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PROGRAM
Melbourne Recital Centre proudly stands on the
land of the Kulin Nation and we pay our respects
to Melbourne’s First People, to their Elders past
and present, and to our shared future.

Wolfgang Amadeus Mozart
(1756-1791)

Piano Concerto No.21 in C, K.467
I [Allegro maestoso]
II Andante
III Allegro vivace assai
Leonard Bernstein (1918-1990)

Symphonic Dances from
West Side Story – arr. Musto & Young
for four pianos & percussion

*Denotes principal

I Prologue (Allegro moderato)
II Somewhere (Adagio)

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.

III Scherzo (Vivace e leggiero)
IV Mambo (Meno Presto)
V Cha-cha (Andantino con grazia)
VI Meeting Scene (Meno mosso)
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VII Cool Fugue (Allegretto)
VIII Rumble (Molto allegro)
IX Finale (Adagio)
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‘This concerto is Mozart’s first true essay in orchestral grandeur,’ writes scholar and
pianist Charles Rosen. He continues: ‘More than in any other previous work is
Mozart’s ability to work with large masses – to think in blocks and areas of sound
– so in evidence.’ What is perhaps surprising is that Mozart ushers in this new level
of ‘orchestral grandeur’ in a piano concerto, rather than a symphony. The simple
explanation is that concertos were Mozart’s bread and butter at this stage of his
career, a time when he temporarily took leave of writing symphonies.
Premiered at a ‘Grand Musical Concert’ at Vienna’s Burgtheater on 10 March 1785, the
Piano Concerto No.21 belongs to the great sequence of concertos that Mozart unfurled
in the early-to-mid 1780s. Always resourceful, and knowing full well that Viennese
concert-goers relished novelty, Mozart avoided rehashing the same formula in his
piano concertos; hence, as Rosen points out, the symphonic grandeur of this particular
work. The orchestra doesn’t merely act as an accompanying force but, rather,
vigorously takes part in advancing the drama. Added to that, the different sections of
the orchestra are given equal heft. Thus, the woodwind section is every bit as
important in enunciating themes as the strings, traditional holders of the orchestral
spotlight. Additionally, the instrument sections themselves are frequently subdivided,
further enriching the overall sound. It is fully two minutes before the piano soloist
enters in the first movement, and by that time we have heard an opening theme shared
between the string and wind sections, the embellishment of that theme across
subdivisions of the strings and winds, and an entirely new theme divided among
the winds. On that basis, we might be forgiven for imagining that we are hearing a
grand symphony rather than a piano concerto. And when the piano finally enters,
it insinuates itself into the orchestral conversation that is already underway. Mozart, in
other words, offers a rich and collaborative exchange, not a monologue from the piano.
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The mix of colours – piano, strings and winds – is perhaps nowhere more skilfully
handled than in the middle movement, Andante, one of
Mozart’s most transcendent achievements. We
abandon the bright key of C major for the ‘flat’ key
of F which, together with muted strings,
creates a soft, shadowy effect. Into this
dreamy realm the piano picks up the
gentle arabesques of the opening violin
theme and weaves a line of subtle
beauty. Mozart brings depth to the
proceedings with intermittent
harmonic shadings that suggest
uncertainty and instability but these,
finally, dissipate. Serenity prevails.
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The trumpets and timpani, which had
been silent in the Andante, return for
the lively finale, which is back in the key
of C. As before, Mozart integrates the entire
orchestra into the discussion and writes full and
intricate parts while maintaining a transparent
texture. The piano sparkles and wrings every drop
of potential from the simple little theme heard at the outset.
It’s finally dispatched, with a brisk run up the keyboard, right at the very end.
Robert Gibson © 2017
Reprinted by permission of Symphony Services International

TIMOTHY YOUNG PIANO

The action takes place in 1950s Manhattan. A fight between the gangs is disrupted by the
police, so Riff, the Jets’ leader, proposes to attend a dance at the local gym where he will
challenge Bernardo, leader of the Sharks, to a ‘rumble’ which will establish the primacy
once and for all of the gangs. Tony, Riff’s best friend, has left the gang, but is persuaded to
come to the dance; there he sees Maria, sister of Bernardo, who has recently arrived
from Puerto Rico; they fall in love. After the dance, Tony serenades Maria outside her
apartment, then joins the gangs in their discussion of the rules for the coming fight. The
next day Tony and Maria meet and dream about marrying, and Tony agrees when Maria
asks him to stop the rumble. Tony, however, trying to break it up, inadvertently makes
Riff vulnerable, and Bernardo kills him. In fury, Tony kills Bernardo.

Timothy received his Bachelor of Music at the University of Melbourne with
first class honours as a student of Ronald Farren-Price and Mack Jost. He then
continued his studies in Europe with Lidia Baldecchi-Arcuri, receiving his
Diploma with a rarely awarded distinction from the Ministry of Education
and as dux of his year at the Nicolò Paganini Conservatorium in Genova, Italy.

