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Dear Music Lover

It’s rare to find improvisation featured in a traditional classical
piano recital. In fact, a well-known Australian pianist recently
said, ‘Most classical musicians couldn’t improvise a fart at a
Hungarian wedding’. While the tradition of improvisation in
classical concerts has largely been lost over centuries, it certainly
hasn’t died.

Bach, Beethoven and Mozart were all famous improvisers and 
it is lucky for us that they were able to transcribe some of their
free thoughts onto manuscript.

A talented pianist as well as a skilled improviser, Gabriela
Montero will tonight rejuvenate the tradition of improvisation 
in a live performance by improvising on themes suggested by 
the audience.

While taking the time to learn more about Gabriela and her
unique performance approach, I came across her interactive
website, which is bringing live performance to new audiences in
innovative ways. Taking requests through her website, Gabriela
improvises on suggested themes from her living room and
webcasts her performances live.

So for any of you who become fans of Gabriela tonight, she is
but a mouse-click away even once she has left Sydney to return
home, and we can all feel just that little bit more assured there 
is still a lot of innovation going on in the tradition of classical
piano performance.

ARA VARTOUKIAN 
Director





Gabriela Montero in Recital

There was a time when everything about a piano recital
would have been novel. A solo performer, playing an
entire program in a large public venue – once this was
new. Even sitting side on to the audience was once new.
And more often than not the music was new too.

Today the piano recital is an institution – loved,
admired and enjoyed, but an institution all the same. 
It takes a performer such as Gabriela Montero to inject
some of that old novelty.

What does she do? She sits side on to the audience,
she plays an entire program in a public recital hall, her
repertoire includes the staples – great music by Bach,
Chopin, Debussy – but also Ginastera. And Montero.

Gabriela Montero improvises. She goes into a space
where musical ideas pour from her finger tips, without
inhibition or distraction. Each one is new, you’ll never
hear these fleeting inventions again. 

Improvisation is rare in the modern piano recital,
but it was once common if not expected. The act of
improvising reflected the tradition of the composer-
pianist. These composer-pianists would sometimes use
their improvisatory instincts to create formal but free-
flowing works – fantasias. This is the world of Chopin’s
Polonaise-Fantaisie. And those same composer-pianists
would transcribe music they loved so that it could be
heard, in recital: Liszt did this with Beethoven
symphonies, Busoni with the great Bach Chaconne.

Transcriptions, character pieces, fantasias,
improvisation. These were once as much the backbone 
of a recital as the formal sonatas. Tonight we hear one
sonata – as for the rest, everything old is new again.

INTRODUCTION
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Johann Sebastian Bach 

transcribed by Ferruccio Busoni

Chaconne

from Partita No.2 in D minor for solo violin, BWV1004

Lauded as a pianist, largely neglected as a composer,
Ferruccio Busoni is probably best-known to music lovers
as the ‘two-headed monster’ we call Bach-Busoni. Even his
wife was once introduced by an American society matron
as ‘Mrs Bach-Busoni’, so closely aligned was his name
with the baroque master’s.

The alignment comes from his transcriptions and
arrangements of Bach’s music, as well as the various
published editions that he made, but above all from his
transcription of the great Chaconne in D minor for solo
violin.

Busoni was a child prodigy whose ambitious Italian
father, a ‘simple virtuoso clarinettist’, introduced him to
the travails of touring life early on. But he also introduced
him to Bach. ‘I have my father to thank for my good
fortune,’ wrote Busoni, ‘because during my childhood he
insisted on my studying Bach at a time and in a country
that did not rank the master much higher than a Carl
Czerny.’ And not only did Busoni acquire a repertoire of
Bach’s music this way, he also discovered the world of the
transcription.

A common practice for baroque composers,
transcription retained currency in the 19th century as a
way of disseminating music in the days before recordings.
The results could be utilitarian, and were often criticised
or derided, but they could also cast a fresh light on
familiar music. In his essay on the ‘Value of Transcription’
Busoni wrote: 

It is only necessary to mention J.S. Bach in order, with one
decisive blow, to raise the rank of the transcription to artistic
honour in the reader’s estimation. He was one of the most
prolific arrangers of his own and other pieces, especially as an
organist. From him I learnt to recognise the truth that Good and
Great Universal Music remains the same through whatever
medium it is sounded. But also the second truth, that different
mediums each have a different language (their own) in which
this music again sounds somewhat differently.

In Busoni’s Chaconne transcription that awareness 
of ‘medium’ is never very far away. It was made for piano,
true, but Busoni himself recognised that his treatment

ABOUT THE MUSIC
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Keynotes

BACH

Born Eisenach, 1685
Died Leipzig, 1750

In his lifetime Johann

Sebastian Bach was

renowned as an organist; 

in the century after his death

his name was kept alive 

by enthusiasts, and then –

spurred in part by

Mendelssohn’s revival of the

Matthew Passion – he gained

new and enduring fame as 

a great master of the 

baroque era.

BUSONI

Born Empoli, Italy, 1866
Died Berlin, 1924

Busoni was hailed as the

greatest pianist to follow

Liszt – in Germany not ‘Mr

Busoni’ but ‘The Busoni’. 

He took it for granted ‘that

everything is possible on the

piano, even when it seems

impossible to you, or really 

is so’. It’s often forgotten 

that he was also a composer,

but no one forgets that he

was one of the great

transcribers – of Liszt and

Mozart and, above all, Bach.

CHACONNE

Of Bach’s six partitas and

sonatas for unaccompanied

violin from 1720, the best-

known is the Partita No.2 in

D minor. The final movement

is a grand chaconne – a dark

and profound take on the

repeated patterns of the

baroque dance. Beloved of

violinists, it has also been

transcribed for countless

other instruments and

ensembles, including the

piano version by Busoni.



of texture and colour was ‘from the standpoint of the
organ-tone’. It is as if, writes Busoni scholar Larry Sitsky,
the Chaconne represents a ‘double transcription’ –
imagined for organ then transferred to the piano. 
‘There was never any intention to imitate the violin,’
Sitsky continues, ‘so that, although faithful to the
original, it maintains its own pianistic integrity
as well.’

The original Chaconne (or ‘Ciaccona’ as Bach called it)
can be interpreted as an ‘epitaph in music’ for his wife
Maria Barbara, not that Busoni or other transcribers of
the past would have known this. It is a much more recent
thesis, put forward in the 1990s by scholar Helga Thoene. 

Can we imagine Bach’s feelings when, on returning
from a journey in 1720, he discovered that his first wife
‘had passed away and been buried, although he had left
her in the full bloom of health’? If not, they are there for
all to hear in the music of the Chaconne, written soon
after. But underneath the powerful emotion of this
extraordinary music is still more: a communication of
Bach’s deep faith through the weaving of musical codes
(with sayings such as ‘We are born from God, We die in
Christ, We are reborn through the Holy Spirit’) and
hidden quotations of Lutheran chorale tunes. Thereby,
as Thoene argues, a musical form that was traditionally
associated with dancing has been transformed into a
musical tombstone.

