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ABOUT THE ARTISTS

LISE DE LA SALLE piano

A career of already over 20 years, award-
winning Naïve recordings, international concert 
appearances – Lise de la Salle has established 
herself as one of today's exciting young artists 
and as a musician of real sensibility and 
maturity. Her playing inspired a Washington 
Post critic to write, ‘For much of the concert, 
the audience had to remember to breathe... the 
exhilaration didn’t let up for a second until her 
hands came off the keyboard.’

The 2024/25 season sees her debut with 
Sydney Symphony Orchestra and returns to 
Philharmonia Orchestra and NHK Symphony 
Orchestra under the baton of Fabio Luisi. 
Other recent highlights include major 
performances at the Théâtre des Champs-
Elysées with Orchestre de Chambre de 
Paris, a return to RTÉ National Symphony 
Orchestra, Stuttgarter Philharmoniker and 
Yomiuri Nippon Symphony Orchestra. She 
performs recitals in prestigious concert halls 
such as Shanghai Concert Hall, Sydney City 
Recital Hall and Paris Seine Musicale. 

She has played with many leading orchestras 
across the globe: Chicago, Boston and 
Washington Symphony Orchestras, Los 
Angeles Philharmonic, Philadelphia 
Orchestra, Philharmonia, BBC Symphony and 
London Symphony Orchestras, Deutsches 
Symphonie-Orchester Berlin, Münchner 
Philharmoniker, Dresden Staatskapelle, 
hr-Sinfonieorchester, Orchestre de Paris, 
Orchestre National de France, Orchestra 
dell’Accademia Nazionale di Santa 
Cecilia, Filarmonica della Scala, Orchestra 
Sinfonica Nazionale Della RAI, Rotterdam 
Philharmonic, St Petersburg Philharmonic, 
Royal Stockholm Philharmonic and NHK 
Symphony Orchestras, Singapore Symphony 
Orchestra and Tokyo Metropolitan Symphony 
Orchestra among many others. 

She collaborated with conductors such 
as Herbert Blomstedt, Fabio Luisi, James 
Conlon, Gianandrea Noseda, Krzysztof 
Urbanski, Antonio Pappano, Rafael Payare, 
Karina Kanellakis, Lioner Bringuier, Thomas 
Søndergård, Fabien Gabel, Marek Janowski, 
Robin Ticciati, Osmö Vanska, James Gaffigan, 
Semyon Bychkov, and Dennis Russell Davies.

She performs in the world’s most esteemed 
concert halls – Vienna Musikverein, 
Concertgebouw Amsterdam, Herkulessaal in 
Munich, Berlin Philharmonie, Tonhalle Zürich, 
Lucerne KKL, Bozar in Brussels, Wigmore and 
Royal Festival Halls, Théâtre des Champs-
Elysées, Hollywood Bowl, and festivals – 
Klavier Festival Ruhr and Bad Kissingen, 
Verbier, La Roque d’Anthéron, Bucharest 
Enescu Festival, San Francisco Performances, 
Chicago Symphony recital series, Aspen and 
Ravinia Festivals.

She also takes pleasure in educational 
outreach and conducts master classes in 
many of the cities in which she performs.

Among her critically acclaimed Naïve 
CDs features an all-Chopin disc with a live 
recording of the Piano Concerto No.2 with 
Fabio Luisi conducting Staatskapelle Dresden. 
In 2011, her Liszt album received Diapason 
Magazine’s Diapason d’Or and Gramophone’s 
Editor’s Choice. Her latest album When do we 
Dance? (2021) presents an odyssey of dances 
through a whole century. 

In 2004, Lise de la Salle won the Young 
Concert Artists International Auditions in 
New York. She started the piano at age four 
and gave her first concert five years later in a 
live broadcast on Radio France. She studied 
at the Paris Conservatoire. She has worked 
closely with Pascal Nemirovski and was long-
term advisee of Geneviève Joy-Dutilleux.

Don't miss Lise de la Salle performing 
Mozart's glittering Piano Concerto No.19 
with the Sydney Symphony Orchestra later 
this week, Wednesday 9 - Saturday 12 April, 
at the Sydney Opera House.

Scan this code to read 
and watch an interview 
with Lise de la Salle, where 
she talks about being 
surrounded by music from 
birth, and her deep love of 
Liszt, Chopin and Mozart.



