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Benjamin Northey – Conductor
Award-winning conductor Benjamin Northey 
is in constant demand as a guest conductor of 
the Australian state symphony orchestras and is 
currently Conductor of the Melbourne Symphony’s 
Education Program. In addition to his extensive 
symphonic repertoire, Northey’s professional 
experience spans opera, ballet and contemporary 
music. He studied under John Hopkins, Jorma 
Panula and Leif Segerstam at the Sibelius Academy 
and Stockholm Royal Academy of Music.

In 2007/8, Northey was selected from an 
international field to attend the prestigious 
International Conductor’s Academy of the Allianz 
Cultural Foundation. His time there culminated in 
a critically acclaimed performance of Stravinsky’s 
Symphony in C with the London Philharmonic 
Orchestra: “…an engrossing and revealing 
performance…” Classical Source. 

In 2007, he was awarded Australia’s Limelight 
Magazine award for Best Newcomer in any field 
of classical music and in 2008 won Limelight’s 
Best Classical Recording for Slava and Leonard 
Grigoryan’s Baroque Guitar Concerti with the 
Tasmanian Symphony Orchestra. He currently 
records for ABC Classics. 

In 2010, Northey will conduct a major program 
with the London Philharmonic Orchestra at 
Festival Hall and makes his debut with London’s 
Southbank Sinfonia. Concert engagements include 
conducting the Sydney, Melbourne, Queensland 
and Tasmanian Symphony Orchestras.
Patrick Togher Artists’ Management © 2010

About the Artist About the Music
Carl Vine (born 1954)
Symphony No.4.2

Through every reinvention of musical language 
over the past two and a half centuries, the 
symphony has somehow endured. In its countless 
reincarnations across history, few generalisations 
can be said to hold. Perhaps the safest is that a 
work entitled ‘symphony’ will generally involve 
the resolution of musical contrasts, which in the 
classical symphonic style typically take the form of 
two themes in different keys and styles. Although 
Carl Vine’s symphonies employ tonal harmonies, 
they are not classically ‘tonal structures’ where every 
detail affirms the basic predominance of a single 
tonality. Even the final pages of Symphony No. 4.2, 
based around an A major sonority, are not, in the 
classical sense, ‘in A major’. There are a number of 
theoretical explanations; more important for the 
listener is the free-floating nature of the harmonies, 
with A major simply drifting into place rather than 
being hammered home. 

Thus the form of this symphony does not revolve 
around such concepts as ‘a second subject in the 
dominant key’, but around opposing textures and 
rhythmic profiles. Even at the very beginning, the 
quiet, dissonant opening texture establishes a 
rhythmic tension, with the upper strings playing 
two notes to every three of the lower. The piano 
enters, playing five beats to every three of the main 
tempo – before all this is in turn contrasted with a 
violent outburst from the full orchestra, and series 
of episodes explore a variety of contrasts between 
rhythmic and more overtly lyrical styles of writing. 
A wide range of textures, from rhythmic percussion 
sections to lush string harmonies, is deployed 
– alongside many strikingly individual touches, 
from a sparse passage for solo piano to the final 
stratospheric ascent of the violins. 

Vine’s Symphony No.4.2 was composed in 1993 (as 
‘Symphony No.4’) for the Sydney Youth Orchestra, 
and revised in 1998. As in his second and third 
symphonies, there is a clear progression from 
‘darkness’ to ‘light’ across the entire work. In 
those two works, however, the final resolution 
is powerfully affirmed by the entire orchestra – 
here the final A major goal emerges quietly and 
unobtrusively across the work’s last few pages. The 
resolution is perhaps all the more effective for being 
so entirely serene, and crowns what may well be one 
of Vine’s most compelling symphonic structures.
Carl Rosman © 2000

Richard Meale (1932-2009)
Clouds Now and Then

The Australian composer, Richard Meale, first 
came to prominence with a series of works, 
including Clouds Now and Then (1969). The 1980s 
saw a change of direction with the introduction 
of more lyric elements in his work. This process 
continued in Voss, his first opera, based on the 
novel by Patrick White. Clouds Now and Then is a 
short, delicately scored work which quietly evokes 
the reflective mood of a haiku by the 17th Century 
poet, Matsua Basho (1644-1694). The poem, as 
translated by Geoffrey Bownas and Anthony 
Thwaite in The Penguin Book of Japanese Verse, 
reads: Clouds now and then, Giving men relief, 
From moon-viewing.

