
 2009 SEASON 
ENERGYAUSTRALIA MASTER SERIES

ROMANTIC LIAISONS
Wednesday 23 September | 8pm
Friday 25 September  | 8pm
Saturday 26 September  | 8pm
Sydney Opera House Concert Hall

Thomas Zehetmair conductor
Ruth Killius viola

FRANZ SCHUBERT (1797–1828)
Alfonso und Estrella: Overture

BÉLA BARTÓK (1881–1945)
edited Tibor Serly
Viola Concerto, Sz120 (Op. Posth.)

Moderato – 
Adagio religioso –
Allegro vivace

(The three movements are played without pause)

INTERVAL

JOHANNES BRAHMS (1833   –1897) 
Symphony No.3 in F, Op.90

Allegro con brio
Andante
Poco Allegretto
Allegro

Saturday night’s performance will 
be broadcast live across Australia 

on ABC Classic FM.

Pre-concert talk by David Garrett 
at 7.15pm in the Northern Foyer.

Visit 
sydneysymphony.com/talk-bios 

for speaker biographies.

Approximate durations: 7 minutes, 
21 minutes, 20-minute interval, 

33 minutes
The concert will conclude at 

approximately 9.40pm.

 PRESENTING PARTNER



Orchestral concerts feature plenty of violin and piano soloists, but to hear a 
viola soloist is a rare privilege. So it’s been exciting that the EnergyAustralia 
Master Series has seen two viola soloists in as many years. Last year we 
heard Tabea Zimmermann play Monh, Georges Lentz’s awe-inspiring work 
for viola and orchestra, in concerts conducted by her husband Steven 
Sloane. This year our guest is Ruth Killius, playing a great classic of the viola 
repertoire, Bartók’s concerto. In a complete coincidence, she too appears with 
her husband, Thomas Zehetmair, conducting.

The Sydney Symphony is playing only one Brahms symphony this season, so 
we’re delighted that it’s appearing in this series, giving us a chance to enjoy 
the passionate sounds of one of the great masterpieces of symphonic music. 
We’re also looking forward to a piece by Schubert that most of us probably 
haven’t heard before: a fi ery opera overture showing the composer in his 
dramatic style.

EnergyAustralia is one of Australia’s leading energy companies, with more 
than 1.4 million customers in NSW, the ACT, Victoria and Queensland.

With one of the most recognised names in the energy industry, we are proud 
to be associated with the Sydney Symphony, and we’re very excited to be 
linked to the Orchestra’s fl agship Master Series.

We trust that you will enjoy tonight’s performance and hope you also have a 
chance to experience future concerts in the EnergyAustralia Master Series.

George Maltabarow
Managing Director



In 2010 we’ll be playing some of the most exciting works in the repertoire, 
from the time of Bach and Handel to music of our own century. And at the 
very heart of the season are works from our Mahler Odyssey, conducted by 
Vladimir Ashkenazy.

The biggest savings – save up to 
38% on the cost of single tickets.
Easy ticket exchange – if your 
plans change you can exchange 
your tickets to any other classical 
concert on offer.

Priority booking and savings – 
save 10% and enjoy preferred 
seating to special events.
Convenient payment plan 
options – you can pay for your 
subscription in full or choose 
to pay in two, four or six 
instalments. 

SUBSCRIBERS RECEIVE SPECIAL PRIVILEGES:

Pick up a brochure from our  
customer service desk.
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INTRODUCTION

Romantic Liaisons

Music as an art form is completely dependent on 
interactions and relationships. (Since music education is 
in the news at present, it’s worth keeping in mind that the 
practice of music develops not only emotional awareness 
and expressive capacity, but also the highest level of 
interpersonal skills, ‘team-playing’ far beyond what is 
possible in sport.) In tonight’s concert some of those 
relationships come to the fore: relationships between 
interpreters, between teacher and student, between 
composer and dedicatee. And in the music itself we have 
lovers from warring families, the dynamic and exciting 
relationship between soloist and orchestra, and the nexus 
of an audience’s expectations and a composer’s originality.

Schubert’s overture to Alfonso und Estrella introduces 
romantic love through the story of the opera. It’s 
dramatically conceived music that suggests tension and 
struggle before the (happy) resolution can be reached.

Bartók’s Viola Concerto, intended for William Primrose, 
is abstract music but it has a story of its own. Left 
unfi nished at his death, the concerto was completed by 
Bartók’s devoted student and friend, Tibor Serly, who had 
to draw on his knowledge of the composer’s methods in 
order to decipher the sketches. You could call it a labour 
of love, and it has given viola players one of their most 
satisfying concertos.

Then there is Brahms, represented by what is possibly 
the most warm-hearted and deeply felt of his four 
symphonies. He may have written these under the shadow 
of Beethoven – a burdensome relationship if ever there 
was one – but he knew how to put his own stamp on the 
tradition.
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ABOUT THE MUSIC

 Keynotes

SCHUBERT

Born Vienna, 1797
Died Vienna, 1828

Schubert inherited the 
Classical tradition of Haydn 
and Mozart and pushed the 
boundaries of emerging 
Romanticism. He was the 
son of a schoolmaster, 
and initially followed his 
father into this poorly paid 
profession. As a composer, 
his ambitions included 
symphonic writing and 
the theatre, but during his 
lifetime he was regarded 
principally as a writer of 
songs. Nowadays those 
songs are still regarded 
as masterpieces and his 
symphonies – none of 
which received professional 
performances when he was 
alive – have found their 
proper place in the concert 
hall, but his theatrical works 
remain neglected.

ALFONSO UND ESTRELLA

This dramatic and powerful 
overture belongs to an opera 
that wasn’t performed in 
Schubert’s lifetime. The 
overture, however, received 
an outing in 1823 as part 
of the music for a play, 
Rosamunde. This is dramatic 
music, and its natural 
tensions and contrasts 
refl ect the essence of a plot 
concerning lovers from 
warring families.

Franz Schubert
Alfonso und Estrella: Overture

The music begins weightily with octave leaps, sliding 
down one after another, step by shuddering step. Then, in 
a foreboding hush, another leap, but this time the tense 
interval is one semitone less. Dramatic, arresting, powerful, 
and strongly contrasted, this is the overture to the most 
ambitious so far of Schubert’s many opera projects. He 
hoped it would be staged at Vienna’s Kärtnerthor Theatre 
(precursor of the Vienna State Opera), but his hope of 
performance, as in the case of his other operas, was sadly 
disappointed, and Alfonso und Estrella had to wait until 1854, 
when Franz Liszt presented an adaptation in Weimar.

Frustrated by the ‘wretched business’ of his opera, and in a 
hurry to get music together for the play Rosamunde, in 1823, 
Schubert recycled his overture to Alfonso und Estrella, which 
thus became the only part of the opera heard in public 
during Schubert’s life. He was unhappy with this overture 
as curtain raiser for Rosamunde, but never composed a new 
one. Somehow his overture to another play, Die Zauberharfe 
(The Magic Harp), became attached to Rosamunde instead.

In late 1821 and early 1822, Schubert was in the midst 
of a three-year period of concentrating on operatic 
composition, so much so that, to write this particular opera, 
he took the unusual step of leaving Vienna. Schubert and 
his bosom friend Johann von Schober spent several months 
at St Pölten, holed up in a castle, an appropriate setting 
for the subject of Alfonso und Estrella. Schober wrote the 
libretto, keeping just ahead of Schubert. Unlike the magic 
and ballad operas Schubert had composed up until then, 
Alfonso und Estrella was ‘a grand romantic opera’, through-
composed. The treatment, according to Schubert authority 
Brian Newbould, is ‘mediæval chivalry with a touch of up-
to-date Romantic nostalgia’.

The two names in the title represent two diff erent 
worlds. In 8th-century Spain the King of Leon, Froila, 
deposed by an usurper, lives in a valley isolated by high 
rocks – an idyllic, pastoral setting where wisdom and 
kindness reign. Froila has a son, Alfonso, who on a hunting 
party meets by chance the usurper Mauregato’s daughter, 
Estrella. It is love at fi rst sight. Eventually Alfonso and 
Estrella reconcile the two kings, but not before Alfonso 
has to save his beloved from the designs of Mauregato’s 
dastardly army chief. To appreciate the overture, retain only 
the strong contrast of the two worlds, the love interest, and 
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Schubert: Portrait by J. Kriehuber, 
1846

the high drama. Schubert’s opera failed mainly because 
of the contribution of Schober, who as an old man in 
1876 admitted his libretto was ‘such a miserable, stillborn, 
bungling piece of work that even so great a genius as 
Schubert was not able to bring it to life’.

