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The Sydney Symphony is a fi rst-class orchestra based in one of the world’s most beautiful 
cities, and Emirates, as a world-class airline, is proud to continue as the orchestra’s Principal 
Partner in 2011.

A fi rst-class experience is always a memorable one. Whether it be exiting your personal 
Emirates chauffeur driven car at the airport, ready to be whisked away to the Emirates lounge, 
or entering a concert hall for an unforgettable night of music, the feeling of luxury and pleasure 
is the same. 

Emirates views sponsorships such as the Sydney Symphony not just as an alignment of values, 
but also as a way of extending commitments to the destinations the airline serves around the 
world.  Emirates has been a partner of the Symphony since 2000, the same year the airline 
launched fl ights to Sydney. 

Through the support of sponsors and customers in New South Wales over the past ten years, 
Emirates has grown and now operates double-daily fl ights between Sydney and Dubai, with 
convenient connections to more than 100 destinations, as well as daily trans-Tasman fl ights to 
Auckland and Christchurch.

Australia-wide, Emirates operates 63 fl ights per week from Sydney, Melbourne, Brisbane and 
Perth to Dubai, and 28 fl ights per week trans-Tasman. 

Sydneysiders can experience the state-of-the-art features of Emirates’ ultra-modern A380 
aircraft which operates daily from Sydney to Dubai and Auckland. These features include 
onboard lounges where First and Business Class passengers can socialise while enjoying 
canapés and beverages on demand, and onboard Shower Spas.  

This is in addition to the other special touches premium passengers have come to experience 
from Emirates, such as chauffeur-driven airport transfers, access to dedicated airport lounges, 
private suites and lie-fl at seating, gourmet food and beverage service, plus more than 1000 
channels of entertainment.

We look forward to working with the Sydney Symphony throughout 2011, to showcase the 
fi nest in both music and luxury travel.



2011 SEASON 
THURSDAY AFTERNOON SYMPHONY
Thursday 14 July | 1.30pm

EMIRATES METRO SERIES
Friday 15 July | 8pm

GREAT CLASSICS
Saturday 16 July | 2pm

Sydney Opera House Concert Hall

PROKOFIEV’S 
ROMEO AND JULIET
James Gaffi gan conductor
Sergey Khachatryan violin

LUDWIG VAN BEETHOVEN (1770–1927)
Leonore Overture No.2, Op.72a

JEAN SIBELIUS (1865–1957)
Violin Concerto in D minor, Op.47

Allegro moderato – Allegro molto
Adagio di molto
Allegro ma non tanto

INTERVAL

SERGEI PROKOFIEV (1891–1953)
Romeo and Juliet: Highlights from the suites

Montagues and the Capulets 
Young Juliet 
Masks 
Romeo and Juliet 
Death of Tybalt 
Romeo and Juliet Before Parting 
Romeo at Juliet’s Grave –
Juliet’s Death

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

Friday’s performance will 
be webcast by BigPond. 
Visit bigpondmusic.com/
sydneysymphony or watch via the 
Sydney Symphony mobile app.

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

Approximate durations: 13 minutes, 
34 minutes, 20-minute interval, 
42 minutes

The concert will conclude at 
approximately 3.40pm (Thu), 
10.10pm (Fri), 4.10pm (Sat)
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 Galina Ulanova danced the role of Juliet in the Soviet premiere of Prokofi ev’s Romeo and Juliet in 1940.
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Prokofi ev’s Romeo and Juliet

It’s no surprise that a conductor coming before an orchestra 
and its audience for the fi rst time wants to make a big 
impression. And last year, when James Gaffi  gan and the 
Sydney Symphony’s Peter Czornyj were planning the 
program for his Australian debut, the prevailing theme was 
colour. 

‘I like to do colour repertoire,’ says Gaffi  gan, ‘whether 
it’s French repertoire like Debussy or Ravel, or Russian, 
like Rachmaninoff  or Prokofi ev. These composers were 
matchless in exploiting the colour world of a large 
orchestra.’ In the end, the program was built around 
Prokofi ev’s Romeo and Juliet ballet music. It’s music that 
James Gaffi  gan has performed many times before. It’s also 
music in which you can get to know an orchestra very 
well. Above all, Gaffi  gan loves the emotional journey of the 
music. Because the narrative is so important to him, he’s 
chosen to build his own suite, selecting numbers from 
Prokofi ev’s three concert suites and performing then in a 
sequence that makes dramatic sense.

Balancing the tragedy of the Romeo and Juliet story is 
a Beethoven overture, one that ends in joy and triumph: 
Leonore No.2, an early overture for his opera Fidelio. 
Normally, says Gaffi  gan, it’s Leonore No.3 that orchestras 
play, but he has a special fondness for No.2.  ‘It has the same 
musical ideas as No.3, but it’s put together a little diff erently 
and it’s exciting to hear this particular version.’ What’s 
interesting about the Leonore No.2 overture is that – just as 
the Romeo and Juliet suite will trace a narrative – Beethoven 
captures the drama of the opera’s confl ict and resolution 
in those fi rst 15 minutes. This is not a smart idea in the 
theatre, but has given us powerful and moving music in the 
concert hall.

At the centre of the program is Sibelius’s Violin Concerto 
with another young artist making his Sydney Symphony 
debut, Sergey Khachatryan. Sibelius doesn’t tell the listener 
a story in the way Prokofi ev and Beethoven do, but the 
concerto genre itself ensures one of the most compelling 
dramas of all: the lone soloist matching his strength to the 
forces of a symphony orchestra.

INTRODUCTION
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Ludwig van Beethoven
Leonore – Overture No.2, Op.72a

Beethoven wrote only one opera, but he wrote it three 
times over a period of a decade. Finally, in 1814, Fidelio took 
its present, triumphant, form. Beethoven’s revisions left
 a legacy of four overtures: the three Leonore overtures 
and the fi nal overture to Fidelio that stands with the opera 
today. 

Of the Leonore overtures, named for the heroine, No.3 
(from 1806) is the most popular in the concert hall, while 
the more concise No.2 is the one that was used for the 
premiere of the opera in its fi rst version in 1805. In many 
ways these two overtures are quite similar, adopting a 
classical symphonic structure as the framework for musical 
material that conveys the atmosphere and the people as 
well as the confl ict and resolution of the drama. 

Fidelio, or The Triumph of Conjugal Love is an ‘escape opera’ 
– a French genre fashionable at the time – and its hero is 
Florestan, a political prisoner, who sings: ‘In the springtime 
of life, happiness has deserted me. I dared to speak the 
truth boldly, and these chains are my reward.’ This aria, 
from the beginning of Act II, establishes the mood for the 
long, portentous introduction of Leonore Overture No.2. 
Beethoven gives the sombre theme to the woodwinds, 
with a prominent line for fi rst clarinet. Once the overture 
arrives at the Allegro main section, the cellos steal in with 
the arching motif from which Beethoven builds powerful 
eff ects.

The overture follows an abridged sonata form while 
encapsulating the scenario of the opera, including its 

ABOUT THE MUSIC

Keynotes

BEETHOVEN

Born Bonn, 1770 
Died Vienna, 1827

Beethoven was a trailblazer – 
he broke new musical ground 
at every turn, composing in 
nearly every major genre: 
7 concertos, 9 completed 
symphonies, 16 string 
quartets plus other chamber 
music, 32 piano sonatas, and 
several choral works. But he 
wrote only one opera, Fidelio, 
which took shape between 
1805 and 1814, during the 
period when he was at his 
busiest – as both pianist and 
composer.

