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While living in London Helen performed with the BBC Scottish Symphony and 
London Philharmonic Orchestra. As part of these orchestras she performed across 
England, Scotland, Germany, Austria and China. Closer to home, Helen is a past 
member of the Melbourne Symphony Orchestra and has performed as guest 
principal with Orchestra Victoria and Tasmanian Symphony Orchestra.  

With Seraphim Trio Helen has regularly performed at various festivals including the 
Melbourne International Arts Festival, Port Fairy Spring Music Festival, Adelaide 
Festival of Arts, Adelaide French Festival, the Peninsular Summer Music Festival 
and in 2013, Opera Australia’s Ring Festival in Melbourne. Seraphim has recorded 
numerous CDs for ABC Classics and are currently part way through a series of trio 
recordings for ABC Classic FM titled The History of the Piano Trio. 
 
 

Anna Goldsworthy is an award-winning pianist and writer, 
and a festival director. As a pianist, Anna performs extensively 
throughout Australia and internationally. Recent appearances 
include solo engagements with the Melbourne Chamber 
Orchestra, the Sydney Symphony Orchestra, and the 
Australian Youth Orchestra; a six-city recital tour of China; 
and solo recitals at venues around Australia. An accomplished 
chamber musician, Anna is a founding member of Seraphim 
Trio. In 2019, Seraphim released the ARIA-award-winning CD 
Thirteen Ways to Look at Birds, with Paul Kelly, James 

Ledger, and Alice Keath, alongside the ambitious CD set Trio Through Time for the 
ABC, tracing the development of the piano trio from Mozart and Haydn until today. 

Anna has degrees from the University of Adelaide and Texas Christian University, 
and a doctorate from the University of Melbourne. Her teachers have been 
Eleonora Sivan, Tamas Ungar, and Ronald Farren-Price. Additionally, Anna has 
studied in Moscow with Lev Naumov, with the support of an ArtsSA Emerging Artist 
Award.  

Anna is also a Senior Lecturer at the Elder Conservatorium of Music, University of 
Adelaide, and Kenneth Moore Memorial Scholar at Janet Clarke Hall, University of 
Melbourne. 

 



 
 

PROGRAM 

 
Sonata for violin and piano in D major, Op. 12 No. 1 Beethoven 

Allegro con brio  
Tema con variazioni – Andante con moto  
Rondo – Allegro 

Fratres Pärt 

Sonata for violin and piano No. 2  Ravel 

Allegretto 
Blues. Moderato 
Perpetuum Mobile. Allegro 

Beethoven wrote his first set of three sonatas ‘for the piano and violin’, Op. 12, in 
1797-98. Respectful of the high classicism of Mozart and Haydn, they can be 
described as Hausmusik written for the accomplished amateur, unlike the 
remaining six sonatas, which were written for the professional virtuoso. 
Beethoven was primarily a pianist, but these sonatas give absolute parity to 
each instrument. Neither violin nor piano dominate, but rather a delightful 
equality of melodic material is shared between the two. Forget any allusions to 
polite drawing room conversation, however - these works firmly announce 
Beethoven’s ambition for a new style of drama and expression. They diverge 
from classical style by the power and complexity of both parts, resulting in a 
unifying blend of two otherwise unevenly balanced instruments. Such a 
partnership sparks vibrant and mutually enlightened conversation that makes 
Beethoven’s language so unique. 

The opening of the D major sonata boldly asserts a unison theme, with the violin 
given the opportunity for immediate fireworks in the ascending passage that 
follows. An early reviewer described Beethoven’s “forced attempt at strange 
modulations, an aversion to the conventional key relationships, a piling up of 
difficulty upon difficulty”. Indeed this opening Allegro con brio seems to 
challenge every harmonic convention possible within the limits of its classical 
form, which makes for thrilling musical conversation. The Andante con moto is a 
set of theme and variations that takes the listener on a journey from dreamy 
cantabile melody, to polite discourse, to thrilling virtuosity, to operatic drama. An 
increasingly complex interplay between the instruments creates tension and 
suspense as the variations unfold. The final Rondo is more boisterous dance 
than classical rondo, punctuated by Beethoven’s signature off-beat sforzandos 
and fiery syncopations.  