The overture acquired a life of its own, not only in 
Rosamunde, but in Schubert’s arrangement for piano four 
hands (D773, published in 1823). It refl ects the intended 
theatricality of the opera, and its adventurous harmony. 
The passages for full orchestra, with trombones, have a 
weight suggesting that Schubert, like Beethoven, learnt 
from the overtures to Cherubini’s operas performed in 
Vienna. An idyllic contrast comes in the second subject, 
varied each time in its distribution to winds and strings. 
The development section is longer and more important 
than usual in Schubert’s overtures. Here Schubert screws 
up the tension – suggesting, several times in succession, a 
new key, a semitone higher, but never actually reaching it. 
This overture, another Schubert authority, Alfred Einstein, 
rightly feels, is ‘magnifi cently passionate’.

DAVID GARRETT ©2009

Schubert’s Overture to Alfonso und Estrella calls for pairs of fl utes, 
oboes, clarinets, bassoons, horns and trumpets, three trombones, 
timpani and strings.

This is the fi rst Sydney Symphony performance on record of the 
overture.

‘mediæval chivalry with 
a touch of up-to-date 
Romantic nostalgia’
BRIAN NEWBOULD
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 Keynotes

BARTÓK

Born Nagyszentmiklós 
(Hungary) now Sînnicolau 
Mare (Romania), 1881
Died New York, 1945

Bartók is one of Hungary’s 
most famous composers and 
an important fi gure in 20th-
century music. He was also 
an avid collector and student 
of folk music (an early 
ethnomusicologist) and this 
infl uenced many of his works, 
especially in his use of melody, 
ornamentation and compelling, 
non-standard rhythms. 
He was also infl uenced by 
Debussy, Stravinsky and 
even Schoenberg. He is best 
known in the concert hall for 
his brilliant and evocative 
Concerto for Orchestra, while 
piano students will probably 
recall his Mikrokosmos.

VIOLA CONCERTO

This concerto keeps company 
with music such as Mozart’s 
Requiem and Elgar’s Third 
Symphony: works that were 
left unfi nished, interrupted by 
the composer’s untimely 
death. Like the Requiem, 
Bartók’s Viola Concerto was 
completed by a student, 
giving the world a profoundly 
moving work as well as one 
of the great pieces in the 
viola repertoire. The concerto 
is in three movements, 
played without pause, which 
between them carry many of 
Bartók’s musical signatures: 
rhythmic propulsion in some 
places contrasting with an 
almost vocal freedom of pulse 
in others; his ‘night music’ 
effects; and infectious folk-
infl uenced melodies.

Béla Bartók
edited Tibor Serly

Viola Concerto, Sz120 (Op. Posth.)

Moderato – 
Adagio religioso –
Allegro vivace

Ruth Killius viola

We are so keen for viola and orchestral works from the big 
names in composition that we are apt to downplay the fact 
that Béla Bartók, one of the biggest names in composition 
in the early 20th century, did not complete this work. It was, 
in fact, completed by his good friend and pupil Tibor Serly, 
drawing admittedly on a deep knowledge of Bartók’s style, 
from the 13 pages of sketches left by the composer at his 
death.

1945 was shaping up to be a good year for Bartók. After 
several dispiriting years in the USA, the premiere of his 
Sonata for solo violin, together with the Boston Symphony 
Orchestra’s premiere of the Concerto for Orchestra, 
combined with the remission of his leukemia and a more 
settled fi nancial situation, had left him in high spirits. 
Moreover he now received a number of requests for new 
compositions – his publisher Ralph Hawkes hoped for 
a new string quartet, there were feelers from various 
people for concertos, either for one or two pianos, and the 
famous violist William Primrose (eventually to retire to 
Wollongong, of all places) asked for a viola concerto.

Bartók did not know when he would be able to write all 
this music, but, after rejecting the two-piano proposal, he 
accepted an advance payment for the quartet, and agreed 
to undertake the viola work – a letter from Primrose 
dated 22 January, says how delighted he is that Bartók has 
accepted the commission, and only a matter of days later, 
on 27 January, Bartók wrote to his publisher, Hawkes, 
requesting Harold in Italy, Berlioz’s great work for solo viola 
and orchestra, presumably as a study guide.

We know that Bartók got to work very quickly. But work 
on the Third Piano Concerto, intended as a money-earner 
for his wife, soon took priority. Bartók wrote reassuringly to 
Primrose on 5 August:

However embryonic the state of the work still is, the general 
plan and ideas are already fi xed. So I can tell you that it will 
be in 4 movements: a serious Allegro, a Scherzo, a (rather 
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short) slow movement, and a fi nale beginning Allegretto and 
developing the tempo to an Allegro molto. Each movement, 
or at least 3 of them, will be preceded by a (short) recurring 
introduction (mostly solo of the viola), a kind of ritornello.

He further informed Primrose on 8 September that the 
work was ready in draft ‘so that only the score has to be 
written, which means a purely mechanical work…in fi ve or 
six weeks.’

But Bartók became ill again. On 21 September, fi ve days 
before his death, he was visited by Serly (also a violist) to 
whom he showed the almost completed score of the piano 
concerto. Asked whether the viola concerto would be ready, 
Bartók answered enigmatically: ‘Yes, and no.’ When he 
died on 26 September, it lay beside his bed on 13 pages of 
densely written manuscript.

After Bartók’s death, his widow and son asked Serly 
to complete both works. The Third Piano Concerto was 
easy; only 17 bars remained to be fi lled in. But the Viola 
Concerto was another story.

While for its creator the job of scoring the work may 
have been ‘purely mechanical’, only he knew what his 
hieroglyphics meant. Serly could not be sure what Bartók 
might not have bothered to notate. Sketches were written 
on any available space on unnumbered pages. Corrections 
had been made by rewriting elsewhere on the manuscript 
or by scratching out the errors and writing over the 
existing material. Moreover, as Sándor Kovács points out 
in The Bartók Companion, the draft of the slow movement 
was only two-thirds of a page, with the closing movement 
in most places merely an outline of the viola part.

Yet there were clues. Bartók had calculated movement 
lengths: for the fi rst movement, 10 minutes 20 seconds; 
5 minutes 10 seconds for the second movement; and 4 
minutes 45 seconds for the third. Clearly he had given up 
August’s idea of four movements, but was still sticking to 
a ‘(rather short)’ second movement. Serly knew that Bartók 
had also mentioned to Primrose that the orchestration 
would be ‘rather…more transparent than in the Violin 
Concerto’.

It took Serly many months just to work out which was 
the fi rst bar. The entire reconstruction took four years.

There have been criticisms of Serly’s reconstruction. 
Kovacs suggests that the pounding minims which precede 
the fi nal movement were intended by Bartók to precede 
the slow movement, but that Serly, unaware that there 

When asked if the viola 
concerto would be 
ready, Bartók answered: 
‘Yes, and no’.
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Tibor Serly made the fi rst 
attempt to complete the Viola 
Concerto, but his is not the 
only version in existence. 
The violist Paul Neubauer, 
for example, endorsed a 
revision prepared by Bartók’s 
son, Peter, and Nelson 
Dellamaggiore, and there 
is another, more recent, by 
Hungarian-born violist Csaba 
Erdélyi. To read a brief history 
of the versions visit:
http://www.stringsmagzine.
com/issues/Strings102/
bartok.html

was meant to be a ‘kind of ritornello’ preceding each 
movement, could not have risked reading so much into 
Bartók’s manuscript. (A modern listener, however, may 
feel that an earlier appearance of these pounding minims 
would ruin their later eff ect of propelling us into the last 
movement.) Serly also apparently ignored one of Bartók’s 
few specifi c mentions of instrumentation when he gave the 
strings rather than the timpani the accompaniment to the 
viola’s opening solo, and Kovács bemoans the loss of a truly 
original eff ect.