ABOUT THE MUSIC

ABOUT FRÉDÉRIC CHOPIN

Chopin knew from very early in adult life 
that the career of piano virtuoso was not for 
him. According to his friend, colleague and 
rival Franz Liszt, Chopin was ‘repelled by the 
furious and frenzied face of Romanticism’. 
Where Liszt’s career traces a magnificent 
arc from prodigy through virtuoso to 
distinguished composer of large-scale 
works, Chopin’s seems a story of withdrawal 
from the concert platform and even from 
metropolitan society. But the cliché of him 
retreating into miniatures is inaccurate.  
Not only do the solo works in the genres 
that he made his own, such as the nocturne, 
ballade, polonaise or mazurka, often take 
on a substantial scale and an amazing 
intricacy, Chopin remained interested 
enough in ‘classical’ forms to complete his 
Third Sonata as late as 1844.

It is true, though, that after he left Poland 
in 1830, his piano music became ever more 
subtle – more suited to the salon than the 
concert hall – and that he wrote virtually no 
music involving any other instruments. The 
pieces for piano and orchestra, including 
the two concertos, were, with one exception, 
the work of the late-teenaged composer in 
his native Warsaw.

Based in Paris, Chopin met the Romantic 
novelist known as George Sand (Aurore 
Dupin) in late 1836, and was put off by the 
writer’s assumption of masculine manners 
and clothing. Meeting Sand again in April 
1838, Chopin’s attitude changed, and he 
embarked on the major love affair of his life.

Towards the end of that year Chopin,  
Sand and her two children fled to Majorca 
where they lived in uncomfortable 
lodgings and faced open hostility from 
the puritanical islanders, but he wrote 
his Preludes. They returned to France but 
Chopin’s increasing ill-health strained the 
relationship, which ended in 1843.

Chopin’s innovation, in his solo music 
especially, was to introduce a polyphonic 
complexity to this simple texture without 
destroying its effect. He famously criticised 
the music of Beethoven, saying it is 
occasionally ‘obscure and seems lacking  
in unity … the reason is that he turns his  
back on eternal principles; Mozart never.’

Frederic Chopin, painted by Eugene Delacroix in 1838



One of only two known photographs of Chopin, taken by 
Louis-Auguste Bisson in 1849.

ABOUT THE MUSIC

ABOUT THE BALLADES

If Chopin was looking to the Baroque 
in his Preludes, his four Ballades are 
quintessentially Romantic in spirit. The 
mid-19th century saw the rise of program 
music, notably in the work of Chopin’s 
friends Schumann and Liszt who pioneered 
the illustrative miniature and, in Liszt’s case, 
the full-scale symphonic poem in the spirit 
of Berlioz. This shift from the abstract forms 
of classicism has to do with the increasing 
use of chromatic harmony, which provides 
localised moments of emotive intensity, 
but can blur the structural sign-posts that 
give form to many classical pieces. In this 
instance having a story, or the idea of a 
story, can help the composer plan the form, 
and the listener negotiate its trajectory. 

The poetic genre of the ballad – enormously 
popular in the border regions of England 
and Scotland – appealed to the Romantic 
poets in Britain and Germany, especially, 
at the turn of the 19th century. Ballads 
traditionally told a story (unlike the lyric, 
which explored a moment of feeling), and 
the story was inevitably set in the non-urban 
landscape of the past, often involving the 
supernatural, and almost always ending 
badly for someone. Polish poet Adam 
Mickiewicz, who like Chopin had settled in 
Paris, described the ballad as ‘a tale based 
on the events of common life or out of the 
annals of chivalry’ and introduced the genre 
into Polish in 1822. In 1841 Chopin would tell 
Schumann that his ballades were based on 
‘certain poems of Mickiewicz’ but if that is 
the case we know not which. 

Composed in 1835, Chopin’s G minor 
Ballade, Op.23, is one of his first larger 
scale pieces, and clearly the idea of an 
implicit ‘narrative’ solved the problem of 
how to generate substantial form. In other 
words, while the music events are in no 
way illustrative, and while Chopin was not 
writing ‘classical’ sonata-form pieces, the 
Ballades do derive their energy from the 
dramatic interaction, and development,  
of contrasting thematic materials.