LEONORE NO.2

Fidelio is the only opera that 
comes with three bonus 
overtures. These are called 
‘Leonore’ after the heroine of 
the opera and were composed 
at different stages of the 
opera’s development as 
Beethoven sought to balance 
dramatic narrative and the 
theatrical requirements of 
a curtain-raiser. Before he 
composed his fi nal effort – the 
Fidelio overture heard in the 
opera houses today – he was 
imagining his overtures in 
symphonic terms. As a result, 
Leonore No.2 and the even 
better-known No.3, both adopt 
a symphonic structure (sonata 
form) as the framework 
for dramatic music that 
prefi gures the confl ict and 
resolution of the opera itself, 
including the crucial trumpet 
calls of the climax. This is 
the musical equivalent of a 
spoiler, and both overtures 
were discarded. But the opera 
theatre’s loss is the concert 
hall’s gain.

Fidelio 

The story of Beethoven’s opera was based on an actual 
incident that took place in France during the post-
revolutionary Reign of Terror: an aristocratic woman, 
portrayed in the opera as Leonore, disguises herself as a 
boy (Fidelio) in order to save her husband from wrongful 
execution at the hand of a tyrant. The lawyer Jean-Nicolas 
Bouilly found himself in the position of Don Fernando (the 
government minister whose arrival signals the release of 
the prisoners), and later wrote the story, changing names 
and places, as a libretto, which was set by two French 
composers as Léonore. Beethoven’s theatre insisted that 
he change the name of his opera to avoid confusion.

FROM A NOTE BY GORDON KERRY ©2004
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last-minute reprieve announced by dramatic trumpet calls. 
This is the moment that anybody who knows the overture 
or the opera will be waiting for – the rescue.  In the opera 
this is signalled by a faint and distant trumpet fanfare, 
announcing the arrival of the government minister who 
has the power to save Florestan. Leonore, Florestan’s wife, 
sings: ‘You are saved, thank God!’ Florestan’s enemy, Rocco, 
is dismissive. Then the trumpet sounds again, a little 
closer. 

In this overture Beethoven captures the moment with 
the two trumpet calls separated by a reference to the main 
theme of the Allegro. The second trumpet call is followed 
by brief reminiscence of Florestan’s aria motif in the 
woodwinds before plunging into a triumphant coda.

Mozart had done something similar with his Don 
Giovanni Overture: foreshadowing the climax of the opera 
with the dreadful chords of the opening. But that was 
just a hint, a setting of the mood. Leonore No.2 – 
functioning as a kind of ‘tone poem’ – is almost too 
eff ective at tracing the action of the opera and its victorious 
conclusion.

Which is why, after making much the same error in 
Leonore No.3, Beethoven wrote one last overture – a much 
simpler prelude – in 1814. The dramatic qualities that 
make Leonore No.2 and No.3 so satisfying in the concert 
hall were less well-suited to the requirements of the 
theatre. Beethoven realised that the symphony was his ‘real 
element’ – that his instincts were primarily orchestral – 
and that a symphonically conceived overture could never 
function as a mere curtain raiser.

YVONNE FRINDLE ©2004

Beethoven’s Leonore Overture No.2 calls for pairs of fl utes, oboes, 
clarinets and bassoons; four horns, two trumpets and three 
trombones; timpani and strings.

The earliest Sydney Symphony performance of the overture on record 
was given in the 1953 Beethoven Festival, conducted by Harold Beck. 
Most recently Markus Stenz conducted the overture in 1996.
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CONDUC T A  SYMPHONY AT YOUR  PL ACE

THINGS YOU NEED TO KNOW: BigPond® is a registered trade mark of Telstra Corporation Limited ABN 33 051 775 556  BWMTEL11407

You can enjoy ten selected live performances of the Sydney Symphony during its 2011 season in the 

comfort of your own home, only at BigPond® Music online. Visit  bigpondmusic.com/sydneysymphony
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Keynotes

SIBELIUS

Born Hämeenlinna, 1865 
Died Järvenpää, 1957

Sibelius was a force in the 
creation of a distinctive 
Finnish voice at the turn of 
the 20th century, and much 
of his music was based on 
themes from the Finnish 
folk epic, the Kalevala. He 
made his name with the 
stirringly patriotic Finlandia. 
His symphonies and his only 
concerto (for violin, his own 
instrument) represent more 
‘abstract’ works. Stylistically, 
Sibelius takes the language 
of Tchaikovsky and the 
Romantic nationalists and 
puts his distinctive stamp 
on it. 

VIOLIN CONCERTO

Sibelius composed his 
Violin Concerto in 1804 when 
he was 39. The concerto 
received mixed reactions at 
fi rst, but eventually, in the 
1930s, Jascha Heifetz became 
an advocate and it has since 
found an undisputed place in 
the concert repertoire. 

The concerto fulfi ls nearly all 
expectations: it is a virtuosic 
showcase for a brilliant 
soloist, its rhythms energise 
and its melodies soar to 
powerful effect. The music is 
also organised in the usual 
three movements, following 
the pattern of fast – slow – 
fast. The fi rst movement is 
by far the longest and the 
most muscular in character. It 
is followed by the tenderness 
of the poignant, almost 
regretful, slow movement 
and a dazzling fi nale.

Jean Sibelius 
Violin Concerto in D minor, Op.47

Allegro moderato – Allegro molto
Adagio di molto
Allegro ma non tanto

Sergey Khachatryan violin

By his very nature, Sibelius was not the sort of composer 
one would expect to compose a concerto. The conception of 
a concerto as a show-off  work for the soloist was anathema 
to Sibelius, who increasingly throughout his compositional 
career sought to employ the purest, most unselfconscious 
forms of musical expression, eventually resulting in the 
astonishing economy of utterance and organic structure of 
his last two symphonies (Nos 6 and 7).

And yet for all that reluctance to indulge in merely 
‘gestural’ instrumental eff ects, throughout his musical 
career Sibelius maintained a love of the violin. As a young 
man he had harboured ambitions of becoming a virtuoso 
violinist himself, but a comparatively late start to his 
training, together with a slightly dodgy technique, meant 
that this career option was not viable in the longer term.

Instead, Sibelius had to content himself with his famous 
improvisation sessions as he sat high on a rock overlooking 
a lake, and occasional appearances as a second violinist 
in a string quartet at the Helsinki Conservatory. But his 
frustrated ambitions must have been compensated at least 
in part by his composition in 1903 of his only concerto of 
any kind, the Violin Concerto, which is now acknowledged 
alongside the Beethoven, Brahms, Mendelssohn and 
Tchaikovsky as indisputably one of the greatest works ever 
written in the form. 

Written between the second and third symphonies, 
the Violin Concerto demonstrates just how successfully 
Sibelius managed to adapt the virtuoso vehicle to his own 
expressive needs. For the listener, the concerto is not so 
much a demonstration of fi endish virtuosity, but rather an 
organic musical whole in which every note – even the most 
fl eeting – contributes to the overall expressive intent. In 
other words, its technical demands emerge from its artistic 
purpose.

