


Welcome to this evening’s concert at the Sydney Opera House. We’re delighted 
that David Robertson is returning to conduct the Sydney Symphony following 
his appearance in the 2008 Master Series. Pianist Garrick Ohlsson also makes 
a welcome return to this series after his impressive performances in the 2007 
Rachmaninoff Festival.

Ohlsson is best known as an interpreter of Chopin, so it’s especially exciting 
to be hearing him in one of Chopin’s piano concertos, played here by the 
Sydney Symphony for the fi rst time in more than 15 years. David Robertson 
brings us something new in John Adams’ powerful Doctor Atomic Symphony 
and the familiar energy of Beethoven’s Fifth Symphony – two equally exciting 
works, both touching on the theme of fate.

As one of the most recognised names in the energy industry, and with more 
than 1.4 million customers in New South Wales, the ACT, Victoria and 
Queensland, 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 look forward to seeing 
you at future EnergyAustralia Master Series concerts throughout the year.

George Maltabarow
Managing Director

WELCOME TO THE 
ENERGYAUSTRALIA MASTER SERIES



PRESENTING PARTNER

Saturday night’s performance will 
be broadcast live across Australia 
on ABC Classic FM.

Pre-concert talk by conductor 
David Robertson at 7.15pm 
(6.15pm on Monday) in the 
Northern Foyer.

Approximate durations: 
25 minutes, 32 minutes, 
20-minute interval, 31 minutes

The concert will conclude at 
approximately 10pm (9pm on 
Monday).

2010 SEASON 
ENERGYAUSTRALIA MASTER SERIES
Wednesday 21 July | 8pm
Friday 23 July | 8pm
Saturday 24 July | 8pm

MONDAYS @ 7
Monday 26 July | 7pm

Sydney Opera House Concert Hall

BEETHOVEN 5: FATE KNOCKS…
David Robertson conductor
Garrick Ohlsson piano

JOHN ADAMS (born 1947)
Doctor Atomic Symphony

The Laboratory –
Panic –
Trinity

AUSTRALIAN PREMIERE

FRÉDÉRIC CHOPIN (1810–1849)
Piano Concerto No.2 in F minor, Op.21

Maestoso
Larghetto
Allegro vivace

INTERVAL

LUDWIG VAN BEETHOVEN (1770–1827)
Symphony No.5 in C minor, Op.67

Allegro con brio
Andante con moto
Allegro –
Allegro 
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INTRODUCTION

Beethoven 5: Fate knocks…

John Adams’ Doctor Atomic Symphony begins with bells and 
blaring brass – confrontational and devastating. It ends 
in a more ambiguous frame of mind: urgent rhythms 
alternating with measured echoes of a baroque chaconne 
under the lonely sound of a trumpet, lyrical and sombre. 
In the original opera, Doctor Atomic, that trumpet melody is 
the setting of a John Donne sonnet, a favourite of J Robert 
Oppenheimer: ‘Batter my heart, three-person’d God.’ This 
is music for a scientist in awe and fear of the forces he’s set 
in motion, a man struggling with his conscience.

Chopin – ‘now radiant with light, now full of tender 
pathos’ – gives a moment of respite. But Beethoven’s Fifth 
Symphony returns the program to its preoccupation 
with fateful forces. The famous opening supposedly 
represents ‘Fate knocking at the door’, but it’s more than 
that. The extraordinary gesture leaves its listeners in a 
state of uncertainty, unable to decide even whether it’s 
in a major or minor key. (We know it’s minor, but that’s 
because we now know how it goes on.) And after that 
powerful but disorienting beginning it eventually becomes 
apparent that these four notes are the musical DNA of 
the entire symphony. This was the most innovative thing 
Beethoven had done, and in the process he’d unleashed 
unprecedented musical forces.

Beethoven’s Fifth is loved today, not merely because of 
its power but because of the musical journey it outlines. 
In this symphony disorder resolves into order – Beethoven 
wrestles with Fate and triumphs, allowing us to believe for 
half an hour that we can too.

PLEASE SHARE YOUR 
PROGRAM

To conserve costs and 
reduce our environmental 
footprint, we ask that you 
share your program with your 
companions, one between 
two. You are welcome to take 
an additional copy at the end 
of the concert if there are 
programs left over, but please 
share during the performance 
so that no one is left without a 
program.

If you don’t wish to take your 
program home with you, 
please leave it in the foyer 
(not in the auditorium) at 
the end of the concert so it 
can be reused at the next 
performance.

All our free programs can 
be downloaded from: www.
sydneysymphony.com/
program_library
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John Adams
Doctor Atomic Symphony

The Laboratory –
Panic –
Trinity

AUSTRALIAN PREMIERE

John Adams’ opera Doctor Atomic tells the story of the physicist 
J Robert Oppenheimer just before the fi rst successful 
nuclear detonation. It is a horrifying story, centred around 
an antihero, laced with deep moral dilemmas: a fantastic, 
ideal story for an opera, you might say glibly, if it weren’t at 
the same time conceivably the fi rst chapter of our communal 
suicide. The Doctor Atomic Symphony is a reworking of 
materials from this opera into a single devastating 
wordless arc.

If the Romantic paradigm of music is that it reveals and 
wrings the heart, Modernism has discovered that music 
is disturbingly good at depicting ‘heartless’ scientifi c 
themes: explosions, for instance; spatial concentration and 
dispersal; single notes expanding into vast clouds of notes; 
focused chords emerging from tonal chaos. Also, music is 
perhaps the best art form for creating diff erent strands, 
perceptions, and illusions of time: it’s a perfect medium 
for exploring relativity. The action of the Adams and 
Sellars opera (not so much traditional plot as a postmodern 
scenario) is in fact obsessed with time, with counting, 
waiting, and calculating: its conclusion is a countdown, its 
climax is expectation.

The Symphony begins with brass blaring and the timpani 
counting, beating out brutal rhythm on one note. (Adams 
suggests these extremely confrontational brass chords owe 
something to quintessential modernist Edgar Varèse.) But 
this counting falls apart; the timpani ceases; and for a while 
we have just blaring chords, and scattered gestures: if you 
like, a blasted vacuum of rhythm. Discreetly the timpani 
returns to its counting, gets louder and louder, only to 
collapse a second time. And with that second collapse the 
movement crosses an emotional boundary: the counting is 
transformed into a continuous, quiet groove in the cellos 
and basses, while over it the winds and brass play haunting, 
lyrical fragments in the Lydian mode – a consolation for the 
brutality of the opening? In the two minutes of this prelude, 
then, the crucial musical-poetic themes of the piece, the 
defi ning dualities, are sketched out: counting, explosions, 
scattering, and fi nally…lyrical attempts to fi ll the void.

ABOUT THE MUSIC

Keynotes

ADAMS

Born Worcester, 
Massachusetts, 1947

John Adams’ best-known 
piece is Short Ride in a 
Fast Machine – the kind of 
exhilarating music that’s as 
welcome in popular concerts 
under the stars as it is in 
concert halls. It carries all the 
trademarks that reveal Adams 
as a minimalist composer: 
hypnotic repetition; the 
energy of a steady beat; and 
a familiar harmonic language 
emphasising consonance, and 
coloured by late-Romanticism.

Adams composes across 
many genres, but it is for his 
stage works that he’s become 
well-known, in particular his 
collaborations with director 
Peter Sellars: Nixon in China, 
The Death of Klinghoffer, and 
Doctor Atomic (2005), about 
the development and testing 
of the atomic bomb in 1945.