Serly’s reconstruction of the concerto contains many 
of Bartók’s ‘trademark’ features – the use of cadenzas to 
mark important structural divisions in the fi rst movement 
(one cadenza is almost a recitative); the ‘night music’ 
(Bartók’s typical evocation of the sporadic sounds of 
the night) in the middle of the second movement; and 
a vigorous rondo fi nale in perpetual motion, capturing 
the nature of Hungarian folk dance, with a central trio 
presenting a bagpipe tune, complete with drones in the 
bass.

Yet, as noted Bartók scholar Halsey Stevens has said, 
‘there will always be a reluctance to accept the Viola 
Concerto as an authentic work’. And since Bartók wrote 
‘vege’ (Hungarian for ‘the end’) after the double bar lines of 
the Third Piano Concerto, even with 17 bars to go, it could 
be considered that Bartók himself drew a boundary line 
around his oeuvre, with the Viola Concerto deliberately 
omitted.

But Serly was convinced that what he worked from 
‘contained’ the fi nished draft – it’s one of the reasons why 
he composed no extra music to fi ll in what gaps there 
were. And what he produced has entered the repertoire as 
one of Bartók’s most often played works.

Without Serly’s eff orts on his departed friend’s behalf, 
the world might have been deprived, as William Primrose 
noted, ‘of a sensitive and inspired work and a real 
contribution to the literature of the viola’.

GORDON KALTON WILLIAMS
SYMPHONY AUSTRALIA ©1998

The concerto calls for an orchestra of three fl utes (one doubling 
piccolo), two oboes, two clarinets and two bassoons; three horns, 
three trumpets, two trombones and tuba; timpani and percussion; 
and strings.

The Sydney Symphony fi rst performed the concerto in 1958 with 
soloist Robert Pikler, conducted by Bernard Heinze, and most 
recently in 1985 with Wolfram Christ and conductor Robert Rosen.
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 GLOSSARY

PIANISSIMO – very soft.

SCHERZO – literally, a joke; the term generally 
refers to a movement in a fast, light triple time, 
which may involve whimsical, startling or 
playful elements. The scherzo as a genre was a 
creation of Beethoven. In earlier symphonies 
by composers such as Mozart and Haydn the 
third movement of a symphony had typically 
been a minuet (also featuring a trio); in 
Beethoven’s hands it acquired a joking and 
playful character as well as a much faster tempo.

SONATA FORM – this term was conceived in 
the 19th century to describe the harmonically 
based structure most classical composers 
had adopted for the fi rst movements of 
their sonatas and symphonies. It involves 
the EXPOSITION, or presentation of themes 
and subjects: the fi rst in the tonic or home 
key, the second in a contrasting key. The 
tension between the two keys is intensifi ed 
in the DEVELOPMENT, where the themes are 
manipulated and varied as the music moves 
further and further away from the ultimate 
goal of the home key. Tension is resolved in 

the RECAPITULATION, where both subjects 
are restated in the tonic. Sometimes a CODA 
(‘tail’) is added to enhance the sense of 
fi nality.

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 religioso – slow, with a hymn-like 
    character
Allegro – fast 
Allegro con brio – fast, with spirit
Allegro molto – very fast
Allegro vivace – fast and lively
Andante – at a walking pace
Poco Allegretto – somewhat lively, not so 
    fast as Allegro
Moderato – moderately

This glossary is intended only as a quick and easy 
guide, not as a set of comprehensive and absolute 
defi nitions. Most of these terms have many subtle 
shades of meaning which cannot be included for 
reasons of space.
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Johannes Brahms 
Symphony No.3 in F, Op.90

Allegro con brio
Andante
Poco Allegretto
Allegro

The premiere of Brahms’ Third Symphony in 1883 was 
such a triumph that its overwhelmed composer felt the 
urge to cancel all his engagements. The fi rst and second 
symphonies had also enjoyed success, but with the Third 
audiences and critics responded to a new directness of 
expression and immediacy in the musical ideas. Despite 
his innovations and bold moves, Brahms had written the 
kind of symphony of which a listener might say, then and 
now: ‘I can fi nally understand Brahms straightaway.’

The critic Eduard Hanslick praised the Third 
Symphony for the ‘clear direct impact it makes the fi rst 
time one hears it’; furthermore, ‘it seems to have been 
created in the fl ush of an inspired hour’. The ‘inspired 
hour’ was in fact an inspired summer in the spa town of 
Wiesbaden – quite a diff erent scenario to the 14 years that 
Brahms spent labouring at his fi rst symphony.

Wiesbaden had off ered Brahms the idyllic pleasures 
of country life, not to mention proximity to the contralto 
Hermine Spies. It’s possible Brahms contemplated 
marriage, but Spies was considerably younger than his 50 
years and in the end there was no proposal. Perhaps the 
more wistful moments in the Third Symphony suggest 
Brahms’ resigned attitude to yet another unrequited love.

Perhaps. More than any other Brahms symphony, 
the Third attracted speculative – and wildly diff ering – 
interpretations from the outset: thwarted love; Leander 
swimming the Hellespont to his beloved Hero; a possible 
connection with Goethe’s Faust; a nationalist ‘Germania 
Symphony’; a celebration of bachelor freedoms. And after 
the premiere Clara Schumann wrote to Brahms with a 
pastoral reverie:

How the mysterious magic of sylvan life surrounds one from 
beginning to end! …In the fi rst movement, I am immediately 
enchanted by the brilliance of the new-born day, by the rays 
of the sun sparkling through the trees, by the life that awakens 
everything, by the cheerfulness radiating from all things – how 
wonderfully blissful! In the second movement, an unblemished 
idyll, I hear the faithful praying next to a little forest chapel, 

 Keynotes

BRAHMS

German composer
born 1833, Hamburg
died 1897, Vienna

Brahms might not have 
considered himself primarily 
an orchestral composer, but 
his symphonies occupy a 
fi rm place in the orchestral 
repertoire. By the time he 
wrote his third symphony, in 
the summer of 1883, he had 
come to terms with the ‘giant’ 
Beethoven but he was still 
exploring the possibilities the 
large scale symphonic form.

THIRD SYMPHONY

To understand this symphony 
listen carefully to the very 
beginning and to the end. 
The symphony opens with 
three grand chords, which 
support a rising three-note 
motif. Brahms then sends 
the motif to the bass line 
and continues to use it as a 
unifying element through the 
symphony. The conclusion 
of the fi nale marks a bold 
departure from convention: 
Brahms’ listeners wouldn’t 
have expected a symphony to 
end in this quiet, wistful way 
– the tension of the symphony 
released through a kind 
of musical transfi guration 
rather than grand, cathartic 
gestures.

The Third Symphony 
received a triumphant 
premiere on 2 December 1883, 
with Hans Richter conducting 
the Vienna Philharmonic. 
Its directness of expression, 
newfound variety of orchestral 
colour and wealth of melody 
ensured its success with 
audiences, then and now.
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the babbling brook, the games of the ladybugs and the gnats 
– there is such a humming and buzzing around me that I feel 
enveloped by all the delights of nature.

There is indeed something blissful about the Third 
Symphony, and something heroic, and self-confi dent, and 
melancholy... But these fanciful interpretations are simply 
personal expressions of the impact the symphony had on 
listeners; none begins to explain the appeal and power of 
the symphony as a whole.

Listening Guide

First there is Brahms’ sense of structure. The symphony 
is extraordinarily compact and tautly argued, and Brahms 
develops an organic unity with the intricate use of themes 
and ideas that are developed and alluded to throughout the 
symphony. In fact, he launches into the symphony with 
its single most important gesture: three dramatic chords 
supporting a rising three-note motto (F, A fl at, F). Our 
attention captured, Brahms sends the motto to the bass 
line, where it underpins one of the most impassioned 
ideas in symphonic music: a plunging violin theme, 
hovering, like the motto, between F major and F minor.

From the beginning Brahms indulges in teasing 
harmonic and rhythmic ambiguities, suffi  ciently daring 
to delight the listener but handled so deftly that, in 
Hanslick’s words, the symphony ‘manages to make an 
impact without detriment to its comprehensibility’. 
Brahms is able to combine diff erent rhythms and fl oat 
his themes between major and minor tonalities without 
losing us long the way.

