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Cover photograph, Yuji Hori
Image Description: A photograph taken from above of Nobuyuki Tsujii seated at a black grand piano. He wears a black suit, white shirt with black tie and dark pocket square. He has a rounded face, his skin tan with a pink hue. He has thick black hair cut short and swept to the right side. His hands are not visible but his posture suggests he is playing. The piano lid is open revealing a golden internal section with strings, tuning pins and dampers. The golden colour blends with the wooden stage floor under Nobu.
End of Description
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Welcome
Welcome to the final International Pianists in Recital performance for 2024, and to this concert, Nobuyuki Tsujii in Recital. 
Japanese pianist Nobuyuki Tsujii has been blind since birth. Discovering the joy and fun of music at a very young age, his signature method of learning scores gives him an intimate and unparalleled connection to the music he performs. 
This extraordinarily gifted musician was the winner of the prestigious Van Cliburn Piano Competition at just 20 years old.  
Unstoppable in every sense, his performances have been described by The Independent as ‘electrifying’ and by The Guardian as possessing ‘irresistible poise and spark’.
In this recital, Tsujii displays the full range of his abilities, from the stormy passage of Beethoven's Tempest sonata through to the excitement and expansiveness of Liszt and Ravel and the distinctive jazz influences of Kapustin’s Etudes.
This is an energetic and brilliant program built by a generous and supremely confident young pianist.
Theme & Variations are very proud to be the Presenting Partner of the 2024 International Pianists in Recital Series, a year in which we also celebrate 22 years of partnership with the Sydney Symphony Orchestra.
Together, the Sydney Symphony Orchestra and Theme & Variations offer unsurpassed technical and artistic excellence to both musicians and audiences.
I thank you for joining us for the International Pianists in Recital series for 2024 and I hope you enjoy this brilliant recital.
Nyree Vartoukian, Director
Theme & Variations Piano Services logo
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2024 Concert Season
International Pianists In Recital 
Monday 28 October, 7pm
Concert Hall, Sydney Opera House
Nobuyuki Tsujii in Recital, Voyage of Virtuosity
Ludwig Van Beethoven (1770-1827)
Piano Sonata No.17 in D minor, Op.31 No.2, ‘The Tempest’ (1802)
i. Largo – Allegro
ii. Adagio
iii. Allegretto
Franz Liszt (1811-1886)
Years of Pilgrimage, Second Year: Italy 
Venice and Naples, S162 (1859)
i. Gondoliera (Gondolier’s Song)
ii. Canzone
iii. Tarantella
INTERVAL
Maurice Ravel (1875-1937)
Minuet on the name of Haydn (1909)
Pavane pour une infante défunte (Pavane for a Dead Princess) (1899)
Jeux d’eau (Fountains) (1901)
Nikolai Kapustin (1937–2020) 
Eight Concert Etudes, Op.40 (1984) 
i. Prelude 
ii. Reverie 
iii. Toccatina 
iv. Remembrance 
v. Raillery 
vi. Pastorale 
vii. Intermezzo 
viii. Finale
Pre-concert talk By Zoltan Szabo in the Northern Foyer at 6.15pm 
Estimated durations 
Beethoven – 22 minutes 
Liszt – 19 minutes 
Interval – 20 minutes 
Ravel – 14 minutes 
Kapustin – 27 minutes 
The concert will run for approximately two hours
Presenting Partner:  Theme and Variations Piano Services logo
Principal Partner: Emirates logo
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Image photograph full page, Giorgia Bertazzi
Image Description: A portrait of Nobuyuki Tsujii posed in front of a white background. His head tilts downwards to the right, his eyes closed. His thick black hair is flecked with a number of white strands. It reaches to the nape of his neck, worn in a relaxed tousled style swept to the right side with a fringe. His right cheek is bathed in a natural white light, which makes his tan skin appear paler. He wears a casual navy blue jacket over a black T-Shirt.
End of Description
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About the artists
Nobuyuki Tsujii piano
Described by The Observer as the ‘definition of virtuosity’ Japanese pianist Nobuyuki Tsujii (Nobu), who has been blind from birth, won the joint Gold Medal at the Van Cliburn International Piano Competition in 2009 and has gone on to earn an international reputation for the passion and excitement he brings to his live performances. 
