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Alexander Briger conductor
François-Frédéric Guy piano
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BEETHOVEN Piano Concerto No.5 
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WAGNER The Ring of the Nibelung: 
 An Orchestral Suite 
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Richard Gill conductor
Sam Dundas baritone

MAHLER Songs of a Wayfarer: 
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 ‘Die zwei blauen Augen von  
 meinem Schatz’

BRAHMS Symphony No.3: 
 3rd movement 
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François-Frédéric Guy piano
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Welcome to this evening’s concert at the Sydney Opera House. We know 
you’ll agree that orchestral music is simply fantastic – that’s why we’re 
all here to enjoy the superb artistry of the Sydney Symphony and its 
guests and to listen to the great music they perform. Tonight’s program 
goes further, to show that orchestral music is ‘fantastic’ in another sense 
– full of imagination and fantasy.

There aren’t too many concerts that will chase you to eternity and then 
immerse you in the wild dreams and visions of a composer tormented 
by love. But Pinchas Steinberg’s program tonight does just that, and 
we’re anticipating a thrilling experience. We’re also excited to be hearing 
Louis Lortie again in this series, once more performing Ravel’s energetic 
whirlwind of a piano concerto.

With one of the most recognised names in the energy industry, and 
with more than 1.4 million customers in NSW, 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 concerts in the EnergyAustralia Master Series 
throughout the year.

George Maltabarow
Managing Director

WELCOME TO THE 
ENERGYAUSTRALIA MASTER SERIES



2010 SEASON 

ENERGYAUSTRALIA MASTER SERIES
Wednesday 10 March | 8pm
Friday 12 March | 8pm
Saturday 13 March | 8pm

FANTASTIQUE!
Pinchas Steinberg conductor
Louis Lortie piano

CÉSAR FRANCK (1822–1890)
Le Chasseur maudit (The Accursed Huntsman) – 
Symphonic poem 

MAURICE RAVEL (1875–1937)
Piano Concerto in G

Allegramente
Adagio assai
Presto

INTERVAL

HECTOR BERLIOZ (1803–1869)
Symphonie fantastique, Op.14

Daydreams (Largo) – Passions 
    (Allegro agitato e appassionato assai)

A Ball (Valse. Allegro non troppo)

In the Fields (Adagio)

March to the Scaffold (Allegretto non troppo)

Sabbath Night Dream (Larghetto – Allegro – Dies irae – 
    Sabbath Round (Un peu retenu) – Dies irae and 
    Sabbath Round together)

 MASTER SERIES PRESENTING PARTNER

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

Pre-concert talk by Yvonne Frindle 
in the Northern Foyer, 45 minutes 
before each concert.
Visit sydneysymphony.com/talk-bios 
for speaker biographies.

Approximate durations: 
15 minutes, 23 minutes, 
20-minute interval, 50 minutes
The concert will conclude at 
approximately 10pm.
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Portrait of Ravel by 
Achille Ouvré (1872–1951)
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INTRODUCTION

Fantastique!

A few weeks ago in the Sydney Symphony offi  ces there was 
a debate about whether ‘fantastique’ could be translated. 
The conclusion: not really. Where most English-speakers 
will read ‘fantastic’ in the colloquial sense (excellent!), the 
French encompasses extravagance, fantasy, eccentricity, 
even the grotesque – the fantastical, in other words. You 
only have to listen to Berlioz’s Symphonie fantastique to know 
which sense he had in mind, although it’s excellent stuff  
as well.

The ‘program’ of the Symphonie – its narrative outline – 
emerged from Berlioz’s own experience and feelings, 
even though none of the events in it actually occurred in 
his own life. It was literally a fantasy, an overwhelming 
orchestral representation of imagined nightmares and 
hallucinations. Premiered in 1830, it set a precedent for 
illustrative music in 19th-century France. The macabre 
Witches’ Sabbath of the fi nal movement was said to have 
impressed Franz Liszt, the father of the symphonic poem. 
And by the time, 50 years later, César Franck began to 
devote himself to the composition of large-scale works, 
the symphonic poem as a genre was just beginning to 
fl ourish in France. Although Franck’s Accursed Huntsman 
is uncharacteristic for him, it sat naturally within a trend 
for music that was intimately bound up with literature and 
awash with vivid imagery.

These two sensational works frame music that is no 
less colourful or exciting, but which is completely abstract. 
Any scenes or imaginings the Ravel concerto might bring 
to mind for you are yours alone. Ravel is setting out to 
delight performers and listeners with brilliance rather than 
profound, dramatic eff ects, and whichever way you look 
at it, it’s fantastic.

Keep your diary free!  Th eme & Variations piano sale 20–22 May

For information call (02) 9958 9800



8 | Sydney Symphony

Keynotes

FRANCK

Born Liège, 1822
Died Paris, 1890

César Franck was of Flemish 
birth and partly German 
ancestry, but Paris was 
his home. (He became a 
naturalised Frenchman in 1837 
in order to enrol in the Paris 
Conservatoire.) His musical 
career began as a touring 
virtuoso organist and from 
his mid-20s he held various 
church organ posts. In 1871 
he was appointed professor 
of organ at the Conservatoire, 
for which he acquired French 
citizenship. Franck’s musical 
style refl ects the complexity 
of his background and 
infl uences: not wholly French 
but frequently Germanic in 
his approach to harmony 
and structure. His most often 
performed orchestral work 
is the Symphony in D minor 
(1886–88).  

THE ACCURSED HUNTSMAN

Among Franck’s works, 
The Accursed Huntsman 
(1883) is uncharacteristically 
descriptive and literal in its 
treatment of the narrative. Its 
inspiration was a sensational 
18th-century ballad, which 
gave full scope for imaginative, 
and equally sensational, 
musical representation.

It begins with horns (the 
sound of the hunt) and bells 
(the sound of worship), and 
ends in a hysterical ride-
without-end, the orchestra 
playing like demons. Along 
the way the huntsman’s horn 
fails to sound (listen for the 
wheezy, choked sounds from 
the horns) and the tuba intones 
a remorseless curse.