Undoubtedly the concerto had been inspired by Willy 
Burmester, former leader of the Helsinki Orchestra, a 
disciple of the great Joachim and a long-time admirer 
of Sibelius’ music. As early as 1902 Burmester had been 



12 | Sydney Symphony

enquiring by letter as to the concerto’s progress, and he 
made various off ers of technical assistance and advice. 
In September 1903 Sibelius sent Burmester a short score, 
to which Burmester replied: ‘I can only say one thing: 
wonderful! Masterly! Only once before have I spoken in 
such terms to a composer, and that was when Tchaikovsky 
showed me his concerto.’

But when Sibelius fi nished the work, his anxiety to 
arrange a fi rst performance as soon as possible, and 
Burmester’s unavailability in the short term, meant that 
Sibelius actually off ered the fi rst performance to Viktor 
Novacek, an unexceptional Helsinki musician who was so 
slow to learn it that the concert had to be delayed. When 
on 8 February 1904 the fl ushed and perspiring Novacek 
premiered the work with Sibelius conducting, it was not a 
success, despite some favourable reviews. ‘The public here 
is shallow and full of bile,’ wrote Sibelius soon afterwards, 
and he threatened to withdraw the work.

With Burmester still off ering to perform the concerto, 
Sibelius set about revising it, completely rewriting the 
fi rst movement and also making signifi cant alterations to 
the slow movement. The new version was completed in 
June 1905, and again Burmester was passed over as soloist, 
despite his availability and desire to perform it. Instead, the 
new version was premiered in Berlin by Karl Halir, with the 
Berlin Orchestra conducted by none other than Richard 
Strauss.

Amidst the general wrangling and bitterness, Burmester 
vowed never to perform the concerto, while Joachim, 
on hearing the Berlin premiere, damned it. ‘Joachim 
seems no longer in tune with the spirit of our time,’ wrote 
Sibelius in response. Fortunately the Berlin press was 
rather more enthusiastic, but even so, the work didn’t 
really establish itself in the repertoire until the 1930s, 
when Jascha Heifetz began to perform it. Since that time 
it has been regarded as a yardstick by which violinists are 
measured.

The opening of the fi rst movement is one of the 
most unmistakable in all music. Over the murmur of 
muted violins, the soloist enters immediately with an 
unforgettable, intense and brooding fi rst subject, soon 
echoed and developed in the woodwind. This Allegro 
moderato theme is set against a series of fragmentary fi gures 
which form a kind of second subject emerging out of the 
depths of the cellos and bassoons. The movement itself 
doesn’t sit well with standard sonata principles, however. 
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The traditional development and recapitulation sections 
are actually combined, and the cadenza precedes them 
both. And yet there is a clear organic structure within the 
movement, with the soloist dominating and the rhythm 
driving on through a series of orchestral climaxes.

The mood of the Adagio is more restrained, but the 
characteristic intensity remains, as does the poignancy 
and sense of regret. The soloist’s entry is prefaced by the 
woodwinds weaving a series of instrumental lines in thirds, 
and the strongly accented second subject also derives from 
this opening idea. After a more agitated middle section, 
the movement ends with a return of the main thematic 
material, intensifi ed now and with an apparent reluctance 
to conclude the proceedings.

The fi nale is a polonaise in all but name, and a bravura 
showpiece for the soloist. Sibelius noted: ‘It must be 
played with absolute mastery. Fast, of course, but no faster 
than it can be played perfectly.’ It begins with a stamping 
fi gure low down in the timpani and strings and the solo 
part then shoots up heavenwards, with amazingly diffi  cult 
passages of thirds, harmonics, arpeggios, double-stops – 
indeed all the pyrotechnics available to the soloist, 
but at the same time without any sense of self-indulgence 
or self-conscious display. The wild dance gathers 
momentum until a series of majestic fl ourishes from the 
violin leads to the fi nal, sharp decisive chords from the 
full orchestra.

MARTIN BUZACOTT
SYMPHONY AUSTRALIA ©1998

The orchestra for Sibelius’s Violin Concerto calls for pairs of fl utes, 
oboes, clarinets and bassoons; four horns, two trumpets and three 
trombones; timpani and strings. The same formation, in fact, as the 
orchestra required for Beethoven’s Leonore No.2.

The Sydney Symphony fi rst performed the concerto in 1938, with 
soloist Guila Bustabo, conducted by Joseph Post, and most recently 
in 2004 with soloist Boris Belkin, conducted by Vladimir Ashkenazy. 

…a yardstick by 
which violinists are 
measured.
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INTERLUDE

‘That Shakespeherian Rag’

The Globe was a low-tech theatre. Its tiny open-air could 
be transformed into fair Verona or Birnam Wood only by 
a poet’s language. The one special eff ect at Shakespeare’s 
disposal was music, and when he wants us to understand 
that a miraculous transformation has taken place – a statue 
restored to life as a woman, four noble lovers waking from 
what they think was a crazy dream, a prince cast ashore on a 
desert island – he does so by calling for music.

Shakespeare was as magical for music as music was for 
Shakespeare, at least when the temper of the times allowed 
it. The mere handful of Shakespeare-derived musical 
entertainments from the later 17th century includes 
John Blow’s Venus and Adonis and the unconscionably 
bowdlerised version of A Midsummer Night’s Dream which 
became Henry Purcell’s Fairy Queen. The Enlightenment 
had little use for a poet of verbal ambiguity, supernatural 
visitations and unhappy endings, though Beethoven 
acknowledged the infl uence of Romeo and Juliet on the 
slow movement of his String Quartet in F, Op.18 No.1, and 
his plan for an opera on Macbeth seems to have left its mark 
on the so-called Ghost Trio, Op.70 No.1.

With the rise of Romanticism in the 19th century, 
however, the Bard was back – the ‘gothic’ world of King 
Lear, Macbeth or Hamlet; the passion of Romeo and Juliet; the 
magical realms of the Dream or The Tempest. One of the fi rst 
to succumb was the young Hector Berlioz – partly no doubt 
as a side eff ect of his passion for the Irish actress Harriet 
Smithson whom he saw act the role of Juliet. Shakespeare 
remained a potent and profound force in Berlioz’s music 
throughout his life, in the ‘dramatic symphony’ Romeo and 
Juliet, the fantasy on The Tempest, the King Lear overture and 
the gentle comedy of his last opera Béatrice et Bénédict, but 
also in what he called the ‘Shakespeareanised Virgil’ of his 
operatic masterpiece, The Trojans. 

In the fi rst part of the 19th century Schlegel and Tieck – 
themselves in the vanguard of the Romantic movement – 
were translating Shakespeare into German, inspiring 
the young Felix Mendelssohn to write his celebrated 
Midsummer Night’s Dream overture in 1826 and, many years 
later, his incidental music to the play. Shakespeare’s blend 
of broad-brush dramaturgy and exploration of individual 
characters’ inmost thoughts was attractive to composers 
like Berlioz and Franz Liszt, whose (wordless) symphonic 
poem Hamlet likewise balances a sense of dramatic action 
with that of profound soliloquy. Liszt’s model proved 
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invaluable to Richard Strauss in his symphonic poem 
Macbeth of 1892 and an infl uence on Tchaikovsky in his 
concert overture (a symphonic poem by any other name…) 
Romeo and Juliet.