Nobu’s 2024/25 season opens with an extensive concert tour of Japan with Robin Ticciati and London Philharmonic Orchestra. This is closely followed by a solo appearance with Malaysian Philharmonic Orchestra and subsequent a tour of Australia that sees Nobu appear as a concerto soloist alongside the Sydney, Queensland and Tasmanian symphony orchestras, and in recital at Melbourne Recital Centre and UKARIA Adelaide. He returns to the United States for concerts at Carnegie Hall, Civic Music Association Des Moines, La Jolla Music Society, ANA Honolulu Music Week, and as a soloist with Seattle Symphony Orchestra. European dates include concerti with Bilbao Orkestra Sinfonikoa, George Enescu Philharmonic Bucharest, Orquesta Filarmonica de Gran Canaria and Israel Philharmonic Orchestra, and recitals at London’s Southbank Centre, National Concert Hall Dublin, Interlaken Classics, and the Royal Northern College of Music in Manchester. 
Earlier seasons have seen Nobu appear in concert with leading orchestras worldwide including Los Angeles Philharmonic at the Hollywood Bowl, Philharmonia Orchestra, NHK Symphony, Seattle and Baltimore symphony orchestras, Münchner Philharmoniker, Filarmonica della Scala, Tonkünstler-Orchester Niederösterreich at the Wiener Musikverein, Sinfonieorchester Basel, Orchestra Sinfonica di Milano Giuseppe Verdi and Hong Kong Philharmonic. He maintains a close relationship with Domingo Hindoyan and Royal Liverpool Philharmonic Orchestra, with whom he performed a sold-out concert at the Royal Albert Hall as part of the BBC Proms in 2023. Notable past collaborations also include the Philharmonisches Staatsorchester Hamburg under Kent Nagano, Oslo Philharmonic Orchestra under Klaus Mäkelä, the Mariinsky Orchestra under Valery Gergiev, the NDR Radiophilharmonie Hannover under Andrew Manze, Royal Philharmonic Orchestra under Vasily Petrenko, and BBC Philharmonic under Juanjo Mena. Nobu’s appearances as a recitalist have included performances at prestigious venues worldwide such as Carnegie Hall’s Stern Auditorium, the Théâtre des Champs-Elysées in Paris, London’s Queen Elizabeth Hall, Wigmore Hall and Royal Albert Hall, the Berlin Philharmonie, Amsterdam Concertgebouw, Liverpool Philharmonic Hall, and Singapore Esplanade.
 An exclusive recording artist for Avex Classics International, Nobu’s growing album catalogue encompasses the breadth of the piano concerto repertoire. It currently includes Chopin’s Piano Concerto No.2 with Vladimir Ashkenazy and Deutsches Symphonie-Orchester Berlin, Grieg’s Piano Concerto and Rachmaninov’s Variations on a theme of Paganini under Vasily Petrenko with Royal Liverpool Philharmonic Orchestra, Rachmaninov's Piano Concerto No.2 with Deutsches Symphonie-Orchester Berlin, Tchaikovsky's Piano Concerto No.1 with Yutaka Sado and BBC Philharmonic, Beethoven’s Piano Concerto No.5 with Orpheus Chamber Orchestra. Nobu has also recorded several recital programs of Chopin, Mozart, Debussy and Liszt. 
A live DVD recording of Nobu’s 2011 Carnegie Hall recital was named DVD of the Month by Gramophone, as was his latest DVD release, ‘Touching the Sound – The Improbable Journey of Nobuyuki Tsujii’, a documentary film by Peter Rosen. 
Nobu’s international tours are supported by All Nippon Airways (ANA) and he gratefully acknowledges their assistance.
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About the music
LUDWIG VAN BEETHOVEN 
Piano Sonata in D minor, ‘The Tempest’ 
When Beethoven left Bonn for Vienna in November 1792, his patron Count Waldstein wrote that he would ‘receive the spirit of Mozart from Haydn’s hands.’ It didn’t quite work out that way. Haydn was distracted by his sudden international stardom, and Beethoven wouldn’t have been the first young composer to imagine that no-one could teach him anything anyway. 
The first of Beethoven’s numbered piano sonatas, Op.2, were published in 1796. They are dedicated to Haydn, but as Harold Truscott has argued, the model is the music of Muzio Clementi, who composed the ‘first genuine piano sonatas ever written’. From Clementi Beethoven developed a sense of the potential of piano sonority (in which he remained profoundly interested even when physically unable to hear in later life) and a fluid approach to thematic transitions in his opening sonata-form movements. This allows for greater drama than Haydn or Mozart imagined in their sonatas, perfect for a young virtuoso determined to establish himself. 