César Franck
Le Chasseur maudit (The Accursed Huntsman) – 
Symphonic poem after a ballad of Bürger

If we fi nd it hard to be stirred by the story Franck outlined 
in the preface to this symphonic poem, that’s because the 
time of its Romanticism has past, and some of its most 
thrilling things have lost their power to make us shiver, so 
that only the stage-trappings remain. 

The ballad by Gottfried August Bürger which Franck 
summarised as his inspiration, Der wilde Jäger (1778), 
concerns a Count from the Rhineland, who, forgetful of 
his religious duty, goes hunting on a Sunday morning. He 
defi es the pious churchgoers who try to restrain him. In 
the middle of the forest, he suddenly fi nds himself alone, 
his horse refuses to go further. He blows into his horn, but 
now it will not sound. An other-worldly voice curses him 
‘Sacrilegious man’, it cries, ‘be forever hunted by the evil 
one!’ Then fl ames surround him on every side. To escape, 
he begins his endless wild ride, pursued by demons, ‘by 
day across the abysses, by night through the air.’

Bürger’s poem was one of the most infl uential of the 
ballads in which he breathed new life into the genre: it 
draws on folk elements, and heightens the eerie, ghostly 
atmosphere. This implied rejection of the rationalism 
of the Enlightenment appealed to the generation of the 
‘Storm and Stress’ of the 1770s, and later to the Romantics. 
But why did it appeal to César Franck? On the face of it, 
his whole artistic imagination was drawn to more 
spiritualised subjects, and his sense of drama was musical 
rather than pictorial.

Yet Le Chasseur maudit brought Franck the fi rst, and just 
about the only, unqualifi ed public success of his career. 
Its premiere, conducted by the composer at a concert of 
the Société Nationale on 31 March 1883, was greeted by a 
long ovation. It is quite amusing to notice how Franck’s 
worshipful disciples, notably Vincent d’Indy, seem almost 
embarrassed by this success. A respectable composer, and 
especially their revered ‘Father’, even if he couldn’t avoid 
dabbling in the Lisztian tone poem, should have chosen a 
loftier subject, and avoided following a literary program so 
closely. Or so his admirers spun his posthumous legend. 
It may in fact have been d’Indy himself, more likely Henri 
Duparc, who drew Franck’s attention to Bürger in the fi rst 
place. Duparc had composed his Lenore (1875) on Bürger’s 
most famous ballad, about a young woman who, when her 

ABOUT THE MUSIC
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César Franck at the organ

Did Franck partly 
identify with the hero 
of the poem?

lover failed to return from the war, blasphemed against 
heaven. Her punishment was to be carried away by her lover 
on a wild midnight ride, during which he turned into a 
ghostly skeleton, leaping with Lenore and his steed into an 
open grave. Franck was probably tempted to rivalry with the 
tone poems of his younger friends and pupils, especially as 
his own subtle Les Eolides (1877) had been coolly received at 
a recent Lamoureux concert.

Franck’s biographer Jean Gallois suggests there was a 
deeper reason for Franck’s attraction to Bürger’s ballad. 
Noting the obvious, highly-strung Romanticism of the 
music, he suspects the disquiet of a soul haunted by passion 
and struggling with itself. It is well known that Franck’s 
Piano Quintet of 1878–79 betrays, in its often unbridled 
emotionality, the susceptibility of the devout and upright 
Franck to the talent and other attractions of his youthful 
pupil, the pianist and composer Augusta Holmès – a 
suspicion aroused in Mme Franck by the dedication of the 
Quintet, which seemed confi rmed by its music. The tone 
poem, Gallois thinks, is an after-eff ect of the crisis revealed 
by the Quintet. It is noteworthy that whereas Bürger’s title 
Der wilde Jäger puts the accent on the Count’s wildness, 
and Sir Walter Scott called his English version The Chase, 
Franck’s title emphasises the curse, and the Count’s fl outing 
of his religious duty. Did Franck partly identify, guiltily, 
with the hero of the poem? At any rate, as Gallois observes, 
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A 19th-century illustration for 
Gottfried August Bürger’s ballad Der 
wilde Jäger. (Etching by Anton Gareis 
after Joseph Führich, 1827).

A giant black fi st thrusts from the 
earth and clutches at the huntsman’s 
neck.

The Accursed Huntsman gives the lie to those who want to see 
in Franck only a man fi xed in his meditations or lost in a 
seraphic complacency.

The Ride!

‘Sunday morning’. The hunting horns sound their call, 
and the cellos, in response, amidst church bells, intone a 
religious melody. ‘What desecration!: the wild count of the 
Rhine winds his hunting horn…’ The second of the four 
parts into which the symphonic poem falls depicts the 
chase, the music now in an ominous G minor. Complaints 
of peasants are heard ‘Stop Count, I beg you, Take care – 
No!’, but the chase goes hurtling on its way through them, 
like a whirlwind. All of a sudden, the Count is alone. 
Tremolos suggest the shudder of the Count’s encounter 
with the implacable voice. His anxious waiting, his vain 
attempt to sound his horn, are vividly depicted. The curse is 
stated, growing in menace, amidst fi tful and futile attempts 
to revive the chase. The fl ames begin to fl icker in truly 
Wagnerian tones. and as the wild chase begins in earnest, 
the curse is underlined by the tuba. The ending pans away 
in truly cinematic fashion – it ends, as even eternal curses 
must if music is to have its eff ect, which this did.
DAVID GARRETT ©2006 

The Accursed Huntsman calls for two fl utes, piccolo, two oboes, two 
clarinets and four bassoons; four horns, two trumpets, two cornets, 
three trombones and tuba; timpani and percussion; and strings.