Romeo and Juliet was irresistible to a number of 
composers: Charles Gounod made an opera of it, as did 
Leonard Bernstein in West Side Story (1957). One of the 
more spectacular ‘translations’ of Romeo and Juliet is into 
Sergei Prokofi ev’s ballet score of 1938. Russian interest in 
Shakespeare grew hugely during the Soviet period, with 
the music that Dmitri Shostakovich contributed to the 
burgeoning fi lm industry including an astonishing score 
for Hamlet. Like Shostakovich, William Walton had a gift for 
capturing Shakespeare as fi lmed – in Henry V, Hamlet and 
Richard III – by Laurence Olivier.

Giuseppe Verdi looked to Shakespeare for his blood and 
thunder Macbeth and for the late masterpieces Otello and 
Falstaff  (based on The Merry Wives of Windsor). Ralph Vaughan 
Williams had a go at the latter in his Sir John in Love, a work 
which tests the orthodox view that Shakespeare’s actual words 
should not be set to music, as they contain suffi  cient 
inherent music of their own. Benjamin Britten likewise 
felt that this was an empty taboo, noting drily (as he began 
cutting A Midsummer Night’s Dream down to a manageable 
length in 1960) that ‘the original Shakespeare will survive’. 
Tan Dun, using fragments of The Tempest alongside Chinese 
folksong in his Ghost Opera for Chinese lute and string 
quartet (1994) might have said the same thing.

Shakespeare does of course survive. What Keats called 
Shakespeare’s ‘negative capability’ – the ability to seem 
completely removed from his poetry – makes his work 
endlessly interpretable, and particularly suited to the fl uid 
responses of music.

ABRIDGED FROM AN ARTICLE BY GORDON KERRY ©2002

Join in the conversation

twitter.com/sydsymph
facebook.com/sydneysymphony

Russian interest in 
Shakespeare grew 
hugely during the 
Soviet period…
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EVGENY  
KISSIN

One of the greatest pianists of our 
time in his Australian debut performance

*Selected performances. Booking fees of $7-$8.95 may apply. Free programs and pre-concert talks 45 mins before selected concerts.Listen to audio clips and read programs at sydneysymphony.
com Sydney symphony concerts on demand at bigpond/sydneysymphony

TICKETS START AT $39*
SYDNEYSYMPHONY.COM
8215 4600  |  MON-FRI 9AM-5PM

SYDNEYOPERAHOUSE.COM
9250 7777  |  MON-SAT 9AM-8.30PM  SUN 10AM-6PM

Vladimir Ashkenazy describes Evgeny Kissin 
as “a born musician and a born great pianist.” 
Find out why when Kissin plays Chopin, 
Grieg and Liszt.

THREE PERFORMANCES ONLY 
AT THE SYDNEY OPERA HOUSE

15 SEP 8PM – KISSIN IN RECITAL 
All-Liszt program featuring the Sonata in B minor

22 SEP 8PM – KISSIN PLAYS GRIEG 
BRAHMS Symphony No.1 
GRIEG Piano Concerto in A minor 
Vladimir Ashkenazy Conductor

24 SEP 8PM – KISSIN PLAYS CHOPIN 
CHOPIN Piano Concerto No.1 
RACHMANINOFF Symphony No.2 
Vladimir Ashkenazy Conductor
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Keynotes

PROKOFIEV

Born Sontsovka, Ukraine, 
1891
Died Moscow, Russia, 1953

Sergei Prokofi ev left the 
Soviet Union soon after 
the October Revolution in 
1917. He returned nearly 20 
years later to discover new 
audiences fl ocking to concert 
halls. ‘The time is past when 
music was composed for 
a circle of aesthetes. Now, 
the great mass of people in 
touch with serious music is 
expectant and enquiring…’ 
He played a signifi cant role 
in Soviet culture, combining 
his innate traditionalism with 
the astringent neo-classical 
style he helped invent.

ROMEO AND JULIET

Prokofi ev’s Romeo and Juliet 
ballet music fi rst reached 
the public ear in 1936, 
through concert suites that 
Prokofi ev devised, carefully 
selecting and re-working the 
music, often fusing several 
episodes from the ballet to 
create a single movement. 
The Soviet premiere of 
the ballet itself took place 
later, in 1940, overcoming 
protests from the dances – 
including Galina Ulanova 
as Juliet – that the music 
was ‘undanceable’. James 
Gaffi gan has assembled his 
own selections from the three 
suites Prokofi ev prepared 
from the ballet and his 
choices follow the dramatic 
trajectory of the original play.

Sergei Prokofi ev
Romeo and Juliet: Highlights from the suites

Montagues and Capulets 
Young Juliet 
Masks 
Romeo and Juliet 
Death of Tybalt 
Romeo and Juliet Before Parting 
Romeo at Juliet’s Grave –
Juliet’s Death

Between 1932 and 1936 Prokofi ev spent increasingly long 
periods back in the USSR, having left for further study 
abroad in 1918. Aware that the Soviet system had created a 
vast new, but largely inexperienced, audience for classical 
music, he said in an interview with Isvestia in 1934 that what 
the USSR needed was:

‘light serious’ or ‘serious light’ music; it is by no means easy to 
fi nd the term which suits it. Above all, it must be tuneful, simply 
and comprehensively tuneful, and must not be repetitious or 
stamped with triviality.

Prokofi ev may often have regretted the decision to return. 
Many of his fi rst attempts to write for the new Soviet man 
and woman were derided as ‘simplistic’ or, at the same time, 
‘formalist’ (Soviet-speak for ‘nasty and modern’). Certain 
works, however, achieved the ideal of ‘light serious’ music 
and ensured a precarious period of grace for the composer 
at the end of the 1930s. 

The greatest among them was the ballet Romeo and 
Juliet, yet it had a diffi  cult birth. Leningrad’s Kirov Theatre 
rejected the proposal because of the tragic ending (‘the 
dead cannot dance’), leading Prokofi ev to consider a happy 
ending. Moscow’s Bolshoi Theatre commissioned the work, 
but found it too complicated, so the premiere was given in 
Brno, Czechoslovakia in 1938. After much revision it fi nally 
made it to the Moscow stage in 1940.

Musicologist Stephen Walsh calls the ballet a ‘brilliant 
fusion of post-Imperial romanticism and scuttling, 
unpredictable Prokofi evism’. The score is notable for its 
clarity of orchestration – not that this precludes moments 
of great opulence, such as the pile-up of sonority which 
opens Act III and presages the tragic events about to unfold, 
or the divided string groups which give the young lovers a 
halo of rich sound. Prokofi ev’s chararacterisation is masterful, 
whether in the arrogance of the march which depicts the 
Capulets at their ball, or the tenderness of the lovers. 

ABOUT THE MUSIC
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The complete ballet contains more than 50 numbers 
and lasts well over two hours. Prokofi ev created from it 
three concert suites, two in 1936 and a third ten years later, 
and the music was fi rst heard in concert rather than in the 
theatre. (In this the ballet shares a point in common with 
Tchaikovsky’s Nutcracker.) 

For this concert James Gaffi  gan has assembled his own selection 
using numbers from Prokofi ev’s three concert suites.

Montagues and Capulets (known in the ballet as 
the Dance of the Knights) comes from the second of 
Prokofi ev’s three concert suites. The scene is Capulet’s 
ball in Act I and the solemnity of the dance is overlaid 
by a stormy atmosphere suggestive of the aggressive and 
uncompromising rivalry between the two families. The 
music also includes the Duke’s warning to the brawlers 
from the beginning of the ballet.