In both the first and fourth Ballades (Op.23 
and Op.52, which was composed in 1842-
3) the first theme is highly inflected by 
waltz rhythms. (Both in minor keys, the 
first Ballade has an extended introductory 
gesture, where the fourth, in F minor, has a 
much shorter introduction.) In both cases,  
as scholar Jim Samson has noted, the 
second theme, which offers ‘resolution of  
the tension generated in the first’, has 
the calmer character of a barcarolle. In 
both works the material is developed in 
a classical sense, in that elements are 
extracted and contrasted, the music 
moves into new key areas to heighten 
excitement, and on reaching a climax the 
music represents its themes in the light of 
the experience of the work’s ‘narrative’. In 
the fourth Ballade Chopin maintains the 
excitement by inserting a quiet chorale 
that the breaks the momentum and has the 
listener wondering what will come next.



ABOUT THE MUSIC

ABOUT FRANZ LISZT

Liszt was born in 1811 in Doborján/Raiding, 
a village then in a German-speaking part 
of Hungary but since 1920 in Austria. He 
showed early musical promise, learning 
piano from the age of seven giving his first 
concerts in 1820. Aristocratic patronage 
allowed him to travel to Vienna in 1822 
where he studied piano with Carl Czerny 
and composition with Antonio Salieri, and 
met Beethoven. He made concert tours 
to Hungary, France and England almost 
immediately, soon making Paris his base. 
There in the early 1830s he met Paganini, 
who perhaps offered a different model 
for the life of the touring virtuoso, and 
Chopin who became a friend and rival, and 
Berlioz. This period saw the composition 
of numerous transcriptions, where a 
work (a song by Schubert or a Beethoven 
symphony) is altered just enough to become 
playable at the piano, and ‘paraphrases’, 
where he took themes from a well-known 
opera and worked them into a kind of 
symphonic poem for the keyboard. 

In 1838 he moved to Italy, and in 1839  
gave the first modern ‘recital’ – a solo 
concert with an overarching plan to  
the programming.

Liszt’s peripatetic career was partly  
driven by a reaction to what society 
regarded as a scandalous private life 
involving women such as author Countess 
Maire d’Agoult, Lola Montez and Carolyne 
Sayn-Wittgenstein; Liszt would enshrine 
these journeys in his Années de pèlerinage. 
Life as a ‘rock-star’ virtuoso lasted until 
1847, after which time he never again 
accepted a fee for public performance.’

He settled in Weimar as music director 
to the court of the Grand Duke, where he 
helped to enlarge and improve the local 
orchestra, and wrote most of his music for 
piano and orchestra, developed his notion 
of the symphonic poem and began to write 
more ‘sonata’-style works, including the 
Piano Sonata composed in 1853.

In the early 1860s he found himself in Rome, 
where his marriage to Sayn-Wittgenstein 
failed to take place. Always to some 
degree religious, Liszt explored notions 
of damnation in a new appreciation of 
the Faust story, and entered minor orders 
(known thereafter as the Abbé Liszt) in 1865. 

Nevertheless he persisted in performing  
(as conductor and pianist) and composing, 
and in his last years produced works in 
which Liszt seems to push the boundaries 
of traditional harmony: one need look no 
further than his curious bitonal meditation 
on mutability, Sunt lacrimae rerum (the 
‘tears in all things’) of 1872 or his last piano 
piece, the ‘Bagatelle without tonality’, 
written a year before his death in 1886.

Liszt, painted by Henri Lehmann in around 1839.  
Source: Wikimedia/Musée Carnavalet, Paris.



ABOUT THE MUSIC

ABOUT THE CANTIQUE D’AMOUR

French poet and politician Alphonse de 
Lamartine famously said that ‘music is 
the literature of the heart; it begins where 
language is lost’. Romantic artists like 
Mendelssohn and Melville agreed,  
reflecting their sense that music could 
express intense spiritual and emotional 
states in ways that language could not.

The young Liszt responded enthusiastically to 
Lamartine’s 1830 cycle of poems Harmonies 
poétiques et religieuses, whose preface 
praises ‘meditative souls that solitude and 
contemplation raise inevitably towards ideas 
that are infinite, that is towards religion’ and 
goes on to offer the comfort of art to those 
forced into solitude by sorrow: ‘We pray with 
your words, we weep with your tears, we call 
on God with your songs!’

Liszt first produced a stand-alone piece, 
S154, and then a set of pieces (of which 
there are two versions) in the late 1840s; 
this includes the Cantique d’amour, another 
instance of blending the religious and the 
exotic, where gentle harp-like music gives 
way to a long melody surrounded by delicate 
chords before a more passionate outburst.

