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Pre-concert talk 

By Andrew Bukenya on  
the Lounge level of the 
Northern Foyer.

Estimated durations

JS Bach – 11 minutes 
CPE Bach – 25 minutes  
Interval – 20 minutes 
Mozart – 32 minutes

The concert will run for 
approximately 90 minutes
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JOHANN SEBASTIAN BACH (1685–1750) 
Brandenburg Concerto No.3, BWV1048 (c.1721) 
i. [Allegro] 
ii. Adagio (Cadenza) - 
iii. Allegro

CARL PHILIPP EMANUEL BACH (1714–1788) 
Flute Concerto in G major, H445 (1755) 
i. Allegro di molto  
ii. Largo  
iii. Presto

INTERVAL

WOLFGANG AMADEUS MOZART (1756–1791) 
Symphony No.41 in C major, K551 ‘Jupiter’ (1788) 
i. Allegro vivace 
ii. Andante cantabile	  
iii. Allegretto 
iv. Molto allegro
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CARL PHILIPP EMANUEL BACH (1714–1788) 
Flute Concerto in G major, H445 (1755)

This concerto is a transcription of a harpsichord concerto 
which looks forward to the Classical style of Haydn and 
Mozart. It is in three substantive movements – fast, slow,  
fast – with the solo part adapted to bring out the brilliant 
and expressive qualities of the solo flute.

Both versions date from around 1755, the year that saw the 
publication of Dr Johnson’s Dictionary, the division of the island 
of Java into the sultanates Yogyakarta and Surakarta, and some 
unpleasantness between Britain and France involving Quebec.

Contemporary music included Carl Heinrich Graun’s 
Montezuma (with a libretto by Friedrich der Große), 
Telemann’s Der Tod Jesu, and Leopold Mozart’s Sleigh Ride.

JOHANN SEBASTIAN BACH (1685–1750) 
Brandenburg Concerto No.3, BWV1048 (c.1721)

Bach’s six ‘Brandenburg’ Concertos were compiled and 
dedicated to the Margrave of Brandenburg in 1721, as a kind of 
job application, though Bach was never invited to work for the 
Margrave. Each has its unique instrumentation, the third being 
for three group of three strings plus continuo. A curiosity is the 
lack of a central slow movement – Bach merely writes two 
chords, suggesting that some improvisation should follow.

The year 1721 saw the accession of Peter the Great as Tsar of all 
the Russias; Zabdiel Boylston inoculating Bostonians against 
smallpox; the Kelanta Sultanate established in present-day 
Malaysia. Contemporary music included Jean-Philippe 
Rameau’s Orphée, Handel’s Floridante, and Vivaldi’s La Silvia. 

Painting of Carl Philipp Emanuel Bach 
by Franz Conrad Löhr (1735–1812), after 
Johann Philipp Bach (1752–1846).

JS Bach as a young man

WOLFGANG AMADEUS MOZART (1756–1791) 
Symphony No.41 in C major, K551 ‘Jupiter’ (1788)

Somebody – not Mozart – called this the ‘Jupiter’ symphony 
(referring to the king of the Roman gods and/or the planet 
named for him) because it’s longer and louder than most 
classical examples.

It’s more interesting than that – a major example of Mozart’s 
large-scale architecture, ability to craft melodies that are 
simple and comic, or sophisticated and tragic, and, over 
the course of its four movements, a breathtakingly thrilling 
command of counterpoint.

It was composed in 1788, the year that saw George III of 
Great Britain lose his mind, Louis XVI of France announce 
a meeting of the Estates-General, and the foundation of a 
penal colony at Sydney Cove.

Drawing of Mozart in silverpoint,  
made by Dora Stock during Mozart's 
visit to Dresden in April 1789.

YOUR CONCERT AT A GLANCE
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SIMONE YOUNG am conductor

Sydney Symphony Orchestra’s Chief 
Conductor, Simone Young, has previously  
held the posts of General Manager and  
Music Director of the Hamburg State 
Opera and Music Director of the 
Philharmonic State Orchestra Hamburg, 
Music Director of Opera Australia, Chief 
Conductor of the Bergen Philharmonic 
Orchestra and Principal Guest Conductor 
of the Gulbenkian Orchestra, Lisbon  
and the Lausanne Chamber Orchestra.  
Her Hamburg recordings include the  
Ring Cycle, Mathis der Maler (Hindemith), 
and symphonies of Bruckner, Brahms 
and Mahler. She has conducted complete 
cycles of Der Ring des Nibelungen at  
the Vienna, Berlin and Hamburg State 
Opera companies.

This year Simone Young will make her 
highly-anticipated Bayreuth Festival 
debut conducting Wagner’s Ring Cycle. 
She also returns to the Berlin State Opera 
(Chowanschina and La Fanciulla del West), 
Vienna State Opera (Die Fledermaus 
and Kurtag’s Fin de Partie) the Berlin, Los 
Angeles, Stockholm, Oslo and Goeteborg 
Philharmonic Orchestras, the Dallas 
and Washington National Symphony 
Orchestras, the Bavarian Radio Orchestra, 
Orchestre National de Lyon and the 
Lausanne Chamber Orchestra.

2023 saw the commencement of her 
Sydney Symphony Orchestra Ring Cycle 
with the presentation of Das Rheingold, 
which played to sold out audiences, 
standing ovations and 5-star reviews.  
A second feature-length documentary film, 
Knowing the Score, about Simone Young 
and her career was also internationally 
released in 2023. 