Beethoven could have felt truly established by 1802 – also, by cruel irony, the year he started experiencing symptoms of hearing loss. The ’Tempest’, Beethoven’s only D minor Piano Sonata, dates from that year, though only got its nickname after his death, so it seems unlikely that he was either nature-painting or thinking of Shakespeare’s valedictory romance. Its first movement contrasts slow (Largo) and fast (Allegro) music as Beethoven had done elsewhere, but what is new here is that there is no formal division between these utterly different elements – in other words the fusion of both constitutes the movement’s main theme, which can, and does, go in any number of different directions. The otherworldly slow arpeggios and turbulent fast music constantly interpenetrate, creating a new form and dramatic shape, and as the movement progresses it is notable how important the device of unaccompanied recitative, miming the rhythms of speech rather than song, and complete with Baroque dotted rhythms, becomes. And of course the recitative prefigures a similar moment, in the same key, in the much later Ninth Symphony, where the baritone sings ‘O friends, not these tones…’ 
As in the ‘Moonlight’ Sonata and elsewhere, Beethoven transfers and transforms material across movements. The Adagio is full of the first movement’s arpeggio figures and dotted rhythms, though as William Kinderman points out the tonality is more stable and the overall context is ‘brighter, warmer’. 
The finale has a relentless texture also derived from the first movement’s repeated arpeggio figures, with a simple rhythmic offset to create headlong motion. As Kinderman goes to note, this momentum ‘sweeps away the rhetoric of dialogue characteristic of the previous movements. Intimate, speech-like accents are left behind here.’
Image painting, top right corner, Portrait of Beethoven c.1804 by Joseph Willibrord Mähler (1778–1860).
Image Description: Beethoven in his early 30s with a long face, white skin and brown short curly hair is central. He wears a dark blue morning coat with tall collar over a white ruffled shirt paired with grey breeches and brown thigh high boots. Darkness and half dead trees are visible to Beethoven’s left, to his right calm, sun-drenched fields. He is in action moving to the left, his right hand outstretched, a lyre-guitar hangs from his left. He looks back at the viewer with a serious expression. 
End of Description
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Beethoven’s friend Ferdinand Ries told a story of how Beethoven began playing this Sonata at a Vienna soirée, on which occasion he made a mistake and ‘struck with his whole hand all the crotchets…it sounded as if the piano were being cleaned out.’ Having been hit over the head by the Princess Liechtenstein ‘not exactly gently’, he started again and played ‘inimitably’.
FRANZ LISZT 
Venice and Naples, S162 
Liszt’s stellar career as a virtuoso, and his effective invention of the solo recital, is generally thought to have started in 1839. It is then that he began performance tours that took him as far afield as Ireland and Turkey (and pretty much everywhere else in between), playing a staggering amount of what we now call the ‘standard repertoire’. Much of his composition during this phase was based on the music of other composers. This provided Liszt with a wealth of repertoire and meant that he could bring otherwise unavailable music to a wider audience. His transcriptions of songs by Schubert and Beethoven, for instance, ensured their wider currency in a way that recording and broadcasting does in our own time. On tour in 1840 he wrote a set of four pieces that evoked ‘Venice and Naples’ (S159), but in 1859 reworked some of its material for a new set of three pieces, Venezia e Napoli, S162, which he published as a supplement to the second, ‘Italian’, volume of his Années de pèlerinage. The pilgrimage was hardly religious, but was a means of escaping the scandal in Paris caused by his relationship with the Countess Maire d’Agoult. Nevertheless, Liszt’s ‘years of pilgrimage’ provided the opportunity for shortish musical snapshots, laying the foundations for the descriptive miniatures cultivated by Schumann, and later Debussy and Ravel. 