ABOUT REMINISCENCES OF ‘DON JUAN’

A genre that Liszt invented was the 
paraphrase (or as in the case of this work 
‘reminiscence’) where he took themes from  
a well-known opera and worked them into  
a kind of symphonic poem for the keyboard. 
His paraphrase of themes from Rigoletto 
is possibly the most famous, but Liszt also 
mined the works of Donizetti, Bellini and 
Mozart in this way.

Reminiscences of ‘Don Juan’ from 1841 is of 
course based on Don Giovanni, the opera of 
Mozart’s most in tune with the sensibilities of 
Romanticism. (Interestingly it was Chopin’s 
Variations on ‘Là ci darem la mano’ from 
Mozart’s Don Giovanni, Op.2, that prompted 
Robert Schumann’s famous review, with its 
conclusion: ‘Hats off, gentlemen. A genius!’)

Don Giovanni, a serial seducer, kills the 
Commendatore in the process of trying to 
rape the latter’s daughter, Donna Anna.  
She and her betrothed vow revenge, as does 

Donna Elvira who has been spurned by 
him, and Masetto, the peasant whose bride, 
Zerlina, has been whisked away by the Don on 
their wedding day. Finally the statute of the 
Commendatore returns to offer Don Giovanni 
the choice of repentance or hell; the Don will 
not relent, and is dragged off by devils.

Mozart begins his overture with the music 
which will accompany the climactic event: 
the appearance of the statute of the 
Commendatore. Liszt’s piece alludes to this 
moment at its beginning and end (where 
Mozart concludes with a gaily moralising 
chorus). The ‘reminiscences’ also include 
the duet ‘La ci darem la mano’, in which 
the Don attempts to seduce Zerlina; here 
Liszt can’t resist adding glittering pianistic 
flourishes and two bravura variations. There 
follows music which describes Don Giovanni 
in his own words and music (namely, the 
’champagne aria’), before a brief nod to the 
music of the statue’s call to repentance and 
a noisy close. Incidentally, Charles Rosen 
suggests that the B minor Sonata with it 
mixture of ‘brimstone and incense’ and its 
tragic-seeming ending, might be modelled 
on the tragi-comic Don Giovanni story; the 
Reminiscences, however, are good clean fun.

Alexandre-Évariste Fragonard’s image of the final scene of 
Don Giovanni, painted 1925-30.



ABOUT THE MUSIC

ABOUT THE SONATA IN B MINOR

When Hans von Bülow gave the public 
premiere of Liszt’s only Piano Sonata in 
January 1857 the critics were merciless. 
Anyone, declared the much-feared Eduard 
Hanslick, ‘who finds this beautiful is beyond 
help’, while the Nationalzeitung’s Otto 
Gumprecht dismissed it as ‘an invitation 
to hissing and stomping’. Some of Liszt’s 
colleagues were no more enthusiastic. 
Despite a falling out with Robert Schumann, 
Liszt dedicated it to him but by that stage 
Robert was confined to an asylum; his wife, 
the pianist/composer Clara Schumann 
regarded it as ‘noise’, which didn’t 
(according to a much-repeated anecdote) 
stop young the Johannes Brahms dozing 
off during the Andante section when Liszt 
played it to him. (They stayed friends.) On 
the other hand Wagner, who would later 
become Liszt’s son-in-law, wrote to Liszt in 
1855 that the sonata was ‘beautiful beyond 
anything, grand and sweet, deep and noble, 
sublime as you are yourself. It moved me 
most deeply.’

The incomprehension of mid-19th century 
listeners is somewhat understandable in 
that the thirty-minute work is played without 
a break, and while vestiges of the traditional 
four-movement layout of sonata-allegro, 
slow movement, scherzo and finale are 
discernible, they are ‘telescoped’ to unfold 
within the accepted formal divisions of a 
single sonata-design movement which has 
its own overarching shape: the musical 
themes are laid out (exposition), developed 
and recapitulated (signalling the return of 
the home key and initial material). And to 
add yet another formal layer, the five basic 
cells of the sonata’s thematic material are 
used from section to section and seen from 
wildly different perspectives: in a musical 
hall of mirrors they appear in different keys, 
at different speeds, different metres.