Young Juliet is wonderfully characterised by Prokofi ev 
as she playfully teases her nurse. At the entrance of Juliet’s 
mother and a discussion of the arranged marriage to Paris, 
the music turns subdued and stately, with a hint of the 
trouble to come.

Later in Act I, Romeo and his friends arrive at the 
Capulets’ ball wearing masks. The music, Masks, may 
remind some listeners of the music for Peter and the Wolf, 
with its stealthy percussion introduction, furtive clarinet, 
and delicately plucked strings. But this is not Peter’s cat 
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stalking birds, rather three young Montagues swaggering 
onto ‘enemy territory’ – as cautious as they are intrepid. The 
good-humoured clockwork character yields at the end to 
Romeo’s thoughtful mood.

The fi rst act ends with the soaring love music of Romeo 
and Juliet – the balcony scene pas de deux.

In Act II of the ballet, the plot takes a tragic turn and 
reaches a crux when Romeo, against his will, kills Tybalt in 
a duel. Prokofi ev’s own scenario makes a key distinction 
between the duel between Tybalt and Mercutio and the 
one that follows, when Romeo avenges Mercutio’s death. 
‘Unlike the duel between Tybalt and Mercutio, in which 
the opponents did not take account of the seriousness of 
the situation and fought because of their high spirits, here 
Tybalt and Romeo fi ght furiously, to the death.’ In Death of 
Tybalt the volatile music builds to a peak of intensity with 
Prokofi ev boldly repeating the same chord, 15 times, stark 
silence between each – musical death throes. The ominous 
thudding timpani beats then continue, underpinning the 
distraught funeral march that concludes Act II of the ballet.

After Romeo has slain Tybalt he is doomed to exile and 
the music portrays the secret visit of Romeo and Juliet 
Before Parting. Later, Juliet fakes her death with the help of 
Friar Lawrence’s potion, and is entombed by her mourning 
family. Prokofi ev uses the music from this scene again for 
Romeo at Juliet’s Grave, which conveys Romeo’s epic grief 
when he discovers Juliet, apparently dead, and takes his own 
life. The music recalls the themes used in the earlier love 
scenes. The ballet ends with the sublimely poignant Death 
of Juliet. She awakes in the tomb where she has been laid, to 
fi nd Romeo’s body beside her. In despair she takes his dagger 
and the act of stabbing herself is clearly portrayed in the music.

ADAPTED FROM NOTES BY GORDON KERRY ©2005 
AND BRUCE BROWN

Prokofi ev’s Romeo and Juliet music calls for piccolo, two fl utes, two 
oboes, cor anglais, two clarinets, bass clarinet, two bassoons and 
contrabassoon; four horns, two trumpets, cornet, three trombones 
and tuba; tenor saxophone; timpani and percussion (glockenspiel, 
tambourine, cymbals, snare drum, bass drum, maracas and triangle); 
harp and piano (doubling celesta); and strings (with the addition of an 
optional viola d’amore in some performances).

The Sydney Symphony fi rst performed selections from Romeo and 
Juliet in 1953 with Eugene Goossens conducting, and most recently 
in 2009 under Vladimir Ashkenazy. The orchestra’s most recent 
performance of the complete ballet music was in 2004 as a live 
accompaniment to the 1966 fi lm starring Rudolf Nureyev and Margot 
Fonteyn, with Carl Davis conducting. 
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ARPEGGIO – a musical gesture in which the 
notes of a chord are ‘spread’, or played one 
after the other instead of simultaneously. 
It nearly always starts at the bottom of the 
chord.

DOUBLE-STOPS – in string playing double-
stopping involves bowing across two 
strings simultaneously to create chord 
eff ects; the left hand fi ngers, or ‘stops’, 
notes on both strings.

HARMONICS – in string playing, a harmonic 
is achieved by touching the string lightly 
while bowing, thereby aff ecting its 
frequency of vibration. The resulting sound 
is ethereal and fl ute-like.

ORCHESTRATION – the way in which an 
orchestral work employs the diff erent 
instruments and sections of the ensemble; 
it provides the musical equivalent of 
colour.

POLONAISE – a stately Polish dance in 
triple time, processional in character; as 
with many dances in the Baroque suite, it 
began life as a folk dance, becoming more 
sophisticated once it was adopted for court 
ballrooms and then concert performance.

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

TONE POEM – a genre of orchestral music, 
also ‘symphonic poem’, which fl ourished 
in the 19th century. At its simplest, the 
orchestral tone poem is a symphonic work 
that departs from conventional forms 
and adopts a freer structure in service 
of an extra-musical or literary ‘program’ 
that provides the narrative or scene. Liszt 
was the pioneer in this genre and Strauss 
became a champion.

In much of the classical repertoire, names of 
movements and major sections of music are 
taken from the Italian words that indicate the 
tempo and mood. Examples of terms from this 
program are included here.

Adagio di molto – very slow
Allegro – fast 
Allegro ma non tanto – fast, but not so 
   much
Allegro moderato – moderately fast
Allegro molto – very fast

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

GLOSSARY
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 MORE MUSIC

BEETHOVEN OVERTURES
Although Beethoven wrote only one opera, he wrote 
a number of overtures for ballets and plays. Several 
recordings bring them all together, revealing the variety of 
expression and mood in these symphonic miniatures. One 
worth seeking out is David Zinman’s 2-CD recording with 
the Zurich Tonhalle Orchestra.
ARTE NOVA 578310

Or turn to Herbert von Karajan and the Berlin 
Philharmonic.
DG GALLERIA 427526 

KHACHATRYAN PLAYS SIBELIUS
In 2000 Sergey Khachatryan won the Sibelius competition; 
three years later he recorded his fi rst concerto disc, with 
the violin concerto by fellow-Armenian Aram Khachaturian 
(composed for David Oistrakh), and the Sibelius concerto. 
The orchestra is Sinfonia Varsovia, with conductor 
Emmanuel Krivine.
NAIVE 4959 

…AND BACH
Khachatryan’s most recent release offers the sonatas and 
partitas for solo violin by Johann Sebastian Bach.
NAÏVE 5181

ROMEO AND JULIET
If you’re seeking a complete performance of Prokofi ev’s 
Romeo and Juliet ballet music, try the virtuoso performance 
from Seiji Ozawa and the Boston Symphony Orchestra. 
DEUTSCHE GRAMMOPHON 423368

Or if you’d like to wait, Ashkenazy’s recording of the 
complete ballet with the Sydney Symphony is due for 
release in 2012…

Even before the premiere of the ballet, Prokofi ev began 
devising suites of highlights for the concert hall. Neeme 
Järvi has recorded all three suites with the Royal Scottish 
National Orchestra.
CHANDOS 10539

And the fi rst two suites are available with other Prokofi ev 
ballet music in performances with Ernest Ansermet and 
the Suisse Romande orchestra.
DECCA ELOQUENCE 4800830

Selected Discography Broadcast Diary

Selected Sydney Symphony concerts are webcast live 
on BigPond and made available for viewing On Demand. 
This program will be streamed on Friday 15 July.
Visit: bigpondmusic.com/sydneysymphony

 Webcasts

2MBS-FM 102.5
SYDNEY SYMPHONY 2011

Tuesday 9 August, 6pm 

Musicians, staff and guest artists discuss what’s in store 
in our forthcoming concerts.

JULY

Friday 15 July, 8pm

PROKOFIEV’S ROMEO & JULIET

See this program for details.
Also webcast via BigPond.