Heitor Villa-Lobos (1887-1959)
Amazonas: Symphonic poem for 	
large orchestra

Villa-Lobos can be forgiven for sounding like 
Stravinsky at certain moments in Amazonas. In 
1917, Sergei Diaghilev sent his Ballets Russes to 
South America, with Nijinsky as artistic director 
and Ernst Ansermet conducting, and by this time 
the company had Stravinsky’s three major ballets 
firmly in repertoire. Villa-Lobos responded to this 
modern primitivism when he saw their shows in 
Rio de Janeiro with two ballet scores, Amazonas 
and Uirapuru, both based on mythological tales of 
the Amazonian peoples. Neither was performed 
immediately, though Uirapuru took the stage in 
1936. The composer recast the Amazonas music as 
a symphonic poem almost immediately, but it was 
only premiered in 1929 in Paris, the city where he 
had established himself during the previous decade.

Villa-Lobos’ father Raul, an amateur 
mythographer, provided the scenario in which a 
young virgin bathes in the Amazon and dances to 
greet the dawn. The gods of the wind surround 
her with a perfumed breeze but are insulted 
when she fails to acknowledge them. They 
carry her scent to the region of the monsters; 
predictably one falls hopelessly in lust and lays 
waste of everything in his path as he tries to 
reach her. Seeing the monster’s shadow overlaid 
on her own the girl flees, ‘into the abyss of her 
own desire’.

The piece uses a large orchestra, augmented not 
only by several Brazilian percussion instruments 

and viola d’amore, but by the ‘violinophone’ (a 
hybrid violin/horn invented by Villa-Lobos). Some 
of its thematic material is derived from indigenous 
music, though the treatment it receives owes 
much to those technical aspects of Stravinsky’s Rite 
of Spring period, just as the story owes as much to 
Freud as the Marajo people. Sensuous wind writing 
and lush textures develop slowly, interrupted by 
jagged rhythmic patterns from brass, and leading 
to a final, dramatic cataclysm.
Gordon Kerry © 2010

Richard Meale (1932-2009)
Three Miró Pieces 

Dog Barking at the Moon

Cat’s Dancing Lesson (Dutch Interior II)

The Nightingale’s Song at Midnight and the 
Morning Rain

‘Sometimes,’ said Meale, ‘when I see, hear or read 
something that affects me deeply, I imagine music. 
So it was with these Miró paintings...’

In Dog Barking at the Moon, the canvas is divided 
horizontally by two patches of colour. The earth is 
deep-brown; the sky is flat black. On the left is a 
ladder. On the right is a cartoon-like dog staring 
upward at a crescent-shaped moon. Cat’s Dancing 
Lesson is the title of a realistic painting by the 
17th-century Dutch painter, Jan Steen. All the 
figures are balloon-like in Miró’s transformation, 
Dutch Interiors II. 1940’s The Nightingale’s Song at 
Midnight and the Morning Rain is one in a series 
of paintings of constellation themes.

Carl Vine (born 1954)
Celebrare Celeberrime

The composer writes: Celebrare Celeberrime: to 
celebrate to the full and with greatest speed. This title 
appealed not only as a suitable approach to honour 
the 60th birthday of the Dayton Philharmonic, but 
also as a general philosophy of living one’s life to 
the fullest. In the context of such a short work for 
full orchestra the intention was to lead, as quickly as 
possible, to a sense of joy and excitement without 
dwelling on the grandiose. The Finale of this little, 
joyous work is intended to sound precipitous rather 
than declamatory, hopefully leading the audience on 
to anything that might follow it.

Benjamin Northey