The first three are heard right at the start: 
two repeated bass notes and falling scale; 
a rhythmically angular motif based on a 
chromatic Hungarian mode; a short phrase 
whose core is four even repetitions of single 
note. After some development of these, 
there is a lofting hymnal tune, and, at the 
start of the Andante ‘slow movement’, a 
lyrical new theme in a gracious triple metre.

Musicologist Charles Rosen spoils the  
party in pointing out that Liszt didn’t invent 
this technique of continuous transformation 
– Schubert, Schumann, Moscheles and 
others had used it. Moreover, the simple 
changes of speed or metre reach back to 
the variations form that had been perfected 
by Haydn and transformed by Beethoven 
(whose ghost may be heard in some of 
the low, emphatically repeated chords 
reminiscent of the Waldstein Sonata).  
What Rosen does applaud is the way in 
which Liszt’s themes are able to ‘turn into 
each other’, imperceptibly altering and 
blending, and changing character to evoke 
‘the diabolical, the heroic, the religious and 
the erotic.’

Much of the music is bravura pianism, 
of course, recalling the Liszt of the ‘rock-
star’ years with its hammering chords and 
cascades of notes, but one other ghost who 
floats through the music is Chopin, who 
Liszt himself revered for having transmuted 
the lyricism of bel canto opera into piano 
writing. There is also a fugato section after 
the Andante where the ‘Hungarian’ motif is 
treated in parody-Baroque style.

In a final modernist touch, Liszt eschews the 
triumphant conclusion in favour of music 
that Derek Watson calls some of ‘the most 
haunting in all piano literature.’ We do get a 
full-throated statement of the hymnal music 
in B-major, but a brief reminiscence of the 
Andante leads into a strangely bleak coda, 
where the three earliest motifs reemerge in 
the depths of the instrument before a series 
of quiet, hopeful rising chords.

Gordon Kerry © 2025



ORCHESTRA CHAIR PATRONS

Andrew Haveron 
Concertmaster 
Vicki Olsson Chair

Harry Bennetts 
Associate Concertmaster 
Judy & Sam Weiss Chair

Alexandra Osborne 
Associate Concertmaster 
Helen Lynch am & Helen Bauer Chair

Fiona Ziegler 
Assistant Concertmaster 
Webb Family Chair,  
in memory of Dr Bill Webb & Helen Webb 

Claire Herrick 
Violin 
Russell & Mary McMurray Chair

Rebecca Gill 
Violin 
Dr John Lam-Po-Tang Chair, 
in memory of Reg & Jeannette Lam-Po-Tang

Nicole Masters 
Violin 
Nora Goodridge oam Chair

Tobias Breider 
Principal Viola 
Roslyn Packer ac & Gretel Packer am Chair

Justin Williams   
Assistant Principal Viola  
Bob & Julie Clampett Chair,  
in memory of Carolyn Clampett 