Simone Young is regularly invited by the 
world’s great orchestras and has led the 
New York, Los Angeles, Berlin, Vienna, 
Munich, Stockholm, New Japan, Helsinki 
and Dresden Philharmonic Orchestras; the 
Orchestre Philharmonique de Monte Carlo; 
Orchestre de Paris; Staatskapelle Dresden; 
the BBC, San Francisco, Cincinnati, Detroit, 
Chicago, Dallas, and National Symphony 
Orchestra. In Australia she has conducted 
the West Australian, Adelaide, Melbourne 
and Queensland Symphony Orchestras 
and the Australian World Orchestra.

Highly sought-after by the world’s leading 
opera houses, Simone Young has appeared 
at the Vienna State Opera (Peter Grimes), 
The Metropolitan Opera New York (Der 
Rosenkavalier), Opera Nationale de Paris 
(Parsifal and Salome), Bavarian State 
Opera, Munich (Tannhäuser), Berlin State 
Opera (Der Rosenkavalier) and Zurich 
Opera (Salome). 

Simone Young’s many accolades include 
Honorary Member (Ehrenmitglied) of the 
Vienna State Opera, the 2019 European 
Cultural Prize Vienna, a Professorship at the 
Musikhochschule in Hamburg, honorary 
Doctorates from the Universities of Western 
Australia and New South Wales, Griffith 
University and Monash University, the Sir 
Bernard Heinze Award, the Goethe Institute 
Medal, Helpmann Award and the Chevalier 
de l’Ordre des Arts et des Lettres, France. 

ABOUT THE ARTISTS



JOSHUA BATTY flute

Joshua Batty joined the Sydney Symphony 
as solo flute in 2019 aged 27 after holding 
the same position with the RTÉ Concert 
Orchestra, Ireland.

His training saw him study as a full  
scholar (supported by Sir Elton John) at 
the Royal Academy in London where he 
was later awarded an Associateship and 
at HEMGE Switzerland. During this time 
he became principal flute of both National 
Youth Orchestra GB and the prestigious 
Gustav Mahler Jugendorchester, Austria. 

Since then he has performed as guest 
Principal Flute for over a decade with 
some of the world’s leading conductors 
and soloists in over 30 leading orchestras 
worldwide, travelling extensively across 
Europe, USA, South America, Asia, 
Australia and New Zealand. 

An in-demand soloist, Joshua has performed 
at Buckingham Palace before royalty and 
appeared frequently as concerto soloist, 
most recently under conductors John Wilson 
and Johannes Fritzsch. Currently he is in the 
process of expanding the flute repertoire, 
commissioning and premiering flute concerti 
and solo works by composers such as Sir 
Stephen Hough, Harry Sdraulig and Nigel 
Westlake as well as making his first solo CD.

Equally at home in the recording studio, 
Joshua can be heard on major movies, 
games and series for Disney, Netflix, 
Marvel: Planet of the Apes, Room,  
Mortal Kombat, Star Wars and World  
of Warcraft being recent examples.  
Besides this he has recorded prolifically  
for classical labels such as EMI, Naxos  
and Chandos.

Over Joshua’s studies he was awarded 
multiple prizes at Future Talent,  
Royal Academy of Music, British Flute 
Society and Royal Overseas League 
competitions as well as the Candide Prize 
at the LSO Wind Academy (formerly the 
Shell competition). He has recently been 

accepted into the prestigious Larrieu 
International Flute Competition in Nice 
taking place in October 2024.

Teaching is a main passion of Joshua’s  
and at the age of 23 he was made  
a flute tutor at RNCM and University  
of Melbourne after this. Since relocating  
in 2019, he has turned his focus to curating 
charity concerts, so far raising in excess  
of $50,000 for Bushfire Appeal, the Ukraine 
war, Support Act for artists with pandemic 
related financial difficulty and WIRES 
animal welfare.

Joshua owes his gratitude all of his former 
teachers: Gitte Marcusson, Katherine 
Baker, Richard Davis, Michael Cox and 
Jacques Zoon.
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WHO WAS JS BACH?

Music had been the Bach family business 
for generations, so when Johann Sebastian 
Bach was orphaned before his tenth 
birthday he was brought up by a much 
older brother, Johann Christoph, who was 
organist in the small Thuringian town of 
Ohrdruf. It is generally agreed that Christoph 
‘laid the foundation’ for Sebastian’s 
keyboard technique and for his intense 
interest in the construction of keyboard 
instruments, especially the organ. His first 
job as a musician, though, was as a violinist 
in the orchestra of the Duke of Weimar for 
six months in 1703, and he returned to the 
Weimar court some years later to serve as 
chamber musician and organist from 1708 
to 1717. In the interim he held a series of 
organist positions in towns such as Arnstadt 
and Mülhhausen, but in 1717 entered the 
employment of Prince Leopold of Anhalt-
Cöthen. This was possibly the happiest 
period of Bach’s life, though he was devasted 
at the death of his first wife Maria Barbara, 
but soon married Anna Magdalena Wilcke, 
a fine musician herself. The Prince had been 
raised a Calvinist so required no music for 
his chapel, but maintained a distinguished 
music staff for whom Bach wrote some of his 
most important instrumental music.