DOCTOR ATOMIC SYMPHONY

This symphony, adapted from 
the Doctor Atomic opera, is 
a sustained work – played 
without pause, but structured 
in three defi ned sections. The 
outer sections are relatively 
short; the heart of the work is 
the central movement, Panic 
(about 15 minutes long). The 
pounding opening suggests 
the devastation of a post-
nuclear landscape. The 
frenzied ‘panic music’ is drawn 
from a storm scene in Act II 
and the preludes to the test 
detonation. This leads to the 
fi nale, based on the opera’s 
most memorable moment – 
a setting of a John Donne 
sonnet – with Oppenheimer’s 
vocal line given to the trumpet.
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…what will become of 
this terrible frenzy?
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The halting calm at the end of the fi rst movement is 
shattered by the obsessive beginning of the second. Adams 
has the strings play furious semiquavers, giving the feeling 
of endlessly rising, in the octatonic scale. Meanwhile the 
winds and brass, a second opposed layer, play endlessly 
falling octatonic gestures. Just at the point when all the pent-
up action – what will become of this terrible frenzy? – seems 
to be going nowhere, the orchestra, suddenly in unison, erupts 
into a G sharp minor chord: there is an immense release of 
energy in a climactic instant. Then again, the same G sharp 
minor chord, but with an added A sharp; then, fi nally, a 
hyper-romantic 9th chord, as if music history were evolving 
through these four brass outbursts. Adams has controlled 
the context such that this G sharp minor chord is a terrifying 
thing: he has reversed our expectations, and made the most 
basic harmony – a triad! – into a horror. (Triad equals atom?) 
Throughout this Symphony, these brass chords have a way 
of suddenly appearing; one always suspects the next brass 
‘explosion’ is around the corner; the piece is calculated 
perfectly so that one listens (approximately) in fear, 
constantly awaiting the next terrible interruption.

As the second movement progresses, visiting various 
other moments from the opera, we hear Adams’ incredible 
virtuosity as an orchestrator; while single sections of 
instruments (mostly from the winds and brass) get melodic 
ideas, the often complex rhythmic worlds behind them 
are split up between the instruments in a dizzying array of 
coloristic possibilities. This virtuosity has a sober purpose, 
however; one really feels the dispersal of ideas through the 
orchestra, not simply as texture but as a theme, as an object 
for contemplation. What might be fairly straightforward 
rhythmic vamps, when orchestrated this way, become 
strange and unsettling; and this fragmented quality of the 
‘backup band’ seems to infect the melodies too. None of the 
melodic ideas seem to have much staying power (in terms 
of sheer continuity): they are cut up into bits by silences, 
helpless against their rhythmic backdrop.

In this way Adams seems to continue expressing, in 
musical terms, an uneasy relationship between ‘science’ 
and ‘feeling’…how counting is dissociated from the lyrical, 
from the humane. This dissociation reaches a climax in the 
Symphony’s fi nal movement. The transition from the end 
of the second movement involves a series of eerie string 
glissandos and the simultaneous, surreptitious appearance 
of D minor arpeggios in the strings (we began the piece in 
C, more or less): an interesting superimposition of tonal 
quicksand and emergent clarity. And over this D minor 
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we hear the memorable aria from the opera, with a text by 
John Donne:

Batter my heart, three-person’d God; for you
As yet but knock, breathe, shine, and seek to mend;
That I may rise, and stand, o’erthrow me, and bend
Your force, to break, blow, burn, and make me new.

The trumpet is assigned the vocal part; a powerful, 
unintuitive choice, given the violence and occasional vulgarity 
of much of the previous brass writing. Unapologetically, 
overtly, Adams invokes the Renaissance and early Baroque: 
perhaps a Purcell lament. Which may leave you wondering: 
is it really possible to have baroque chaconnes, triads, 
passing tones, dissonances, all those things, after everything, 
after what we have been through? You might see it as a kind 
of found artefact, at the end of the work; some fragment 
found at Pompeii; or something from the past frozen, like 
much of the sand at the Trinity site, into glass. The borrowed 
artefact is surrounded by minimalist D minor ‘refrains’, 
which could not be more diametrically opposed: they 
obsessively reiterate the pitches of D minor, but in a way that 
seems to purge them of all the emotive content of the aria. 
These two musical worlds (baroque/minimalist) are made to 
collide, violently; and in the extremely unconsoling ending, 
the minimalist world takes over, reducing D minor to merely 
two pitches (D and F) and then just one, D.

Back to a basic particle: D. Take a basic particle, subject it to 
extraordinary conditions, and release the unheard-of energy 
within: not a terrible metaphor for much Western music. 
If you pursue the metaphor, Bach and Beethoven become 
scientists in unusual lab coats, creating chain reactions of 
notes, fi nding meaningful cells or motives among the 12 tones 
and arranging them so they can release emotional, visceral 
power. But neither Bach nor Beethoven could have possibly 
imagined what Adams is trying to depict; they could never 
have imagined such an enormous abyss between the humanity 
of the inventor and the inhumanity of the invention.

JEREMY DENK ©2009

Adams’ Doctor Atomic Symphony calls for two fl utes (one doubling 
piccolo), piccolo, two oboes, cor anglais, two clarinets, bass clarinet, 
two bassoons and contrabassoon; four horns, three trumpets, three 
trombones and tuba; timpani and a large percussion section; harp, 
celesta and strings.

The fi rst performance of the work took place in London in 2007, 
with John Adams conducting the BBC Symphony Orchestra. David 
Robertson, the dedicatee, conducted the North American premiere 
with the Saint Louis Symphony Orchestra in 2008.

J Robert Oppenheimer’s love 
of John Donne’s holy sonnet 
‘Batter my heart, three-
person’d god’ inspired him 
to name the desert test site 
‘Trinity’.

Gerald Finley as J Robert 
Oppenheimer with the atomic bomb 
set piece in the San Francisco Opera 
production of Doctor Atomic.

PHOTOS BY TERENCE McCARTHY
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Frédéric Chopin
Piano Concerto No.2 in F minor, Op.21

Maestoso
Larghetto
Allegro vivace

Garrick Ohlsson piano

Chopin had rarely journeyed outside Poland until, newly 
graduated from Warsaw Conservatory, he visited his 
publisher in Vienna in July 1829 and gave concerts there 
on 11 and 18 August. In these concerts Chopin played two 
of his works for piano and orchestra – the Krakowiak and 
the Variations on ‘Là ci darem la mano’ from Mozart’s 
Don Giovanni. Liszt had not yet established the piano recital 
as a concert form, so works with orchestra were the best 
way for young virtuosos such as Chopin to become known.

Hoping to repeat the success of these concerts upon his 
return to Warsaw, Chopin planned a new work for piano 
and orchestra for his fi rst public concert in his native city, 
the work you are hearing in this concert. Although listed 
as No.2, this concerto was the fi rst to be written; problems 
with the orchestral parts delayed its publication until 1836.

After ‘try-outs’ of this concerto at his parents’ apartment 
on 7 February and 3 March 1830, the 19-year-old Chopin 
was suffi  ciently satisfi ed with the piece to announce a 
public concert. This took place at the National Theatre on 
17 March. The overture to Leszek Bialy, an opera by Chopin’s 
teacher Józef Elsner, headed the bill. As was the custom of 
the day, another work was played between Chopin’s fi rst 
and second movements – Görner’s Divertissement for 
French horn.

Chopin has left a vivid account of the work’s reception:

The hall was full and both boxes and stalls were sold out three 
days beforehand, but [the concerto] did not make the impression 
on the public I thought it would. The fi rst allegro [Maestoso] of 
my concerto is accessible only to the few; there were bravos, but 
I think only because people felt they had to show interest (‘Ah, 
something new!’) and pretend to be connoisseurs! The adagio 
[Larghetto] and rondo [Allegro vivace] produced the greatest 
eff ect, and exclamations of sincere admiration could be heard.’

This performance was repeated fi ve days later, but this 
time an Air varié by Charles-Auguste de Bériot was wedged 
between the fi rst two movements. Chopin played on a 
louder Viennese piano – responding to complaints that he 
had played too softly on 17 March.