Anne-Louise Comerford 
Associate Principal Emeritus Viola 
White Family Chair

Rosemary Curtin 
Viola 
John & Jane Morschel Chair

Catherine Hewgill 
Principal Cello 
Jacqui & John Conde ao Chair

Kees Boersma 
Principal Double Bass 
Brian Abel Chair

Emma Sholl 
Associate Principal Flute 
Robert & Janet Constable Chair

Carolyn Harris 
Flute 
Landa Family Chair, 
in memory of Dr Barry Landa

Shefali Pryor 
Principal Oboe 
Council Chair

Alexandre Oguey 
Principal Cor Anglais 
Dr Rebecca Chin & Family Chair

Francesco Celata 
Associate Principal Clarinet  
John Curtis am Chair 

Todd Gibson-Cornish 
Principal Bassoon 
Nelson Meers Foundation Chair

Matthew Wilkie 
Principal Emeritus Bassoon 
Nelson Meers Foundation Chair

Fiona McNamara 
Bassoon 
Nelson Meers Foundation Chair

Samuel Jacobs 
Principal Horn 
Terrey Arcus am Chair

Marnie Sebire 
Horn  
Judge Robyn Tupman Chair

Rachel Silver 
Horn 
Sue Milliken ao Chair

David Elton  
Principal Trumpet  
Anne Arcus Chair

Scott Kinmont 
Associate Principal Trombone 
Audrey Blunden Chair

Nick Byrne 
Trombone 
Robertson Family Chair

Rebecca Lagos 
Principal Percussion 
I Kallinikos Chair

Timothy Constable 
Percussion 
Christine Bishop Chair



THANK YOU

VISIONARIES
Brian Abel 
Geoff Ainsworth am  
& Johanna Featherstone
The Berg Family Foundation
Robert & Janet Constable
Dr Richard Henry am  
& the late Dr Rachel Oberon
Dr Gary Holmes  
& Dr Anne Reeckmann
Helen Lynch am & Helen Bauer
Bob Magid oam & Ruth Magid
Vicki Olsson
Roslyn Packer ac  
(President, Maestro’s Circle)
Packer Family Foundation
Patricia H Reid  
Endowment Pty Ltd
Paul Salteri ao & Sandra Salteri
Doris Weiss & the late  
Peter Weiss ao (President 
Emeritus, Maestro’s Circle)
Judy & Sam Weiss
Wilson Foundation

MAESTRO’S CIRCLE 
Antoinette Albert
Terrey Arcus am & Anne Arcus
The Estate of the late  
Betty Bennett
Christine Bishop
Dugald & Janet Black
Professor Ina Bornkessel-
Schlesewsky & Professor 
Matthias Schlesewsky
In memory of Rosemary Cahill
Dr Rebecca Chin 
John C Conde ao

Heather & Malcolm Crompton
Ian Dickson am & Reg Holloway
Edward & Diane Federman
Nora Goodridge oam

Ingrid Kaiser
I Kallinikos
Dr Rachael Kohn ao  
& Tom Breen
Dr John Lam-Po-Tang

Olive Lawson

Sharon & Anthony Lee (2020)

In memory of Jane Mathews ao

Catriona Morgan-Hunn

Nelson Meers Foundation

A/Prof Keith Ong  
& Dr Eileen Ong 

In memory of Mrs W Stening

In memory of Dr Bill Webb  
& Helen Webb

Kathy White

Caroline Wilkinson oam

Ray Wilson oam, in memory of  
James Agapitos oam

June & Alan Woods  
Family Bequest

PATRONS PROGRAM  
$15K+ 
Ainsworth Foundation

Doug & Alison Battersby

Audrey Blunden

Checketts Family

John Curtis am & Anna Curtis

Carolyn Githens

Paolo Hooke

Justice Francois Kunc  
& Felicity Rourke

Roland Lee

The Estate of the late  
Daniel-Francois Jean Lemesle

Warren & Marianne Lesnie

Susan Maple-Brown am 

Russell & Mary McMurray 

The Hon. Justice AJ Meagher  
& Fran Meagher

The Estate of the late Colin Price

Geoffrey Robertson ao

Graeme Robertson

Tim Robertson sc

Penelope Seidler am

James Stening

Howard Tanner am  
& Mary Tanner

Judge Robyn Tupman

Ken & Linda Wong

Yim Family Foundation

PATRONS PROGRAM  
$10K+
Stephen J Bell

Hon J C Campbell kc  
& Mrs Campbell

Dr Joanna Cheung

Bob & Julie Clampett

B & M Coles

Howard & Maureen Connors

Suellen & Ron Enestrom

Richard A Flanagan III

The Estate of the late  
Jennifer Phyllis Fulton

Dr Bruno & Rhonda Giuffre

The Greatorex Fund

The Estate of the late  
Stanley John Harvey

The Hilmer Family Endowment

Jim & Kim Jobson

Stephen Johns  
& Michele Bender

Andrew Kaldor am  
& Renata Kaldor ao

Levins Family Foundation

Dr Lee MacCormick Edwards 
Charitable Foundation

Wendy McCarthy ao

Sue Milliken ao

The Estate of the late  
Gordon Mills

John & Jane Morschel

Dr Dominic Pak & Cecilia Tsai

Nigel & Carol Price

In memory of Fiona Roden

Kevin J Troy

The Ross Trust

Dougall & Elizabeth Squair

Geoff Stearn

Tony Strachan

Dominic Taranto  
& Anthony Cassidy



THANK YOU

For a full listing of our Sydney 
Symphony family of donors, please visit 
sydneysymphony.com/our-supporters.

To discuss your giving or learn which areas 
most need your support, please contact 
our Philanthropy team on 02 8215 4625  
or philanthropy@sydneysymphony.com.