The Sydney Symphony fi rst performed The Accursed Huntsman in 
1940 with conductor Percy Code, and most recently in 1980 with 
Niklaus Wyss.
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Keynotes

RAVEL

Born Ciboure, 1875
Died Paris 1937

Ravel was born to Swiss 
and Basque parents in a 
French village near Spain. 
He was the best-dressed of 
all the French composers 
of his day, and he delighted 
in collecting mechanical 
toys and exotic ornaments 
for his home. (‘This room,’ 
he would say to his guests, 
‘is all fake Japanese!’) His 
music shows a corresponding 
enthusiasm for jewel-like 
surface detail, delicacy of 
expression and exotic effect. 
As a boy he showed talent as 
a pianist, although his father 
had to bribe him to practise 
and it was as a composer 
that he made his greatest 
contribution.

PIANO CONCERTO IN G

The Piano Concerto in G 
was completed in 1931. Even 
though Ravel was out of 
practice, he’d intended to 
play it himself. That didn’t 
happen, but he did achieve 
his other goal – to write 
a concerto that would be 
brilliant rather than profound. 
Many musical infl uences race 
by in this concerto, from folk 
colours and hints of jazz, to 
the classical traditions of the 
past. The slow movement, 
which begins with a long, 
serene passage for the 
soloist alone, was closely 
modelled on a piece by 
Mozart. The outer movements 
are exhilarating, and Ravel 
allows everyone a moment 
in the spotlight, giving the 
winds, especially, important 
solos to play.

Maurice Ravel
Piano Concerto in G

Allegramente
Adagio assai
Presto

Louis Lortie piano

Ravel’s Piano Concerto in G begins with the crack of a whip, 
startling the piccolo into action. The scene seems set for 
a race – or is it a circus? But there is no question as to the 
spirit of this concerto. Before a minute has passed, each 
of its chief characteristics has made a fl eeting appearance: 
joyous brilliance, melancholy lyricism, lively virtuosity, 
classical economy, evanescent orchestral colour, a hint of 
American jazz and a trace of Ravel’s native Basque country.

Ravel gave many interviews about this concerto, including 
a famous one with London’s Daily Telegraph. At times his 
statements seem contradictory, but several points are made 
again and again. His wish was to write a ‘genuine concerto’ – 
a brilliant work, highlighting the virtuosity of the soloist 
without claiming to be profound or aiming at dramatic 
eff ects.

Ravel was, in part, reacting to the kind of symphonic 
concerto ‘conceived not for but against the piano’ (here he 
mentions Brahms). He was also tired of combative concertos 
in which the piano is pitted against the orchestra, concertos 
in which there must be a victor and vanquished, or at least 
bloodshed, for the audience to be satisfi ed. Instead he took 
as his musical guides Mozart and Saint-Saëns.

Mozart is present not only in the collaborative relationship 
between the soloist and orchestra, but in Ravel’s use of the 
classically proportioned ensemble, placing the woodwinds 
in high relief, often with music as virtuosic as the soloist’s. 
Saint-Saëns emerges in Ravel’s neoclassical forms and in 
the way the musical materials seem calculated to delight.

Also in the spirit of Mozart, Ravel had intended the 
concerto for his own use, the vehicle for an ambitious 
world tour. Unlike Mozart, Ravel was no keyboard virtuoso 
and he wore himself out trying to build the necessary 
technique (he was in his fi fties). But he had also, quite 
early on, approached pianist Marguerite Long at a dinner 
party telling her, point blank, that he was writing a concerto 
for her. In the end it was Long who gave the premiere 
(14 January 1932, Paris) and subsequently toured the concerto 
through Europe, Ravel conducting.
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Two sources are claimed for the frolicsome beginning of 
the fi rst movement. A Basque-country friend recognised in 
it an idea from a long-abandoned ‘Basque rhapsody’. Ravel 
maintained that the theme came to him in 1928 ‘on a train 
between Oxford and London’. Nonetheless, this theme, 
played fi rst by the piccolo and then by the trumpet, does 
have the character of an old French folk dance.

In rapid succession Ravel introduces four more themes: 
the cor anglais strolls across the border into languid 
Spanish strumming from the piano, and the clarinet 
introduces the fi rst of a series of jazz-inspired gestures. 
The development of this thematic material is capricious 
and buoyant, with vivid contrasts. Ravel may not have been 
much of a pianist and little better as a conductor, but he 
was a virtuoso of the orchestra. The distinctive qualities 
of high bassoon, muted trumpet, the plaintive cor anglais, 
and subtle eff ects from the percussion – in this concert 
the orchestra is featured as much as the piano. Indeed, the 
harp takes the fi rst cadenza and the soloist must wait still 
further for the woodwinds to demonstrate their brilliance 
before the piano’s own cadenza. When this arrives there is 
no trace of thundering chords or dramatic eff ects. This is 
discreet virtuosity – fi endishly diffi  cult, not least because of 
its subtlety.

Ravel at the piano

Ravel was a virtuoso 
of the orchestra.
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Ravel had promised Marguerite Long that the concerto 
he was writing for her would end pianissimo and with trills. 
When she received the score, just two months before the 
scheduled premiere, she immediately turned to the last 
page to look for the pianissimo and the trills: ‘they had 
become a fortissimo and percussive ninths!’ But Ravel was 
true to his word, after a fashion.

The slow second movement begins with piano alone, 
with one of the most expressive and fi nely crafted melodies 
Ravel ever wrote. As Long observed, it ‘fl ows so easily’; 
there’s no evidence of the painstaking eff ort that went into 
sculpting this perfectly poised music, modelled, we are told, 
directly on the slow movement of Mozart’s Clarinet Quintet. 
‘How I worked over it bar by bar!’ claimed Ravel. ‘It nearly 
killed me!’

Although the music is in a major key (E), the mood is 
coolly wistful and melancholy. The designated tempo is 
hypnotically slow (Ravel and Long took it faster in their 
performances) but Ravel creates a feeling of impulse by 
superimposing a stately sarabande rhythm in the right hand 
above a slow waltz in the left. Once the orchestra enters, 
the mournful tones of the cor anglais take pride of place 
in a tenderly poetic dialogue that leads to the promised 
pianissimo trills, at the close of the second movement.