In the context of Bach’s Partita the result is 
staggering: a rich and complex movement that is as 
long as the four preceding movements together. This
monumental quality, combined with the technical
difficulties that it assembles for the violinist, has made
the Chaconne a central work in the solo repertoire. 
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But the attraction has extended beyond the violin, and
the music has been transcribed for nearly every
instrument and ensemble imaginable. 

Last year audiences in this series heard Cédric
Tiberghien play Brahms’ left hand transcription of
the Chaconne. Before Brahms’ version, Schumann 
and Mendelssohn had each composed a piano
accompaniment for it, and Joseph Joachim Raff had 
made a version for orchestra, one of the first ever
orchestrations of a Bach work, years before Stokowski
came on the scene. But the best-known transcription of
all is Busoni’s.

Busoni gave the premiere in 1893 at a recital in 
Boston, alongside music of his own. His transcription
was praised by the critic Philip Hale for being
‘thoughtful, dignified, and in the true spirit of Bach’
while also sounding ‘as though it were conceived and
worked out originally for a modern piano’. That apparent
paradox captures both the æsthetic ‘truths’ that Busoni
maintained: great music remains undiminished by
skilful transcription, even as the transcription brings 
to the music the distinctive sound world of a new
medium.

Plotted bar by bar, Busoni’s Chaconne remains 
faithful to Bach’s original, with only two small deviations.
However, as Sitsky warns, ‘the deviations from Bach in
terms of fullness, elaboration, and added voices and
chords are very extensive and not for the timid at
heart…’

YVONNE FRINDLE
SYDNEY SYMPHONY ©2008

…great music remains

undiminished by skilful

transcription…



Frédéric Chopin

Polonaise-Fantaisie in A flat, Op.61

Allegro maestoso

Frédéric Chopin’s first published composition, at the 
age of seven, was a polonaise in G minor, which he
dedicated to the Countess Skarbek. One of his last,
and greatest, works was the Polonaise-Fantaisie. The
polonaise genre was important to him – despite his
French descent and French home he always retained a
deep love of his native Poland. In his hands the polonaise
became an eloquent evocation of the splendour of
Poland, especially in 1831 after the fall of Warsaw. The
Chopin biographer Arthur Hedley summed it up this
way: ‘A threefold motive runs through the polonaises:
pride in Poland’s past, lamentation for her present and
hope for her future.’

The polonaise is Poland’s most famous dance. But
as with many dances that became popular in the 18th
century, it slowed down and gained new sophistication
and splendour as it made the transition from the
countryside to the court. And like the pavane, it is more 
a processional than a dance, despite being in triple 
time. This is the genre that Chopin inherited as a boy
composer, but, as Stephen Downes has observed, even 
in the earliest polonaises he reveals a deep connection 
to the national character of the music. Ultimately
Chopin was to raise the genre to new heights, and the
Polonaise-Fantaisie was the culmination.

Not everyone understood the Polonaise-Fantaisie at
first; even Liszt reflected the general perplexity when he
declared it ‘unfathomable’. Chopin himself had trouble
with its composition, to the extent of not knowing what
to call it: the unique double-barrelled name recognises
both its dual character and the elision of forms that
occurs in the piece.

The early Polonaise in G minor, as did many of the
later polonaises, followed a simple ternary form – the 
trio offering a gentle dance to contrast with the more
imposing outer sections. The Polonaise-Fantaisie,
however, introduced additional elements from the 
free-form fantasy. There is the long and rhapsodic
introduction, for example, which presents melodic 
ideas that will be heard later, and the arresting transition
to the slow central section (Poco più lento). 

Keynotes

CHOPIN

Born Zelazowa Wola, 
Poland, 1810
Died Paris, 1849

Chopin grew up in Warsaw,

where he was acclaimed as a

teenage piano virtuoso, before

heading to Vienna and then

Paris in pursuit of a career.

His delicate constitution and

corresponding style of playing

did not lend itself to concert

hall success, but his innate

elegance gave him entry to the

fashionable soirees of Paris,

and his fame grew on the back

of performances for intimate

circles and his many publications.

Although he did write concertos

and concertante works and 

a few chamber works and

songs, he composed almost

exclusively for solo piano and

in miniature forms.

POLONAISE-FANTAISIE

The Polonaise-Fantaisie is a

late work and one of Chopin’s

finest and most mysterious. 

It is a strikingly original

combination of the Polish

national dance and a meditative

fantasy. The curtain rises 

on a series of improvised

harmonies. The dance rhythm

appears, often interrupted 

by contrasting sections in

which the rhythm founders.

The slow central section is 

a profoundly moving two

pages ending in a chain of

trills. There are tentative

suggestions of a

recapitulation of the opening

section, and then the final

climax of huge proportions,

fading to leave the rhythm 

of the dance suspended

somewhere in the air.

SM
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Harmonically, there is a pervasive chromaticism and
Chopin avoids closure in this late work. The result is a
fluidity and momentum in the music overall and the
sense that this is a fantasy – an improvisation – as well 
as a grand polonaise. The fervent finale is made all the
more exciting by the combined inevitability and
ambiguity that has preceded it.

SYDNEY SYMPHONY ©2008
POLONAISE-FANTAISIE KEYNOTE FROM A NOTE 
BY STEPHEN McINTYRE ©2002

‘A threefold motive

runs through the

polonaises: pride 

in Poland’s past,

lamentation for her

present and hope

for her future.’

ARTHUR HEDLEY

A portrait of Chopin, sketched by George Sand
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Claude Debussy

L’Isle joyeuse (The Isle of Joy)

In the summer of 1904 Debussy put his wife Lilly on a
train to visit her parents and eloped to Jersey with the
soprano Emma Bardac. In the end he didn’t find the
domestic bliss he anticipated – Lilly attempted suicide,
Emma became a possessive and demanding wife – but
for a brief idyll, Jersey was Debussy’s own ‘Isle of Joy’.

During that dramatic summer L’Isle joyeuse took its
final shape, making the transition from the finale of a 
set of three piano pieces inspired by commedia dell’arte 
(a second Suite bergamasque) to an independent work,
exuberant and intoxicating.

Added to the inspirational mix was Watteau’s
‘Embarkation for Cythera’ (1717), introducing classical
mythology (the island of Cythera was the birthplace 
of Venus) as a parallel to the affair with Emma on the
island of Jersey. The connection is perhaps ominous,
since it’s thought that Watteau’s painting shows lovers
departing from the island – a representation of the brevity
of love.

The music itself is ambitious, but it is also one of
Debussy’s most personal creations – intimate and almost
autobiographical.

L’Isle joyeuse sounds brilliant to the ear, right from the
trills of the opening, and it is difficult music, pushing
both the instrument and the player to the limits by
gathering together the technical as well as emotional
possibilities of the piano. 