SUPPORTERS PROGRAM  
$5K+
Colin & Richard Adams

Dr Richard Balanson  
& Dawn Talbot

David Barnes

Dr Victor Bien  
& Silvana d’Iapico

Minnie Biggs

Beverley & Phil Birnbaum

Judith Bloxham

In memory of Rosemary Boyle  
(Music Teacher)

Roslynne Bracher am

Maggie Brown

Miguel Carrasco  
& Renee Martin

Margot Chinneck

Joan Connery oam

Elizabeth Conti

Ewen Crouch am  
& Catherine Crouch oam

Donus Australia  
Foundation Limited

Sarah & Tony Falzarano

Ian Fenwicke & the late  
Prof Neville Wills

Leonie & James Furber

Anne Galbraith

Dr Greg Gard  
& Dr Joanne Grimsdale

Dr Colin Goldschmidt

Dr Jan Grose oam

In memory of Michael Hamar

Richard Hansford

Jill Hickson am

James & Yvonne Hochroth

The Estate of the Late  
Beryl Margaret Jamieson

Ervin Katz

Karin Keighley

Anne Elizabeth King

Anna-Lisa Klettenberg

Helen Meddings &  
the late Phil Meddings

In memory of Kevin Morris  
& Des McNally

Nola Nettheim
Janet Newman
Jackie O’Brien
Andrew Patterson  
& Steven Bardy
Suzanne Rea & Graham Stewart
Dr Wendy Roberts 
Chris Robertson & Kate Shaw
Sylvia Rosenblum
Tony Schlosser
Dr Vera Stoermer
Chiraag Tolani
Russell Van Howe  
& Simon Beets

Karen Moses

SUPPORTERS PROGRAM  
$2.5K+
Michael Ball
Irene & Robert Bonella
Peter Braithwaite  
& Gary Linnane
In memory of RW Burley
Ian & Jennifer Burton
Cecily Cathels
Terry & Julie Clarke 
Dr Paul Collett
Vanessa Cragg & the late  
Ronald D Cragg oam

Debby Cramer & Bill Caukill
Roxane Clayton
Rosemary Curtin
Katarina Cvitkovic
V & R Debelak
Susan & Roger Doenau
Camron Dyer & Richard Mason
Emeritus Professor  
Jenny Edwards
John Ellacott
Malcolm Ellis & Erin O’Neill
John Favaloro
AM Gregg & DM Whittleston
Louise Hamshere
Dr Joanne Hart & Adam Elder
Alan Hauserman & Janet Nash
Roger Hudson  
& Claudia Rossi-Hudson

In memory of Joan Johns

Dr Owen Jones  
& Vivienne Goldschmidt

Terry & Helen Jones

Professor Andrew Korda am  
& Susan Pearson

A/Prof Winston Liauw  
& Ellen Liauw

Mei Sien Loke

Dr Carolyn Lowry oam  
& Peter Lowry am  

In memory of Wes Maley

David Maloney am  
& Erin Flaherty

Matthew McInnes

Dr V Jean McPherson

Keith Miller

James & Elsie Moore

Prof Elizabeth A More am

Jean-Claude Niederer  
& Neil Hendry

Christopher Nicolosi

Graham Quinton

Kenneth & Deborah Raphael

Barbara & Bruce Solomon

Prof Vladan Starcevic

Cheri Stevenson, in memory  
of Graham

Jane Thornton oam  
& Peter Thornton

Gillian Turner & Rob Bishop

In memory of Robert Veel

Dr Alla Waldman

Geoff & Alison Wilson

Dr Simon Winder

Natalie Yamey

Dr John Yu ac
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PATRON Her Excellency The 
Honourable Margaret Beazley ac kc 

BOARD 
Geoff Wilson Chair
Andrew Baxter Deputy Chair 
Geoff Ainsworth am 
William Barton 
Kees Boersma 
Rosemary Curtin 
Susan Ferrier
The Hon. Justice AJ Meagher 
Kate Shaw
Julie Sibraa 
Craig Whitehead 

COUNCIL 
Professor The Honourable Dame  
Marie Bashir ad cvo Patron Emeritus, 
Sydney Symphony Orchestra Council 
Anne Arcus 
Terrey Arcus am 
Brian Abel 
Christine Bishop 
Dr Rebecca Chin 
Paul Colgan 
John C Conde ao