There is Brahms’ use of the orchestral sound: ‘more 
generously endowed with attractive new blends of colour 
than the earlier [symphonies],’ wrote Hanslick. The 
winds enjoy new independence in the Third Symphony, 
as in the second movement (Andante) where Brahms 
juxtaposes wind and string choirs. Overall there is greater 
transparency, more detail, and a sense of chamber-music 
intimacy to the textures, even within the rich orchestral 
sonorities that Brahms creates. And in introducing his 
themes Brahms is drawn to the ‘warmest’ instruments 
of the main families: he gives important music to the 
clarinets (the mellowest of the winds), the horn (his own 
instrument), and the cello.

Then there is Brahms’ unfailing melodic gift. True, 
Brahms appeals to the intellect and has an ‘enterprising 

…Brahms’ unfailing 
melodic gift
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Brahms’ Eroica

After the Third’s premiere, 
the conductor Hans Richter 
hailed it as ‘Brahm’s Eroica’. 
An elaborate compliment 
making reference to 
Beethoven’s Third, the 
nickname inevitably invites 
comparison with the real 
Eroica. The two symphonies 
are vastly different, of 
course – they are in different 
keys, are structured 
differently and are of very 
different characters. There 
is no hero’s funeral march 
in Brahms, no wild scherzo; 
the fi nale comes to a gentle 
conclusion rather than a 
fi ercely cathartic one. And 
far from being his longest 
symphony to date (as 
Beethoven’s Eroica was) the 
Third was Brahms’ shortest 
and most compact. At the 
same time, there is a heroic 
quality in the strength and 
assuredness of Brahms’ 
music, in the assertive 
opening, and in the initial 
exhilaration of the fi nale.

strength’, but his deeply lyrical music also brims with 
impassioned expression and rich sensuality. Nowhere 
is this more apparent than in the third movement (Poco 
Allegretto). The main theme of this gentle ‘intermezzo’ 
is one of Brahms’ most perfect melodies – disarmingly 
simple, but full of artful irregularities – and it is 
given to the cellos, who are asked to play ‘half voice’ 
and expressively. The result is a glorious melancholy 
unparalleled in the symphonies.

Finally, there is the coda of the fourth movement: 
Brahms’ the boldest departure from convention, and 
the most unexpected. Beethoven’s legacy ensured that 
weight of a Romantic symphony would be found in its 
fi nal movement. No longer could a composer end with a 
frothy, spirited rondo, instead the musical tensions and 
thematic ideas of the symphony would seek resolution in 
a magnifi cent fi nale.

Brahms understands this, but with tremendous 
ingenuity he gives the fi nale of his Third Symphony 
a twist in the tail. It begins with suppressed agitation 
and stark textures, alludes to a sighing theme from the 
Andante, and builds to the expected stormy exhilaration 
as full orchestra and a wealth of musical ideas ‘jostle for 
supremacy’. Then the tempo slows. Shimmering colours 
from muted and pizzicato strings, the fl ute in its high 
register, and fl oating wind chords transfi gure the opening 
ideas of the symphony: the three-note motif and the 
plunging violin theme. The pianissimo ending may not be 
triumphant but it is sublime.

YVONNE FRINDLE 
SYDNEY SYMPHONY ©2007

The orchestra for Brahms’ Third Symphony comprises pairs of 
fl utes, oboes, clarinets, bassoons, and contrabassoon; four horns, 
two trumpets and three trombones; timpani and strings.

The Sydney Symphony fi rst performed Brahms’ Third Symphony 
in 1939 under Malcolm Sargent, and most recently in 2007 under 
Gianluigi Gelmetti.
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A TRIBUTE TO REX ELLIS (1922–2009)

In August, those associated with the ABC and Australia’s symphony orchestras were 
saddened to learn of the death of Rex Ellis at the age of 86. He had joined the ABC as 
a cadet shortly before the outbreak of World War II and returned to the NSW Concerts 
division after serving in the RAAF. He was appointed Assistant Concert Manager 
then, in rapid succession in 1952, Concert Manager for Queensland then Victoria. 
In 1960 he returned to Sydney as Concert Manager for New South Wales and later 
became ABC Federal Director of Concerts. By the early 1980s he was ABC Controller 
of Administrative Services and then Acting Assistant General Manager. Rex Ellis was 
always pro-music. His interests lay in the promotion and presentation of the ABC’s 
orchestras and his efforts were always in the interests of the orchestras and building 
their audiences. When he retired from the ABC in 1985 he left behind countless 
invaluable systems for the effi cient operation of the concert division and the general 
operation of the corporate body.

Alan Ziegler, whose career in concert administration has included 21 years in ABC 
concerts – separated by 25 years in publishing – including six years as New South Wales 
Concert Manager and eight years as ABC National Program Co-ordinator, worked 
closely with Rex Ellis and came to consider him a dear friend. He writes in tribute…

I fi rst met Rex when I was 16, in March 
1947. For the fi rst three years I would 
see him at Sydney Town Hall. The Youth 
Concerts (now Meet the Music) had just 
begun and my position of President of the 
newly formed Youth Concerts Committee 
brought us in contact. At fi rst I found him 
very reserved and not easy to get to know. 
I didn’t appreciate then – I wasn’t even 
aware until I learned some 12 years later 
– that a harrowing three years navigating 
and piloting Wembley bombers in 33 
operations over Europe doesn’t lead to 
eff ortless warm handshakes and instant 
mateship. By no means did Rex accept all 
of those with whom he worked as friends 
– one had to earn his friendship. But with 
his friendship came a trust and a loyalty 
which I had cause to value on more than 
one occasion.

Rex had his own language and his own 
sense of humour – one of the many things 
which made Rex worth knowing. An 
impertinent or unwarranted suggestion 
would earn ‘I’ll drop ya, ya mug.’ Concert 
work often required tact in awkward 
situations, and Rex would off er helpful 
advice so you wouldn’t ‘hit them over the 
head with a baseball bat.’ On the other 
hand, when one was on the receiving 
end of a disappointing decision – and 
there were many such occasions – his 
consolation was less than meagre: the 
result was always ‘better than a poke in the 
eye with a sharp stick.’

I soon came to appreciate Rex as a highly 
organised and effi  cient offi  cer. He believed 
an effi  cient fi ling system made for an 
effi  cient offi  ce where everything worked 
well and quickly. But when he arrived 

“REE” – Rex Ernest Ellis
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Rex Ellis was awarded: “Ellis, Rex Ernest, AM,1988, for 
services to music, particularly as an organiser of concerts”. 
This photo shows him in Canberra after his investiture – 
the only occasion on which he wore the decoration.

in Melbourne – he told me over a rare 
quiet beer in 1955 – he had a fi eld day. For 
the fi rst few days he was frustrated that 
the aged fi ling clerk – who was also the 
typist attending to offi  ce enquiries and 
subscription lists in the under-staff ed 
department of four – would take eons 
to unearth a letter. When in desperation 
he demanded to see the fi ling cabinet he 
found four drawers, only one occupied – 
with two enormous bulging manila folders, 
approaching six inches thick. The larger 
was labelled: Miscellaneous Letters, 
the other: Miscelleaneous Memos.

Many of his associates were unaware that 
the middle E was for Ernest, and earnest 
he most certainly was in everything 
he did. He was an excellent cricketer, 
an award-winning dancer, carried out 
every project with extreme care and 

precision – in his home life as well as in 
work – omitted no details, and drew every 
activity to a successful conclusion, much 
to the envy of those around him. In his 
later life as he occupied higher and even 
more demanding positions, he instituted 
reforms and systems which would greatly 
benefi t the ABC, its senior offi  cers and 
departments well into the future.

One of Rex’s most endearing qualities was 
his innate modesty; he rarely discussed 
his achievements, which were many. Apart 
from knowing nothing about his wartime 
record until it cropped up quite casually 
in conversation at the end of the fi fties, 
I was completely unaware, until the day of 
his funeral, that he had been awarded an 
AM in 1988! 

Rex was a great family man. I saw his 
fi ve children grow up, all a credit to him, 
and admired his perfect marriage to his 
lovely and ever-loving wife, Bette. Only 
a few weeks before Rex passed away, 
Bette told me he had been a wonderful 
man. In his working life, Rex had left 
a trail of achievements behind him. 
At the service in Our Lady of Lourdes, 
Earlwood, his children and their spouses, 
his 13 grandchildren and two great 
grandchildren occupied six long pews.