Keynotes

DEBUSSY

Born Saint-Germain-en-Laye,
1862
Died Paris, 1918 

In attempting to establish 

a palpably ‘French’ musical

style in the face of the

Austro-Germanic tradition,

Debussy brought about 

the birth of modern music.

It’s often said that the 

flute solo that begins his

groundbreaking Prelude 
to the Afternoon of a Faun
‘ushered in the 20th century’.

He first heard the sound of

gamelan music at the Paris

Exposition of 1889, and this

prompted him to adopt non-

traditional scales and free-

floating effects. In both his

orchestral and his piano

music he explored new

instrumental and harmonic

colours, and his style has

often been compared with

that of the Impressionists 

in visual art, even though

Debussy himself hated the

term ‘Impressionism’.

L’ISLE JOYEUSE

‘The Isle of Joy’ dispels 

any misconceptions of

Debussy as a misty, dreamy

composer for piano. It is

brilliant and spirited –

overflowing with the joy 

its title suggests. And 

there’s an autobiographical

aspect to the music: it 

was completed under the

influence of new love.

Jean Antoine Watteau’s Embarkation for Cythera (1717) 
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‘My God! It’s hard to

play…’

DEBUSSY

As Debussy wrote to his publisher: ‘My God! It’s hard
to play…This piece seems to me to bring together every
different way of striking the piano, since it unites force
and grace.’

For a composer whose revolutionary use of the piano
is more commonly associated with the pursuit of
sonority and colouristic effect, L’Isle joyeuse appears to be
a uncharacteristic departure into the realm of virtuoso
display and overt pianism. It’s said that even
Rachmaninov thought it was difficult to bring off.

Ravel, after reading through it, called it ‘an orchestral
reduction for the piano’. It’s probably no coincidence 
that L’Isle joyeuse was completed around the same time 
as the orchestral work La Mer, and Debussy scholar 
Roy Howat draws a connection with the piano work’s
‘symphonic breadth and unusually weighty textures’ as
well as its extended structure.

That structure is a complex and unorthodox one,
combining aspects of simple three-part form and of
rondo form, supported by the many thematic returns.
The cheerful, rocking sections provide a foil for more
lyrical and romantic gestures. Viewed from a dynamic
and textural point of view, however, L’Isle joyeuse follows 
a wedge shape similar to Ravel’s Bolero, beginning with 
a single-line texture, played quietly, and mounting to 
a combined climax and resolution in the coda. As Howat
observes, this wedge shape is foreshadowed in the very
opening bar, with its tiny crescendo and the expanding
shape of its cadenza-like melodic figuration. By the 
end that single line has overflowed into a joyous flurry
of notes.

SYDNEY SYMPHONY ©2008



The Sydney Symphony is seeking a Manager of Group Sales

Could this person be you?

If you love music, love the Sydney Symphony, and love working with people,
then we invite you to apply. Our marketing team is seeking a dynamic and
outgoing individual who knows how things are organised and who is ready
for the challenge of creatively engaging non-traditional audiences for 
Sydney Symphony concerts. They could be groups; they might be students;
sometimes from local corporations, sometimes travellers. Regardless, if 
you have a knack for verbal presentation, a love of people and great music,
organisational skill and enthusiasm, then we would like to hear from you.
Now.

Applications close 15 October 2008

For more information visit sydneysymphony.com/employment 
Or call Ian Arnold, Human Resources Manager on (02) 8215 4628
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Alberto Ginastera

Piano Sonata No.1, Op.22

Allegro marcato
Presto misterioso
Adagio molto appassionato
Ruvido ed ostinato

Alberto Ginastera was described by Aaron Copland, who
taught him at Tanglewood in the early 1940s, as the ‘great
white hope of Argentinean music’. Ginastera had come
to national attention when he was only 21 years old with
a performance of music from his ballet Panambí; by 1958
his international stature was assured with the premiere
of his Second String Quartet by the Juilliard Quartet. 
He remains one of the best known of all Argentinean
composers.

Born in Buenos Aires in 1916 to parents of Catalan 
and Italian ancestory, Ginastera began formal musical
studies at the age of seven. In 1936, he enrolled at the
National Conservatory in Buenos Aires, studying with
José André, a pupil of d’Indy and Roussel. Ginastera
himself became a teacher: in 1941 he joined the faculties
of the National Conservatory and the San Martín 
Military Academy, but the Perón regime forced him to
resign from the academy after he signed a petition in
support of civil liberties. It was around this time that
Ginastera met Copland, travelling to the United States 
on a Guggenheim Foundation grant. He returned to 
take up a position at the University of La Plata, which 
he was again forced to resign, only regaining his 
position in 1956. Two years later Ginastera was granted 
a full professorship at La Plata but left later that year 
to organise the faculty of musical arts and sciences at
the National Catholic University of Argentina. In 1971
Ginastera married for the second time (the cellist
Aurora Nátola) and they settled permanently in
Switzerland. In all this time, Ginastera was active in 
the international contemporary music scene and 
played a key role in organising the Argentine chapter 
of the International Society for Contemporary Music 
in 1948.

Ginastera himself identified three periods in his
compositional life. The first, lasting from 1934 to 1947,
he called ‘objective nationalism’. It was characterised by
the presentation of overt Argentine musical materials 

Keynotes

GINASTERA

Born Buenos Aires, 1916 
Died Geneva, 1983

Argentinean music’s ‘great

white hope’ found success

early. His ballet Panambí
won him acclaim at the 

age of 21 and eventually 

the opportunity to study 

in the United States with

composers such as Aaron

Copland. His style matured

through what he defined 

as three periods, taking 

him from a straightforward

nationalistic style with 

overt folkloric effects to a

highly original modernist

style.

PIANO SONATA NO.1

This sonata was composed

in 1952 and belongs to

Ginastera’s second period,

‘subjective nationalism’, 

a distinctly personal style

coloured by Argentinean

musical gestures. With the

exception of the meditative

third movement, Ginastera

gives the piano an almost

percussive role, built on

exciting, driving rhythms.
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in a direct, tonal manner. Next, ‘subjective nationalism’,
which saw the sublimation of Argentine musical
materials and symbols in a more personal language,
beginning with his String Quartet No.1 (1948) and
reaching its culmination in the Pampeana No.3 for
orchestra (1954). A concern for strict construction and 
the influence of composers such as Schoenberg, marked
the third period, which Ginastera designated ‘neo
expressionism’. But the problem with Ginastera’s
compositional periods is that he identified them with
many years of composing still ahead of him, and some
commentators have suggested a fourth, unremarked
period, in which he could be thought to have synthesised
innovation and tradition. 

Premiered in 1952, the Piano Sonata No.1 falls within
Ginastera’s second, subjective nationalist period, with 
its definite but not overt references to the rhythms and
melodies of the pampas. While still highly tuneful, it
reveals a new maturity of style and imagination after 
the earlier nationalist works. In particular, the sonata’s
second movement integrates the principles of serialism
in beguiling ways. As Ginastera described it:

The Sonata is written with polytonal and 12-tone procedures.
The composer does not employ any folkloric material, but
instead introduces in the thematic texture rhythmic and 
melodic motives whose expressive tension has a pronounced
Argentine accent.