The third movement – a whirlwind presto barely four 
minutes long – is launched with a drum roll and a fanfare. 
We are back in the world of races and circuses – the world 
of Stravinsky’s Petrushka and Satie’s Parade. It’s also the 
world of Gershwin’s syncopation and Prokofi ev’s perpetual 
motion. The music plays out a game, says Long, in which 
two themes are pursued between soloist and orchestra. 
The Presto is more overtly jazzy than the fi rst movement, 
with piercing clarinet fl ourishes, sliding trombones and a 
boisterous atmosphere. Through all this the nimble piano 
darts and weaves until the dazzling movement is brought to 
a sudden and abrupt end, exactly as it began.

YVONNE FRINDLE ©2000/2009

The orchestra for Ravel’s Piano Concerto in G calls for fl ute, piccolo, 
oboe, cor anglais, clarinet, E fl at clarinet and two bassoons; two horns, 
trumpet and trombone; timpani and percussion, harp and strings.

The Sydney Symphony gave the fi rst performance of this concerto by 
an ABC orchestra with pianist Peter Cooper and conductor Joseph 
Post in 1953, and our most recent performance was in 2005 with 
Gianluigi Gelmetti and pianist François-Joel Thiollier. Last year the 
London Philharmonic Orchestra played the concerto in Sydney with 
Vladimir Jurowski and soloist Jean-Yves Thibaudet.
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Pianist Marguerite Long gave the 
premiere of Ravel’s Piano Concerto 
in G
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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 the Sydney Symphony’s 
education program.

“The Sydney Symphony’s 
commitment to world class 
performance and quality fits perfectly 
with our own corporate goals, and 
it makes a major contribution to the 
lives of the people in Sydney and 
indeed Australia.”
Paul Salteri, Chairman,  
Tenix Pty Limited
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Keynotes

BERLIOZ

Born La Côte-Saint-André, 
1803
Died Paris, 1869

Berlioz set off for Paris 
when he was 18, ostensibly 
to study medicine (his 
father’s preference) but in 
reality following a musical 
path that would result in 
him becoming the ‘arch-
Romantic’ composer of 
his age. Despite the fact 
that his main instrument 
was the guitar (he also 
played piano and fl ute, but 
badly), he became a master 
in the innovative use of 
the orchestra (he literally 
wrote the book) as well as a 
conductor.

FANTASTIC SYMPHONY

This symphony was 
premiered in 1830 as 
‘An Episode in the Life 
of an Artist’ and its fi ve 
movements are structured 
around a synopsis or 
‘program’ that traces the 
increasingly feverish opium 
dream of a young Romantic 
artist. The fi nal form of 
Berlioz’s program can be 
found on page 18 but, as 
he said himself, the titles 
should be enough to guide 
you through this vividly 
imagined music. Berlioz didn’t 
invent program music – 
but he made an important 
contribution through his use 
of an idée fi xe or ‘fi xed idea’, 
a theme (representing the 
Artist’s Beloved) that keeps 
returning in increasingly 
frantic guises.

Hector Berlioz
Symphonie fantastique, Op.14

Daydreams (Largo) – Passions 
    (Allegro agitato e appassionato assai)

A Ball (Valse Allegro non troppo)

In the Fields (Adagio)

March to the Scaffold (Allegretto non troppo)

Sabbath Night Dream (Larghetto – Allegro – Dies irae – 
    Sabbath Round (Un peu retenu) – Dies irae and 
    Sabbath Round together)

The fi rst performance of the Symphonie fantastique on 
5 December 1830 marked a turning point in Berlioz’s career. 
It was through this work that he fi rst became known; his 
extensive infl uence on 19th-century composers dates from 
it. For those in the audience it was also a signifi cant event, 
which opened a new era in music. For despite its apparent 
obeisance to classical procedures, this music sounded like 
no music ever heard before.

The actual music of the Symphonie fantastique is 
surrounded by a thick hedge of literary and biographical 
associations. Berlioz himself is largely responsible for 
this. Firstly there is the tale of Harriet Smithson, a hapless 
English actress whose portrayal of Ophelia had captured 
Berlioz’s imagination. In 1830 he wrote to a friend that the 
Symphonie was to depict the development of his ‘infernal 
passion’ for Miss Smithson. 20 years and two disastrous 
marriages later, he wrote in his Memoirs that the work had 
been written under the infl uence of Goethe’s Faust. But the 
early association stuck well. If there is one thing everyone 
knows about Berlioz and the Symphonie fantastique, it is the 
sad tale of his relationship with Harriet Smithson!

A more imposing literary obstacle is the elaborate 
program which Berlioz himself devised, and which he 
originally directed should accompany the Symphonie 
whenever it was played. The program bristles with literary 
allusions: to Chateaubriand, to Shakespeare, Goethe, 
Hoff mann, De Quincey. In brief, it deals with a young 
musician, in the toils of a desperate passion for a woman 
who embodies his romantic ideal. The vagaries of feeling 
occasioned by his passion are the subject of the fi rst 
movement. In the following movements we see him in 
various situations: at a ball, in the midst of nature in the 
country, in the grip of an opium dream witnessing his own 
execution, and partaking in a Witches’ Sabbath, where his 
beloved appears transformed into a demon’s harlot.
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Berlioz in the 1830s – the drawing is 
thought to be by Ingres

The program of the 
Symphonie fantastique 
is linked to Berlioz’s own 
experience – yet not one of 
the events described in it 
had actually occurred in his 
own life.

The program is of considerable interest in itself as an 
index of artistic preoccupations at that time: the discovery 
of the unconscious (the opium dream), the interest in the 
demoniac, the fascination with the monstrous and bizarre – 
the ‘fantastic’ of the work’s title. In actual fact, the label 
‘fantastic’ only applies directly to the last two movements, 
and it is worth noticing that trombones and tubas are 
silent until these last two movements, where their entry 
reinforces the change of atmosphere.