Rex became a friend to many overseas 
artists, with whom he regularly 
corresponded. He was greatly respected 
by his ABC colleagues, senior and junior, 
some of whom became very close friends; 
almost all of these have passed on before 
him. For me, Rex was my very best friend.
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Proud partner of the Sydney Symphony

Judged in the 2007 Australian 
Business Arts Foundations Awards 
as one of the three best partnerships 
in the state, Tenix’s major partnership 
of the Sydney Symphony education 
program has helped deliver music 
appreciation and education to the 
youth of NSW. 

Tenix strongly supports education 
and training across its infrastructure 
services business and is proud 
to support Sydney Symphony’s 
education program.

“Thank you for making such a 
program possible. We are a very 
small school and often can’t afford 
to get music groups in. The program 
is a fantastic way of going into more 
depth with pieces and then seeing 
the performance. The children get 
much more out of the performance 
this way. Thank you.” 
Local school teacher
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 MORE MUSIC

Selected Discography

SCHUBERT

To hear the complete Alfonso und Estrella try the 
recording conducted by Otmar Suitner with a cast 
including Dietrich Fischer-Dieskau.
BERLIN CLASSICS 2156

BARTÓK

Bartók’s Viola Concerto was intended for William 
Primrose, and there is a recording of him playing it in 
concert in 1951 with the Royal Concertgebouw Orchestra 
and Otto Klemperer. Visit www.pristineclassical.com for 
either a CD-quality download or purchase in disc form.
PRISTINE CLASSICAL CD-752

For a modern sound, try the acclaimed recording 
made by Ruth Killius’ teacher, Kim Kashkashian, with 
Netherlands Radio Chamber Orchestra and Peter 
Eötvös.
ECM 465 420

BRAHMS

Nikolaus Harnoncourt’s recording of the complete 
Brahms symphonies with the Berlin Philharmonic 
won him the 1999 Grammy Award for Best Orchestral 
Performance.
TELDEC 13136

KILLIUS & ZEHETMAIR

The Zehetmair String Quartet plays Bartók’s fi rst and 
fourth quartets for the ECM label.
ECM 465 776

And they pair Bartók’s String Quartet No.5 with 
Hindemith’s fourth quartet for the same label.
ECM 476 5779

Thomas Zehetmair plays the fi ve Mozart violin concertos 
with the Orchestra of the 18th Century and Frans 
Brüggen. Ruth Killius joins them for the masterpiece 
on the disc: Mozart’s Sinfonia concertante, K364.
GLOSSA 921108

Zehetmair’s most recent solo release is a recording of 
the 24 Caprices by Paganini.
ECM 001326402

And he has recorded the Bartók violin concertos with 
Iván Fischer and the Budapest Festival Orchestra.
BERLIN CLASSICS 1134

Zehetmair’s recordings as a conductor include 
Schumann’s Fourth Symphony with the Northern 
Sinfonia. On the same disc he plays Brahms’ Violin 
Concerto, directing from the violin.
AVIE 2125

More recently he has recorded the third and sixth 
symphonies of Sibelius with the same orchestra, 
matching it with Stravinsky’s Violin Concerto in D, 
again directed from the violin.
AVIE 2150

OCTOBER

2 Oct, 8pm
LONDON CALLING
Mark Wigglesworth conductor
Michael Dauth violin
Roger Benedict viola
Cantillation chorus
Britten, Vaughan Williams, Elgar

23 Oct, 8pm
A TRIBUTE TO LOUIS ARMSTRONG
Marc Taddei conductor
James Morrison trumpet
Emma Pask vocals
with Carl Dewhurst, Gordon Rytmeister and 
Cameron Undy

23 Oct, 10pm
MENDELSSOHN VIOLIN CONCERTO
Hugh Wolff conductor
Isabelle Faust violin

 Broadcast Diary

 2MBS-FM 102.5
SYDNEY SYMPHONY 2009
13 October, 6pm
What’s on in concerts, with interviews and music.

 Webcast Diary

 Selected Sydney Symphony concerts are recorded for 
webcast by BigPond and are available On Demand. 
Visit: sydneysymphony.bigpondmusic.com
September webcasts:
MEET THE CONCERTO 
DIANNE REEVES 

Available On Demand

 Sydney Symphony Online
 Visit the Sydney Symphony at sydneysymphony.com 
for concert information, podcasts, and to read the 
program book in advance of the concert.
Become a fan on Facebook at 
http://tinyurl.com/facebook-SSO (or search for “Sydney 
Symphony” from inside your Facebook account).
Follow us on Twitter at twitter.com/sso_notes for 
program alerts and musical curiosities, straight from 
the editor’s desk.

 Have Your Say

Tell us what you thought of the concert at 
sydneysymphony.com/yoursay 
or email: yoursay@sydneysymphony.com
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Thomas Zehetmair conductor

 ABOUT THE ARTISTS

Thomas Zehetmair is highly respected worldwide as a 
violinist, conductor, and chamber musician. He appears 
regularly as a soloist with the leading orchestras on all 
fi ve continents, and has recorded nearly the entire violin 
repertoire.

He is particularly committed to performing 
contemporary music and has given a number of 
premieres, including the violin concerto written for him 
by Heinz Holliger and concertos by James Dillon and 
Hans-Jürgen von Bose. Last season he also performed 
the Zimmermann Violin Concerto with the Berlin 
Philharmonic as well as appearing with the Berlin 
Konzerthaus Orchestra (Berg) and the Staatskappelle 
Berlin (Carter), and he presented a chamber music 
program at the Lincoln Center in honour of Elliott 
Carter’s 100th birthday.

He has attracted international attention as a chamber 
musician with the Zehetmair Quartet, which he co-
founded in 1994, and which has won numerous awards 
for its recordings.

In 2002 his work as a conductor was recognised with 
his appointment as music director of the Northern 
Sinfonia. International touring and recordings document 
this successful artistic collaboration. As a guest conductor 
he works closely with such orchestras as the Vienna and 
Basel Chamber Orchestras, the Bamberg Symphony 
Orchestra, the Helsinki Philharmonic Orchestra, the 
Saint Paul Chamber Orchestra, the Rotterdam 
Philharmonic Orchestra, and the London Philharmonic 
Orchestra. He has also made guest appearances with 
the Camerata Academica Salzburg, Barcelona Symphony 
Orchestra, MDR Sinfonie Orchester Leipzig, Ensemble 
Orchestral de Paris and the Budapest Festival Orchestra, 
and he maintains a close association with the Orchestra 
of the 18th Century.

In recognition of his varied artistic activities Thomas 
Zehetmair received the certifi cate of honour of the 
German Record Critics’ Award (2005) and the Karl Böhm 
Interpretation Award (2005) of the Austrian state of Styria. 
He also holds an honorary doctorate from the Franz Liszt 
Music Academy in Weimar.

This is Thomas Zehetmair’s fi rst appearance with the 
Sydney Symphony.
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NRuth Killius studied with Ulrich Koch and Kim 

Kashkashian, and was principal violist of Camerata Bern 
from 1993 to 1996. As a soloist she has performed with 
such orchestras as the Boston Symphony Orchestra, 
the Residentie Orchestra, Basel Symphony Orchestra, 
Budapest Festival Orchestra, Vienna Chamber Orchestra, 
MDR Symphony Orchestra Leipzig, Orchestra Ensemble 
Kanazawa, and the Australian Chamber Orchestra, and she 
tours extensively with the Orchestra of the 18th Century. 
She is an equally welcome guest at international festivals, 
including Lucerne, Schleswig-Holstein, Edinburgh, and 
Helsinki, and she appears frequently in duo recitals with 
Thomas Zehetmair.

Her extensive repertoire encompasses both the 
standard literature and contemporary music, and she 
has collaborated in many world premieres, among them 
Elliott Carter’s Oboe Quartet with Heinz Holliger and 
Brian Ferneyhough’s String Trio with members of the 
Ensemble Contrechamps, Geneva. Last year she took part 
in the festivities celebrating Elliott Carter’s 100th birthday, 
appearing in two concerts in New York.

In 1994 she was co-founder of the Zehetmair Quartet, 
which now numbers among the world’s leading string 
quartets. Their recording of the Schumann quartets 
received several prizes, including the Gramophone Award 
(Record of the Year), the Diapason d’Or, and the Edison 
Award. This year the Zehetmair Quartet has appeared at 
the Hong Kong Festival and been Quartet in Residence 
at the Printemps des Arts Festival in Monte Carlo.