Keynotes

CHOPIN

Born near Warsaw, 1810
Died Paris, 1849

Although he began his 
career as a concert pianist, 
Frédéric Chopin soon turned 
his focus to composing. 
With his brilliant technique 
and intimate knowledge of 
the instrument he brought 
new expressive and formal 
dimensions to the 19th-
century piano tradition, 
establishing himself as one of 
the leading composers for the 
instrument. He wrote almost 
exclusively for the piano 
and he is best known for his 
compositions in miniature 
genres such as mazurkas, 
études and nocturnes.

PIANO CONCERTO NO.2

Chopin’s two piano concertos 
are among the few works he 
wrote for piano and orchestra, 
and although his orchestral 
writing is not as dazzling or 
richly coloured as some of his 
contemporaries’, the singing 
complexity of his piano parts 
more than compensates.

In the second movement of 
the Piano Concerto No.2, 
Chopin shows off his mastery 
of the expressive capabilities 
of the instrument, with 
highly ornamented melodies 
giving the movement a 
dreamy feel. The piano is 
the focus, but the orchestra 
comes into its own in the 
fi nal mazurka-like movement, 
providing stormy replies 
to the soloist’s statements. 
Listen out for the strings 
playing with the wood of 
their bows, and for the horn 
fanfare announcing the 
beginning of the coda.
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“Chopin is a great master of 
form, and his musical logic 
is ironclad,” says Garrick 
Ohlsson. “It’s just that you 
don’t hear it. His musical 
logic is as fi rm as Bach’s or 
Brahms’, but on the other 
hand he shares with Mozart 
that quality of sounding like 
the music is just happening 
right now. It sounds 
unpremeditated, but it cost 
him a great effort to make it 
that way.”

But what did Chopin mean when he said that his fi rst 
movement ‘is accessible only to the few’? Was he referring 
to some formal complexity? The fi rst movement is almost 
a textbook Classical sonata form, with a stirring opening 
theme and a contrasting second theme led by the oboe. 
True, Chopin attempts something interesting in key 
relations, leaving the re-establishment of the tonic (home 
key) until close to the end, but the format hardly presents 
the listener with puzzles. On the other hand, it has been 
said that Chopin was weaker in large-scale forms, but 
even so the structure of this comparatively weighty fi rst 
movement is not astonishingly original. 

It is when one looks at Chopin’s melody that one really 
appreciates his artistry. The balance between ornament and 
a singing through-line is clearly apparent in the principal 
melody of the second movement. Though hard to achieve, 
through all the turns, anticipations, runs and trills, this 
cantabile melody retains an aff ecting poignancy.

The second movement sounds like a love song, and 
no wonder – Chopin actually had fallen in love. ‘I have – 
perhaps to my own misfortune – already found my ideal, 
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whom I worship faithfully and sincerely,’ he wrote to his 
friend Titus Wojciechowski of Constantia Gladkowska:

Six months have elapsed, and I haven’t yet exchanged one 
syllable with her of whom I dream every night. While my 
thoughts were with her, I composed the adagio [Larghetto] 
of my Concerto.

A recitative-like middle section reveals Chopin’s 
indebtedness to opera – you could almost imagine that 
there was once a libretto, as the piano declaims against an 
orchestral accompaniment which English music scholar 
Sir Donald Tovey described as ‘a piece of instrumentation 
[such] as Berlioz could have chosen to quote in his famous 
treatise’.

Someone once described the fi nal movement as a 
‘long ramble through picturesque musical scenery’, which 
describes it more evocatively than Chopin’s designation 
‘rondo’. It is here that Chopin’s nationalistic enthusiasm 
becomes apparent – a seriousness of purpose beneath the 
pristine glitter, particularly in the mazurka second subject 
accompanied by strings col legno (bowing with the wood of 
the bow instead of the hair). This mazurka melody appears 
towards the end reduced to a horn call, one of the work’s 
felicitous instrumental touches.

The German pianist and conductor Karl Klindworth 
among others considered Chopin’s orchestration too thin – 
the orchestration reduced to mere accompaniment – and 
he beefed it up, only to fi nd that the piano part needed 
re-thickening. If purists wish to stick with Chopin’s 
original piano part, he then advised, they must accordingly 
abstain from using the improved orchestration. As Tovey 
drily said, ‘In other words, Chopin’s orchestration…
is an unpretentious and correct accompaniment to his 
pianoforte-writing. We may be grateful to Klindworth 
for taking so much trouble to demonstrate this.’ And as 
Peter Gould notes in The Chopin Companion, ‘the fact that 
[Chopin’s] concertos are masterpieces so often seems to 
escape notice.’

GORDON KALTON WILLIAMS
SYMPHONY AUSTRALIA ©1998

Chopin’s Second Piano Concerto calls for an orchestra comprising 
pairs of fl utes, oboes, clarinets and bassoons; two horns, two trumpets 
and bass trombone; timpani and strings.

The Sydney Symphony’s fi rst complete performance of the concerto 
was in 1947 with Otto Klemperer conducting and soloist Witold 
Malcuzynski. The most recent performance was in the 1994 Master 
Series, conducted by Edo de Waart with Stephen Hough as soloist.

…a seriousness of 
purpose beneath the 
pristine glitter…
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Keynotes

BEETHOVEN

Born Bonn, 1770
Died Vienna, 1827

Beethoven is one of the best 
known symphonists of all 
time. He pushed the boundaries 
of the genre, making the 
symphony bigger in scope, 
introducing new forms, and 
experimenting with ways 
to achieve greater thematic 
unity, and established himself 
as one of the genre’s most 
infl uential composers.

FIFTH SYMPHONY

The Fifth Symphony, composed 
when Beethoven was 28, has 
become a standard of the 
orchestral repertoire. Its opening 
four-note motif is instantly 
recognisable, pervading the 
fi rst movement and becoming 
a rhythmic feature of the 
whole symphony. The simple, 
lilting melody that begins the 
second movement provides 
stark contrast to the stormy 
tension of the fi rst movement. 
The strings open the third 
movement with a sneaky 
melody offset by raucous 
outbursts from the brass 
section, who reintroduce the 
four-note motif of the fi rst 
movement.

Beethoven runs the third 
movement into the fourth 
without a break, however 
there is no mistaking when 
and where the fi nal movement 
begins: the entry of the 
trombones (until now held 
in reserve) and thundering 
chords signal the tonal shift 
that has been brewing for the 
previous three movements, 
leading the symphony from 
its stormy opening to the 
victorious fi nale.

Ludwig van Beethoven
Symphony No.5 in C minor, Op.67

Allegro con brio
Andante con moto
Allegro –
Allegro

The most famous four notes in all music are just the 
beginning. The striking motto that opens Beethoven’s Fifth 
Symphony is the fi rst of two portentous phrases that launch 
a compelling emotional and musical journey. The journey 
is a familiar one now – this is the best-known symphony 
in the repertoire – but at its premiere Beethoven’s 
contemporaries would have boarded the trusted vehicle 
of the Classical symphony only to discover new and noisy 
sounds, fresh sights along the way, and an unexpected 
destination.

Even the modern listener can sense the shock value of 
this music, responding to its no-longer startling but still 
powerful innovations. It’s apparent from the start: the rapid 
repercussions and dramatic pauses of the opening theme 
might be surface features – musical rhetoric – but, in the 
words of musicologist Joseph Kerman, ‘they release primal, 
unmediated emotional energies’ that had previously been 
buried in the traditional Viennese Classical style.