Despite its inherent literary interest, much debate has 
centred on the relevance of the program to the actual 
music of the Symphonie. There is no doubt that Berlioz 
captured the contemporary imagination very well with it, 
and, more practically, that it helped the audience to accept 
more readily the strangeness of the music in those early 
performances. But is the program anything more than 
a ‘promotional aid’? Does it add to, or distract from, our 
appreciation of the music of the Symphonie?

Berlioz revised the program no less than four times, 
modifying it quite signifi cantly in the process. He also 
modifi ed his view of its usefulness, fi nally directing 
that, whenever the Symphonie is played alone, without its 
stage sequel Lélio, the program was not to be distributed. 
However, as in Harold in Italy, the titles of the movements 
must be retained. The composer sensed rightly that the 
music was coherent and comprehensible in its own terms, 
and did not need any added literary explanation.

The true originality of the Symphonie fantastique lies 
in the music itself. The many novelties of its melody, 
harmony and orchestration strike our ears even today. 
Most signifi cantly, however, the work embodies an entirely 
new conception of dramatic instrumental music. In 
formulating this new dramatic ideal, Berlioz drew equally 
on the examples of Beethoven and Shakespeare – seen in 
the light of his own beliefs about the expressive capabilities 
of instrumental music. In realising the new dramatic 
ideal in his music, Berlioz signifi cantly modifi ed classical 
symphonic practices in several respects: the number and 
grouping of the movements, the character of the individual 
movements and the treatment of the main theme.

The ‘hero’ of Berlioz’s symphonic drama is not the 
musician of the program, but the fi rst theme of the Allegro 
(Passions) section of the fi rst movement. This theme is the 
subject and source of action in the whole work. Notice that 
it reappears – like an actor in a play, but unlike the theme 
of a Classical symphony – in each of the subsequent scenes 
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Harriet Smithson as Ophelia

of the drama. Berlioz uses solo instruments to complete 
the identity of the theme, to ‘characterise’ it. After the fi rst 
movement, it appears most often on solo clarinet, though 
fl ute and oboe are also used in the Waltz and particularly 
in the pastoral third movement.

Development of the theme is projected into fi ve 
specifi c ‘situations’ – another unusual feature, and one 
which again has more in common with drama than with 
classical symphonic practice. Time and place are suggested 
by the movement titles. But the situations are evoked by 
the music itself, in the introduction that precedes each 
movement.

The movements are grouped symmetrically on either 
side of the central movement, the Scene in the Fields. 
The drama develops in an arc. It rises to its point of crisis 
with the appearance of the allegro theme in the Adagio 
third movement, In the Fields. From there it descends 
to the catastrophe in the last movement, the Dream of 
the Witches’ Sabbath, where the original identity of the 
allegro theme is destroyed by the forces of parody that are 
so potent in this movement. The most important dramatic 
events occur in the fi rst, third and fi fth movements. The 
other two movements, A Ball and March to the Scaffold, 
complement each other as episodes, or interludes, between 
the main movements.

Berlioz continued to develop his dramatic symphonic 
ideal in Harold in Italy – with its solo viola ‘hero’ – and 
in Roméo et Juliette, where symphonic form is further 
enlarged to embrace a play by Shakespeare. But perhaps he 
never again succeeded as perfectly as he does here in the 
Symphonie fantastique.

© KAY DREYFUS

The Symphonie fantastique calls for two fl utes (one doubling piccolo), 
two oboes (one doubling cor anglais), two clarinets (one doubling 
E fl at clarinet) and four bassoons; four horns, two trumpets, two 
cornets, three trombones and two tubas (or ophicleides), two timpani 
and a large percussion section that includes church bells; two harps 
and strings.

The Sydney Symphony gave the fi rst performance of the Symphonie 
fantastique by an ABC orchestra in 1938, conducted by Malcolm 
Sargent. The orchestra’s most recent performance of the work was in 
the 2007 Master Series, conducted by Tugan Sokhiev.
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 The fantastic Symphony 

EXPLANATORY

T
he following program must 
be distributed among the 
audience whenever the 

Fantastic Symphony is played 
dramatically and it is followed 
by the lyric monodrama [Lélio], 
which latter supplements and closes 
the episode in the life of an artist. 
When such a performance is given, 
the orchestra must be invisible and 
placed on the stage of a theatre 
behind the lowered curtain. 

When the Symphony is given by 
itself in concerts these directions are 
superfl uous and, strictly speaking, 
the distribution of this program 
may be dispensed with. In such 
cases it is only necessary to retain 
the titles of the fi ve movements. The 
composer indulges himself with the 
hope that the symphony will, on its 
own merits and irrespective of any 
dramatic aim, offer an interest in 
the musical sense alone.

�

PROGRAM of the Symphony

A young musician of unhealthily 
sensitive nature and endowed with 
vivid imagination has poisoned 
himself with opium in a paroxysm 
of love-sick despair. The narcotic 
dose he had taken was too weak to 
cause death but it has thrown him 
into a long sleep accompanied by 
the most extraordinary visions. In 
this condition his sensations, his 
feeling and memories fi nd utterance 
in his sick brain in the form of 
musical imagery. Even the beloved 
one takes the form of melody in his 
mind, like a fi xed idea [idée fi xe] 
which is ever returning and which 
he hears everywhere.

1st Movement
Visions and passions
At fi rst he thinks of the uneasy and 
nervous condition of his mind, of 
sombre longings, of depression 
and joyous elation without any 
recognisable cause, which he 
experienced before the beloved 
one had appeared to him. Then he 
remembers the ardent love with 
which she suddenly inspired him, he 
thinks of his almost insane anxiety 
of mind, of his raging jealousy, of 
his awakening love, of his religious 
consolation.

Berlioz’s revised ‘program’ for the Symphonie fantastique
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ISODE
OF AN ARTIST

and the lyric Monodrama

2nd Movement
A ball
In a ballroom, amidst the confusion 
of a brilliant festival, he fi nds the 
loved one again.