With the Prince’s marriage to an unmusical 
bride, Bach left and took up employment 
in the city of Leipzig where he would spend 
the 27 years until his death in 1750. He was 
Cantor of the Thomasschule, training the 
students to provide music at the city’s 
two main churches. This period saw the 
composition of the bulk of his surviving 
church music, notably cantatas for regular 
Sunday use and larger works like the St 
Matthew and St John Passions for Eastertide. 
But Bach also cultivated instrumental works, 
taking over the directorship of the local 
Collegium musicum (a pro-am orchestra 
founded by the composer Telemann) for 
which a number of larger scale pieces, some 
for visiting soloists keen to work with Bach, 
were doubtless written.

Portrait by Johann Ernst Rentsch, the Elder, not fully 
authenticated but thought to show JS Bach around the age 
that he took up his post in Cöthen.

Bach’s innovations included his 
development of the keyboard concerto 
– mostly based on works (by himself or 
other composers like Vivaldi) for single-line 
instruments. The 48 Preludes and fugues 
of The Well-tempered Clavier explored, 
probably for the first time, the use of all 
possible keys, and works like The Art of 
Fugue (not Bach’s title) or the B-minor 
Mass are mind-blowing compendiums of 
technical and structural ingenuity. 

ABOUT THE MUSIC



ABOUT THE THIRD  
BRANDENBURG CONCERTO

Bach’s ‘Brandenburg’ concertos were 
dedicated and sent to the Margrave of 
Brandenburg in May 1721. (If they were  
a job application, they failed to secure 
Bach a position.) They were probably 
composed during the years 1718-1721 
when Bach was in Cöthen, since they vary 
widely in their scoring and require forces 
not available in the Margrave’s orchestra.

The third concerto, the most ‘symphonic’ 
of the Brandenburgs, also harks back 
to the traditions of consort music, with 
its continual ‘conversation’ between 
the string groups. Although the strings 
are arranged in three groups of equal 
strength, the writing for each instrument 
is virtuosic at times (and may have been 
conceived to be played one to a part).  
The themes are continually tossed 
between the three sections, above the 
steady continuo, or bass line, stiffened 
by a keyboard instrument. While 
Brandenburg No.3 can be considered 
either as a concerto grosso or as a more 
old-fashioned work for three string choirs, 
it points forward to the exploration of 
the contrasting string sections found 
in the works for string orchestra of 
Romantic composers such as Dvořák 
and Tchaikovsky. The two Adagio chords 
linking the outer fast movements probably 
call for an improvised cadenza, either 
from the continuo harpsichordist or from 
the leader of the violins.

WHO WAS CPE BACH?

As music had been the Bach family business 
for generations, it was inevitable that at 
least some of JS Bach’s sons would take up 
the profession – and, indeed, four did.

Despite his view that the older Wilhelm 
Friedemann would inherit Sebastian’s 
mantle, Carl Philipp Emanuel Bach proved 
to be a more interesting and enduring 
composer than any of his brothers. He had 
learned the keyboard from an early age 
(partly as a result of being left handed, 
and therefore less comfortable with 
stringed instruments) and showed early 
signs of a prodigious talent. Later in life 
he published an enormously influential 
treatise on keyboard playing which had a 
profound effect on Beethoven. 

He studied law – in essence a liberal arts 
course at the time – for three years at the 
university in Leipzig, and then at Frankfurt-
on-the-Oder on the present-day border 
between Germany and Poland. Where 
Leipzig was full of fine musicians, many 
of whom were trained by Sebastian 
Bach, Frankfurt was not. Emanuel soon 
established himself as an important figure 
in the city’s musical life, teaching keyboard, 
conducting and composing for public 
concerts to support himself while he studied. 

Title page for the dedicatory score of the Brandenburg Concertos.
Painting of CPE Bach by Franz Conrad Löhr (1735–1812), 
after Johann Philipp Bach (1752–1846).
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Frederick the Great Playing the Flute at Sanssouci (1852) by German painter Adolph von Menzel. Friedrich is playing flute, with 
CPE Bach at the keyboard. Also attending the scene are composers Frederick the Great; far right: Johann Joachim Quantz, 
Franz Benda and Carl Heinrich Graun.

In 1738 he left for Berlin, hoping, no doubt, 
to secure work in the Prussian capital, but 
was soon summoned by the Crown Prince 
Friedrich to his court in Rheinsberg. Friedrich 
was an enthusiastic flautist, and retained 
a number of the leading musicians of the 
time. Impressed by Emanuel’s compositions 
(especially no doubt, his ten flute sonatas) 
and his ability at the keyboard, Friedrich 
engaged him as accompanist for his regular 
chamber music evenings; when Friedrich 
(later, ‘the Great’) acceded to the throne, 
Emanuel ‘had the honour to accompany, 
alone at the keyboard, the first flute solo that 
Friedrich played as a king.’

Emanuel never held as eminent a  
position as the composers of the Graun  
and Benda families, let alone that of 
Joachim Quantz who wrote hundreds 
of concertos for the King and enjoyed 
considerable influence in matters of policy. 
Emanuel did, however, remain in the 
king’s service for nearly 30 years, despite 
somewhat tactlessly criticising the king’s 
playing and conservative tastes in music  
on a number of occasions. 