Listening Guide

The first movement (Allegro marcato) suggests a Latin
Bartók, with driving syncopated rhythms and constantly
shifting meters within an unrelenting pulse. The moto
perpetuo style places it within the toccata tradition;
Ginastera’s Argentinean language provides the passion. 

The fleet-fingered second movement (Presto misterioso)
offers a more playful approach, akin to the player piano
experiments of Conlon Nancarrow. Its melodic material
is based on a 12-tone row, but the patterns of rhythms
and textures give the movement its drive.

The third movement (Adagio molto appassionato) begins
with a six-note evocation of a tuning guitar, followed by
strumming and pensive ‘noodling’ in the free form of a
fantasia. Despite the slower tempo and more lyrical style
the dramatic expression of the music is intensified by
subtle shifts in tempo and texture.
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The sonata’s finale (Ruvido ed ostinato) returns to the
driving rhythms of the earlier movements with a
characteristically Latin hemiola pattern, alternating
groups of two and three beats. Here the music takes 
on a dance character, adopting the style of the malambo.
This is the dance in which gauchos compete to show
their strength with increasingly vigorous steps; in
Ginastera’s hands the red-blooded competitiveness of
the malambo enters the music itself.

SYMPHONY AUSTRALIA, 
SYDNEY SYMPHONY ©2008

Ginastera’s Piano Sonata No.1 was commissioned by the Carnegie
Institute and the Pennsylvania College for Women for the 1952
Pittsburgh International Contemporary Music Festival, where it
was premiered by Johana Harris. The sonata was subsequently
chosen for the 27th Festival of the International Society for
Contemporary Music in Oslo, 1953
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Improvising at the Piano

People improvise all the time – throwing together a meal
with the contents of the pantry, speaking off the cuff,
emergency repairs with cork and toothpicks. Every time
we do something like that we draw on the innate
resourcefulness and creativity that makes us human.
Musicians improvise all the time, too, except within the
modern Western tradition, where the natural act of
extemporising has come to be regarded as something
arcane and largely inaccessible. Did your piano teacher
encourage you to make things up on the spot? There’s a
good chance the answer is no.

Yet improvisation sits at the heart of music-making,
and for a long time it was integral to the musician’s craft:
baroque ornamentation and the spontaneous variation 
of repeats, continuo accompaniments, the cadenzas of
classical concertos, preluding and free fantasias in the
18th and 19th centuries (some written down, giving us a
glimpse of improvisations past). Improvising was part of
being a musician and you were expected to be able to do
it. A virtuoso earned the title by demonstrating invention
as well as technique.

What happened? In our musical culture, where the 
idea of the ‘composition’ (fixed by being written down)
reigns, improvisation has taken on a negative aspect,
representing a departure from the [holy] text, or
suggesting an absence of preparation or planning. As
Western composers included more detail in their scores,
leaving less to chance or the performer’s whim (even
writing out cadenzas for concertos), improvisation was
marginalised.

This is reflected in the training of most classical
musicians today, at least some of whom must cast envious
sideways glances at their counterparts in the jazz world.
It’s telling that Gabriela Montero, who has improvised 
at the piano since childhood, for a long time felt that it
was somehow an ‘improper’ thing to do in public. It took
Martha Argerich’s endorsement (scolding actually!) to give
her the confidence to include improvisations in her
recitals as she does tonight.

SYDNEY SYMPHONY ©2008

‘They are all

improvisations because

they arose out of the

same white void that 

I inhabit when I do this,

and I cannot stress

enough how the 

process that these

improvisations go

through are as much 

a puzzle to me as they

are to everyone who

asks me, “How do you

do it?”.’

GABRIELA MONTERO
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This year the Sydney Symphony celebrates
the 25th anniversary of pre-concert talks,
initiated in 1983 by the ABC Concert
Department to support the artistic vision 
of the concert programmers and bring
further understanding and enjoyment to
our audiences.

Those first talks were such a success –
even though the late timing in the budget
year obliged us to charge $3 for entry – 
that they were continued, with free
admission, in 1984 and have remained a
vital part of the Orchestra’s concert
presentations ever since.

The Melbourne Symphony Orchestra
and the other ABC orchestras soon
followed suit. And in Sydney today nearly
every concert-presenting organisation
offers pre-concert talks as a result of the
ABC’s initiative.

The earliest speakers included Tony
Fogg, now Artistic Administrator of the
Boston Symphony Orchestra, and other
staff of the ABC, including Tony Cane and
David Garrett, setting a standard for talks
that reveal an engagement with concert
planning and the artistic thinking behind
musical programs as well as a radio-
influenced approach with imaginative use
of audio examples and thematic
connections.

If you’ve yet to experience a Sydney
Symphony talk, join us in the Northern
Foyer (Sydney Opera House) or the
Reception Room (City Recital Hall) next
time you come to a concert. We offer talks
45 minutes before all our subscription
concerts, with the exception of Tea &
Symphony and Discovery.

25 YEARS OF PRE-CONCERT TALKS



21 | Sydney Symphony

GLOSSARY

CHACONNE – also known as the
PASSACAGLIA, the chaconne is a musical
form with baroque origins, which, since 
its revival in the 19th century, has been
characterised by its recurring ground bass,
providing the support for an extended set
of variations, and its serious tone. Many
composers have taken inspiration from 
the impressive but atypical passacaglias 
of Bach and Handel, including Brahms in
the finale of his Fourth Symphony.

FANTASY – also FANTASIA, a style of free-
form composition that may adopt its own
form and has an improvisatory character.

HEMIOLA – a rhythmic pattern in which
groups of two and three beats alternate,
i.e. 1 2 3 1 2 3 | 1 2 1 2 1 2 | 1 2 3 1 2 3… 
One well-known use of hemiola can be
heard in ‘I like to be in America’ from West
Side Story.

PAVANE – a stately court dance from the
16th and early 17th centuries. The steps
were simple and the function was closer to
a processional than to a dance. One theory
suggests that the name comes from the
Spanish for peacock (pavón), given the
resemblance to the bird’s display.

POLYTONAL – used to describe the
simultaneous use of three or more keys 
or tonal centres.

RONDO – a musical form in which a main
idea (refrain) alternates with a series of
musical episodes. Not dissimilar in concept
to the verse and chorus structure of many
songs.

SERIALISM – serialism commonly refers 
to the technique (devised by Arnold
Schoenberg) of organising a musical
composition by means of a tone row,
in which each of the 12 available notes 
in the octave (‘black’ and ‘white’ notes)
must be played in the given sequence
before any note can be repeated. 

Rows can be transposed, inverted, mirrored
and so on, giving an almost limitless
number of pitch combinations. The goal 
in a ‘pure’ use of the 12-note technique is
to undermine conventional tonality and to
thwart the ear’s natural inclination to hear
tonal relationships between different
pitches.