3rd Movement
In the country
It is a summer evening. He is in the 
country musing when he hears two 
shepherd-lads who play the ranz 
des vaches (the tune used by the 
Swiss to call their fl ocks together) 
in alternation. This shepherd-duet, 
the locality, the soft whisperings 
of the trees stirred by the zephyr-
wind some prospects of hope 
recently made known to him, all 
these sensations unite to impart a 
long unknown repose to his heart 
and to lend a smiling colour to his 
imagination. And then she appears 
once more. His heart stops beating, 
painful forebodings fi ll his soul. 
‘Should she prove false to him!’ 
One of the shepherds resumes the 
melody, but the other answer him 
no more…Sunset…distant rolling of 
thunder…loneliness…silence.

4th Movement
The procession to the stake
He dreams that he had murdered his 
beloved, that he has been condemned 

to death and is being led to the stake. 
A march that is alternately sombre 
and wild, brilliant and solemn, 
accompanies the procession… The 
tumultuous outbursts are followed 
without modulation by measured 
steps. At last the fi xed idea returns, 
for a moment a last thought of love 
is revived – which is cut short by the 
death-blow.

5th Movement
The witches’ Sabbath
He dreams that he is present at 
a witches’ dance, surrounded by 
horrible spirits, amidst sorcerers 
and monsters in many fearful 
forms, who have come to assist at 
his funeral. Strange sounds, groans, 
shrill laughter, distant yells, which 
other cries seem to answer. The 
beloved melody is heard again but 
it has its noble and shy character 
no longer, it has become a vulgar, 
trivial and grotesque kind of dance. 
She it is who comes to attend the 
witches’ meeting. Friendly howls 
and shouts greet her arrival…She 
joins the infernal orgy…bells toll 
for the dead…a burlesque parody of 
the ‘Dies irae’…the witches’ round-
dance…the dance and the ‘Dies irae’ 
are heard at the same time.
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DISCOVER MAHLER 
A MUSICAL LECTURE WITH RICHARD GILL
Discover Mahler’s more intimate side with the entertaining  
and illuminating Richard Gill. 

CITY RECITAL HALL ANGEL PLACE  

MON 22 MAR 6.30PM
MAHLER  Songs of a Wayfarer: 
  ‘Wenn mein Schatz Hochzeit macht’  
  ‘Die zwei blauen Augen von meinem Schatz’  
BRAHMS Symphony No.3: 3rd movement

RICHARD GILL conductor
SAM DUNDAS baritone
SYDNEY SINFONIA

PRESENTING PARTNER 
EDUCATION PROGRAM:

PRESENTING PARTNER 
SYDNEY SINFONIA:

THE MAHLER ODYSSEY 
CONTINUES IN MAY:
20-22 MAY - MAHLER 5
26-29 MAY - MAHLER’S SONG OF THE EARTH

*Select performances. Booking fees of $4-$8.50 may apply.

BOOK NOW  
TICKETS  
FROM $35*

SYDNEY SYMPHONY  
8215 4600  
MON-FRI 9AM-5PM

SYDNEYSYMPHONY.COM

SYDNEY OPERA HOUSE  
9250 7777 
MON-SAT 9AM-8.30PM | SUN 10AM-6PM

SYDNEYOPERAHOUSE.COM 

CITY RECITAL HALL  
ANGEL PLACE
8256 2222 (MON-FRI 9AM-5PM)

CITYRECITALHALL.COM

Listeners to ABC Classic FM often 
hear the Sydney Symphony’s concerts 
in broadcasts from the Sydney Opera 
House. One of the producers who has 
contributed to turning so many homes 
into concert halls has been Ralph Lane, 
who retires this year and whose last 
orchestral recordings for the ABC are 
taking place at this week’s concerts.

Ralph Lane started with the ABC 
on 16 October 1978. With 30 years of 
recording the Sydney Symphony in 
concert and for disc, it’s diffi  cult to pick 
just one highlight, but he recalls the 
1994 Sydney Town Hall performance 
of Olivier Messiaen’s Eclairs sur l’au 
delà – the Australian premiere – which 
was broadcast live and for which he 
also produced the interval feature. 
As an organist, Ralph is a great fan of 
Messiaen and ‘a Francophile to boot’, 

A tribute to Ralph Lane OAM 
ABC Classic FM Senior Music Producer (NSW)

PHOTO: ILIA USUNOSKI

so it’s especially appropriate (and no 
coincidence) that his fi nal bow in the 
recording booth is for an all-French 
program.

Listeners, musicians and colleagues in 
broadcasting have enormous respect and 
gratitude for Ralph’s contributions to our 
musical life. We wish him all the best for 
a happy retirement!
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 MORE MUSIC

Selected Discography

PINCHAS STEINBERG

Among Pinchas Steinberg’s recent recordings is a 
disc of French song, with Berlioz’s Les Nuits, Ravel’s 
Shéhérazade and Chausson’s Poème de l’amour et de la 
mer. Vesselina Kasarova is the soprano and Steinberg 
conducts the Austrian Radio Symphony Orchestra.

RCA 805319

LOUIS LORTIE PLAYS RAVEL

Louis Lortie has recorded both the Ravel piano 
concertos, together with Fauré’s Ballade for piano 
and orchestra. The London Symphony Orchestra is 
conducted by Rafael Frühbeck de Burgos.

CHANDOS 8773

More recently, in 2004, he released a 2-CD set of Ravel’s 
complete solo piano music.

CHANDOS 10142

FRANCK

To hear more of Franck’s orchestral music try Charles 
Munch and the Boston Symphony Orchestra, playing 
the Symphony in D minor and Le chasseur maudit. 
On the same disc, Leonard Pennario is the piano 
soloist in the Symphonic Variations, with Arthur Fiedler 
conducting.