Saturday 23 July, 1pm

TWO GREAT SYMPHONISTS

Hans Graf conductor
Matthew Wilkie bassoon
Mozart, Ledger, Stravinsky, Tchaikovsky

Saturday 23 July, 9.15pm

MOZART REVISITED

Dene Olding violin-director
Andrea Lam piano
Mozart, Britten

Wednesday 27 July, 8pm

ROMANTIC RHAPSODY

Thomas Dausgaard conductor
Freddy Kempf piano
Tchaikovsky, Rachmaninoff, Brahms

Sydney Symphony Online

Join us on Facebook 
facebook.com/sydneysymphony

Follow us on Twitter 
twitter.com/sydsymph

Watch us on YouTube 
www.youtube.com/SydneySymphony

Visit sydneysymphony.com for concert 
information, podcasts, and to read the program 
book in the week of the concert. 

Stay Tuned
Sign up to receive our fortnightly e-newsletter
sydneysymphony.com/staytuned

Mobile App
Download our free app – for iPhone or Android 
sydneysymphony.com/mobile_app
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 ABOUT THE ARTISTS

James Gaffi gan conductor

James Gaffi  gan is considered by many to be one of the 
most outstanding young American conductors  working 
today. He is currently Chief Conductor of the Lucerne 
Symphony Orchestra and Principal Guest Conductor of the 
Netherlands Radio Philharmonic Orchestra.

Born in New York City in 1979, he studied at the 
LaGuardia High School of Music and Art and the Juilliard 
School Preparatory Division, and he is a graduate of New 
England Conservatory of Music and the Shepherd School 
of Music at Rice University, Houston. In 2000 he was one 
of eight conductors chosen by David Zinman to participate 
in the inaugural American Academy of Conducting in 
Aspen. He subsequently received the Academy’s fi rst Robert 
Harth Conducting Award and was selected as a conducting 
fellow to study at the Tanglewood Music Center.

His international career was launched when he won the 
2004 Sir Georg Solti International Conducting Competition 
in Frankfurt. Since then his European engagements have 
included City of Birmingham Symphony Orchestra, 
Orchestra of the Age of Enlightenment and Camerata 
Salzburg. He recently returned to the Munich and 
Rotterdam Philharmonic orchestras, Deutsches Symphony 
Orchestra Berlin, Bournemouth Symphony, Leipzig and 
Stuttgart Radio orchestras and made his debut with the 
Dresden Staatskappelle. In Asia he has conducted the Tokyo 
Metropolitan Symphony Orchestra.

In North America, he has conducted the Philadelphia, 
Cleveland and Minnesota orchestras, as well as the 
Chicago, Toronto and Vancouver symphony orchestras, the 
St Paul Chamber Orchestra and other major ensembles. 
He recently completed a three-year tenure as Associate 
Conductor with the San Francisco Symphony and Artistic 
Director of the orchestra’s Summer in the City festival, and 
previously he was Assistant Conductor of the Cleveland 
Orchestra (2003–2006)

James Gaffi  gan also conducts opera, making his 
professional debut with La Bohème at the Zurich Opera in 
2005. More recently he has conducted opera for the Aspen 
Music Festival, Glyndebourne and Houston Grand Opera, 
and in December he will make his Vienna State Opera 
debut in La Bohème.

This is James Gaffi  gan’s Australian debut.
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Sergey Khachatryan violin

Born in Yerevan, Armenia, Sergey Khachatryan won First 
Prize in the VIII International Jean Sibelius competition in 
Helsinki in 2000, becoming the youngest-ever winner in 
the history of the competition. In 2005 he won the Queen 
Elisabeth Competition in Brussels.

Sergey Khachatryan has performed with orchestras 
such as the Berlin Philharmonic, Royal Concertgebouw 
Orchestra, Orchestre National de France, Orchestre de 
Paris, Philharmonia Orchestra, NHK Symphony in Tokyo, 
Munich Philharmonic and the Tonhalle Orchestra in 
Zurich. Since 2002 he has performed regularly with the 
BBC Philharmonic Orchestra, including a Proms debut 
in 2005. With the London Philharmonic Orchestra he has 
performed the Bach Double Concerto (with Anne-Sophie 
Mutter), the Sibelius concerto, and the Khachaturian 
concerto on tour in North America. Earlier this year he 
performed Shostakovich’s Second Violin Concerto with the 
London Symphony Orchestra and Valery Gergiev.

Since his debut with the Cleveland Orchestra in 2004,  
he has appeared with the New York Philharmonic, 
Boston Symphony Orchestra, Los Angeles Philharmonic, 
Philadelphia Orchestra and San Francisco Symphony. In 
2005 he performed at the Ravinia and Blossom festivals, and 
in 2006 he made his debut at the Mostly Mozart Festival 
performing Beethoven with Osmo Vänskä.

Sergey Khachatryan also works regularly with Gergiev 
and the Mariinsky Theatre Orchestra in St Petersburg and 
at the Mikkeli Festival, Finland, and he has recently made 
debuts with the Dresden Staatskapelle, Tokyo Metropolitan 
Symphony, National Symphony Orchestra Washington and 
Rotterdam Philharmonic. Other highlights have included 
concerts with the Orchestre National de Belgique and James 
Gaffi  gan. 

Forthcoming engagements will include his debut 
in China with the National Centre of Performing Arts 
Orchestra and the premiere of a concerto by Arthur 
Aharonian with the Amsterdam Sinfonietta. His discography 
includes the Sibelius and Shostakovich concertos, and the 
Shostakovich and Franck sonatas, recorded with his sister 
Lusine Khachatryan, with whom he performs regularly in 
recital. His most recent release is the complete Bach sonatas 
and partitas for solo violin.

On his Australian debut tour, Sergey Khachatryan appears 
with the Sydney and Melbourne symphony  orchestras.
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Sergey Khachatryan plays 
the 1740 ‘Ysaÿe’ Guarneri 
violin on kind loan from the 
Nippon Music Foundation. 
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 MUSICIANS

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

Performing in this concert…

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

 Vladimir Ashkenazy
Principal Conductor
and Artistic Advisor
supported by Emirates
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Concertmaster
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 Dene Olding
Concertmaster
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Nicholas Carter
Associate Conductor  
supported by
Symphony Services  
International & 
Premier Partner 
Credit Suisse

FIRST VIOLINS 
Michael Dauth 
Concertmaster 

Kirsten Williams 
Associate Concertmaster 

Katherine Lukey 
Assistant Concertmaster

Julie Batty 
Jennifer Booth 
Marianne Broadfoot
Brielle Clapson
Amber Davis 
Georges Lentz
Nicola Lewis 
Alexandra Mitchell
Léone Ziegler 
Freya Franzen†

Claire Herrick*
Ji Won Kim†
Alexander Norton*

SECOND VIOLINS 
Kirsty Hilton 
Marina Marsden
Jennifer Hoy 
A/Assistant Principal

Sophie Cole 
Susan Dobbie 
Principal Emeritus 

Emma Hayes 
Shuti Huang 
Benjamin Li 
Emily Long 
Philippa Paige 
Biyana Rozenblit 
Maja Verunica 
Belinda Jezek*
Emily Qin#

VIOLAS
Roger Benedict 
Tobias Breider 
Sandro Costantino
Robyn Brookfi eld 
Jane Hazelwood 
Graham Hennings 
Stuart Johnson 
Justine Marsden 
Felicity Tsai 
Leonid Volovelsky 
Jacqueline Cronin#