In 1767 Emanuel’s godfather, Georg  
Philipp Telemann, died. Telemann had been 
a great supporter of the younger Bach, 
performing his compositions in Hamburg 
where Telemann had dominated musical 
life for forty years. Emanuel successfully 
applied to fill the vacancy left by Telemann, 
becoming the Cantor of the Latin School and 
Music Director of the five major churches 
in the city. Not only had Emanuel become 
a prominent (and well-paid) member of the 
community (as against a court musician), his 
fame as a composer was now widespread. 

There is famous story about CPE Bach  
told by British writer Charles Burney,  
who visited the aging composer and,  
after dinner one night, prevailed upon him 
to improvise at his favourite instrument, 
the clavichord. In Burney’s tale, Bach 
plays for hours in a kind of ecstatic  
trance and, then, at the end, says that  
if he did that too often he ‘would grow 
young again.’

ABOUT THE MUSIC



ABOUT THE CONCERTO

For his solo keyboard music, Emanuel 
had indeed developed a musical idiom of 
great emotional intensity, later known as 
the Empfindsamer Stil (‘most expressive 
style’) featuring sudden and dramatic 
changes of speed and mood, a liking for 
minor keys, the rhetorical use of silence, 
and a harmony which seems sometimes 
dangerously unstable and chromatic. 
It was aspects of this style, incidentally, 
which helped forge Haydn’s so-called 
Sturm und Drang style in the mid-1760s.

Somewhat ruefully, Emanuel notes in his 
autobiographical sketch, that ‘among my 
works, especially for keyboard, there are 
only a few trios, solos, and concertos that 
I have composed in complete freedom 
and for my own use’, and notes also that 
‘because I have had to compose most 
of my works for specific individuals and 
for the public, I have always been more 
restrained in them than in the few pieces 
that I have written for myself alone.’ 
He does concede, though that such 
conditions ‘have led my genius to certain 
discoveries that I might not otherwise have 
come upon.’

An astute businessman, Emanuel  
got as much mileage as he could out  
of numerous works,  especially his 
keyboard concertos, most of which also 
appear in versions for single-line solo 
instruments. The G major piece we hear 
today was composed for organ and 
strings in 1755 and appeared soon after  
in the flute version. Flautist Barthold 
Kuijken has explained how Emanuel 
would have an assistant copy the 
work, leaving the solo line empty; the 
composer would then write in those 
sections where keyboard figuration or 
range didn’t suit the flute (and nearing in 
mind that organs don’t need to breathe) 
or where ornamental symbols, which 
a keyboard player (but not a flautist) 
would understand, needed to be written 

out in full. He then handed it back to the 
copyist to fill in the solo bits that hadn’t 
needed adaptation. (Kuijken points out 
that Anon.303 – as history has designated 
this copyist – made some errors which 
Emanuel himself failed to notice.)

The style of this and Emanuel’s other 
public works is far from the rigours  
of the Baroque manner of Sebastian  
Bach (there is little or no counterpoint  
in these works, for instance), but it is 
equally different from the charming, 
somewhat lightweight Italianate  
rococo style favoured by the King  
(and practised elsewhere by Emanuel’s 
half-brother, Johann Christian). Partly  
for this reason – and because we know 
of his technical shortcomings – we can 
be fairly sure that the King never played 
Emanuel’s concertos. Sadly, we don’t 
know who did.

Neither Baroque nor rococo, the G major 
concerto in some respects introduces 
manners and sounds that later came to  
be called ‘classical’. 

The first movement, for instance,  
opens with a fully-scored orchestral 
introduction before the soloist enters 
accompanied by the lightest of textures. 
The movement’s momentum is generated 
largely by repetition: the chugging, 
repeated quavers of the accompaniment; 
the use of short motifs – rhythmically 
memorable phrases – which can be sued 
in sequence (that is, repeated in different 
harmonic areas) to push the music away 
from or toward its expected destination. 
The movement reaches its climax with 
a solo cadenza, and although neither 
Emanuel nor Anon.303 provided cadenzas 
for this or the other transcribed concertos, 
the original organ concerto has material 
that can be adapted.

ABOUT THE MUSIC



Drawing of Mozart in silverpoint, made by Dora Stock during 
Mozart's visit to Dresden in April 1789.

The Largo is as close to the Empfindsamer 
Stil as Emanuel gets in this piece,  
using almost Baroque-like emotive  
tricks like strong-beat dissonances 
in sequence, and a large number of 
ornaments carried over from the organ 
version. In fact Kuijken notes, it ‘shows 
much more ornamentation than usual  
for the flute—indeed, it could serve as  
a model of ornamentation for the other 
flute concertos.’ 

The finale also prefigures the work of 
Haydn in its use of thematic blocks  
of short phrases (four bar groups with 
strong rhythmic profiles articulated  
by moments of silence) that suggest 
popular song, but which provide the 
opportunity for bravura playing from  
the soloist.

WHO WAS MOZART?

Mozart began to compose at the age of 
five, and made his debut as a performer 
a year later. His father, Leopold, genuinely 
believed that his son was a ‘miracle that 
God had allowed to be born in Salzburg’, 
while being keenly aware of the commercial 
potential of having a child prodigy to exhibit 
on tours of London, Paris and various cities 
in Italy and the German-speaking world. 
He played before aristocrats and crowned 
heads, and composed everything from solo 
sonatas to operas. 

The Mozarts were employed by the  
Prince-Archbishop of Salzburg, but, 
reaching adulthood, Wolfgang decided  
to settle to Vienna in 1781.