RCA VICTOR RED SEAL 65833

SYMPHONIE FANTASTIQUE

For a performance that combines ‘passion, spontaneity 
and incredible ensemble clarity’ try Roger Norrington’s 
2003 live recording with the Stuttgart Radio Symphony 
Orchestra. The overture Les francs-juges fi lls out the 
disc.

HÄNSSLER CLASSIC 93103

Charles Munch’s 1954 recording with the Boston 
Symphony Orchestra continues to hold its own. In the 
recent SACD-hybrid release it’s combined with the Love 
Scene from Roméo et Juliette.

RCA VICTOR LIVING STEREO 67899

To explore the symphony and Berlioz’s world in 
multimedia depth, visit the San Francisco Symphony’s 
acclaimed Keeping Score site for background 
information, musical scores, discussion of Berlioz’s 
creative technique and a video documentary featuring 
Michael Tilson Thomas.
www.keepingscore.org

And if you’re curious about the sequel to the Symphonie 
fantastique, the monodrama Lélio (or the return to life), 
then seek out the recording by Thomas Dausgaard and 
the Danish National Orchestra and Chorus. The disc 
also includes Berlioz’s Roman Carnival Overture and 
Hélène, for voices and orchestra.

CHANDOS 10416

 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.

 Broadcast Diary

FEBRUARY–MARCH

17 March, 6.30pm

THE HALL OF HEROES

Alexander Briger conductor
François-Frédéric Guy piano

Ledger, Beethoven, Wagner

3 April, 9.15pm

TWO SYMPHONIES AND A FUNERAL (2009)

Michael Dauth violin-director
Clemens Leske piano

JC Bach, Mozart, Haydn

5 April, 8pm

ORGAN SPLENDOUR (2009)

David Drury organ

Solo organ works: Bach, Jongen, Dupre, Widor

6 April, 1.05pm

RAVEL’S BOLERO (2008)

Gianluigi Gelmetti conductor

 2MBS-FM 102.5
SYDNEY SYMPHONY 2010
13 April, 6pm

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

 Webcast Diary

 Selected Sydney Symphony concerts are recorded for 
webcast by BigPond. 
Visit: bigpondmusic.com/sydneysymphony

Latest webcast
MAHLER 8 – ‘SYMPHONY OF A THOUSAND’

 Have Your Say
Tell us what you thought of the concert at 
sydneysymphony.com/yoursay 
or email: yoursay@sydneysymphony.com
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 ABOUT THE ARTISTS

Pinchas Steinberg has distinguished himself for many 
years as a regular guest of the leading opera houses and 
concert halls throughout Europe, and more recently, in 
the United States, making his debut with the Cleveland 
Orchestra in 2001 and now returning there regularly. 
He is also a regular guest conductor of the Dallas 
Symphony.

Born in Israel, he studied violin under Joseph Gingold 
and Jascha Heifetz. In 1974 he made his conducting debut 
with the RIAS Symphony Orchestra in Berlin. Since then 
he has conducted orchestras such as the Berlin 
Philharmonic, the London Symphony, the London 
Philharmonia, Israel Philharmonic, Leipzig Gewandhaus 
Orchestra, Orchestra National de France, Santa 
Cecilia Orchestra Roma, Czech Philharmonic, London 
Philharmonic, Munich Philharmonic, Royal Stockholm 
Philharmonic, and the Orchestra de Paris. He also appears 
regularly for the Budapest Festival Orchestra, and has 
conducted at the Salzburg, Berlin, Prague, Vienna, Verona, 
Orange and Flanders festivals.

From 1988 to 1993 he was the Permanent Guest 
Conductor at the Vienna State Opera. He was also Chief 
Conductor of the Radio Symphony Orchestra in Vienna 
(1989–1996) and Music Director of the Orchestra de la 
Suisse Romande in Geneva (2002–2005).

His recordings include Wagner’s Der fl iegende Holländer, 
Catalani’s La Wally, Mozart’s La clemenza di Tito, and Richard 
Strauss’s Die schweigsame Frau, and his RCA recording of 
Massenet’s Chérubin was awarded the Grand Prix du Disque, 
the Diapason d’Or, the German Critics Prize and the 
Caecilia Prize Bruxelles.

Recent concert engagements have included 
performances in Italy, the Czech Republic and Spain, and 
return visits to the Cleveland Orchestra. Earlier this year 
he made his debut at La Scala conducting performances 
of Schumann’s Scenes from Faust with the Orchestra 
Filarmonica della Scala. He will return to the Opera Bastille 
in Paris to open the 2011–12 opera season with Strauss’s 
Salome.

Pinchas Steinberg’s most recent appearance with the 
Sydney Symphony was in the 1993 Master Series, when his 
program included Ravel’s Daphnis et Chloé.

Pinchas Steinberg conductor
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Canadian pianist Louis Lortie studied in Montreal with 
Yvonne Hubert (a pupil of Alfred Cortot), in Vienna with the 
Beethoven specialist Dieter Weber, and subsequently with 
Leon Fleisher, among others. He made his debut with the 
Montreal Symphony Orchestra at 13 and with the Toronto 
Symphony Orchestra three years later. In 1984 he won First 
Prize in the Busoni Competition and was a prize-winner 
at the Leeds Competition.

Although Sydney audiences will recognise him as an 
interpreter of Ravel, in particular, he is also known for 
his interpretations of Beethoven, having performed the 
complete sonatas in London, Toronto, Berlin and Milan, 
and the complete piano concertos with the Montreal 
Symphony Orchestra.

Engagement highlights include the San Francisco 
Symphony, Chicago Symphony Orchestra and Cleveland 
Orchestra, and in Europe the Leipzig Gewandhaus 
Orchestra, Accademia Nazionale di Santa Cecilia, Warsaw 
Philharmonic, Netherlands Radio Philharmonic, Dresden 
Philharmonic, a tour of Spain with the BBC National 
Orchestra of Wales, Ulster Orchestra, Beethoven Bonn 
Orchestra, Swedish Chamber Orchestra, Bournemouth 
Symphony Orchestra and the BBC Philharmonic Orchestra. 
Among his collaborations, he works extensively with Kurt 
Masur; he also frequently directs performances from the 
piano.