“I have discovered that it is enough when a single note is beautifully played. This 
one note, or a silent beat, or a moment of silence, comforts me. I work with very 
few elements— with one voice, with two voices. I build with the most primitive 
materials—with the triad, with one specific tonality.”   

Pärt made these comments in 1977, the year that he composed his original version 
of Fratres (‘Brothers’) for various quintets of winds and strings. Fratres, which has 
no specific instrumentation, represents a point of stylistic stability for Pärt. It 
emerged from his shift in compositional process over a sustained period of silence, 
during which he turned from dramatic twelve-tone compositions to the study of 
choral music from the 14th to 16th centuries. He labelled his new technique 
‘tintinnabuli’, referring particularly to the sounds contained within the ringing of a 
bell after it is struck. Embraced within this sound world is the simplicity of a single 
note and the harmonic overtones it contains, but also silence and contemplation.  

© Helen Ayres, 2020 

Like the sonata for violin and cello that immediately preceded it, Ravel’s sonata for 
violin and piano marks a departure in style, perhaps in response to the First World 
War, from which the world was still reeling. Although there was little love lost 
between Ravel and Stravinsky at this time, the tautness and linearity of this sonata 
speak to Stravinsky’s contemporaneous experiments with neo-classicism.  

Composed between 1923 and 1927, this was Ravel’s final work of chamber music.  
Ravel is justly celebrated for his mastery of orchestration, but gone are the 
ravishing textural effects of earlier chamber works such as the Piano Trio. Instead, 
in the first movement of this sonata, he constructs a dialogue of line. Ravel claimed 
that the sonata was composed for two ‘essentially incompatible instruments,’ in 
which he sought to ‘accentuate the incompatibility to an even greater degree.’ Yet, 
in the opening Allegretto, the piano is frequently reduced to a single-line instrument 
– a type of violin impersonator – and much of the beauty of this movement derives 
from the sinuous interlacing of violin and piano lines. The second movement is 
inspired by the Blues, which may have had special significance for the sonata’s 
dedicatee, violinist Hélène Jourdan-Morhange, with whom Ravel shared a love of 
jazz. Yet this is no straightforward musical homage or pastiche: at times the piano 
is a willing accomplice to the bluesy violinist, but at other times responds with non 
sequiturs. The result is a chaotic portrait of the twenties: the bruised 
cosmopolitanism, the massive recalibrations. The final movement restores the 
violinist’s dominance, with a constant semiquaver pulse that recalls Ravel’s earlier 
flirtations with Baroque style, such as the Toccata from Tombeau de Couperin. 
Over this moto perpetuo canvas, Ravel weaves beguiling textural and rhythmic 
patterns, to create a breath-taking conclusion.  

© Anna Goldsworthy, 2020 

Helen Ayres is a Doctoral graduate of the University of 
Melbourne and founding member of Seraphim Trio. She 
has appeared as guest with numerous Australian small 
ensembles including Flinders Quartet, Syzygy, the 
Australian Octet and Melbourne Chamber Orchestra. After 
spending two years living in London and studying 
pedagogy at the Yehudi Menuhin School, Helen has now 
returned to Adelaide to teach violin at Elder 
Conservatorium’s Centre for Young Musicians.  
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© Anna Goldsworthy, 2020 

Helen Ayres is a Doctoral graduate of the University of 
Melbourne and founding member of Seraphim Trio. She 
has appeared as guest with numerous Australian small 
ensembles including Flinders Quartet, Syzygy, the 
Australian Octet and Melbourne Chamber Orchestra. After 
spending two years living in London and studying 
pedagogy at the Yehudi Menuhin School, Helen has now 
returned to Adelaide to teach violin at Elder 
Conservatorium’s Centre for Young Musicians.  
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