Rosemary Curtin#

Tara Houghton†

CELLOS
Catherine Hewgill 
Leah Lynn 
Assistant Principal 

Kristy Conrau
Timothy Nankervis
Elizabeth Neville
David Wickham 
Rowena Crouch#

Mee Na Lojewski*
Patrick Suthers*
Rachael Tobin#

DOUBLE BASSES
Kees Boersma 
Alex Henery 
Neil Brawley 
Principal Emeritus 

David Campbell 
Steven Larson 
Richard Lynn 
David Murray 
Hugh Kluger†

FLUTES 
Emma Sholl 
Carolyn Harris
Rosamund Plummer 
Principal Piccolo

OBOES
Diana Doherty 
Alexandre Oguey 
Principal Cor Anglais

Huw Jones*

CLARINETS
Lawrence Dobell 
Christopher Tingay 
Craig Wernicke 
Principal Bass Clarinet

SAXOPHONE
Christina Leonard*

BASSOONS
Matthew Wilkie 
Roger Brooke 
Noriko Shimada 
Principal Contrabassoon

HORNS
Ben Jacks 
Lee Bracegirdle
Euan Harvey
Marnie Sebire 
Katy Grisdale†

TRUMPETS
Paul Goodchild 
Anthony Heinrichs 
Colin Grisdale*

TROMBONES
Ronald Prussing 
Nick Byrne 
Brett Page*

TUBA
Steve Rossé 

TIMPANI
Richard Miller 

PERCUSSION
Rebecca Lagos 
Colin Piper 
Mark Robinson
Ian Cleworth*
Brian Nixon*

HARP 
Genevieve Lang*

PIANO
Josephine Allan#

Bold = Principal
Italic= Associate Principal
* = Guest Musician 
# = Contract Musician
† = Sydney Symphony
  Fellow
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 THE SYDNEY SYMPHONY
PRINCIPAL CONDUCTOR AND ARTISTIC ADVISOR Vladimir Ashkenazy
 PATRON Her Excellency Professor Marie Bashir AC CVO
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Founded in 1932 by the Australian Broadcasting 
Corporation, the Sydney Symphony has evolved 
into one of the world’s fi nest orchestras as Sydney 
has become one of the world’s great cities. 

Resident at the iconic Sydney Opera House, 
where it gives more than 100 performances 
each year, the Sydney Symphony also performs 
in venues throughout Sydney and regional 
New South Wales. International tours to 
Europe, Asia and the USA have earned the 
orchestra worldwide recognition for artistic 
excellence, most recently in a tour of European 
summer festivals, including the BBC Proms 
and the Edinburgh Festival.

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, Zdeněk 
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, 
Gordon Kerry and Georges Lentz, and a 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. 
Currently the orchestra is recording the complete 
Mahler symphonies. The Sydney Symphony 
has also released recordings with Ashkenazy 
of Rachmaninoff  and Elgar orchestral works 
on the Exton/Triton labels, and numerous 
recordings on the ABC Classics label.

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

 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

PREMIER PARTNER

Emanate
BTA Vantage

 2MBS 102.5 Sydney’s Fine Music Station

BRONZE PARTNER MARKETING PARTNER

GOLD PARTNERS

SILVER 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.

PLATINUM PATRONS 
$20,000+
Brian Abel
Geoff Ainsworth AM & Vicki Ainsworth
Robert Albert AO & Elizabeth Albert
Terrey Arcus AM & Anne Arcus
Tom Breen & Rachael Kohn
Sandra & Neil Burns
Ian & Jennifer Burton
Mr John C Conde AO

Robert & Janet Constable
The Hon. Ashley Dawson-Damer
In memory of Hetty & Egon Gordon
The Hansen Family
Ms Rose Herceg
The Estate of Mrs E Herrman
James N. Kirby Foundation
Mr Andrew Kaldor & Mrs Renata 
    Kaldor AO

D & I Kallinikos
Justice Jane Mathews AO

Mrs Roslyn Packer AO

Greg & Kerry Paramor & 
    Equity Real Estate Partners
Dr John Roarty in memory of 
    Mrs June Roarty
Paul & Sandra Salteri
Mrs Penelope Seidler AM

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
Ray Wilson OAM in memory of 
    James Agapitos OAM

Mr Brian and Mrs Rosemary White
June & Alan Woods Family Bequest
Anonymous (1)

GOLD PATRONS 
$10,000–$19,999
Alan & Christine Bishop
The Estate of Ruth M Davidson
Penny Edwards
Paul R. Espie
Ferris Family Foundation
Dr Bruno & Mrs Rhonda Giuffre
Ross Grant
Mr David Greatorex AO & Mrs Deirdre 
    Greatorex
Helen Lynch AM & Helen Bauer
Mrs Joan MacKenzie
Ruth & Bob Magid
Tony & Fran Meagher
Mrs T Merewether OAM

Mr B G O’Conor
Mrs Joyce Sproat & Mrs Janet Cooke
Ms Caroline Wilkinson
Anonymous (1)

SILVER PATRONS 
$5,000–$9,999
Mr and Mrs Mark Bethwaite
Jan Bowen
Mr Robert Brakspear
Mr Donald Campbell & Dr Stephen 
    Freiberg
Mr Robert & Mrs L Alison Carr
Bob & Julie Clampett
Mrs Gretchen M Dechert
Ian Dickson & Reg Holloway
James & Leonie Furber
Mr James Graham AM & Mrs Helen 
    Graham

Stephen Johns & Michele Bender
Judges of the Supreme Court 
   of NSW
Mr Ervin Katz
Gary Linnane
William McIlrath Charitable 
    Foundation
Eva & Timothy Pascoe
Rodney Rosenblum AM & Sylvia 
    Rosenblum
David & Isabel Smithers
Mrs Hedy Switzer
Ian & Wendy Thompson
Michael & Mary Whelan Trust
Jill Wran
Anonymous (1)

BRONZE PATRONS 
$2,500–$4,999
Dr Lilon Bandler
Stephen J Bell
Mr David & Mrs Halina Brett
Lenore P Buckle
Ewen & Catherine Crouch
Dr Michael Field
Mr Erich Gockel
Kylie Green
Janette Hamilton
Ann Hoban
Paul & Susan Hotz
Irwin Imhof in memory of 
    Herta Imhof
Mr Justin Lam
R & S Maple-Brown
Mora Maxwell
Judith McKernan
Justice George Palmer AM QC

James & Elsie Moore
Bruce & Joy Reid Foundation
Mary Rossi Travel
Georges & Marliese Teitler
Gabrielle Trainor
J F & A van Ogtrop
Geoff Wood & Melissa Waites
Dr Richard Wingate
Anonymous (1)

BRONZE PATRONS 
$1,000–$2,499
Charles & Renee Abrams
Andrew Andersons AO

Mr Henri W Aram OAM

Claire Armstrong & John Sharpe
Dr Francis J Augustus
Richard Banks
Doug & Alison Battersby
David Barnes
Michael Baume AO & Toni Baume
Phil & Elese Bennett
Nicole Berger
Mrs Jan Biber
Julie Bligh
Colin Draper & Mary Jane Brodribb
M Bulmer
Dr John H Casey
Dr Diana Choquette & Mr Robert 
    Milliner
Joan Connery OAM & Maxwell 
    Connery OAM