As a recitalist his appearances include the Vienna 
Konzerthaus, the International Piano Series and the 
International Chamber Music Season at the Queen 
Elizabeth Hall in London, Aldeburgh Festival, Milan 
Serate Musicali, 14th Beethoven Festival, Festival Pianistico 
Internazionale Arturo Benedetti Michelangeli di Brescia 
e Bergamo, Valencia and Bilbao.

He has made more than 30 recordings, ranging from 
Mozart to Stravinsky, and his many accolades include 
the Edison Award, for his recording of Beethoven’s Eroica 
Variations. In 1992 he was named Offi  cer of the Order of 
Canada, and received both the Order of Quebec and an 
honorary doctorate from Laval University.

Louis Lortie’s most recent Sydney visit was in 2005, when 
he played Schumann, an all-Chopin recital and a program 
in the Mozart in the City series. His most recent appearance 
in the Master Series was in 2001, when he played the Ravel 
Piano Concerto in G.

Louis Lortie piano
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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

 ©
 K

EI
TH

 S
A

U
N

D
ER

S

Performing in this concert…

FIRST VIOLINS 
Dene Olding 
Concertmaster 

Roy Theaker 
Associate Concertmaster *

Sun Yi 
Associate Concertmaster 

Fiona Ziegler 
Assistant Concertmaster

Julie Batty 
Marianne Broadfoot
Jennifer Booth 
Brielle Clapson
Sophie Cole 
Amber Gunther 
Georges Lentz
Nicola Lewis 
Alexandra Mitchell
Léone Ziegler 
Martin Silverton*
Mariana Green†

SECOND VIOLINS 
Marina Marsden
Emma West 
Susan Dobbie 
Principal Emeritus

Maria Durek 
Claire Herrick†
Shuti Huang 
Stan W Kornel 
Benjamin Li 
Philippa Paige 
Biyana Rozenblit 
Maja Verunica 
Alexandra D’Elia#
Thomas Dethlefs *
Emily Qin*

VIOLAS
Roger Benedict 
Anne-Louise 
   Comerford 
Yvette Goodchild 
Assistant Principal 

Robyn Brookfi eld 
Sandro Costantino
Graham Hennings 
Stuart Johnson 
Mary McVarish 
Justine Marsden 
Felicity Tsai 
Leonid Volovelsky 
Rosemary Curtin#

CELLOS
Catherine Hewgill 
Fenella Gill 
Timothy Nankervis
Adrian Wallis 
David Wickham 
Minah Choe*
Rowena Crouch#
William Hewer†
Anna Rex*
Rachael Tobin#

DOUBLE BASSES
Kees Boersma 
Alex Henery 
Neil Brawley 
Principal Emeritus 

David Campbell 
Steven Larson 
Richard Lynn 
David Murray 
Josef Bisits†

FLUTES 
Emma Sholl 
Rosamund Plummer 
Principal Piccolo

Kate Lawson #

OBOES
Shefali Pryor
David Papp 
Alexandre Oguey 
Principal Cor Anglais

CLARINETS
Lawrence Dobell 
Christopher Tingay 

BASSOONS
Matthew Wilkie 
Noriko Shimada 
Principal Contrabassoon

Robert Llewellyn*
Chloe Turner†

HORNS
Robert Johnson 
Geoffrey O’Reilly 
Marnie Sebire 
Euan Harvey

TRUMPETS
Geoff Payne*
John Foster
Anthony Heinrichs 
Alexandra Bieri*

TROMBONES
Scott Kinmont 
Nick Byrne 
Christopher Harris 
Principal Bass Trombone

TUBA
Steve Rossé 
Hidehiro Fujita*

TIMPANI
Richard Miller 
Mark Robinson 
Assistant Principal

PERCUSSION
Rebecca Lagos 
Colin Piper 
Chiron Meller*
Brian Nixon*
Alison Pratt*

HARP 
Louise Johnson
Genevieve Lang *

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_musician  If you don’t have access to the internet, ask a Sydney 
Symphony customer service representative for a copy of our Musicians fl yer.
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 THE SYDNEY SYMPHONY
Vladimir Ashkenazy PRINCIPAL CONDUCTOR AND ARTISTIC ADVISOR

 PATRON Her Excellency Professor Marie Bashir AC CVO, Governor of New South Wales

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

PLATINUM PARTNERS MAJOR PARTNERS

SILVER PARTNERS

GOLD PARTNERS

REGIONAL TOUR 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 
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 
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  

 John C Conde AO – Chairman

Peter Weiss AM – Founding President 
    & Doris Weiss

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
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 BEHIND THE SCENES

 CHAIRMAN  John C Conde AO

Ewen Crouch Andrew Kaldor
Jennifer Hoy Goetz Richter
Rory Jeffes David Smithers AM

Stephen Johns Gabrielle Trainor

 Sydney Symphony Board

 Sydney Symphony Regional Touring Committee

The Hon. Ian Macdonald MLC Minister for State and 
Regional Development, Forest and Mineral Resources
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 
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

The Hon.  
    Ian Macdonald MLC*
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 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
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
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. 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 
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has been made to secure permission for copyright material prior to printing. 
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 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

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, CLASSICAL 
SALES Antonia Farrugia
MARKETING MANAGER, SUBSCRIPTION 
SALES Simon Crossley-Meates
ONLINE MANAGER Kate Taylor
GRAPHIC DESIGNER 

Christie Hutchinson
DATA ANALYST Kent Prusas

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

Michael Dowling, Erich Gockel,
Matt Lilley, Rachel McLarin

COMMUNICATIONS
HEAD OF COMMUNICATIONS

Yvonne Zammit
PUBLICIST Katherine Stevenson

 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

Seleena Semos

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

COMMERCIAL ENTERPRISES
COMMERCIAL ENTERPRISES 
MANAGER Patrick Smith
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