal Academy 
of Music, David Takeno at the Guildhall School of Music, and took lessons 
from Sándor Végh and Daniel Phillips at IMS Prussia Cove. He is co-Artistic 
Director of the Peasmarsh Chamber Music Festival in East Sussex, performs 
annually at the Yellow Barn Festival in Vermont, and enjoys a close association 
with the Australian National Academy of Music in Melbourne. He plays a 1736 
Carlo Bergonzi violin, kindly bought by a syndicate of purchasers.
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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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WOLFGANG AMADEUS MOZART (1756–1791)
Piano Trio in G, K.496

Allegro
Andante
Allegretto

Were we to hear Mozart’s Piano Trio in G  on the 18th-century pianoforte for 
which it was composed, it would become clear why much of the time the 
cello has the job of merely amplifying the keyboard’s bass line. The sound 
produced by that pianoforte was weak, particularly in its lower registers, so 
that it could quite easily be drowned out by the violin. For that reason, the 
piano trio was a late comer to the chamber music repertoire, evolving in the 

decades prior to 1770 from the trio sonata (usually two violins, 
a keyboard and always that basso continuo – to reinforce 

the keyboard). From that configuration it developed 
into the sonata for piano and violin, for a long time 

entitled ‘piano sonata with violin accompaniment’ 
even as late as Beethoven’s Kreutzer Sonata!  
Once the composer included the cello, one had 
the makings of a piano trio.

Mozart wrote only a handful of piano trios – 
seven to be exact. Many scholars discussing his 

chamber music do not even mention them. Yet 
the later ones deserve to be heard. Today’s work was 

composed in 1786 – at the height of Mozart’s career (the 
year of The Marriage of Figaro) not for any specific commission 

but to be available should a request for house music arrive from the many 
good amateur musicians among the well-to-do. It is among the offerings to 
his friend and former valet who, now in the service of Prince von Fürstenberg, 
one of Germany’s innumerable princes, wanted music for his Court. Despite 
its simplicity it is, in fact, an important work as the first known piano trio in 
which both the violin and cello have passages independent of and in contrast 
to the keyboard. In truth, with this trio Mozart gave birth to a new concept 
which Haydn would carry forward in the next decade, in his piano trios of the 
1790’s for the London crowd, followed by Beethoven’s for the Viennese salon, 
then by major Romantic composers of the 19th century.

The opening Allegro is light and lovely, essentially a piano and violin sonata 
in classic sonata form, with the cello primarily in reinforcing mode. It is in 
the following Andante that we get a first taste of duets for the cello and violin 
played in response to and against a piano accompaniment. The texture 
becomes richer and thicker, even lush at times.

The final movement, Allegretto (Thema mit Variationen) is a set of variations 
on an inconsequential little theme which captures one’s attention by its 
sprightly treatment. The theme and first four variations are in the key of G 
major, giving first the piano and then the violin a chance to shine. The fourth 
variation changes to G minor and here the cello captures the solo role, with 
deepening intensity of feeling. The fifth variation is once more in G major, for 
piano and violin alone. The final variation rounds everyone up to live happily 
ever after, but not before adding a novel coda in which the richness of three 
part counterpoint and equality of voices is emphasised in no uncertain terms.

Nora Avins Klein © 2014
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JOSEPH HAYDN (1732–1809)
Symphony No.44 in E minor, Hob.I:44 ‘Trauer’

Allegro con brio
Minuet – Trio 
Adagio
Finale. Presto

The Symphony No.44, composed probably in 1771, is in many ways the 
crowning achievement among the many intense and stormy works Haydn 
wrote as he approached middle age. These works date mostly from the 
decade 1765–1775, and include symphonies such as the ‘Lamentatione’ 
(No.26) and ‘Farewell’ (No.45), as well as the epoch-making string quartets 
of Op.20. Though conveniently labelled Sturm und Drang (Storm and Stress) 
compositions, they seem not to be inspired by the German literary movement 
of the same name which was, if anything, a slightly later development.

As H.C. Robbins Landon points out, whatever troubled Haydn at this time 
was not unique, even though he lived most of the year in the remoteness of 
the great Eszterháza estate in Hungary. There was a widespread romantic 
crisis in Austrian music which affected other composers such as Gassmann, 
Ordonez, Dittersdorf and Vanhal. To some extent, they probably found 
examples in Gluck and the wilfully brilliant C.P.E. Bach. In Haydn’s case, 
however, there are perhaps also seeds of drama in his earlier music which 
begin to bloom as his command of form reaches maturity and he gains the 
confidence to range more widely in dramatic inventiveness.

The designation Trauer-Symphonie (Mourning Symphony) may be 
considered authentic, since Haydn is said in later years to have asked that the 
slow movement of this symphony be played at his funeral. For years he had 
been trying to translate into a symphonic structure 
the solemn gravity of the old church 
sonata (sonata da chiesa) form, with 
an opening slow movement. The 
‘Philosopher’ Symphony (No.22) 
is the best known example. In 
No.44, though he abandons 
the opening slow movement, 
Haydn achieves the synthesis 
and balance he was seeking. 
While not opening with the 
slow movement, he now 
places it third rather than 
second, thereby creating a 
central focus for the symphony 
which aptly counterbalances the 
strong opening Allegro – just as Beethoven 
was to do in his Ninth Symphony.

The symphony opens with a four-note motif, given a sense of urgency 
through being played in unison, which goes on to play a vital role throughout 
the movement, driving forward to build the tension to a level unprecedented 
in Haydn’s symphonies at this stage of his career.

Tension is relieved, but not broken, by 
the switch to 3/4 time for the second-
movement Minuet. For this is no dancing 
minuet, but rather, as Landon describes 
it, ‘a fantastic piece of contrapuntal 
prestidigitation’. Under the heading 
Canon in diapason Haydn solemnly has 
the top and bottom lines of the music 
moving strictly in relation to each other at 
the distance of a single bar.

As we come to the central Trio section of the 
Minuet, all the minor-key drama that has gone before 
is suddenly released by a lyrical melody in E major, in which the first horn 
spectacularly soars with the strings to the very top of its range. The second 
part of the Trio, however, brings dramatic offbeat sforzati and violent 
dynamic contrasts typical of Sturm und Drang style.

If the Adagio is funeral music, then it conveys a noble sadness. This is an 
unromantic, dry-eyed act of homage. Haydn uses his wind instruments 
sparingly against the strings which characteristically, in this context, are 
muted. The beauty of the strings bears the stamp of rare emotional purity.

Where an appropriate finale might once have been a problem after three 
such compelling movements, Haydn here meets the challenge. There is no 
emotional letdown, but instead a fierce presto, tense and concentrated, 
which is essentially a monothematic, abbreviated sonata structure.

The Trauer-Symphonie marks a watershed in Haydn’s output. It is arguable 
that without his Sturm und Drang adventures into high drama and emotion, 
Haydn would never have gone on to achieve the London symphonies, The 
Creation, The Seasons and the last six masses. Already, in Landon’s view, the 
Viennese classical style was an established fact; music would never be the 
same again.
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