Beethoven is said to have later described the opening: 
‘Thus Fate knocks at the door.’ This might be dubious, but 
it’s completely in character with Romantic sensibility and 
lasting perceptions of the symphony. ‘Beethoven’s music 
sets in motion the lever of fear, of horror, of suff ering,’ 
wrote E.T.A. Hoff mann in his famous 1810 review of the 
symphony, ‘and wakens just that infi nite longing which is 
the essence of Romanticism. He is accordingly a completely 
Romantic composer…’

But in one respect, the opening of Beethoven’s Fifth 
is completely classical. An assertive unison opening 
was a common way of commanding the attention of an 
audience – Mozart used the device to great eff ect in his 
Paris Symphony. But where Mozart’s opening assures the 
listener of a clarion D major, Beethoven undermines the 
very convention he is observing with deliberate ambiguity. 
Are we in E fl at major or C minor? There is no way of 
knowing from the opening motif. Only seven bars into the 
music, when the cellos deign to off er the tonic note C, can 
we orient ourselves to the defi ant and sometimes terrifying 
expression of C minor.
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The choice of key was signifi cant for Beethoven. 
Abandoning the languishing, pathétique sentiments of 
earlier C minor works such as the Opus 13 piano sonata, he 
began using the key again and again in music of a heroic or 
threatening nature: the Eroica funeral march, the Coriolan 
Overture, and now the Fifth Symphony. In this, Beethoven 
is again the innovator: one of the fi rst to take the idea of the 
‘heroic’ manner – tempestuous and ridden with confl ict – 
and fuse it with cool, Classical forms.

But despite the turbulent and disintegrative forces 
that dominate this music, the Fifth Symphony conveys 
an unprecedented sense of unity. From the fi rst it was 
recognised that Beethoven had transformed the multi-
movement symphony into an organic whole. Hoff mann 
described his admiration for Beethoven’s ability to ‘relate 
all the secondary ideas and all transition passages through 
the rhythm of that simple [opening] motif ’. It is the motif ’s 
very ambiguity (rhythmic as well as tonal) that provides 
the impetus for development – the motif becomes the 
protagonist, metamorphosing during the course of the 
symphony to emerge in a noble and heroic guise. 

It is in this evolutionary and transforming journey – 
beginning in one key (C minor) and ending in another 
(C major) – that the Fifth Symphony was truly innovative. 
It is as if the joy and triumph of the fi nale can be expressed 
only against the background of fear and awe that Beethoven 
creates in the fi rst movement and in the ‘dream of terror 
which we technically call the scherzo’ (Tovey). The Fifth 
Symphony enacts Schiller’s laws of tragic art: the fi rst to 
represent suff ering nature, the second to represent the 
resistance of morality to suff ering.

The expression of triumph over despair through a 
transition from minor to major is familiar today – the 
Ninth Symphony and subsequent symphonies by other 
composers ensure that we no longer assume a symphony 
will end in the key in which it began – but it would have 
astonished Beethoven’s contemporaries. The struggle 
for supremacy between major and minor begins early in 
the symphony, with the tonal ambiguity of the opening 
preparing the way for an appearance of C major in the 
recapitulation of the fi rst movement. The Andante 
second movement – a double variation in which we hear 
Beethoven-student-of-Haydn – begins in a poised and 
lyrical A fl at major, only to be interrupted by forceful 
C major fanfares with martial trumpets and drums. 
The provocative and gloomy scherzo with its ‘spectral’ 

…the opening motif 
becomes the protagonist, 
metamorphosing 
during the course of the 
symphony…
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double basses returns to the home key of C minor, but the 
struggle continues: its entire central trio section is a good-
humoured but impatient C major.

Beethoven further emphasises the sense of unity in 
the Fifth Symphony with a seamless link between the 
scherzo and the fi nale. This stunning transition provides 
a moment of hushed suspense with menacing and 
insistent drum beats underneath sustained string writing. 
Berlioz recognised that such an unusual device, stark 
and arresting in its impact, provided a hard act to follow: 
‘To sustain such a height of eff ect,’ he wrote, ‘is already a 
prodigious eff ort.’

Yet this is precisely what Beethoven does, releasing 
the accumulated tension in a C major march, likened by 
Hoff mann to ‘radiant, blinding sunlight which suddenly 
illuminates the dark night’. But the gloom has not been 
entirely dispelled and Beethoven introduces a fragment of 
the scherzo in the middle of the fi nale – a ghost of scherzos 
past that must be swept away a second time by the march 
theme. (This was not a completely new idea; Haydn had 
done something similar nearly 40 years earlier with the 
minuet of his Symphony No.46. But where Haydn was 
almost certainly aiming for a witty surprise, Beethoven’s 
gesture intensifi es the implied drama of the music in a 
new way.)

It is in the fi nale that the trombones – taken from the 
church and the theatre (think Mozart’s Requiem and Don 
Giovanni) – appear in a symphony for the fi rst time in 
musical history. Beethoven counted on those trombones 
(together with the contrabassoon and a shrill piccolo) to 
‘make more noise than six timpani, and better noise at 
that’. The noise, of which Beethoven would have heard 
virtually nothing, contributes to a resplendent and festive 
march, all the more triumphant for the struggle that has 
gone before.

YVONNE FRINDLE ©2002/2010

Beethoven’s Fifth Symphony calls for pairs of fl utes, oboes, 
clarinets and bassoons; four horns, two trumpets, timpani and 
strings, introducing in the fi nale a piccolo, contrabassoon and three 
trombones.

The Sydney Symphony’s earliest recorded performance of the Fifth 
Symphony was in 1936 with conductor Maurice Abravnel. The most 
recent performance was in the 2007 Beethoven Festival conducted by 
Gianluigi Gelmetti.

‘radiant, blinding 
sunlight which 
suddenly illuminates 
the dark night’.
ETA HOFFMANN
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E.T.A. Hoffmann reviews the Fifth Symphony

In July 1810 the Allgemeine musikalische Zeitung – one of the most infl uential music 
journals of the day  – published E.T.A. Hoffmann’s extensive and detailed review of 
Beethoven’s Fifth Symphony, which had been completed and premiered two years earlier. 
Here are two excerpts:

…Beethoven’s instrumental music 
opens to us the realm of the colossal 
and the immense. Blazing shafts of 
light shoot through the deep night of 
this realm, and we become aware of 
giant shadows which surge and heave, 
closing in on us and destroying in us 
everything except the pain of unending 
longing, in which every desire that 
rose up swiftly in sounds of rejoicing 
sinks down and is overwhelmed, and 
only in this pain which, consuming 
but not destroying love, hope and joy, 
seeks to burst our breast with the 
sound of all the passions crying out 
together in full voice – only in this pain 
do we live on and gaze, captivated, on 
the spirits.

*********

…For many people, the whole work 
rushes by like an ingenious rhapsody. 
The heart of every sensitive listener, 
however, will certainly be deeply and 
intimately moved by an enduring 
feeling – precisely that feeling of 
foreboding, indescribable longing – 
which remains until the fi nal chord. 
Indeed, many moments will pass 
before he will be able to step out of the 
wonderful realm of the spirits where 
pain and bliss, taking tonal form, 
surrounded him. The reviewer believes 
it possible to summarise his judgement 
of this work of art in a few words by 
saying that it was conceived by a 
genius, it was executed with profound 
self-possession, and it expresses the 
romantic nature of music very strongly.
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GLOSSARY

ADAGIO, ALLEGRO – these terms literally 
mean slow, and fast. In the 18th and 19th 
centuries they were also used in a generic 
way to describe a kind of movement as well 
as a tempo. An “adagio” would be a slow 
movement, typically the second movement 
of a concerto or symphony, while an 
“allegro” would be a fast movement, typically 
the fi rst movement, and by the late 18th 
century usually in sonata form.

ARPEGGIOS – a musical gesture in which the 
notes of a chord are ‘spread’, or played one 
after the other instead of simultaneously.

CHACONNE – a baroque dance originating 
in Latin America and becoming popular in 
Spain and Italy in the 17th century. Usually 
in triple time, it typically took the shape of a 
set of variations above a repeated bass line or 
set of chords. Chaconnes appear frequently 
in French baroque opera and were often 
used to create dramatic and weighty fi nales. 
Perhaps the most famous chaconne is the one 
in Bach’s Partita in D minor for solo violin.