Ruth Killius was professor of viola at the Johannes 
Gutenberg University in Mainz from 2001 to 2003.

This is her fi rst appearance with the Sydney Symphony. 
During this Australian tour she has also appeared with 
the West Australian Symphony Orchestra (Bartók) and 
with the Melbourne Symphony Orchestra and Thomas 
Zehetmair in Mozart’s Sinfonia concertante, K364.

Ruth Killius viola
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 THE SYDNEY SYMPHONY
 PATRON  Her Excellency Professor Marie Bashir AC CVO, Governor of New South Wales
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 Founded in 1932, the Sydney Symphony 
has evolved into one of the world’s fi nest 
orchestras as Sydney has become one of the 
world’s great cities.

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. Last year 
the Sydney Symphony toured Italy, and in 
October 2009 will tour to Asia.

The Sydney Symphony’s fi rst Chief 
Conductor was Sir Eugene Goossens, 
appointed in 1947; he was followed by 
conductors such as Nicolai Malko, Dean 
Dixon, Willem van Otterloo, Louis Frémaux, 
Sir Charles Mackerras, Stuart Challender, 
Edo de Waart and, most recently, Gianluigi 
Gelmetti. The Orchestra’s history also boasts 
collaborations with legendary fi gures such 
as George Szell, Sir Thomas Beecham, Otto 
Klemperer and Igor Stravinsky.

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 and 
promotes the work of Australian composers 
through performances and recordings. 
Recent premieres have included major works 
by Ross Edwards, Liza Lim, Lee Bracegirdle 
and Georges Lentz, and the Orchestra’s 
recording of works by Brett Dean was 
released last year on the BIS and Sydney 
Symphony Live labels.

Other releases on the Orchestra’s own 
label, established in 2006, include 
performances with Alexander Lazarev, 
Gianluigi Gelmetti and Sir Charles 
Mackerras, as well as a recording of rare 
Rachmaninoff  chamber music with 
Vladimir Ashkenazy.

This year Vladimir Ashkenazy begins 
his tenure as Principal Conductor and 
Artistic Advisor.



23 | Sydney Symphony

 MUSICIANS

 Dene Olding
Concertmaster Chair
supported by the Sydney
Symphony Board and Council

 
Vladimir Ashkenazy
Principal Conductor and
Artistic Advisor

 Michael Dauth
Concertmaster Chair
supported by the Sydney
Symphony Board and Council

Second Violins
01 02 03 04 05 06 07

08 09 10 11 12

 First Violins
 01 02 03 04 05 06 07

10 11 12 13 1408 09

  First Violins
01 Sun Yi
 Associate Concertmaster
02 Kirsten Williams
 Associate Concertmaster
03 Kirsty Hilton
 Assistant Concertmaster
04 Fiona Ziegler
 Assistant Concertmaster
05 Julie Batty
06 Sophie Cole
07 Amber Gunther
08 Jennifer Hoy
09 Jennifer Johnson
10 Georges Lentz
11 Nicola Lewis
12 Alexandra Mitchell
13 Léone Ziegler
14 Brielle Clapson
 Marianne Broadfoot

  Second Violins
01 Marina Marsden
 Principal
02 Emma West
 A/Associate Principal
03 Shuti Huang
 A/Assistant Principal
04 Susan Dobbie
 Principal Emeritus
05 Maria Durek
06 Emma Hayes
07 Stan W Kornel
08 Benjamin Li
09 Nicole Masters
10 Philippa Paige
11 Biyana Rozenblit
12 Maja Verunica

Katherine Lukey 
First Violin

Emily Qin 
First Violin#

Robin Wilson 
First Violin

Alexandra D’Elia 
Second Violin#

Alexander Norton 
Second Violin

# = Contract Musician

 Guest Musicians
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 MUSICIANS

  Violas
01 Roger Benedict
 Andrew Turner and 
 Vivian Chang Chair of 
 Principal Viola
02 Anne Louise Comerford
 Associate Principal
03 Yvette Goodchild
 Assistant Principal
04 Robyn Brookfi eld
05 Sandro Costantino
06 Jane Hazelwood
07 Graham Hennings
08 Mary McVarish
09 Justine Marsden
10 Leonid Volovelsky
11 Felicity Wyithe
 Stuart Johnson

  Cellos
01 Catherine Hewgill 
 Principal Cello
 Tony and Fran Meagher
 Chair
02 Timothy Walden 
 Principal
03 Leah Lynn
 Assistant Principal
04 Kristy Conrau
05 Fenella Gill
06 Timothy Nankervis
07 Elizabeth Neville
08 Adrian Wallis
09 David Wickham

  Double Basses
01 Kees Boersma
 Principal
02 Alex Henery
 Principal
03 Neil Brawley
 Principal Emeritus
04 David Campbell
05 Steven Larson
06 Richard Lynn
07 David Murray

  Harp
 Louise Johnson
 Principal Harp
 Mulpha Australia Chair 
 
 Flutes
01 Janet Webb 
 Principal
02 Emma Sholl
 Associate Principal 
 Flute
 Robert and Janet 
 Constable Chair
03 Carolyn Harris

  Piccolo
 Rosamund Plummer
 Principal

Violas
 01  02  03  04  05  06  07

08 09 10 11
Cellos
 01  02  03

 04  05  06  07  08  09

Double Basses
 01  02  03  04  05  06  07

Harp Flutes
 01  02  03

Piccolo
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 MUSICIANS

  Oboes
01 Diana Doherty 
 Principal Oboe 
 Andrew Kaldor and 
 Renata Kaldor AO Chair 
02 Shefali Pryor
 Associate Principal
 David Papp

 Cor Anglais
 Alexandre Oguey
 Principal

 Clarinets
01 Lawrence Dobell 
 Principal
02 Francesco Celata
 Associate Principal
03 Christopher Tingay

 Bass Clarinet
 Craig Wernicke
 Principal

  Bassoons
01 Matthew Wilkie
 Principal
02 Roger Brooke
 Associate Principal
03 Fiona McNamara
 
 Contrabassoon
01 Noriko Shimada
 Principal

 Horns
01 Robert Johnson
 Principal
02 Ben Jacks
 Principal
03 Geoff O’Reilly
 Principal 3rd
04 Lee Bracegirdle
05 Euan Harvey
06 Marnie Sebire

  Trumpets
01 Daniel Mendelow 
 Principal
02 Paul Goodchild 
 Associate Principal
 Trumpet
 The Hansen Family Chair
03 John Foster
04 Anthony Heinrichs

 Trombone
01 Ronald Prussing
 Principal Trombone 
 NSW Department of 
 State and Regional 
 Development Chair 
02 Scott Kinmont
 Associate Principal
03 Nick Byrne
 RogenSi International 
 Chair

  Bass Trombone
 Christopher Harris 
 Principal 
 
 Tuba
 Steve Rossé
 Principal

 Timpani
 Richard Miller
 Principal
 Mark Robinson

  Percussion
01 Rebecca Lagos
 Principal
02 Colin Piper

 Piano
 Josephine Allan
 Principal (contract)

Oboes
 01  02

Cor Anglais Clarinets
 01  02  03

Bass Clarinet

Bassoons
 01  02  03

Contrabassoon Horns
 01  02  03

 04  05 06
Trumpets
01 02 03 04

Trombones
 01  02  03

Bass Trombone Tuba Timpani
 01

Percussion
 01  02

Piano

Nicholas Carter
Assistant Conductor
supported by
Symphony Australia
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SALUTE

 PRINCIPAL PARTNER

 The Company is assisted by Arts NSW, 
Department of the Arts, Sport and 

Recreation

 GOVERNMENT PARTNERS

 PLATINUM PARTNERS

 MAJOR 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.

BRONZE PARTNERS MARKETING PARTNERS  PATRONS

 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.