Both versions of Venezia e Napoli, like much of Liszt’s earlier music, freely elaborate that other composers. The opening ‘Gondoliera’ is based on a then-popular song in the Venetian dialect, also set by Beethoven, ‘La biondina in gondoleta’ (The blonde girl in the little gondola) by the Cavaliere Giovanni Battista Peruchini. Liszt, naturally, adds glittering liquid textures to this simple barcarolle. The ‘Canzone’ is also a gondolier’s song, though this time with more sinister overtones, as its tune ’Nessun maggior dolore’ (There is no greater sorrow) is the song of the gondolier from Act III of Rossini’s Otello. Naples is represented by the final ‘Tarantella’ – in popular myth, a frenetic dance used to dispel the poison of a tarantula, though more likely one that originated in Taranto. The melody used here comes from a dance by Guillaume Louis Cottrau.
Image photograph top right corner, Liszt in 1858, taken by Franz Hanfstaengl (1804–1877).
Image Description: The photo is in sepia tones. Franz Liszt has a square face with a long nose and heavy set eyebrows. His hair is shoulder length, neatly parted in the centre. He wears a black jacket, white shirt and large black bow tie worn on an angle. He stares intensely at the viewer. 
End of Description
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MAURICE RAVEL (1875–1937) 
In some exasperation, Ravel once asked a friend, ‘Doesn’t it ever occur to those people that I can be “artificial” by nature?’ He was responding to the criticism that his music was more interested in technique than expression. There is some truth in the charge: Stravinsky described him – affectionately – as the ‘Swiss watchmaker of music’, and Ravel’s stated aim was indeed ‘technical perfection’. 
Ravel’s works are frequently, exquisite simulacra of existing styles and forms. In Le tombeau de Couperin, twentieth century piano music pays a genuine homage to the baroque suite and keyboard style of the earlier French master. In Gaspard de la nuit he famously set out to write his version of Lisztian piano music, wryly suggesting that he ‘might have overdone it’. His Shéhérazade songs evoke a typical early-20th century view of Asia where orchestration and subject matter relate directly to Russian music, especially that of Rimsky-Korsakov. 
Minuet on the name of Haydn 
Archaic dance forms are central to Ravel’s output and in 1908 he was one of several French composers – including Debussy, Dukas, d’Indy and Widor – to compose a short work in honour of the centenary of the death of Haydn for the Revue musicale de la Société Musicale Independante. Each work used a kind of cipher of Haydn’s name (along the lines of the many pieces based on BACH or Shostakovich’s signature DSCH): here ‘Haydn’ is spelled B natural– (H in German)–A–D–D–G. In addition to the musical cipher, Ravel, of course, pays tribute to Haydn in using the form of the menuet; this not always respectable but eventually courtly dance provided the basis for any number of movements in his symphonies and chamber music. The music is not, however, ‘a la manière’ of Haydn (Ravel did write pastiches ‘a la manière de’ Emmanuel Chabrier, François Couperin and Alexander Borodin). This little menuet is full of his characteristic addednote chords (sevenths and ninths) and unexpected sidesteps to distant harmonies. 
Image photograph bottom left corner, Maurice Ravel by Pierre Petit (1907).
Image: A black and white photograph. Seated in a traditional portrait pose, straight and tall, Maurice has a long thin face with beard and a handle bar moustache. A dark suit jacket with buttoned up waistcoat, white shirt with tall collar and tie. His eyes are serene and gentle as he observes the viewer. 
End of Description
Pavane pour une infante défunte (Pavane for a Dead Princess) 
Like Bolero, the Pavane pour une infante défunte was a work about which its composer was hugely ambivalent. Both works had immediate and widespread success, which was, of course, to Ravel’s advantage; but neither work could be said wholly to represent Ravel’s individual musical personality. Ravel certainly felt that the piece was ‘too flagrantly’ indebted to the style of Chabrier, and in later years complained of the work’s ‘poor form’. It was composed in 1899 as a solo work for Ricardo Viñes, a Catalan pianist to whom Ravel had been a close friend since they began studying at the Conservatoire a decade before, and Viñes premiered it at the Salle Pleyel in 1902. Viñes would premiere a number of Ravel’s works, and on occasion was the dedicatee; the Pavane, 
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however, was dedicated to the American-born Princesse Edmond de Polignac, originally Winaretta Singer, an heiress to her father’s sewing-machine fortune. Given Ravel’s lifelong love of automata and other machines, it is somehow fitting that Ravel should frequent her salon, and that she receive the work’s dedication.