TRANSCRIPTION – the process of arranging
or reworking a piece of music for a new
medium, e.g. a piano work can be
transcribed for orchestra, or a violin work
for piano.

In much of the classical repertoire, movement
titles are taken from the Italian words that
indicate the tempo and mood. A selection of
terms from this program is included here.

Adagio molto appassionato – slow and 
very impassioned

Allegro maestoso – fast and majestic
Allegro marcato – fast and marked
Poco più lento – a little slower
Presto misterioso – as fast as possible,

mysteriously
Ruvido ed ostinato – rough and 

repetitive (literally ‘obstinate’)

This glossary is intended only as a quick and easy
guide, not as a set of comprehensive and absolute
definitions. Most of these terms have many subtle
shades of meaning which cannot be included for
reasons of space.
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MORE MUSIC

Selected Discography

GABRIELA MONTERO

Baroque, Gabriela Montero’s most recent release, mixes
baroque miniatures with her trademark improvisations.
EMI CLASSICS 00234

Bach and Beyond takes Bach as a point of departure,
weaving ‘spontaneous compositions’ from a number of
his best-loved ensemble and keyboard pieces.
EMI CLASSICS 64647

Gabriela Montero’s first recital recording with EMI
includes music by Rachmaninov, Scriabin, Falla,
Granados, Ginastera, Chopin and Liszt on one disc and
12 improvisations on the other.
EMI CLASSICS 58039

www.gabrielamontero.com

BACH-BUSONI

Hyperion’s excellent and comprehensive 6-CD collection,
Bach Piano Transcriptions features a number of pianists,
including Piers Lane. Busoni’s transcriptions fill the 
first two volumes (Nikolai Demidenko), with the second
including the great Chaconne.
HYPERION CDA 66566 AND 67324

A number of Busoni’s interpretations survive in quality
sound via modern recordings of the piano rolls that he
laid down in his lifetime. One such release includes the
Chaconne, as well as the Chopin preludes and several 
of Liszt’s transcendental etudes.
NIMBUS 8810

POLONAISE-FANTAISIE

Maurizio Pollini’s 1975 recording for Deutsche
Grammophon of five of the Chopin polonaises
concludes with the great Polonaise-Fantaisie.
DG THE ORIGINALS 457711

Ivan Moravec combines Chopin and Debussy in an
exquisite recital disc that includes Chopin mazurkas and
waltzes as well as the Polonaise-Fantaisie, alongside
Debussy’s Images. 
VOX BOX 5103

L’ISLE JOYEUSE

Walter Gieseking was renowned for his Debussy
interpretations and EMI’s Great Artists of the Century
series collects his 1953 recording of L’Isle joyeuse
together with the original Suite bergamasque, Images,
and the Children’s Corner suite.
EMI 62800

Pollini includes L’Isle joyeuse with his 1998 recording of
the first book of Debussy Préludes.
DEUTSCHE GRAMMOPHON 445187

GINASTERA

Fernando Viani, also an Argentinean of Italian origin,
has recorded Ginastera’s complete œuvre for piano and
organ, including the three piano sonatas. A 2-CD set.
NAXOS 8557911

Santiago Rodriguez compiles the first two sonatas,
Three Argentine Dances and Six American Preludes
with music by Albeniz, Falla and Granados.
ELAN RECORDINGS 2202

SEPTEMBER

9 September, 8pm
SYMPHONY AUSTRALIA 

YOUNG PERFORMERS AWARDS 

STAGE III FINAL – STRINGS 

Adelaide Symphony Orchestra

Vladimir Verbitsky conductor
Include Sydney Symphony double bass
David Campbell performing 
Bottesini’s Double Bass Concerto No.2 in B minor

20 September, 8pm
GELMETTI’S FAREWELL

Gianluigi Gelmetti conductor
Beethoven, Wagner, Verdi, Mascagni, Verdi, Ravel

24 September, 1.05pm
WEST SIDE STORY

Wayne Marshall conductor
Goldmark, Bernstein

27 September, 8pm
MOZART & GRIEG

Michael Dauth violin-director
Jasminka Stancul piano
Grieg, Mozart, Bridge

Broadcast Diary

Selected Sydney Symphony concerts are recorded for
webcast by BigPond and are available On Demand.
Visit: sydneysymphony.bigpondmusic.com

Current webcast:

MAHLER 1 

Available On Demand

sydneysymphony.com

Visit the Sydney Symphony online for concert
information, podcasts, and to read the program book in
advance of the concert.

2MBS-FM 102.5

SYDNEY SYMPHONY 2008

Tue 9 September, 6pm

What’s on in concerts, with interviews and music.

Webcast Diary
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ABOUT THE ARTIST

Gabriela Montero piano
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KBorn in Caracas, Venezuela, Gabriela Montero made her

concerto debut with the Simon Bolivar Youth Orchestra 
at the age of eight and received a Venezuelan Government
scholarship to study in the United States. At 12 she won
the AMSA Young Artist International Piano Competition,
performing Tchaikovsky’s Piano Concerto No.1 with the
Cincinnati Symphony Orchestra. Her teachers included
Lyl Tiempo, Andrez Esterházy and Professor Hamish
Milne at the Royal Academy of Music, and in 1995 she won
the Bronze Medal at the 13th International Chopin Piano
Competition in Warsaw.

This season she makes concerto appearances with 
the WDR Symphony Orchestra in Cologne, Rotterdam
Philharmonic Orchestra, and the Geneva Chamber
Orchestra, as well as with the Los Angeles Philharmonic 
at the Hollywood Bowl, Pittsburgh Symphony,
Indianapolis Symphony, Colorado Symphony, Nashville
Symphony and the Pacific Symphony.

Her recital appearances include the Wigmore Hall,
Cologne Philharmonie for the Cologne Musiktriennale
2007, Kennedy Center in Washington DC, National Arts
Center Ottawa, Orchard Hall Tokyo, Teatro Colon Buenos
Aires, Herkulessaal Munich, Musikhalle Hamburg, and
the Berlin Konzerthaus. Last month she performed in a
recital for the Edinburgh Festival. As a chamber musician
she performs throughout the world with French cellist
Gautier Capuçon.

Gabriela Montero has always improvised at the piano,
but it was Martha Argerich who encouraged her to make 
it a part of her public performances. Now she often invites
her audiences to suggest a melody for improvisation by
way of an encore; the themes can range from a Haydn
symphony to Star Wars or original melodies.

Her first recording mixed classic piano music by
composers such as Chopin and Liszt with the
improvisation that plays such an important part in her
musical life. This was followed by Bach and Beyond,
improvisations on themes by Bach, which won a ‘Choc’
from Le Monde de la Musique in 2006. That year she was
also named Keyboard Instrumentalist of the Year at the
ECHO Preis Awards in Munich.

Last week Gabriela Montero made her Australian debut,
performing Grieg’s Piano Concerto with the Orchestra.
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THE SYDNEY SYMPHONY

Founded in 1932, the Sydney Symphony
has evolved into one of the world’s finest
orchestras as Sydney has become one of the
world’s great cities. Last year the Orchestra
celebrated its 75th anniversary and the
milestone achievements during its
distinguished history.