In Act II, Maria is at first horrified that Tony has killed her brother but agrees to escape the
city for a better life together in the countryside. Bernardo’s girlfriend, Anita, understanding
that Maria loves Tony, tries to find Tony and warn him that one of the Sharks, Chino, is
coming after him with a gun; but she is brutally treated by the Jets, and angrily claims that
Maria has been killed by Chino. Tony seeks out Chino and is mortally wounded just as he
sees Maria alive. Her grief persuades the gangs to bring the war of attrition to an end.
West Side Story is unusual in that the dance element is integrated into the drama, rather
than interrupting it with a series of set-pieces. Moreover, its musical language, despite the
contrasts of Latin dance music and Romantic duets, is a very tightly constructed score,
featuring motifs based on certain intervals. Most prominent is the tritone or augmented
fourth (heard in the first gesture of the prologue, for instance, or the first two syllables of
‘Maria’) – an interval which is inherently unstable, and which therefore contributes a
pervasive unease to the music. Bernstein could rightly describe this selection as
‘symphonic dances’: their contrast of mood and style is unified by just such techniques.
The Prelude has a growing sense of macho swagger and latent violence. An instrumental
version of Somewhere follows – the duet that Tony and Maria sing at the opening of Act II
when they dream of leaving the violence of Manhattan behind them, and which Maria
reprises in the final scene of the work. The Scherzo, too, is an idyllic vision of a peaceful world,
whose spell is broken by the more muscular rhythms of the Mambo as the gangs compete in
the dance at the gym. The Cha-Cha is another glimpse of happiness, a reminiscence of Tony’s
‘I just met a girl named Maria’. Cool, Fugue comes from Act I, as the Jets, increasingly impatient,
wait for the Sharks to arrive for their council of war at Doc’s Candy Store. The Rumble takes
place at the end of Act I, with the deaths of Bernardo and Riff. The slow Finale is based on
Maria’s ‘I have a love’, from earlier in Act II, in which she
explains to Anita how much she loves Tony, despite his
having killed Bernardo. Its melody’s similarity to the
so-called ‘redemption through love’ motif that
ends Wagner’s Ring Cycle is probably not
coincidental; the work concludes with a fading
memory of Somewhere.
This arrangement for four pianos and
percussion was created by Timothy Young
and John Musto especially for this concert.

rn
Be
ard

Gordon Kerry © 2009
Reprinted by permission of Symphony
Services International
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The idea, conceived as early as 1949, to use Romeo and Juliet as the basis for a
story set in contemporary Manhattan was that of choreographer Jerome Robbins.
Robbins discussed the idea with Arthur Laurents, who would go on to write the
book, and Bernstein. The trio debated the various ways of representing the social
chasm between their modern-day Montagues and Capulets: at one point it was

to have been an East Side Story, with the star-cross’d lovers drawn from the Jewish and
Catholic communities. Eventually the creators, who now included Stephen Sondheim
as lyricist, agreed on a story that pits two street gangs – the ‘A merican’ Jets and the
Puerto Rican Sharks – against each other, with tragic consequences for the lovers Tony
and Maria. West Side Story was not, by any means, the first Broadway show based on
Shakespeare: Rodgers and Hart had produced The Boys from Syracuse (after The Comedy
of Errors) in 1938, and 10 years later, Cole Porter’s Kiss me, Kate – based on The Taming of
the Shrew – appeared. But West Side Story, which hit the stage in 1957, was certainly the
first work based on a Shakespearean tragedy to play on Broadway.

Timothy Young is one of Australia’s most prominent and versatile pianists.
Currently the Head of Chamber Music and Resident Piano Faculty at the
Australian National Academy of Music (ANAM) and a founding member
of Ensemble Liaison, he performs regularly in recital as a soloist and
in partnership with leading Australian and international musicians
and ensembles.

During almost a decade of performing throughout Italy and Europe, Timothy
also won first-prize in the Premio Kawai-Tortona, the Palma d’Oro-Finale
Ligure and in Trio the first Chamber Music Competition of Liguria.
He performed works by Luciano Berio for the composer himself and
worked with the Orfeo and Aulodia ensembles. Festival appearances
included Chiavari, Bordighera, Ravello and the Accademia Chigiana in Siena.
Since his return to Australia Timothy has appeared in numerous festivals
and in recital with, among many others, Howard Penny, Anthony Marwood,
Daniel Kossov, Tanya Prochazka, William Hennessy, Henning Kraggerud,
Philippe Muller, Michael Goldschlager, Johannes Moser, Oleh Krysa, Rudolf
Koelman, Suren Bagratuni, Patricia Pollett, Caroline Henbest, Brett Dean,
Roger Benedict, Paul Rozcek, John Harding, Howard Davis, Ma Xiaohui,
Mats Lidström, Alexander Ivashkin, Geoffrey Collins, Michael KieranHarvey, Roy Howatt, Tony Gould, Hansjorg Schellenberger, Michael Collins,
the Griffith Trio, the Libra Ensemble, the Consort of Melbourne, the
Australia Ensemble, the Melbourne Chamber Orchestra, the Australian
Brass Quintet and the Australian String Quartet.
Timothy has been a guest lecturer for the music faculties of Melbourne
University, the Victorian College of the Arts, Griffith University and has
taught and lectured at the Australian Institute of Music, Sydney. He has
also been a jury member on both national and international piano and
chamber music competitions.
Timothy Young’s ANAM Faculty position is
generously supported by the late Margaret Johnson.