One reason for the Pavane’s instant success was that it is within the technical reach of non-professional pianists; another was its romantic title. A somewhat exasperated Ravel insisted, in later life, that the title grew largely out of his love of alliteration; it was a matter of some annoyance that he had to spell out, first, that, in Spanish, infanta refers to a princess of particular rank, who need not have been a child, or enfant. Moreover, as Ravel had on occasion to point out, it is not a funerary dance for a dead princess. A pavane is, of course, a stately dance much loved in the courts of Renaissance Europe. Ravel’s piece, as it were, imagines the elegant dance of a princess of that time; it is the memory on an era that is now irretrievably passed.
Here, the Renaissance dance is evoked in its stately rhythm, with diatonic melody and a simple accompaniment whose occasional flourishes at the end of phrases suggest the lute or guitar. The piece’s ABACA form corresponds to that of any number of Renaissance-era fantasias, but the harmony - with its chords of the seventh and ninth on strong beats (as we have noted in the ‘Haydn’ menuet and will hear again in Jeux d’eau) – is pure Ravel. 
For all his ambivalence, Ravel contributed to the piece’s popularity by playing it himself on numerous occasions (in a determinedly non-elegiac manner) and in 1910 scored it for an orchestra of Mozartian dimensions plus harp, a version immediately heard in Paris and London. Given the delicate clarity with which the piece remembers a lost time, it is no surprise that author Marcel Proust wanted it played at his funeral. 
Image photograph left mid-section, Maurice Ravel and pianist Ricardo Viñes, no credit.  
Image: A black and white photograph. Ravel is styled in the same way as the photograph on page 7, suggesting this image was captured at the same time. Viñes wears a similar suit to Ravel with jacket, buttoned waistcoat and high collared white shirt with tie. He has an oval shaped face with a wide handlebar moustache. Both men have casual poses. On the right Ravel has his left hand in his pocket, his right holds a cigarette. Viñes on the left faces his body toward Ravel as if in caught mid conversation, he looks back toward the camera. 
End of description. 
Jeux d’eau (Fountains) 
As the 20th century dawned in Paris a number of like-minded young men formed a club called the Société des Apaches – taking theirs from the contemporary criminal gang of the same name. They argued about new trends in the arts and philosophy and attended performances of new works en masse. Among the members were composers Maurice Ravel and Florent Schmitt, and several writers. Symbolist poetry was immensely important, and in two works from this Ravel used superscriptions from the Symbolist poet Henri de Régnier. One of these, Jeux d’eau has been described as Ravel’s first true piano masterpiece, and, like the Pavane, its success became something of an annoyance. Ravel is no more an impressionist than Debussy was, it’s true that both composers delighted in the musical depiction of water. (In fact some years after Jeux d’eau appeared Ravel was accused of imitating Debussy, but was able calmly to point out that in 1902 Debussy was yet to write the pieces that Ravel is supposed to have stolen from.) Jeux d’eau’s epigraph from Régnier describes ‘the river god laughing at the water that tickles him.’ Ravel somewhat unhelpfully described the piece as ‘based on two themes, like the first movement of a sonata’ when really the effect of the piece is of constant flux, with glittering cascades of sound.
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NIKOLAI KAPUSTIN 
Eight Concert Etudes, Op.40 
Born in the Donetsk province of presentday Ukraine, Nikolai Kapustin came to maturity in the years of the Khrushchev ‘thaw’. Kapustin showed early promise with a piano sonata composed at the age of 13, and, his talent recognised, concentrated on music from primary to tertiary level, entering the Moscow Conservatory to study piano in 1956. His teacher there, Alexander Goldenweizer, represents a link to the pre-Revolutionary age of Russian music, as he was a friend of Tolstoy and classmate of composers such as Scriabin, Rachmaninov and Medtner. But Kapustin, while at the Conservatory, developed an interest in jazz (as subversive in its way as ‘formalism’, the term by which Soviet officialdom denoted contemporary Western art music). By the 1980s, when he gave up concert performance to concentrate on composing, Kapustin’s music was heavily inflected with jazz idioms though, as he was at pains to point out, ‘I was never a jazz musician... I’m not interested in improvisation – and what is a jazz musician without improvisation?’ And, we might add, his piano writing in particular is as deeply infused with the tradition of Russian pianism – Rachmaninov and Scriabin in particular, as well as displaying familiarity with the kind of jazz influence that we find in composers as different as Debussy and Ravel, Michael Tippett and Samuel Barber.