Resident at the iconic Sydney Opera
House, where it gives more than 100
performances each year, the Sydney
Symphony also performs concerts in a
variety of venues around Sydney and
regional New South Wales. International
tours to Europe, Asia and the USA have
earned the Orchestra world-wide
recognition for artistic excellence.

Critical to the success of the Sydney
Symphony has been the leadership given
by its former Chief Conductors including:
Sir Eugene Goossens, Nicolai Malko,
Dean Dixon,Willem van Otterloo, Louis
Frémaux, Sir Charles Mackerras, Stuart
Challender and Edo de Waart. Also
contributing to the outstanding success 
of the Orchestra have been collaborations
with legendary figures such as George
Szell, Sir Thomas Beecham, Otto
Klemperer and Igor Stravinsky.

Maestro Gianluigi Gelmetti, whose
appointment followed a ten-year
relationship with the Orchestra as Guest
Conductor, is now in his fifth and final
year as Chief Conductor and Artistic
Director of the Sydney Symphony, a
position he holds in tandem with that of
Music Director at Rome Opera. Maestro
Gelmetti’s particularly strong rapport
with French and German repertoire is
complemented by his innovative
programming in the Shock of the New
concerts.

The Sydney Symphony’s award-winning
Education Program is central to the
Orchestra’s commitment to the future 
of live symphonic music, developing
audiences and engaging the participation
of young people. The Sydney Symphony
also maintains an active commissioning
program promoting the work of Australian
composers, and recent premieres have
included major works by Ross Edwards 
and Brett Dean, as well as Liza Lim, who
was composer-in-residence from 2004 to
2006.

In 2009 Maestro Vladimir Ashkenazy
will begin his three-year tenure as
Principal Conductor and Artistic Advisor.
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PATRON Her Excellency Professor Marie Bashir AC CVO, Governor of New South Wales



The Company is assisted by the 
NSW Government through Arts NSW

SALUTE

PRINCIPAL PARTNER

PLATINUM PARTNER

MAJOR PARTNERS

GOVERNMENT PARTNERS

GOLD PARTNERS
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The Sydney Symphony applauds the leadership role 
our Partners play and their commitment to excellence,
innovation and creativity.

SILVER PARTNERS

REGIONAL TOUR PARTNERS

BRONZE PARTNERS MARKETING PARTNERS PATRONS

Australia Post

Austrian National Tourist Office

Beyond Technology Consulting

Bimbadgen Estate Wines

J. Boag & Son

Vittoria Coffee

Avant Card

Blue Arc Group

Lindsay Yates and Partners

2MBS 102.5 –
Sydney’s Fine Music Station

The Sydney Symphony gratefully
acknowledges the many music
lovers who contribute to the
Orchestra by becoming Symphony
Patrons. Every donation plays an
important part in the success of the
Sydney Symphony’s wide ranging
programs.



A leadership program which links
Australia’s top performers in the
executive and musical worlds.
For information about the Directors’
Chairs program, please call 
(02) 8215 4619.

01 02 03 04 05

06 07 08 09 10

11 12 

DIRECTORS’ CHAIRS

01
Mulpha Australia Chair 
of Principal Harp, 
Louise Johnson

02
Mr Harcourt Gough Chair of
Associate Principal Flute, 
Emma Sholl

03
Sandra and Paul Salteri
Chair of Artistic Director
Education, Richard Gill OAM

04
Jonathan Sweeney,  
Managing Director Trust with
Trust Foundation Chair of
Principal Bass Trombone, 
Christopher Harris

05
NSW Department of State 
and Regional Development 
Chair of Principal Trombone,
Ronald Prussing

06
Brian and Rosemary White 
Chair of Principal Double
Bass, Kees Boersma

07
Board and Council of the
Sydney Symphony supports
Chairs of Concertmaster 
Michael Dauth and 
Dene Olding

08
Gerald Tapper, Managing 
Director RogenSi with
RogenSi Chair of Trombone, 
Nick Byrne

09
Stuart O’Brien, Managing
Director Moon Design with 
Moon Design Chair of Violin,
Alexandra Mitchell

10
Andrew Kaldor and Renata
Kaldor AO Chair of Principal
Oboe, Diana Doherty

G
R

EG
 B

A
R

R
ET

T

K
EI

TH
 S

A
U

N
D

ER
S

13

K
EI

TH
 S

A
U

N
D

ER
S

11
Andrew Turner and Vivian
Chang Chair of Principal
Viola and Artistic Director,
Fellowship Program, 
Roger Benedict

12
The Hansen Family Chair of
Associate Principal Trumpet,
Paul Goodchild 

13 
Tony and Fran Meagher 
Chair of Principal Cello,
Catherine Hewgill
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Mrs Catherine Gaskin Cornberg§
Jen Cornish °
Mr Stan Costigan AO & 

Mrs Mary Costigan °*
Mr Michael Crouch AO *
M Danos °
Lisa & Miro Davis *
Joan De Hamel °
Mr Peter & Mrs Mary Doyle °*
Mr Colin Draper
Mrs Francine J Epstein °
Mr and Mrs David Feetham 
Mr Steve Gillett
In memory of Angelica Green §
Dr & Mrs C Goldschmidt §
Beth Harpley *
Mr Ken Hawkings °*
Intertravel Lindfield °
Mrs Greta James *
Mr Stephen Jenkins *
Dr Michael Joel AM & 

Mrs Anna Joel °
Doctor Faith M Jones §
Mr Noel Keen *
Mrs Jannette King *
Iven & Sylvia Klineberg *
Dr Barry Landa
Dr & Mrs Leo Leader °
Margaret Lederman §
Ms A Le Marchant *
Mr Joseph Lipski °*
Mrs A Lohan *
Mr James McCarthy *
Mr Matthew McInnes §
Ms Julie Manfredi-Hughes
Ms J Millard *‡
Helen Morgan *
Mr Walter B Norris °
Miss C O’Connor *
Mrs Rachel O’Conor °
Mr R A Oppen §
Mrs S D O’Toole
Mrs Roslyn Packer AO °
Mr Tom Pascarella
Dr Kevin Pedemont *
Mr & Mrs Michael Potts 
Mr John Reid AO 
Catherine Remond °
Mr John & Mrs Lynn Carol 

Reid §
Mr M D Salamon §
In Memory of H St P Scarlett §
Mr John Scott °
William Sewell *‡
Dr John Sivewright & 

Ms Kerrie Kemp ‡
Margaret Suthers °
Mrs Elizabeth F Tocque °*
Mr & Mrs Richard Toltz °
Mr Andrew & Mrs Isolde 

Tornya
Ronald Walledge °
Louise Walsh & David Jordan °
Mrs Lucille Warth ‡
Mrs Christine Wenkart
A Willmers & R Pal °‡
Dr Richard Wing §
Mr Robert Woods *
Jill Wran
Miss Jenny Wu 
Mrs R Yabsley °§
Anonymous (31)