His career there was largely very 
successful. Around 1782 he was Vienna’s 
star composer and performer of piano 
concertos, but composing The Marriage 
of Figaro changed the course of his career, 
and the nature of opera, forever. 

Mozart’s pre-eminence in opera – 
whether it was fully appreciated at the 
time stemmed in part from his exposure 
to Baroque music, and especially that 
counterpoint of composers such as JS 
Bach. Mozart was not the only Viennese 
composer to come within the orbit of  
Baron Gottfried van Swieten, a friend of 
CPE Bach and connoisseur of the Baroque,  
but it was his great insight that 
counterpoint – where two or more 
independent melodic lines are sounded at 
the same time – could make music drama 
even more exciting: characters could now 
(as they do in Figaro, especially) deliver 
their lines simultaneously yet coherently.   

ABOUT THE MUSIC



Mozart's letter to Puchberg from 27 June 1788.

in 1788; some accounts that this was to 
be in the summer have been proven to 
be mistaken, and in any case, Mozart’s 
main supporters, the nobility,  would 
have been out of town. He completed the 
‘Jupiter’ in early August, and a copy of a 
letter to his fellow Freemason and creditor 
Michael Puchberg sees Mozart asking for 
a loan saying that after his subscription 
concerts ‘next week’ he will be able to 
pay it back. And Mozart encloses a pair 
of complimentary tickets. After that trail 
goes cold, though it’s worth noting that he 
never borrowed from Puchberg again, and 
Mozart’s debts to him were all discharged 
at the time of his death. 

From mid-1788 to the beginning of  
1791 things were difficult for Mozart.  
As happens in show-business, his 
popularity in Vienna had temporarily 
waned for various reasons. Also, the city’s 
musical life was put on hold while the 
Austro-Hungarian Empire went to war  
with the Turks – theatres closed and  
many of Mozart’s patrons left town so 
as not to be conscripted. Short of cash, 
Mozart and his wife Constanze suffered 
ill-health and Mozart was depressed at  
his prospects.

By 1791 the economy had recovered, and, 
in the last year of his life, Mozart fulfilled 
numerous commissions such as the 
Requiem and The Magic Flute, which, had 
he lived, would have made him rich and 
famous. His death at 35 was probably 
the result of kidney failure, certainly not 
poisoning; his burial in a mass grave was 
in accordance with the practice mandated 
by the imperial government.

ABOUT THE JUPITER SYMPHONY

We know such a lot about Mozart’s life 
and work thanks to the huge volume of 
letters that passed between the composer 
in Vienna and his father in Salzburg; when 
Leopold died in 1787 this invaluable source 
of information ceased.

Mozart’s last three symphonies, which 
include the ‘Jupiter’ (not, of course, 
his nickname) were composed in 1788, 
coincidentally the year of CPE Bach’s 
death, but the evidence for if, where and 
when they were performed is practically 
non-existent. Most scholars agree, 
however, that Mozart seldom, if ever, 
composed on spec., though there was the 
prospect of journeys to Prague and even 
London, so new work would be have been 
handy. But generally there was always a 
performance, and usually a commission, 
for anything Mozart composed. We do 
know that he planned an ‘academy’ 
(a concert presented for the financial 
benefit of the composer) at some point 

ABOUT THE MUSIC



prevailing harmony) continues in the 
menuet, whose main theme has a dying 
fall, which is treated in canon as the 
movement ends. It has a central Trio 
section, as menuets all did; this one  
is notable as it introduces the four-note 
shape that becomes the main idea of  
the finale. 

Contrast – between loud and soft, 
between simple rhythms and passages 
of sophisticated counterpoint – 
characterises the astonishing finale.  
There are passages where the music 
is driven, as in parts of the CPE Bach 
Concerto, by insistently repeated notes 
supporting the kinds of martial motifs  
we have heard in the first movement.  
Here Mozart shows an effortless mastery 
of overall form, and of the intricacies of 
counterpoint learned from his immersion 
in the music of the Baroque. There are 
countless episodes of contrapuntal  
writing that all start off from the four  
long notes that we hear at the start.  
That pattern is the basis for all sorts  
of variation, and to it Mozart adds four 
distinctly different motifs. The symphony’s 
final pages contain one if its most 
celebrated moments: the horns sound  
the four note motif, and not only does 
Mozart combine all five strands,  
he shows that each one can work as a 
bass line. This is much harder to bring  
off than it sounds, and here the effect  
is breathtaking.

Gordon Kerry © 2024

LISTENING GUIDE

The ‘Jupiter’ nickname is not particularly 
helpful, but comes from the work’s 
spacious dimensions, and the magisterial 
demonstration of technique in which 
it glories. Although using a relatively 
conservative instrumentation (no clarinets, 
for instance) it’s a piece that makes 
considerable noise when it needs to (thanks 
in part to Mozart’s use of timpani, and his 
cultivation of militaristic brass figures), 
and at least at first, is driven by sudden 
contrasts of loud and soft dynamics. The 
opening three ‘hammerstrokes’ (possibly 
recalling the French fetish for such opening 
gestures) are immediately contrasted 
with a delicate answering phrase. Perhaps 
more interesting – in a way that prefigures 
Beethoven – is how as simple a gesture as 
the hammerstrokes can be used soon after 
as part of a contrapuntal texture. For it is in 
the area of counterpoint, which becomes 
more and more important as the piece 
progresses, that the greatness of the work 
largely resides.