LYDIAN MODE – modes are a system of scales 
predating the major and minor key system, 
which emerged in the late Renaissance. 
Unlike major and minor scales, each mode 
has its own pattern of whole and half scale 
steps and therefore a distinctive sound and 
character. Lydian mode follows the same 
pattern as this sequence of white keys on a 
piano: F G A B C D E F.

MAZURKA – a Polish country dance in triple 
time, championed by Chopin in the 19th 
century.

OCTATONIC – an eight-note scale, often 
featuring a symmetrical pattern of notes 
with alternating whole and half scale steps.

RONDO – a musical form in which a main idea 
(refrain) alternates with a series of musical 
episodes. Classical composers such as Mozart 
commonly adopted rondo form for the 
fi nales to their concertos and symphonies. 
The concept is not dissimilar to the verse 
and chorus structure of many songs.

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. Beethoven was 
responsible for establishing the scherzo as a 
‘standard’ movement type in symphonies.

SEMIQUAVERS – a rhythmic unit that divides 
the crotchet beat into four quick notes.

SONATA FORM – this analytical 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. 
Traditionally the EXPOSITION is repeated, 
and the tension between the two keys is 
then 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.

TRIAD – a simple three-note chord; triadic 
harmony has provided the foundation for 
Western tonal music from the baroque 
period through to the present day.

In classical music, movement titles are usually 
taken from standard musical terminology (drawn 
from Italian) indicating basic tempo, and mood. 
Terms used in this concert include:
Adagio – slow (see also main glossary)
Allegro – fast (see also main glossary)
Allegro con brio – fast, with spirit
Allegro vivace – fast, vivaciously
Andante con moto – at a walking pace, with 
   motion
Larghetto – broadly, but not too slow 
Maestoso – majestically 
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.





21 | Sydney Symphony

 MORE MUSIC

Selected Discography

DOCTOR ATOMIC SYMPHONY

The Saint Louis Symphony Orchestra and David 
Robertson have recorded John Adams’ Doctor Atomic 
Symphony. On the same disc is another Adams 
orchestral piece: Guide to Strange Places.
NONESUCH 468220-2

The original opera is available on DVD (Region 1) and 
as a Blu-Ray disc in a performance with Lawrence 
Renes conducting the Netherlands Opera Chorus 
and Netherlands Philharmonic Orchestra, and a 
cast including baritone Gerald Finley as J Robert 
Oppenheimer.
OPUS ARTE 998 (DVD); 7020 (Blu-Ray)

Finley has recorded Oppenheimer’s aria, ‘Batter my heart’, 
for a disc of operatic arias in the Chandos Opera in 
English series. (Also available for download from iTunes.)
CHANDOS 3167

MORE JOHN ADAMS

David Robertson also conducts Adams on the disc 
American Clarinet. Clarinettist André Trouttet joins 
Robertson and Ensemble InterContemporain for the 
good-humoured Gnarly Buttons, and Alain Damiens is 
the soloist in Elliott Carter’s Clarinet Concerto, among 
other works.
EMI CLASSICS 67133

EMI’s American Classics series includes an excellent 
overview of John Adams’ music, with The Chairman 
Dances – A Foxtrot for Orchestra, Grand Pianola Music, 
Shaker Loops and the exhilarating Short Ride in a Fast 
Machine. Simon Rattle and Christopher Warren Green 
conduct various English orchestras.
EMI CLASSICS 06627

GARRICK OLHSSON PLAYS CHOPIN

Garrick Ohlsson’s acclaimed recording of the complete 
works of Chopin, including the Second Piano Concerto, 
has been re-issued by Hyperion Records in a special 16-
CD boxed set or as downloads. (For more information visit 
the Hyperion page at http://tinyurl.com/ohlsson-chopin)
HYPERION CDS 44351/66

BEETHOVEN’S FIFTH

There are more recordings of Beethoven’s Fifth than of 
any other of his symphonies, offering an embarrassment 
of riches. Among recent releases, Osmo Vänskä’s 
recording with the Minnesota Orchestra is especially 
well-regarded, praised for its dynamic and emotional 
range, attention to interpretative detail and cogent 
drama. Available paired with the Fourth Symphony or in 
a set of all nine symphonies.
BIS 1416 (4th and 5th); BIS 1825/6 (5-CD set)

Among older recordings of the Fifth, it’s worth seeking 
out Carlos Kleiber’s “articulate and incandescent” 
recording, made in 1974 with the Vienna Philharmonic 
and re-issued on Deutsche Grammophon with the 
irrepressible Seventh Symphony.
DG THE ORIGINALS 447400

 2MBS-FM 102.5
SYDNEY SYMPHONY 2010
Tuesday 10 August, 6pm

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

 Sydney Symphony Online
 Visit the Sydney Symphony at sydneysymphony.com 
for concert information, podcasts, and to read the 
program book in the week 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

 Webcast Diary

 Selected Sydney Symphony concerts are recorded for 
webcast by BigPond. 
Visit: bigpondmusic.com/sydneysymphony
Saturday night’s webcast will be streamed live and 
then available for repeat viewing.

 Broadcast Diary

JULY–AUGUST
Saturday 24 July, 1pm
MEET THE CONCERTO (2009)
Richard Gill conductor
Gautier Capuçon cello
Robert Johnson horn
Dvořák, Gordon

Saturday 24 July, 8pm
BEETHOVEN 5
See this program for details.

Monday 2 August, 8pm
FRANÇOIS-FRÉDÉRIC GUY IN RECITAL
Chopin, Beethoven, Brahms

Thursday 5 August, 1.30pm
ROMANTIC RAPTURE
Simone Young conductor
Baibe Skride violin
Wagner, Szymanowski, Bruckner

Thursday 12 August, 6.30pm
DIVINE DANCES
Vladimir Ashkenazy conductor
Dene Olding violin
Dvořák, Edwards, Scriabin
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David Robertson conductor

American conductor David Robertson is a compelling and 
passionate communicator whose stimulating ideas and 
exhilarating music-making have captivated international 
audiences and musicians alike, and he has established 
strong relationships with major orchestras throughout 
Europe and North America. He is currently Music Director 
of the Saint Louis Symphony Orchestra, and Principal 
Guest Conductor of the BBC Symphony Orchestra. Other 
titled posts have included Music Director of the Orchestre 
National de Lyon (2000–2004) and resident conductor of 
the Jerusalem Symphony Orchestra. A recognised expert 
in 20th- and 21st-century music, he has also been Music 
Director of the Ensemble Intercontemporain in Paris, and 
his discography include works by such composers as Adams, 
Bartók, Boulez, Carter, Dusapin, Ginastera, Lalo, Milhaud, 
Reich and Silvestrov.

In Europe he has conducted the London Symphony 
Orchestra, Hallé Orchestra, Royal Concertgebouw 
Orchestra, Orchestre de Paris, North German Radio 
Symphony Orchestra Hamburg, Bavarian State Orchestra 
Munich, Staatskapelle Berlin, Santa Cecilia Orchestra of 
Rome, and the Rotterdam Philharmonic, among others. 
In North America he regularly conducts the New York 
Philharmonic, Chicago Symphony Orchestra, Philadelphia 
Orchestra, Minnesota Orchestra, San Francisco Symphony 
and the Cleveland Orchestra. In 2008 he conducted the 
North American premiere of the Doctor Atomic Symphony 
with the SLSO.

Equally successful in the operatic arena with more 
than 45 operas in his repertoire, he has conducted for the 
Metropolitan Opera, La Scala, Opéra de Lyon, Bavarian State 
Opera, Théâtre du Châtelet, Hamburg State Opera and the 
San Francisco Opera.