Debby Cramer & Bill Caukill
Mr John Cunningham SCM & 
    Mrs Margaret Cunningham
Lisa & Miro Davis
Matthew Delasey
John Favaloro
Mr Ian Fenwicke & Prof N R Wills

Firehold Pty Ltd
Warren Green
Anthony Gregg & Deanne Whittleston
Akiko Gregory
In memory of Oscar Grynberg
Mrs Jennifer Hershon
Barbara & John Hirst
Bill & Pam Hughes
The Hon. David Hunt AO QC & 
    Mrs Margaret Hunt
Dr & Mrs Michael Hunter
Dr Michael Joel AM & Mrs Anna Joel
The Hon. Paul Keating
In Memory of Bernard M H Khaw
Jeannette King
Anna-Lisa Klettenberg
Wendy Lapointe
Macquarie Group Foundation
Melvyn Madigan
Mr Robert & Mrs Renee Markovic
Kevin & Deidre McCann
Ian & Pam McGaw
Matthew McInnes
Mrs Barbara McNulty OBE

Harry M. Miller, Lauren Miller Cilento 
    & Josh Cilento
Nola Nettheim
Miss An Nhan
Mrs Rachel O’Conor
Mr R A Oppen
Mr Robert Orrell 
Mr & Mrs Ortis
Maria Page
Piatti Holdings Pty Ltd
Adrian & Dairneen Pilton
Robin Potter
Mr & Ms Stephen Proud
Miss Rosemary Pryor
Dr Raffi  Qasabian
Ernest & Judith Rapee
Kenneth R. Reed
Patricia H Reid Endowment Pty Ltd
Mr M D Salamon
John Saunders
Juliana Schaeffer
Caroline Sharpen
Mr & Mrs Jean-Marie Simart
Catherine Stephen
The Hon. Brian Sully QC

Mildred Teitler
Andrew & Isolde Tornya
Gerry & Carolyn Travers
John E Tuckey
Mrs M Turkington
In memory of Dr Reg Walker
Henry & Ruth Weinberg
The Hon. Justice A G Whealy
Mr R R Woodward
Anonymous (12)

BRONZE PATRONS 
$500–$999
Mr C R Adamson
Mr Peter J Armstrong
Ms Baiba B. Berzins & Dr Peter 
    Loveday
Dr & Mrs Hannes Boshoff 
Minnie Briggs
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MAESTRO’S CIRCLE  

Peter Weiss AM – Founding President 
    & Doris Weiss
 John C Conde AO – Chairman
Geoff & Vicki Ainsworth
Tom Breen & Rachael Kohn
The Hon. Ashley Dawson-Damer
In memory of Hetty & Egon Gordon

Andrew Kaldor & Renata Kaldor AO

Roslyn Packer AO

Penelope Seidler AM

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

    in memory of the late James Agapitos OAM

SYDNEY SYMPHONY LEADERSHIP ENSEMBLE  
David Livingstone, CEO 
   Credit Suisse, Australia
Alan Fang, Chairman, Tianda Group

Macquarie Group Foundation
John Morschel, Chairman, ANZ

We also gratefully acknowledge the following patrons: 
Ruth & Bob Magid – supporting the position of Elizabeth Neville, cello 
Justice Jane Mathews AO – supporting the position of Colin Piper, percussion.

For information about the Directors’ Chairs program, please call (02) 8215 4619.

 01
Richard Gill OAM

Artistic Director Education  
Sandra and Paul Salteri Chair 

02
Ronald Prussing
Principal Trombone
Industry & Investment NSW 
Chair 

03
Jane Hazelwood
Viola
Veolia Environmental Services 
Chair

04
Nick Byrne
Trombone
RogenSi Chair

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

06
Shefali Pryor 
Associate Principal Oboe
Rose Herceg Chair

07
Paul Goodchild 
Associate Principal Trumpet
The Hansen Family Chair

08
Catherine Hewgill 
Principal Cello
Tony and Fran Meagher Chair

09
Emma Sholl 
Associate Principal Flute
Robert and Janet Constable
Chair

10
 Lawrence Dobell
Principal Clarinet
Anne & Terrey Arcus Chair
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 BEHIND THE SCENES

 Geoff Ainsworth
Andrew Andersons AO

Michael Baume AO*
Christine Bishop
Ita Buttrose AO OBE

Peter Cudlipp
John Curtis AM

Greg Daniel AM

John Della Bosca
Alan Fang
Erin Flaherty
Dr Stephen Freiberg
Donald Hazelwood AO OBE*
Dr Michael Joel AM

Simon Johnson 

Yvonne Kenny AM

Gary Linnane
Amanda Love
Helen Lynch AM

Ian Macdonald*
Joan MacKenzie
David Maloney
David Malouf AO

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

Jane Morschel

Greg Paramor
Dr Timothy Pascoe AM

Prof. Ron Penny AO

Jerome Rowley
Paul Salteri
Sandra Salteri
Juliana Schaeffer
Leo Schofi eld AM

Fred Stein OAM

Ivan Ungar
John van Ogtrop*
Peter Weiss AM

Anthony Whelan MBE

Rosemary White

 Sydney Symphony Council

* Regional Touring Committee member

 Sydney Symphony Board

 CHAIRMAN John C Conde AO

Terrey Arcus AM

Ewen Crouch
Ross Grant
Jennifer Hoy
Rory Jeffes

Andrew Kaldor
Irene Lee
David Livingstone
Goetz Richter
David Smithers AM
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 All rights reserved, no part of this publication may be reproduced or transmitted in 
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The opinions expressed in this publication do not necessarily refl ect the beliefs of the 
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EXECUTIVE MANAGEMENT
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OPERATIONS
DIRECTOR OF ARTISTIC 
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Peter Czornyj

Artistic Administration
ARTISTIC ADMINISTRATION 
MANAGER 
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ARTIST LIAISON MANAGER
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RECORDING ENTERPRISE 
MANAGER

Philip Powers

Education Programs
HEAD OF EDUCATION 

Kim Waldock
ARTIST DEVELOPMENT 
MANAGER

Bernie Heard
EDUCATION ASSISTANT

Rachel McLarin

Library
LIBRARIAN 

Anna Cernik
LIBRARY ASSISTANT 

Victoria Grant
LIBRARY ASSISTANT 

Mary-Ann Mead

DEVELOPMENT
HEAD OF CORPORATE 
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Leann Meiers
CORPORATE RELATIONS 
EXECUTIVE

Julia Owens
CORPORATE RELATIONS 
EXECUTIVE

Stephen Attfi eld
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Amelia Morgan-Hunn

SALES AND 
MARKETING
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MARKETING MANAGER, 
SUBSCRIPTION SALES 

Simon Crossley-Meates
MARKETING MANAGER, 
CLASSICAL SALES

Matthew Rive
MARKETING MANAGER, 
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Alison Martin 
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Lynn McLaughlin
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Katherine Stevenson
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MANAGEMENT
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MANAGEMENT 
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Georgia Stamatopoulos
OPERATIONS MANAGER

Kerry-Anne Cook
TECHNICAL MANAGER 
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PRODUCTION COORDINATOR

Tim Dayman
PRODUCTION COORDINATOR

Ian Spence
STAGE MANAGER 

Peter Gahan
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DIRECTOR OF FINANCE 

John Horn
FINANCE MANAGER 
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