There is also the classical composer’s  
use of humour, which can the more 
rigorous and/or tragic aspects of a work. 
After Mozart has laid out his thematic 
material in the first movement he briefly 
quotes an aria, ‘Un bacio di mano’, that 
he wrote for insertion in a comic opera by 
Pasquale Anfossi; the words at this point 
exhort a dull young man to get out and 
experience the world.

The world – or at least a world of sadness 
– is summoned in the slow movement 
which also proceeds from contrasting 
gestures – an ‘off the shelf’, muted string 
motif answered by emphatic, isolated 
chords from the orchestra. The emotional 
temperature rises in harmony which 
is highly chromatic, pushing upwards 
through moments of dissonance much  
as in parts of Don Giovanni written  
the previous year. The chromaticism 
(that is, including notes ‘foreign’ to the 

ABOUT THE MUSIC



SYDNEY SYMPHONY ORCHESTRA

Donald Runnicles 
Principal Guest Conductor

Simone Young AM 
Chief Conductor

Vladimir Ashkenazy 
Conductor Laureate

ARTISTIC LEADERSHIP

FIRST VIOLINS

SECOND VIOLINS

Andrew Haveron 
Concertmaster
Vicki Olsson Chair

Harry Bennetts
Associate  
Concertmaster
Judy & Sam Weiss Chair

Alexandra  
Osborne
Associate  
Concertmaster

Lerida Delbridge
Assistant  
Concertmaster
Simon Johnson Chair

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

Sun Yi
Associate 
Concertmaster 
Emeritus

Jenny Booth

Brielle Clapson Sophie Cole Sercan Danis Claire Herrick
Russell & Mary McMurray 
Chair

Georges Lentz Emily Long

Alexandra Mitchell Alexander Norton Anna Skálová Léone Ziegler

Kirsty Hilton
Principal

Marina Marsden
Principal

Emma Jezek
Assistant Principal

Alice Bartsch Victoria Bihun Rebecca Gill
Dr John Lam-Po-Tang 
Chair, in memory of Reg & 
Jeannette Lam-Po-Tang

Emma Hayes Shuti Huang Monique Irik Wendy Kong Benjamin Li Nicole Masters
Nora Goodridge OAM 
Chair

Maja Verunica

CELLOS

DOUBLE BASSES

FLUTES

Stuart Johnson Justine Marsden Felicity Tsai Amanda Verner Leonid  
Volovelsky

Catherine Hewgill
Principal
Jacqui & John Conde AO 

 Chair

Kaori Yamagami
Principal

Simon Cobcroft
Associate Principal

Leah Lynn
Assistant Principal

Kristy Conrau Fenella Gill 

Kees Boersma
Principal
Brian Abel Chair

Alex Henery
Principal

David Campbell Dylan Holly Steven Larson Richard Lynn

Joshua Batty
Principal

Emma Sholl
Associate Principal
Robert & Janet 
Constable Chair

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

Jaan Pallandi Benjamin Ward

VIOLAS

Tobias Breider
Principal
Roslyn Packer AC & 
Gretel Packer AM Chair

Anne-Louise 
Comerford
Associate Principal
White Family Chair

Justin Williams
Assistant Principal

Sandro  
Costantino

Rosemary Curtin
John & Jane Morschel 
Chair

Jane Hazelwood
Bob & Julie Clampett 
Chair, in memory of 
Carolyn Clampett

Timothy  
Nankervis

Elizabeth Neville Christopher 
Pidcock

Adrian Wallis



CELLOS

DOUBLE BASSES

FLUTES

Stuart Johnson Justine Marsden Felicity Tsai Amanda Verner Leonid  
Volovelsky

Catherine Hewgill
Principal
Jacqui & John Conde AO 

 Chair

Kaori Yamagami
Principal

Simon Cobcroft
Associate Principal

Leah Lynn
Assistant Principal

Kristy Conrau Fenella Gill 

Kees Boersma
Principal
Brian Abel Chair

Alex Henery
Principal

David Campbell Dylan Holly Steven Larson Richard Lynn

Joshua Batty
Principal

Emma Sholl
Associate Principal
Robert & Janet 
Constable Chair

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

Jaan Pallandi Benjamin Ward

VIOLAS

Tobias Breider
Principal
Roslyn Packer AC & 
Gretel Packer AM Chair

Anne-Louise 
Comerford
Associate Principal
White Family Chair

Justin Williams
Assistant Principal

Sandro  
Costantino

Rosemary Curtin
John & Jane Morschel 
Chair

Jane Hazelwood
Bob & Julie Clampett 
Chair, in memory of 
Carolyn Clampett

Timothy  
Nankervis

Elizabeth Neville Christopher 
Pidcock

Adrian Wallis



OBOES

Shefali Pryor
Associate Principal

Callum Hogan Alexandre Oguey
Principal

Council Chair Dr Rebecca Chin 
 & Family Chair 

Francesco 
Celata
Associate Principal
John Curtis AM Chair

Christopher 
Tingay

Alexander 
Morris
Principal 

Samuel Jacobs
Principal

Euan Harvey Marnie Sebire
Judge Robyn Tupman 
Chair

Rachel Silver
Sue Milliken AO Chair

David Elton
Principal
Anne Arcus Chair

Brent Grapes
Associate Principal

Cécile Glémot Anthony  
Heinrichs

BASSOONS

HORNS

TRUMPETS

HARP

BASS TROMBONETROMBONES TUBA

TIMPANI PERCUSSION

CONTRABASSOON

Todd  
Gibson-Cornish
Principal
Nelson Meers 
Foundation Chair

Matthew Wilkie
Principal Emeritus
Nelson Meers 
Foundation Chair

Fiona  
McNamara
Nelson Meers 
Foundation Chair

Noriko Shimada
Principal

COR ANGLAIS CLARINETS BASS CLARINET

Scott Kinmont
Associate Principal
Audrey Blunden Chair

Nick Byrne
Robertson Family Chair

Christopher 
Harris
Principal

Steve Rossé
Principal

Antoine Siguré
Principal

Mark Robinson
Associate Principal/
Section Percussion 
In memory of  
Robert Albert AO Chair