Lindsay Yates and Partners

2MBS 102.5 
– Sydney’s Fine Music Station

 Australia Post

Bimbadgen Estate Wines

Vittoria Coffee

MA

Li

SILVER PARTNERS

 REGIONAL TOUR PARTNERS
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DIRECTORS’ CHAIRS

 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
Louise Johnson
Principal Harp
Mulpha Australia Chair 

02
Richard Gill OAM

Artistic Director Education  
Sandra and Paul Salteri 
Chair 

03
Ronald Prussing
Principal Trombone
NSW Department of 
State and Regional 
Development Chair 

04
Michael Dauth and 
Dene Olding
Board and Council of 
the Sydney Symphony 
support the Concertmaster 
Chairs

05
Nick Byrne
Trombone
RogenSi Chair 
with Gerald Tapper, 
Managing Director 
RogenSi

06
Diana Doherty
Principal Oboe 
Andrew Kaldor and 
Renata Kaldor AO Chair 

07
Paul Goodchild 
Associate Principal Trumpet
The Hansen Family Chair

08
Catherine Hewgill 
Principal Cello
Tony and Fran Meagher 
Chair

09
Emma Sholl 
Associate Principal Flute
Robert and Janet Constable
Chair

 01  02  03

04 05  06

 07  08 09
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 PLAYING YOUR PART

 The Sydney Symphony gratefully acknowledges the music lovers who donate to the 
Orchestra each year. Each gift plays an important part in ensuring our continued 
artistic excellence and helping to sustain important education and regional touring 
programs. Please visit sydneysymphony.com/patrons for a list of all our donors, 
including those who give between $100 and $499.

 $10,000+
Brian Abel 
Geoff & Vicki Ainsworth
Mr Robert O Albert AO

Mr Terrey & Mrs Anne Arcus
Alan & Christine Bishop 
Tom Breen & Rachael Kohn
Sandra & Neil Burns 
Mr Ian & Mrs Jennifer Burton 
Libby Christie & Peter James 
Mr John C Conde AO 
Robert & Janet Constable
Mrs Ashley Dawson-Damer 
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 James Graham AM & 
   Mrs Helen Graham 
Mr David Greatorex AO & 
   Mrs Deirdre Greatorex 
The Hansen Family 
Mr Andrew Kaldor &
Mrs Renata Kaldor AO 
H Kallinikos Pty Ltd 
Mrs Joan MacKenzie 
Tony & Fran Meagher
Mrs T Merewether OAM 
Mr B G O’Conor 
Mrs Roslyn Packer AO 
The Paramor Family 
The Ian Potter Foundation 
Rodney Rosenblum AM & 
   Sylvia Rosenblum 
Mr Paul & Mrs Sandra Salteri 
Mrs Penelope Seidler AM

Mrs Joyce Sproat & Mrs Janet 
   Cooke 
Mr Peter Weiss AM & Mrs Doris 
   Weiss
Westfi eld Group
Ray Wilson OAM & the late 
   James Agapitos OAM

In memory of G S Wronker
Anonymous (2)

$5,000–$9,999
Mrs Antoinette Albert
Mr Roger Allen & Mrs Maggie 
   Gray
Mr Donald Campbell & Dr 
   Stephen Freiberg
Mr Robert & Mrs L Alison Carr
Mrs Emily Chang 
Mr Bob & Mrs Julie Clampett 
James & Leonie Furber
Mr Robert Gay 
Mr Stephen Johns 
Ms Ann Lewis AM

Helen Lynch AM & Helen Bauer
Mr David Maloney 

The Perini Family Foundation
Miss Rosemary Pryor 
Bruce & Joy Reid Foundation
Mrs Helen Selle 
The Sherry Hogan Foundation 
David Smithers AM & Family 
Ms Gabrielle Trainor 
In memory of Dr William & 
   Mrs Helen Webb 
Michael & Mary Whelan Trust 
Geoff Wood & Melissa Waites
Anonymous (2)

$2,500–$4,999
Mr David Barnes 
Mr Charles Barran 
Ms Jan Bowen 
Ms Jane Brodribb & Mr Colin 
   Draper
Mrs Lenore P Buckle 
Mr Peter Coates
Prof Christine Deer
Ms Elise Fairbairn-Smith
Hilmer Family Trust 
Irwin Imhof in memory of 
   Herta Imhof 
Mr Bob Longwell
The Magid Foundation
Justice Jane Mathews AO

Judith McKernan
Mr & Mrs David Milman 
Mr James & Mrs Elsie Moore 
Mr Ernest & Mrs Judith Rapee
Anonymous (2)

$1,000–$2,499
Charles & Renee Abrams
Ms Robin E Amm AM

Mr Henri W Aram OAM 
Doug & Alison Battersby 
Ms Jo-Anne Beirne
Mr Stephen J Bell 
Nicole Berger 
Mr Mark Bethwaite
Mr Alexander & Mrs Vera 
   Boyarsky 
Mr David S Brett 
Mr Maximo Buch 
M Bulmer
Debby Cramer & Bill Caukill 
Mr John Cunningham SCM & 
   Mrs Margaret Cunningham 
Lisa & Miro Davis 
Ms Michelle Hilton Vernon
Ian Dickson & Reg Holloway
Mr Russell Farr
Mr Ian Fenwicke & Prof Neville 
   Wills 
Firehold Pty Ltd
Ms Annette Freeman
Warren Green
Anthony Gregg & Deanne 
   Whittleston 
Mrs Akiko Gregory 

Miss Janette Hamilton 
Ms Ann Hoban 
The Hon David Hunt AO QC & 
   Mrs Margaret Hunt
Mrs Greta James 
Dr Michael Joel AM & 
   Mrs Anna Joel 
Ms Judy Joye
Mr & Mrs E Katz 
Mrs Margaret Keogh 
Mr Simon Kerr
Miss Anna-Lisa Klettenberg
Mr & Mrs Gilles T Kryger 
Mr Justin Lam
Dr Barry Landa
Mrs Alexandra Martin & 
   the late Mr Lloyd Martin AM 
Mrs Mora Maxwell 
Mr Robert & Mrs Renee 
   Markovic
Wendy McCarthy AO 
Mr Matthew McInnes 
Mrs Barbara McNulty OBE

Kate & Peter Mason 
Mr & Mrs Obermeier
Mr R A Oppen 
Mr Robert Orrell 
Mr & Mrs Ortis
Mrs Jill Pain 
Timothy & Eva Pascoe 
Ms Patricia Payn 
Mrs Almut Piatti
Mr Adrian & Mrs Dairneen 
   Pilton
Ms Robin Potter 
Dr K D Reeve AM 
Mrs Patricia H Reid 
Dr John Roarty in memory of 
   Mrs June Roarty
Pamela Rogers 
Mr Brian Russell & Mrs Irina 
   Singleman
In memory of H St P Scarlett
Ms Juliana Schaeffer
Robyn Smiles 
The Hon. Warwick Smith
Mr Ezekiel Solomon
Catherine Stephen 
Mr Fred & Mrs Dorothy Street 
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 To discuss giving 
opportunities, please call 
Caroline Sharpen on 
(02) 8215 4619. 
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Ray Wilson OAM & the late James Agapitos OAM

 Maestro’s Circle

 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, NSW Department of Industry and 
Investment

Mark Duffy 
Deputy Director-General, Energy and Minerals Division, 
NSW Department of Industry and Investment