PLAYING YOUR PART

Maestri
Brian Abel & the late Ben 

Gannon AO °
Geoff & Vicki Ainsworth *
Mrs Antoinette Albert §
Mr Robert O Albert AO *‡
Mr Terrey & Mrs Anne Arcus §†
Alan & Christine Bishop °§
Sandra & Neil Burns *
Mr Ian & Mrs Jennifer Burton °
Libby Christie & Peter James °§
The Clitheroe Foundation *
Mr John C Conde AO °§†
Mr John Curtis §
Eric Dodd†
Penny Edwards °*
Mr J O Fairfax AO *
Fred P Archer Charitable Trust §
Dr Bruno & Mrs Rhonda Giuffre*
In memory of Hetty Gordon §
Mr Harcourt Gough §
Mr James Gragam AM & 

Mrs Helen Graham †
Mr David Greatorex AO & 

Mrs Deirdre Greatorex §
The Hansen Family §
Mr Stephen Johns §†
Mr Andrew Kaldor & Mrs 

Renata Kaldor AO §
H Kallinikos Pty Ltd §
Mrs Joan MacKenzie §
Mrs T Merewether OAM & 

the late Mr EJ Merewether 
Mr James & Mrs Elsie Moore °
Mr B G O’Conor °§
The Paramor Family *
The Ian Potter Foundation °
Miss Rosemary Pryor *
Bruce & Joy Reid Foundation*
Dr John Roarty in memory of 

Mrs June Roarty
Rodney Rosenblum AM & 

Sylvia Rosenblum *
Mr Paul & Mrs Sandra Salteri °†
David Smithers AM & Family °§
Mrs Joyce Sproat & Mrs Janet 

Cooke §
Andrew Turner & Vivian Chang
Mr Brian & Mrs Rosemary White§
Anonymous (2) *

Virtuosi
Mr Roger Allen & Mrs Maggie 

Gray
Mr Charles Barran §
Ms Jan Bowen °§
Mr Robert & Mrs L Alison Carr §
Mrs Emily Chang §
Mr Bob & Mrs Julie Clampett °§
Mr Greg Daniel 
Ian Dickson & Reg Holloway°

Mr Ross Grant †
Mr & Mrs Paul Hoult 
Irwin Imhof in memory of 

Herta Imhof °‡
Mr & Mrs Gilles T Kryger °§
Ms Ann Lewis AM 
Helen Lynch AM & Helen Bauer°
Mr & Mrs David Milman §
The Perini Family Foundation
Mrs Helen Selle §
Ms Ann Sherry AO °
Ms Gabrielle Trainor °
In memory of Dr William & 

Mrs Helen Webb ‡
Michael & Mary Whelan Trust §
Anonymous (1) 

Soli
Mr David Barnes °
Mr Anthony Berg AM
Mr Alexander & Mrs Vera 

Boyarsky §
Mr Peter Coates 
Ms Elise Fairbairn-Smith
Mr Robert Gay §
Hilmer Family Trust §
Ms Ann Hoban °
Mr Paul Hotz §
Mr Philip Isaacs OAM °§
Mr Bob Longwell 
Mrs Judith McKernan °§
Miss Margaret N MacLaren °*‡§
Mr David Maloney §
Mrs Alexandra Martin & the 

Late Mr Lloyd Martin AM §
Mrs Mora Maxwell °§
Mr and Mrs John van Ogtrop
Ms Robin Potter °§
Ms Julie Taylor ‡
Mr Geoff Wood & Ms Melissa 

Waites †
Ray Wilson OAM & the late 

James Agapitos OAM*
Anonymous (6) 

Tutti
Richard Ackland °
Mr C R Adamson §
Mr Henri W Aram OAM §
Mrs Joan Barnes °
Doug & Alison Battersby °
Mr Stephen J Bell *‡
Mr Phil Bennett 
Nicole Berger *
Mr Mark Bethwaite
Gabrielle Blackstock °‡
Mr David S Brett *§
Mr Maximo Buch *
Mrs Lenore P Buckle §
A I Butchart °*
Debby Cramer & Bill Caukill §
Joan Connery OAM °§
Mr & Mrs R Constable °‡
Mr John Cunningham SCM &

Mrs Margaret Cunningham °§
Mrs Ashley Dawson-Damer °
Mr & Mrs J B Fairfax AM §
Mr Russell Farr 
Mr Ian Fenwicke & Prof Neville 

Wills §
Anthony Gregg & Deanne 

Whittleston ‡
Mrs Akiko Gregory °
Miss Janette Hamilton °‡
Mr Charles Hanna †
Rev H & Mrs M Herbert °*
Mr A & Mrs L Heyko-Porebski°

Dr & Mrs Michael Hunter §
Ms Judy Joye
Mr & Mrs E Katz §
Mrs Margaret Keogh °*
Miss Anna-Lisa Klettenberg §
Mr Andrew Korda & Ms Susan 

Pearson 
Mr Justin Lam §
Dr Garth Leslie °*
Erna & Gerry Levy AM §
Mrs Belinda Lim & Mr Arti Ortis §
Mr Gary Linnane °§
Mr & Mrs S C Lloyd °
Mr Andrew & Mrs Amanda Love 
Mrs Carolyn A Lowry OAM °
Mr & Mrs R Maple-Brown §
Mr Robert & Mrs Renee Markovic °§
Wendy McCarthy AO °
Mr Ian & Mrs Pam McGaw *
Mrs Barbara McNulty OBE §
Kate & Peter Mason °†
Justice Jane Matthews §
Ms Margaret Moore & Dr Paul 

Hutchins *
Mr Robert Orrell °
Mrs Jill Pain ‡
Timothy & Eva Pascoe §
Ms Patricia Payn °§
Mrs Almitt Piatti
Mr Adrian & Mrs Dairneen Pilton 
Mr L T & Mrs L M Priddle *
Mrs B Raghavan °
Mr Ernest & Mrs Judith Rapee §
Dr K D Reeve AM °
Mrs Patricia H Reid §
Pamela Rogers °‡
Mr Brian Russell & Mrs Irina 

Singleman
Ms Juliana Schaeffer §
Robyn Smiles §
The Hon. Warwick Smith
Derek & Patricia Smith §
Catherine Stephen §
Mr Fred & Mrs Dorothy Street ‡§
Mr Michael and Mrs Georgina 

Suttor
Mr Georges & Mrs Marliese 

Teitler §
Dr Heng & Mrs Cilla Tey §
Mr Ken Tribe AC & Mrs Joan 

Tribe §
Mr John E Tuckey °
Mrs Merle Turkington °
Mrs Kathleen Tutton §
Ms Mary Vallentine AO §
Henry & Ruth Weinberg
Audrey & Michael Wilson °
Anonymous (14)

Supporters over $500
Ms Madeleine Adams
PTW Architects §
Mr John Azarias 
Mr Chris & Mrs Mary Barrett °
Ms Wendy Black
Black Communications
Mr G D Bolton °
Dr & Mrs Hannes Boshoff §
M Bulmer
Hugh & Hilary Cairns *
Ms C Cathels °
Marty Cameron §
Hon. Justice J C & Mrs 

Campbell °*
Mr Brian Casey
Mr B & Mrs M Coles °
Dr Malcolm Colley °

Patron Annual 

Donations Levels

Maestri $10,000 and above  
Virtuosi  $5000 to $9999  
Soli $2500 to $4999 
Tutti $1000 to $2499 
Supporters $500 to $999 

To discuss giving
opportunities, 
please call (02) 8215 4619. 