Rebecca Lagos
Principal Principal
I Kallinikos Chair

Timothy  
Constable
Christine Bishop Chair

Louisic Dulbecco

A cornerstone of the Sydney Symphony Orchestra’s impact lies in  
our collection of high-quality instruments. This collection enables  
our musicians to maintain the renowned sound and texture of the  
Orchestra over decades.

Please consider a donation to our Instrument Fund in 2025, and your  
gift will directly fund the purchase of key new instruments, including the 
timpani and the celeste.

Every gift will enrich the Orchestra now and into the future.

To discuss your support, please call Fleur Griffiths, Head of Philanthropy  
on (02) 8215 4645 or email philanthropy@sydneysymphony.com

ELEVATE OUR SOUND!

Principal Partner



A cornerstone of the Sydney Symphony Orchestra’s impact lies in  
our collection of high-quality instruments. This collection enables  
our musicians to maintain the renowned sound and texture of the  
Orchestra over decades.

Please consider a donation to our Instrument Fund in 2025, and your  
gift will directly fund the purchase of key new instruments, including the 
timpani and the celeste.

Every gift will enrich the Orchestra now and into the future.

To discuss your support, please call Fleur Griffiths, Head of Philanthropy  
on (02) 8215 4645 or email philanthropy@sydneysymphony.com

ELEVATE OUR SOUND!

Principal Partner



THANK YOU

VISIONARIES 
Brian Abel
Geoff Ainsworth am  
  & Johanna Featherstone
The Berg Family Foundation
Robert & Janet Constable
Crown Resorts Foundation
Dr Richard Henry am  
  & the late Dr Rachel Oberon
Dr Gary Holmes  
  & Dr Anne Reeckmann
In memory of Ian Alfred Lindsay
Bob Magid oam & Ruth Magid
Mackenzie’s Friend
Vicki Olsson
Oranges & Sardines Foundation
Roslyn Packer ac  
  (President, Maestro’s Circle)

Packer Family Foundation
Nigel & Carol Price
Patricia H Reid  
  Endowment Pty Ltd
Doris Weiss & the late  
  Peter Weiss ao (President  
  Emeritus, Maestro’s Circle)

Judy & Sam Weiss
Wilson Foundation

MAESTRO’S CIRCLE 
Antoinette Albert
In memory of Robert Albert ao

Terrey Arcus am & Anne Arcus
Christine Bishop
Professor Ina Bornkessel 
  -Schlesewsky & Professor  
  Matthias Schlesewsky
In memory of Ian Brady
Dr Rebecca Chin 
John C Conde ao

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

In memory of Dr Margot Harris
Ingrid Kaiser
I Kallinikos
Dr Rachael Kohn ao & Tom Breen
Dr John Lam-Po-Tang
Olive Lawson

Sharon & Anthony Lee  
  Foundation
Helen Lynch am & Helen Bauer
Susan Maple-Brown am 
Catriona Morgan-Hunn
Nelson Meers Foundation
A/Prof Keith Ong  
  & Dr Eileen Ong 
Paul Salteri ao & Sandra Salteri
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

PATRON’S PROGRAM 
$15,000+
Ainsworth Foundation
Doug & Alison Battersby
Audrey Blunden
Darin Cooper Foundation
Heather & Malcolm Crompton
John Curtis am

Carolyn Githens
Paolo Hooke
Simon Johnson 
Justice Francois Kunc  
  & Felicity Rourke
In memory of Peter Lazar am

Roland Lee
Warren & Marianne Lesnie
Russell & Mary McMurray 
The Hon. Justice AJ Meagher  
  & Fran Meagher
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 
$10,000+
Hon J C Campbell kc  
  & Mrs Campbell
Dr Joanna Cheung
Bob & Julie Clampett
Howard & Maureen Connors
Michael Dowe
Richard A Flanagan III
Dr Bruno & Rhonda Giuffre
The Greatorex Fund
The Hilmer Family Endowment
Kimberley & Angus Holden
Peter M Howard
Jim & Kim Jobson
Stephen Johns  
  & Michele Bender
Karin Keighley
Levins Family Foundation
Dr Lee MacCormick Edwards  
  Charitable Foundation
Sue Milliken ao

John & Jane Morschel
Emeritus Professor  
  Robert Ouvrier ac &  
  the late Margaret Ouvrier
Dr Dominic Pak & Cecilia Tsai
Stephen Perkins
Kenneth R Reed am 
In memory of Fiona Roden
The Ross Trust
Dougall & Elizabeth Squair
Geoff Stearn
Tony Strachan
Arlene Tansey
Dominic Taranto  
  & Anthony Cassidy 