Born in California, David Robertson was educated at 
London’s Royal Academy of Music, where he studied French 
horn and composition before turning to conducting. His 
many awards include Musical America Conductor of the Year 
for 2000, Columbia University’s 2006 Ditson Conductor’s 
Award, and, with the Saint Louis Symphony Orchestra, 
the 2005–06 ASCAP Morton Gould Award for Innovative 
Programming. Earlier this year he was elected a Fellow of 
the American Academy of Arts and Sciences.

David Robertson fi rst conducted the Sydney Symphony 
in 2003, and most recently in 2008.
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Garrick Ohlsson piano

Since winning the Gold Medal in the 1970 Chopin 
International Piano Competition, Garrick Ohlsson 
has established himself as a musician of magisterial 
interpretive and technical prowess. Although regarded as 
one of the leading exponents of the music of Chopin, he 
commands an enormous repertoire, ranging from Haydn 
and Mozart to works of the 21st century.

He appears regularly in recital and with orchestras 
throughout North America, as well as in Europe. In 2010, 
the Chopin bicentenary year, he presents a series of all-
Chopin recital programs throughout the United States, 
culminating in performances at the Lincoln Center. He 
is also participating in The Art of Chopin, a Polish, French, 
British and Chinese television co-production, and on 
1 March he gave a special gala recital in Chopin’s birth 
house in Warsaw.

Recent highlights have also included his Russian debut 
in St Petersburg’s winter festival, and performances of 
Martin°u’s rarely heard Piano Concerto No.4.

He is currently recording the Beethoven sonatas, and 
the third disc in the series won him a Grammy Award for 
Best Instrumental Soloist Performance in 2008. His 16-CD 
set of the complete works of Chopin has recently been 
re-released.

Garrick Ohlssohn is also an avid chamber musician and 
has collaborated with the Cleveland, Emerson and Tokyo 
string quartets, among other ensembles. Together with 
violinist Jorja Fleezanis and cellist Michael Grebanier, he is 
a founding member of the San Francisco-based FOG Trio.

A native of White Plains, New York, Garrick Ohlsson 
began his piano studies at the age of eight; at 13 he entered 
the Juilliard School. His musical development has been 
infl uenced by many distinguished teachers, most notably 
Claudio Arrau, Olga Barabini, Tom Lishman, Sascha 
Gorodnitzki, Rosina Lhévinne and Irma Wolpe. Although 
he won fi rst prizes at the 1966 Busoni Competition in 
Italy and 1968 Montréal Piano Competition, it was his 
1970 triumph at the Chopin Competition in Warsaw 
that brought him worldwide recognition. In 1994 he 
was awarded the Avery Fisher Prize, and he received the 
1998 University Musical Society Distinguished Artist 
Award in Ann Arbor, Michigan. His most recent concerto 
appearance with the Sydney Symphony was in the 2007 
Rachmaninoff  festival.

Garrick Ohlsson says 
that he and Chopin are 
a strange pair: ‘Chopin 
never weighed more than 
100 pounds, endured 
fragile health and 
loathed playing in public. 
I share none of these 
qualities.’
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 MUSICIANS

 Vladimir Ashkenazy
Principal Conductor 
and
Artistic Advisor
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 Michael Dauth
Concertmaster Chair
supported by the Sydney
Symphony Board and Council
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 Dene Olding
Concertmaster Chair
supported by the Sydney
Symphony Board and Council
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Performing in this concert…

FIRST VIOLINS 

Michael Dauth 
Concertmaster 

Sun Yi 
Associate Concertmaster 

Fiona Ziegler 
Assistant Concertmaster 

Jennifer Booth 
Amber Gunther 
Georges Lentz
Nicola Lewis 
Nicole Masters 
Alexandra Mitchell
Léone Ziegler 
Manu Berkeljon* 
Emily Qin#
Claire Herrick†
Monique Irik*
Martin Silverton*
Lisa Stewart*

SECOND VIOLINS 

Kirsty Hilton 
Marina Marsden 
Alexis Sykes*
Susan Dobbie 
Principal Emeritus 

Emma Hayes 
Shuti Huang 
Stan W Kornel 
Benjamin Li 
Emily Long 
Biyana Rozenblit 
Maja Verunica 
Alexandra D’Elia#
Belinda Jezek*
Alexander Norton*

VIOLAS

Anne-Louise 
   Comerford 
Yvette Goodchild 
Assistant Principal 

Robyn Brookfi eld 
Graham Hennings 
Stuart Johnson 
Justine Marsden 
Felicity Tsai 
Leonid Volovelsky 
Arabella Bozic†
Charlotte 
   Burbrook de Vere*
Jacqueline Cronin#
Rosemary Curtin#
Maike-Karoline Drabe†
Nicole Forsyth*

CELLOS

Catherine Hewgill 
Eric Sung*
Fenella Gill 
Elizabeth Neville
Adrian Wallis 
David Wickham 
William Hewer†
Emma-Jane Murphy*
Patrick Murphy#
Janine Ryan *

DOUBLE BASSES

Kees Boersma 
Alex Henery 
Neil Brawley 
Principal Emeritus 

David Campbell 

Steven Larson 
Richard Lynn 
David Murray 
Benjamin Ward

FLUTES 
Janet Webb 
Kate Lawson#
Rosamund Plummer 
Principal Piccolo

OBOES

Diana Doherty 
David Papp 
Alexandre Oguey 
Principal Cor Anglais

CLARINETS

Lawrence Dobell 
Christopher Tingay 
Craig Wernicke 
Principal Bass Clarinet

BASSOONS

Matthew Wilkie 
Fiona McNamara 
Noriko Shimada 
Principal Contrabassoon

HORNS

Robert Johnson 
Geoffrey O’Reilly 
Principal 3rd

Lee Bracegirdle
Marnie Sebire 

TRUMPETS

Daniel Mendelow 
Paul Goodchild 
John Foster
Alexandra Bieri*

TROMBONES
Scott Kinmont 
Nick Byrne 
Christopher Harris 
Principal Bass Trombone

TUBA

Steve Rossé 

TIMPANI

Richard Miller 

PERCUSSION

Rebecca Lagos 
Colin Piper 
Ian Cleworth*
Mark Robinson 

HARP 

Louise Johnson 

CELESTA

Josephine Allan#

Bold = Principal
Italic= Associate Principal
# = Contract Musician
* = Guest Musician 
† = Sydney Symphony
     Fellow

In response to audience requests, we’ve redesigned the orchestra list in our program books to make it clear 
which musicians are appearing on stage for the particular performance. (Please note that the lists for the 
string sections are not in seating order and changes of personnel can sometimes occur after we go to print.)

To see photographs of the full roster of permanent musicians and fi nd out more about the orchestra, visit our 
website: www.sydneysymphony.com/SSO_musicians  If you don’t have access to the internet, ask one of our 
customer service representatives for a copy of our Musicians fl yer.



25 | Sydney Symphony

 THE SYDNEY SYMPHONY
Vladimir Ashkenazy PRINCIPAL CONDUCTOR AND ARTISTIC ADVISOR

 PATRON Her Excellency Professor Marie Bashir AC CVO, Governor of New South Wales
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Founded in 1932 by the Australian Broadcasting 
Corporation, 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 
in venues throughout Sydney and regional New 
South Wales. International tours to Europe, Asia 
and the USA have earned the orchestra world-
wide recognition for artistic excellence, and in 
2009 it made its fi rst tour to mainland Asia.

The Sydney Symphony’s fi rst Chief 
Conductor was Sir Eugene Goossens, 
appointed in 1947; he was followed by Nicolai 
Malko, Dean Dixon, Moshe Atzmon, Willem 
van Otterloo, Louis Frémaux, Sir Charles 
Mackerras, Zdenek Mácal, 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 its 
commitment to the future of live symphonic 
music, developing audiences and engaging 
the participation of young people. The Sydney 
Symphony promotes the work of Australian 
composers through performances, recordings 
and its commissioning program. 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 on both 
the BIS and Sydney Symphony Live labels.