Colin Bloomfi eld 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 

Peter King Royal Agricultural Society

Gerard Lawson Sunrice

Grant Cochrane The Land



31 | Sydney Symphony

 Sydney Symphony Staff

SALES AND MARKETING

DIRECTOR OF SALES & 
MARKETING

Mark J Elliott

MARKETING MANAGER,
SUBSCRIPTION SALES

Rebecca MacFarling

MARKETING MANAGER,
CLASSICAL SALES

Simon Crossley-Meates

MARKETING MANAGER,
COMMERCIAL SALES & RECORDINGS

Penny Evans

ONLINE MANAGER

Kate Taylor

MARKETING & MEDIA ASSOCIATE

Antonia Farrugia

GRAPHIC DESIGNER

Christie Hutchinson

DATA ANALYST

Kent Prusas

Box Offi ce

ACTING MANAGER OF TICKETING &
CUSTOMER SERVICE

Pamela McMillan

BOX OFFICE COORDINATOR

Natasha Purkiss

CUSTOMER SERVICE 
REPRESENTATIVES

Michael Dowling
Erich Gockel
Matt Lilley
Rachel McLarin

Publications

PUBLICATIONS EDITOR AND 
MUSIC PRESENTATION MANAGER

Yvonne Frindle

PUBLIC RELATIONS

PUBLIC RELATIONS MANAGER

Yvonne Zammit

 MANAGING DIRECTOR

Rory Jeffes

EXECUTIVE TEAM ASSISTANT

Lisa Davies-Galli

ARTISTIC OPERATIONS

DIRECTOR OF ARTISTIC PLANNING

Peter Czornyj

Artistic Administration

ARTISTIC ADMINISTRATION MANAGER

Raff Wilson

ARTIST LIAISON MANAGER

Ilmar Leetberg

Education Programs

EDUCATION MANAGER

Kim Waldock

EDUCATION DEVELOPMENT MANAGER

Bernie Heard

EDUCATION ASSISTANT

Rebecca Whittington

Library

LIBRARIAN

Anna Cernik

LIBRARY ASSISTANT

Victoria Grant

LIBRARY ASSISTANT

Mary-Ann Mead

DEVELOPMENT

HEAD OF CORPORATE RELATIONS

Leann Meiers

CORPORATE RELATIONS EXECUTIVE

Julia Owens

CORPORATE RELATIONS EXECUTIVE

Seleena Semos

Philanthropy

HEAD OF PHILANTHROPY

Caroline Sharpen

DEVELOPMENT EXECUTIVE

Kylie Anania

DEVELOPMENT COORDINATOR

Georgia Wilton

ORCHESTRA MANAGEMENT

DIRECTOR OF ORCHESTRA 
MANAGEMENT

Aernout Kerbert

ACTING DEPUTY ORCHESTRA 
MANAGER

Greg Low

ACTING ORCHESTRAL 
COORDINATOR

Stephanie Mirow

OPERATIONS MANAGER

Kerry-Anne Cook

TECHNICAL MANAGER

Derek Coutts

PRODUCTION COORDINATOR

Tim Dayman

PRODUCTION COORDINATOR

Ian Spence

STAGE MANAGER

Peter Gahan

BUSINESS SERVICES

DIRECTOR OF FINANCE

John Horn

FINANCE MANAGER

Ruth Tolentino

ACCOUNTS ASSISTANT

Li Li

PAYROLL OFFICER

Usef Hoosney

HUMAN RESOURCES

HUMAN RESOURCES MANAGER

Ian Arnold

COMMERCIAL ENTERPRISES

RECORDING ENTERPRISES 
EXECUTIVE

Philip Powers



 This is a PLAYBILL / SHOWBILL publication 

Publisher 
Playbill Proprietary Limited / 
Showbill Proprietary Limited 
ACN 003 311 064    ABN 27 003 311 064 

Head Offi ce:
1017 Pacifi c Highway, Pymble, NSW 2073 

Telephone: (02) 9449 6433  
Fax: (02) 9449 6053 
E-mail: admin@playbill.com.au
Website: www.playbill.com.au

Operating in Sydney, Melbourne, Canberra, Brisbane, 
Adelaide, Perth, Hobart and Darwin

EXECUTIVE CHAIRMAN 

Brian Nebenzahl OAM, RFD 

MANAGING DIRECTOR 

Michael Nebenzahl 

EDITORIAL DIRECTOR 

Jocelyn Nebenzahl 

MANAGER – PRODUCTION & GRAPHIC DESIGN 

Debbie Clarke 

By arrangement with the Sydney Symphony, this publication is 
offered free of charge to its patrons subject to the condition that 
it shall not, by way of trade or otherwise, be sold, hired out or 
otherwise circulated without the publisher’s consent in writing.
It is a further condition that this publication shall not be circulated 
in any form of binding or cover than that in which it was published, 
or distributed at any other event than specifi ed on the title page of 
this publication.

Overseas Operations: 

Welington: Playbill (NZ) Limited, 
Level 1, 100 Tory Street, Wellington, New Zealand 6011; 
(64 4) 974 4460, Fax (64 4) 385 8899.  
Auckland: Mt. Smart Stadium, Beasley Avenue, Penrose, 
Auckland; (64 9) 571 1607, Fax (64 9) 571 1608, Mobile 6421 741 148, 
Email: admin@playbill.co.nz 
London: Playbill UK Limited, C/- Everett Baldwin Barclay 
Consultancy Services, 35 Paul Street, London EC2A 4UQ; 
(44) 207 628 0857, Fax (44) 207 628 7253. 
Hong Kong: Playbill (HK) Limited, C/- Fanny Lai, Rm 804, 
8/F Eastern Commercial Centre, 397 Hennessey Road, 
Wanchai HK 168001 WCH 38; (852) 2891 6799; Fax (852) 2891 1618. 
Malaysia: Playbill (Malaysia) Sdn Bhn, C/- Peter I.M. Chieng & 
Co., No.2-E (1st Floor) Jalan SS 22/25, Damansara Jaya, 47400 
Petaling Jaya, Selangor Darul Ehsan, Malaysia; (60 3) 7728 5889; 
Fax (60 3) 7729 5998. 
Singapore: Playbill (HK) Limited, C/- HLB Loke Lum Consultants 
Pte Ltd, 110 Middle Road #05-00 Chiat Hong Building, Singapore 
188968; (65) 6332 0088; Fax (65) 6333 9690. 
South Africa: Playbill South Africa Pty Ltd, C/- HLB Barnett Chown 
Inc., Bradford House, 12 Bradford Road, Bedfordview Johannesburg, 
SA 2007; (27) 11856 5300, Fax (27) 11856 5333. 

All enquiries for advertising space in this publication should be 
directed to the above company and address. 

Entire concept copyright. Reproduction without permission in 
whole or in part of any material contained herein is prohibited. 

Title ‘Playbill’ is the registered title of Playbill Proprietary Limited. 

Title ‘Showbill’ is the registered title of Showbill Proprietary Limited. 

Additional copies of this publication are available by post from the 
publisher; please write for details. 

15798 – 1/230909 – 37 S77/79

 SYDNEY OPERA HOUSE TRUST
Mr Kim Williams AM (Chair)
Mr John Ballard
Ms Catherine Brenner
Rev Dr Arthur Bridge AM

Mr Wesley Enoch
Ms Renata Kaldor AO

Mr Robert Leece AM RFD

Ms Sue Nattrass AO

Mr Leo Schofi eld AM

Mr Evan Williams AM

EXECUTIVE MANAGEMENT
CHIEF EXECUTIVE  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Richard Evans
DIRECTOR, BUILDING DEVELOPMENT & MAINTENANCE . . Greg McTaggart
DIRECTOR, TOURISM & VISITOR OPERATIONS. . . . . . . . . . . Maria Sykes
DIRECTOR, FINANCE & INNOVATION . . . . . . . . . . . . . . . . . . . . David Antaw
DIRECTOR, MARKETING & DEVELOPMENT. . . . . . . . . . . . . . . Victoria Doidge
DIRECTOR, PERFORMING ARTS  . . . . . . . . . . . . . . . . . . . . . . . . Rachel Healy

SYDNEY OPERA HOUSE
Bennelong Point
GPO Box 4274, Sydney NSW 2001
Administration (02) 9250 7111
Box Offi ce (02) 9250 7777
Facsimile (02) 9250 7666
Website sydneyoperahouse.com

 Level 9, 35 Pitt Street, Sydney NSW 2000
GPO Box 4972, Sydney NSW 2001
Telephone (02) 8215 4644
Facsimile (02) 8215 4646

Customer Services:
GPO Box 4338, Sydney NSW 2001
Telephone (02) 8215 4600
Facsimile (02) 8215 4660

www.sydneysymphony.com

 All rights reserved, no part of this publication may be reproduced or 
transmitted in any form or by any means, electronic or mechanical, 
including photocopy, recording or any information storage or retrieval 
system, without permission in writing. The opinions expressed in this 
publication do not necessarily refl ect the beliefs of the editor, publisher 
or any distributor of the programs. While every effort has been made 
to ensure accuracy of statements in this publication, we cannot 
accept responsibility for any errors or omissions, or for matters arising 
from clerical or printers’ errors. Every effort has been made to secure 
permission for copyright material prior to printing. 

Please address all correspondence to the 
Publications Editor, 
Sydney Symphony, 
GPO Box 4972, Sydney NSW 2001. 
Fax (02) 8215 4660. 
Email program.editor@sydneysymphony.com

 SYMPHONY AUSTRALIA LIMITED

Suite 2, Level 5, 1 Oxford Street, Darlinghurst NSW 2010
PO Box 1145, Darlinghurst NSW 1300
Telephone (02) 8622 9465
Facsimile (02) 8622 9422

www.symphony.net.au