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 
$5,000+
Colin & Richard Adams
Stephen J Bell
Dr Victor Bien & Silvana d’Iapico
Minnie Biggs
Beverley & Phil Birnbaum
Judith Bloxham
Boyarsky Family Trust
In memory of Rosemary Boyle  
  (Music Teacher)
Roslynne Bracher am

Maggie Brown
Miguel Carrasco & Renee Martin
Cecily Cathels
Margot Chinneck
Roxane Clayton
Mr Bernard  
  & Mrs Margaret Coles
Joan Connery oam

Ewen Crouch am  
  & Catherine Crouch oam

Donus Australia  
  Foundation Limited
Suellen & Ron Enestrom
Sarah & Tony Falzarano
Leonie & James Furber
Dr Greg Gard  
  & Dr Joanne Grimsdale
Dr Colin Goldschmidt
Dr Jan Grose oam

Jill Hickson am

James & Yvonne Hochroth
Andrew Kaldor am  
  & Renata Kaldor ao

Ervin Katz
John & Sophia Mar
Helen Meddings  
  & the late Phil Meddings
In memory of Kevin Morris  
  & Des McNally
Jackie O’Brien
Andrew Patterson  
  & Steven Bardy
Beverley Price
Suzanne Rea & Graham Stewart
Dr Wendy Roberts 
Chris Robertson & Kate Shaw
Sylvia Rosenblum

Rod Sims ao & Alison Pert
Dr Vera Stoermer
JR Strutt
Chiraag Tolani
Kevin J Troy 
Russell Van Howe & Simon Beets
Geoff & Alison Wilson
Dr John Yu ac

SUPPORTERS PROGRAM 
$2,500+
Dr Richard Balanson  
  & Dawn Talbot
Michael Ball
David Barnes
Peter Braithwaite  
  & Gary Linnane
In memory of R W Burley
Ian & Jennifer Burton
Anne Carmine
Cecily Cathels
Dr Paul Collett
Elizabeth Conti 
Vanessa Cragg  
  & the late Ronald D Cragg oam

Debby Cramer & Bill Caukill
Katarina Cvitkovic
Emeritus Professor John Daly  
  & the late R. Neil Steffensen 
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
Peter & Yvonne Halas
Richard Hansford
Dr Joanne Hart & Adam Elder
Alan Hauserman & Janet Nash
Sue Hewitt
Roger Hudson  
  & Claudia Rossi-Hudson
In memory of Joan Johns
Dr Owen Jones  
  & Vivienne Goldschmidt
Terry & Helen Jones

Anna-Lisa Klettenberg
Prof Andrew Korda  
  & Susan Pearson
A/Prof Winston Liauw  
  & Ellen Liauw
Mei Sien Loke
Dr Carolyn Lowry oam  
  & Peter Lowry oam  
In memory of Wes Maley
David Maloney am  
  & Erin Flaherty
Margaret McKenna
Dr V Jean McPherson
Keith Miller
James & Elsie Moore
Karen Moses
Janet Newman
Christopher Nicolosi
Jean-Claude Niederer  
  & Neil Hendry
Graham Quinton
Kenneth & Deborah Raphael
Andrew Rosenberg
Tony Schlosser
Barbara & Bruce Solomon
Prof Vladan Starcevic
Cheri Stevenson, in memory  
  of Graham
Jane Thornton oam  
  & Peter Thornton
In memory of Robert Veel
Dr Alla Waldman
Natalie Yamey



THANK YOU

The Sydney Symphony Orchestra is 
assisted by the Australian Government 
through Creative Australia, its principal 
arts investment and advisory body.

The Sydney Symphony 
Orchestra is supported 
by the NSW Government 
through Create NSW.

PRINCIPAL PARTNER

PREMIER PARTNER

MAJOR PARTNERS

INDUSTRY PARTNERS FOUNDATIONS

GOVERNMENT PARTNERS

NELSON  
MEERS  
FOUNDATION

NELSON  
MEERS  
FOUNDATION

THANK YOU

Major Partner Advisory Partner Fine Wine Partner

GOLD PARTNERS

SILVER PARTNERS

BRONZE PARTNERS



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 ao 
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

Donald Hazelwood ao 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
Karl Knapp
Executive Producer – Special Projects
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
Euan Harvey
Interim Finance Manager
Nusrat Khan
Finance Officer
Emma Ferrer
Accounts Assistant
Laura Soutter
Payroll Manager
Jonathan Zaw
IT Manager

DEVELOPMENT
Jennifer Drysdale
Director of Development

Corporate Relations
Morgan Merrell
Head of Corporate Relations 
Chloe Bassingthwaighte
Corporate Relations Officer

Philanthropy
Fleur Griffiths
Head of Philanthropy
Patricia Laksmono
Events Manager
Gabriela Postma
Philanthropy Coordinator

LEARNING & ENGAGEMENT
John Nolan 
Director of Learning & Engagement
Meklit Kibret
Education & Communities Engagement 
Producer
Daniella Garnero
Fellowship Manager
Alice Jarman-Powis
Education & Communities Booking 
Assistant

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
Aeva O’Dea
Operations Manager
Tom Farmer
Production Manager
Elissa Seed
Production Manager
Jacinta Dockrill
Production Administrator

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
Senior Advisor, Culture & Wellbeing
Yen Sharratt 
People & Culture Advisor
Keanna Mauch
People & Culture Coordinator
Sue Burnet 
Work Health & Safety Specialist