Other releases on the Sydney Symphony 
Live label, established in 2006, include 
performances with Alexander Lazarev, 
Gianluigi Gelmetti, Sir Charles Mackerras and 
Vladimir Ashkenazy. The Sydney Symphony 
has also released recordings with Ashkenazy 
of Rachmaninoff  and Elgar orchestral works 
on the Exton label, and numerous recordings 
on the ABC Classics label.

This is the second year of Ashkenazy’s tenure 
as Principal Conductor and Artistic Advisor.
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SALUTE

BRONZE PARTNER MARKETING PARTNERS

Vittoria Coffee  Lindsay Yates & Partners             2MBS 102.5 Sydney’s Fine Music Station

 PRINCIPAL PARTNER  GOVERNMENT PARTNERS

 The Sydney Symphony is assisted by the 
NSW Government through Arts NSW

The Sydney Symphony is assisted by the 
Commonwealth Government through the 

Australia Council, its arts funding and 
advisory body

SILVER PARTNERS

GOLD PARTNERS

REGIONAL TOUR PARTNERS

PLATINUM PARTNERS MAJOR PARTNERS
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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.

 $20,000+
Geoff & Vicki Ainsworth
Mr Robert O Albert AO

Roger Allen & Maggie Gray
Tom Breen & Rachael Kohn
Sandra & Neil Burns 
Mr John C Conde AO 
Robert & Janet Constable
The Hon Ashley Dawson-Damer 
Mr J O Fairfax AC

Fred P Archer Charitable Trust
The Berg Family Foundation 
   in memory of Hetty Gordon
The Hansen Family 
Mr Andrew Kaldor &
   Mrs Renata Kaldor AO 
D & I Kallinikos 
Mrs Roslyn Packer AO 
Greg & Kerry Paramor and 
    Equity Real Estate Partners
Dr John Roarty in memory of 
   Mrs June Roarty
Paul & Sandra Salteri 
Mrs Penelope Seidler AM

Mrs Joyce Sproat & 
    Mrs Janet Cooke 
Mrs W Stening
Mr Fred Street AM & Mrs Dorothy 
   Street 
In memory of D M Thew
Mr Peter Weiss AM & Mrs Doris 
   Weiss
Westfi eld Group
The Estate of the late G S Wronker
Ray Wilson OAM in memory of
   James Agapitos OAM

Anonymous

$10,000–$19,999
Brian Abel 
Alan & Christine Bishop 
Ian & Jennifer Burton 
Libby Christie & Peter James 
Penny Edwards 
Dr Bruno & Mrs Rhonda Giuffre
Stephen Johns & Michele Bender
Helen Lynch AM & Helen Bauer
Isabel McKinnon
Mrs Joan MacKenzie 
Justice Jane Mathews AO

Tony & Fran Meagher
Mrs T Merewether OAM 
Mr B G O’Conor 
June & Alan Woods Family Bequest
Anonymous (2)

$5,000–$9,999
Mrs Antoinette Albert
Andrew Andersons AO

Jan Bowen 
Mr Donald Campbell &  
   Dr Stephen Freiberg
Mr Robert & Mrs L Alison Carr
Emily Chang 
Bob & Julie Clampett 

Michael & Manuela Darling
James & Leonie Furber
Mr Robert Gay 
Mr David Greatorex AO & 
   Mrs Deirdre Greatorex 
Irwin Imhof in memory of 
   Herta Imhof 
Judges of the Supreme Court 
   of NSW
Gary Linnane 
Wiliam McIlrath Charitable 
   Foundation
Ruth & Bob Magid
David Maloney & Erin Flaherty
David & Andree Milman
Eva & Timothy Pascoe 
Rodney Rosenblum AM & 
   Sylvia Rosenblum 
David Smithers AM & Family 
Mrs Hedy Switzer
In memory of Dr William & 
   Mrs Helen Webb 
Michael & Mary Whelan Trust 
Jill Wran
Anonymous

$2,500–$4,999
David Barnes 
Marco Belgiorno-Zegna AM

Lenore P Buckle 
Paul & Susan Hotz
Mark Johnson
Anna-Lisa Klettenberg
Mr Justin Lam
Mora Maxwell 
Judith McKernan
James & Elsie Moore 
Mr & Mrs Ortis
Bruce & Joy Reid Foundation
Georges & Marliese Teitler
J F & A van Ogtrop
Anonymous (2)

$1,000–$2,499
Adcorp Australia Limited
Charles & Renee Abrams
Mr Henri W Aram OAM 
Terrey & Anne Arcus
Claire Armstrong & John Sharpe
Richard Banks Optometrists
Charles Barran 
Doug & Alison Battersby 
Jo-Anne Beirne
Stephen J Bell 
Phil & Elesa Bennett
Nicole Berger 
Gabrielle Blackstock 
Mr Alexander & Mrs Vera Boyarsky 
David S Brett 
Jane Brodribb & Colin Draper
Mr Maximo Buch 
M Bulmer
Pat & Jenny Burnett
The Clitheroe Foundation
Debby Cramer & Bill Caukill 

Ewen & Catherine Crouch
Lisa & Miro Davis
Mr James Graham AM & 
   Mrs Helen Graham 
Ian Dickson & Reg Holloway
Paul Espie
Russell & Sue Farr
Rosemary & Max Farr-Jones
John Favaloro
Mr Ian Fenwicke & Prof Neville Wills
Firehold Pty Ltd
Annette Freeman
Ross & Jill Gavin
Warren Green
Anthony Gregg & Deanne 
   Whittleston 
Akiko Gregory 
In memory of Oscar Grynberg
Janette Hamilton 
Ann Hoban 
The Hon David Hunt AO QC & 
   Mrs Margaret Hunt
Dr Michael Joel AM & 
   Mrs Anna Joel 
In memory of Bernard MH Khaw
Sam & Barbara Linz
Mallesons Stephen Jaques
Mr Robert & Mrs Renee Markovic
Ian & Pam McGaw
Matthew McInnes 
Mrs Barbara McNulty OBE

Mr R A Oppen 
Mr Robert Orrell 
Jill Pain 
Mrs Almut Piatti
Adrian & Dairneen Pilton
Robin Potter 
Mr & Ms Stephen Proud
Ernest & Judith Rapee
Patricia H Reid 
Pamela Rogers 
Jerome & Pamela Rowley
Juliana Schaeffer
Victoria Smyth
Ezekiel Solomon
Catherine Stephen 
Andrew & Isolde Tornya
John E Tuckey 
Mrs Merle Turkington 
Andrew Turner & Vivian Chang
Mrs Kathleen Tutton
A W Tyree Foundation
Estate of B M Warden
Henry & Ruth Weinberg
Audrey & Michael Wilson 
Geoff Wood & Melissa Waites
Anonymous (11)

$500–$999
Mr C R Adamson
Dr Francis J Augustus
Michael & Toni Baume AO

G D Bolton 
Dr & Mrs Hannes Boshoff 
Hon. Justice J C & Mrs Campbell 

Joan Connery OAM 
Jen Cornish 
Bruce Cutler
Prof Christine Deer
Peter English & Surry Partners
In Memory of Mr Nick Enright
Dr & Mrs C Goldschmidt 
In memory of Angelica Green 
Damien Hackett
The Hallway
Martin Hanrahan
Dr Heng & Mrs Cilla Tey 
Rev H & Mrs M Herbert 
Dr & Mrs Michael Hunter 
Jannette King 
Iven & Sylvia Klineberg
Ian Kortlang
Mr & Mrs Gilles T Kryger 
Dr and Mrs Leo Leader
Margaret Lederman
Erna & Gerry Levy AM 
Sydney & Airdrie Lloyd
Alison Lockhart & Bruce Watson
Locumsgroup Holdings LP
Dr Carolyn A Lowry OAM & 
   Mr Peter Lowry OAM