° Allegro Program supporter
* Emerging Artist Fund supporter
‡ Stuart Challender Fund supporter
§ Orchestra Fund supporter 
† Italian Tour supporter

The Sydney Symphony gratefully acknowledges the music lovers who donate 
to the Orchestra each year. Every gift plays an important part in ensuring our
continued artistic excellence and helping to sustain important education and
regional touring programs. Because we are now offering free programs and
space is limited we are unable to list donors who give between $100 and $499 –
please visit sydneysymphony.com for a list of all our patrons.
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Sydney Symphony Board

BEHIND THE SCENES

CHAIRMAN 

John Conde AO

Libby Christie 
John Curtis
Stephen Johns
Andrew Kaldor
Goetz Richter
David Smithers AM

Gabrielle Trainor

Sydney Symphony Council

Geoff Ainsworth
Andrew Andersons AO

Michael Baume AO*
Christine Bishop
Deeta Colvin
Greg Daniel AM

John Della Bosca MLC

Alan Fang
Erin Flaherty
Dr Stephen Freiberg
Richard Gill OAM

Donald Hazelwood AO OBE*
Dr Michael Joel AM

Simon Johnson 
Judy Joye
Yvonne Kenny AM

Gary Linnane
Amanda Love
The Hon. Ian Macdonald MLC*
Joan MacKenzie
Sir Charles Mackerras CH AC CBE

David Maloney
David Malouf
Julie Manfredi-Hughes
Deborah Marr
The Hon. Justice Jane Mathews AO*
Danny May
Wendy McCarthy AO

John Morschel
Greg Paramor
Dr Timothy Pascoe AM

Stephen Pearse

Jerome Rowley
Paul Salteri
Sandra Salteri
Jacqueline Samuels
Julianna Schaeffer
Leo Schofield AM

Ivan Ungar
John van Ogtrop*
Justus Veeneklaas*
Peter Weiss AM

Anthony Whelan MBE

Rosemary White
Kim Williams AM

* Regional Touring Committee member

Sydney Symphony Regional Touring Committee

The Hon. Ian Macdonald MLC

Minister for Primary Industries, Energy, Mineral
Resources and State Development

Dr Richard Sheldrake 
Director-General, Department of Primary Industries

Mark Duffy 
Director-General, Department of Water and Energy

Colin Bloomfield Illawarra Coal BHPBilliton

Stephen David Caroona Project, BHPBilliton

Romy Meerkin Regional Express Airlines

Peter Freyberg Xstrata

Tony McPaul Cadia Valley Operations

Terry Charlton Snowy Hydro

Sivea Pascale St.George Bank

Paul Mitchell Telstra

John Azarias Deloitte Foundation

Greg Jones

Peter King Royal Agricultural Society

Gerard Lawson Sunrice

Grant Cochrane The Land



Sydney Symphony Staff

MANAGING DIRECTOR

Libby Christie
EXECUTIVE ASSISTANT

Eva-Marie Alis

ARTISTIC OPERATIONS

DIRECTOR OF ARTISTIC PLANNING

Peter Czornyj

Artistic Administration

ARTISTIC ADMINISTRATION MANAGER

Raff Wilson
ARTIST LIAISON MANAGER

Ilmar Leetberg
PERSONAL ASSISTANT TO THE 
CHIEF CONDUCTOR

Lisa Davies-Galli
ADMINISTRATION ASSISTANT

Catherine Wyburn

Education Programs

EDUCATION MANAGER

Margaret Moore
EDUCATION COORDINATOR

Bernie Heard

Library

LIBRARIAN

Anna Cernik
LIBRARY ASSISTANT

Victoria Grant
LIBRARY ASSISTANT

Mary-Ann Mead

EXTERNAL RELATIONS

DIRECTOR OF EXTERNAL RELATIONS

Rory Jeffes

Development

HEAD OF CORPORATE RELATIONS 

Leann Meiers
CORPORATE RELATIONS EXECUTIVE

Julia Owens
CORPORATE RELATIONS EXECUTIVE

Seleena Semos
DEVELOPMENT EXECUTIVE

Kylie Anania

Publications

PUBLICATIONS EDITOR AND 
MUSIC PRESENTATION MANAGER

Yvonne Frindle

Public Relations

PUBLIC RELATIONS MANAGER

Yvonne Zammit
PUBLICIST

Stuart Fyfe

SALES AND MARKETING

DIRECTOR OF SALES & MARKETING 

Mark Elliott

Customer Relations

MARKETING MANAGER – CRM

Rebecca MacFarling
DATA & ONLINE TECHNOLOGY 
MANAGER

Marko Lång
DATA ANALYST

Varsha Karnik
ONLINE MANAGER

Kate Taylor

Marketing Communications

MARKETING MANAGER – TRADITIONAL
MARKETS

Simon Crossley-Meates
MARKETING MANAGER – NEW MARKETS
& RECORDINGS

Penny Evans
MARKETING COORDINATOR

Antonia Farrugia

Box Office

BOX OFFICE MANAGER

Lynn McLaughlin
ACTING BOX OFFICE MANAGER

Paul Hanson
BOX OFFICE COORDINATOR

Peter Gahan
CUSTOMER SERVICE 
REPRESENTATIVES

Michael Dowling
Erich Gockel
Natasha Purkiss

ORCHESTRA MANAGEMENT

DIRECTOR OF ORCHESTRA
MANAGEMENT

Aernout Kerbert
DEPUTY ORCHESTRA MANAGER

Lisa Mullineux
ORCHESTRAL COORDINATOR

Greg Low
TECHNICAL MANAGER

Derek Coutts
PRODUCTION COORDINATOR

Tim Dayman
PRODUCTION COORDINATOR

Ian Spence

BUSINESS SERVICES

DIRECTOR OF FINANCE

John Horn
FINANCE MANAGER

Ruth Tolentino
ACCOUNTS ASSISTANT

Li Li
OFFICE ADMINISTRATOR

Rebecca Whittington
PAYROLL OFFICER

Usef Hoosney

HUMAN RESOURCES

HUMAN RESOURCES MANAGER

Ian Arnold

COMMERCIAL ENTERPRISES

COMMERCIAL ENTERPRISES 
MANAGER

David Pratt
RECORDING ENTERPRISES 
EXECUTIVE

Philip Powers
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