Catherine Crouch oam 
Ewen Crouch am 
The Hon. John Della Bosca 
Alan Fang 
Johanna Featherstone 
Hannah Fink 
Erin Flaherty 
Dr Stephen Freiberg 
Dorothy Hoddinott ac 
Dr Gary Holmes 
Robert Joannides 
Michelle Anne Johnson 
Simon Johnson 
Dr John Lam-Po-Tang 
Gary Linnane 
Helen Lynch am 
David Maloney am 
Danny May 
Fran Meagher 
Taine Moufarrige 
Dr Eileen Ong 
Andy Plummer 
Deirdre Plummer 
Seamus Robert Quick 
Dr Anne Reeckmann 
Chris Robertson 
Paul Salteri ao 
Sandra Salteri 
Rachel Scanlon 
Juliana Schaeffer 
Ali Smyth 
James Stening 
Russell Van Howe 
Mary Whelan 
Brian White am 
Kathy White 
Rosemary White 
Andrew Wiseman

HONORARY COUNCIL 
Ita Buttrose ac obe 
Yvonne Kenny am 
Wendy McCarthy ao 
Dene Olding am 
Leo Schofield am

MANAGEMENT & STAFF 
Craig Whitehead 
Chief Executive Officer 
Milena Stajcic 
Executive Assistant

ARTISTIC PLANNING 
Melissa King 
Director of Artistic Planning 
Sam Torrens 
Associate Director –  
Concerts and Programming  
Vico Thai
Producer Artistic Planning
Sarah Thomas 
Concert Manager

Ilmar Leetberg 
Artist Liaison Manager 

Library 
Alastair McKean 
Head of Library 
Victoria Grant 
Library 
Mary-Ann Mead 
Library 

BUSINESS SERVICES 
Sarah Falzarano 
Director of Finance 
Daniela Ramirez 
Finance Manager 
Ruth Tolentino
Interim Finance Manager
Emma Ferrer 
Accounts Assistant 
Laura Soutter 
Payroll Manager 
Jonathan Zaw 
IT Manager 

DEVELOPMENT 
Jennifer Drysdale 
Director of Development 

Rachel Shafran 
Development Manager

Benjamin Moh
Head of Corporate Relations

Sabrina Jelicic
Corporate Relations Officer 

Fleur Griffiths
Head of Philanthropy

Patricia Laksmono 
Events Manager 

Gabriela Postma 
Philanthropy Officer

Alison Eom 
Philanthropy Coordinator

LEARNING & ENGAGEMENT 
John Nolan 
Director of Learning & Engagement

Meklit Kibret 
Program Manager, Artists Development  
& Public Engagement

Daniella Garnero 
Program Manager, Schools & Families

Alice Jarman-Powis 
Learning & Engagement Coordinator

MARKETING 

Charles Buchanan 
Director of Marketing

Andrea Reitano 
Head of Digital 

Hugh Robertson 
Editorial Manager 

Craig Abercrombie 
Producer, Digital Content 

Alexandra Barlow
Publicity Manager

Belinda Dyer 
Kabuku PR 

Douglas Emery 
Senior Marketing Manager 

Nicola Solomou 
Marketing Manager 

Chris Slavez 
Digital Marketing Coordinator 

Lynn McLaughlin 
Head of CRM 

Amy Zhou 
Graphic Designer 

Ann He 
Marketing Coordinator 

Customer Service & Ticketing 
Pim den Dekker
Head of Customer Service & Ticketing

Jennifer Calacoci
Customer Service Team Leader

Georgia Mulligan
Customer Service Team Leader

Meg Potter
Customer Service Team Leader

OPERATIONS & PRODUCTION 
Kerry-Anne Cook 
Director of Operations & Production 

Aeva O’Dea 
Operations Manager 

Tom Farmer 
Production Manager

Elissa Seed 
Production Manager 

Jacinta Dockrill 
Production Administrator 

Shanell Bielawa
Production Coordinator

ORCHESTRA MANAGEMENT 
Aernout Kerbert 
Director of Orchestra Management

Brighdie Chambers 
Orchestra Manager 

Emma Winestone 
Orchestra Coordinator 

PEOPLE & CULTURE 
Daniel Bushe 
Director of People & Culture 

Rosie Marks-Smith 
Head of Culture & Wellbeing

Yen Sharratt 
People & Culture Manager

Keanna Mauch
People & Culture Coordinator

Sue Burnet
Work Health & Safety Specialist
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