Wendy McCarthy AO 
Macquarie Group Foundation
Melvyn Madigan
Mrs Silvana Mantellato
Kenneth N Mitchell
Helen Morgan
Mr Graham North
Dr M C O’Connor
Mrs Rachel O’Conor
K B Meyboom
A Willmers & R Pal
Mr George A Palmer
Dr A J Palmer
Dr Kevin Pedemont 
L T & L M Priddle
Dr K D Reeve AM

Rowan & Annie Ross
Richard Royle
Mr M D Salamon
In memory of H St P Scarlett
Caroline Sharpen
Robyn Smiles 
E Stuart
Mr John Sullivan
Mr Ken Tribe AC & Mrs Joan Tribe 
Prof Gordon E Wall 
Ronald Walledge
The Hon. Justice Anthony Whealy
The Hon. Edward G Whitlam
Mrs R Yabsley
Anonymous (19)

To fi nd out more about 
becoming a Sydney Symphony 
patron please contact the 
Philanthropy Offi ce on 
(02) 8215 4625 
or email philanthropy@
sydneysymphony.com
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MAESTRO’S CIRCLE  
Peter Weiss AM – Founding President 
    & Doris Weiss
 John C Conde AO – Chairman
Geoff & Vicki Ainsworth
Tom Breen & Rachael Kohn
The Hon. Ashley Dawson-Damer
In memory of Hetty & Egon Gordon

Andrew Kaldor & Renata Kaldor AO

Roslyn Packer AO

Penelope Seidler AM

Mr Fred Street AM & Mrs Dorothy Street
Westfi eld Group
Ray Wilson OAM

    in memory of the late James Agapitos OAM

 01
Richard Gill OAM

Artistic Director Education  
Sandra and Paul Salteri Chair 

02
Ronald Prussing
Principal Trombone
Industry & Investment NSW 
Chair 

03
Michael Dauth and 
Dene Olding
Board and Council of 
the Sydney Symphony support 
the Concertmaster Chairs

04
Nick Byrne
Trombone
RogenSi Chair 
with Gerald Tapper, 
Managing Director RogenSi

05
Diana Doherty
Principal Oboe 
Andrew Kaldor and 
Renata Kaldor AO Chair 

06
Paul Goodchild 
Associate Principal Trumpet
The Hansen Family Chair

07
Catherine Hewgill 
Principal Cello
Tony and Fran Meagher Chair

08
Emma Sholl 
Associate Principal Flute
Robert and Janet Constable
Chair

09
Roger Benedict 
Principal Viola
Roger Allen and Maggie Gray 
Chair
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For information about the Directors’ Chairs program, 
please call (02) 8215 4619.

DIRECTORS’ CHAIRS

SYDNEY SYMPHONY LEADERSHIP ENSEMBLE  
John Morschel, Chairman of ANZ
The Macquarie Group Foundation
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 BEHIND THE SCENES

 CHAIRMAN  John C Conde AO

Ewen Crouch Stephen Johns David Smithers AM

Jennifer Hoy Andrew Kaldor Gabrielle Trainor
Rory Jeffes Goetz Richter

 Sydney Symphony Board

 Sydney Symphony Regional Touring Committee

Ian Macdonald
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

Jim Davis Regional Express Airlines
Peter Freyberg Xstrata
Tony McPaul Cadia Valley Operations
Terry Charlton Snowy Hydro
Sivea Pascale St.George Bank
Paul Mitchell Telstra 
Grant Cochrane The Land

 Sydney Symphony Council

 Geoff Ainsworth
Andrew Andersons AO

Michael Baume AO*
Christine Bishop
Deeta Colvin
John Curtis AM

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
Helen Lynch AM

Ian Macdonald*
Joan MacKenzie
Sir Charles 
    Mackerras CH AC CBE

David Maloney
David Malouf AO

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
Juliana Schaeffer
Leo Schofi eld 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 Staff
 MANAGING DIRECTOR 

Rory Jeffes
EXECUTIVE TEAM ASSISTANT

Lisa Davies-Galli

ARTISTIC 
OPERATIONS
DIRECTOR OF ARTISTIC 
PLANNING

Peter Czornyj

Artistic Administration
ARTISTIC MANAGER 

Raff Wilson
ARTIST LIAISON MANAGER

Ilmar Leetberg
RECORDING PRODUCTION 
MANAGER

Philip Powers

Education Programs
EDUCATION MANAGER 

Kim Waldock
ARTIST 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

Stephen Attfi eld
HEAD OF PHILANTHROPY & 
PUBLIC AFFAIRS

Caroline Sharpen
PHILANTHROPY & PUBLIC 
AFFAIRS EXECUTIVE 

Kylie Anania
DEVELOPMENT COORDINATOR

Georgia Wilton

SALES AND 
MARKETING
DIRECTOR OF SALES & 
MARKETING

Mark J Elliott
SENIOR MARKETING MANAGER,
SINGLE SALES 

Penny Evans
MARKETING MANAGER, 
SUBSCRIPTION SALES 

Simon Crossley-Meates
MARKETING MANAGER, 
CLASSICAL SALES

Matthew Rive
MARKETING MANAGER, 
BUSINESS RESOURCES  

Katrina Riddle
ONLINE MANAGER 

Kate Taylor

MARKETING & MEDIA SERVICES 
COORDINATOR 

Alison Martin 
GRAPHIC DESIGNER 

Christie Brewster
DATA ANALYST

Varsha Karnik

Box Offi ce
MANAGER OF BOX OFFICE SALES 
& OPERATIONS  

Lynn McLaughlin
MANAGER OF BOX OFFICE 
OPERATIONS

Natasha Purkiss
MANAGER OF SALES & SERVICE

Mark Barnes
CUSTOMER SERVICE 
REPRESENTATIVES

Steve Clarke
Michael Dowling
Erich Gockel
Matt Lilley
Rachel McLarin
John Robertson

COMMUNICATIONS
HEAD OF COMMUNICATIONS

Yvonne Zammit
PUBLICIST 

Katherine Stevenson

Publications
PUBLICATIONS EDITOR & MUSIC 
PRESENTATION MANAGER

Yvonne Frindle

ORCHESTRA 
MANAGEMENT
DIRECTOR OF ORCHESTRA 
MANAGEMENT 

Aernout Kerbert
DEPUTY ORCHESTRA MANAGER

Lisa Mullineux
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
ASSISTANT ACCOUNTANT 

Minerva Prescott
ACCOUNTS ASSISTANT 

Li Li
PAYROLL OFFICER 

Usef Hoosney

HUMAN RESOURCES
HUMAN RESOURCES MANAGER

Anna Kearsley

 SYMPHONY AUSTRALIA LIMITED
Suite 2, Level 5, 
1 Oxford Street, Darlinghurst NSW 2010
PO Box 1145, Darlinghurst NSW 1300
Telephone (02) 8622 9400    Facsimile (02) 8622 9422
www.symphony.net.au

SYMPHONY
AUSTRALIA

 Level 9, 35 Pitt Street, 
Sydney NSW 2000
GPO Box 4972, 
Sydney NSW 2001
Telephone (02) 8215 4644
Box Offi ce (02) 8215 4600
Facsimile (02) 8215 4646
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. 
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 SYDNEY OPERA HOUSE TRUST
Mr Kim Williams AM (Chair)
Ms Catherine Brenner, Rev Dr Arthur Bridge AM, Mr Wesley Enoch, 
Ms Renata Kaldor AO, Mr Robert Leece AM RFD, Ms Sue Nattrass AO, 
Dr Thomas Parry AM, 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
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