That said, the concert etudes Kapustin composed in 1984 are full of varying types of jazz idioms, and as etudes they could well be described as transcendental. Each requires a dizzying level of virtuosity from the performer, who must negotiate intricate rhythmic and metrical games, often at high speed, with frequent and rapid changes of register in the left hand and fully-voiced harmony in the right.
The very fast Prelude sets this agenda, where driving patterns in the left hand (often sounding the bass note on the strong beat and then a chord on the weak) and emphatic syncopations in the right. The moderato ‘Dream’ provides some contrast with a constant rippling two-part ostinato in the right hand with barcarolle-like figures rising and falling in the left. The Toccatina might nod to Ravel’s Le tombeau de Couperin, as it is driven by repeated-note ostinatos that pass from voice to voice, as explosive syncopated chords burst out above and below.
The slower pace of the Larghetto is expressed in the slow regularity of the rich chords stated, at first, by the left hand, above which the right noodles an impossibly ornate tracery; these relations are occasionally swapped. ‘Shuitka’, or ‘raillery’, is certainly humorous, essentially a 12-bar boogie buried under a typically sophisticated surface. The Pastoral sixth etude is busier than one might have expected, a kind of speeded-up ragtime.
The Intermezzo has what writer Distler calls an ‘easy lope’ and ‘disarming tunefulness’ that Kapustin casts in brilliant, but extremely difficult, figurations. The finale seems to concentrate elements of the faster predecessors: relentless passage work, mainly in the left hand, with richly chromatic harmony and acrobatic cross-rhythms above. 
Gordon Kerry Copyright 2024
Image photograph top right corner, Nikolai Rasputin, credit Peter Andersen, Schott Music
Image: A colour photograph of Nikolai. He is an elderly man with neat white hair cut short and neat goatee. He has a rounded face, white skin and square glasses. He wears a beige shirt against a similar coloured background. He looks at the viewer with sad eyes.
End of description
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2025 Subscriptions now on sale
INTERNATIONAL PIANISTS IN RECITAL 
From acclaimed experts to emerging virtuosos, we have selected four world-class pianists to perform masterpieces for you in the intimacy of the City Recital Hall. 
Who better to celebrate Ravel’s 150th birthday and the shimmering beauty of his music than Jean-Efflam Bavouzet? Marc-André Hamelin makes his long-awaited Sydney recital debut in towering pieces by Beethoven and Rachmaninov. Lise de la Salle sparkles in stunning music by Chopin and Liszt, the great Romantics. And rising star Eva Gevorgyan shows just how bright her future is in a dazzling showcase of beloved favourites by Beethoven, Brahms, Ravel and Schumann. 
And as a special inclusion, you can access two unmissable concerts by piano superstar Daniil Trifonov and celebrated baritone Matthias Goerne, performing some of Schubert’s greatest works – including the passionate Winterreise and his vast and complex final piano sonata. 
Plus, when you subscribe, you’ll receive the best benefits and experience, including the flexibility to exchange tickets* should your plans change, access to the best seats across Sydney’s best venues, and more.
Scan here to view all the concerts in the 2025 International Pianists in Recital Series. Square QR code image.
BOOK NOW sydneysymphony.com or call 8215 4600 
*Upgrade costs may apply. For full details visit sydneysymphony.com/terms or call (02) 8215 4600
Presenting Partner:  Theme and Variations Piano Services logo
Principal Partner: Emirates logo
Image photograph full page background under text, no credit
Image: A colour photograph. A black grand piano with lid raised with a black cushioned stool on an empty stage. The stage floor is a light wood colour and behind the piano are two curved elevated sections, stage risers. 
End of description
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· 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
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.
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Thank you
· Principal Partner: Emirates logo
· Government Partners: Australian Government and Creative Australia logos. The Sydney Symphony Orchestra is assisted by the Australian Government through Creative Australia, its principal arts investment and advisory body. NSW Government logo. The Sydney Symphony Orchestra is supported by the NSW Government through Create NSW.
· Premier Partner: UBS logo
· Major Partners: Royal Caribbean logo. Advisory Partner: Allens logo. Fine Wine Partner: Handpicked logo
· Gold Partners: Moutai logo. Coxswain Alliance logo. Theme & Variations logo.
· Silver Partners: Business Events Sydney logo. Technical Direction Company. Wilson Parking logo. 
· Bronze Partners: Deutsche Grammophon logo. Stage plus logo. Classics Direct logo. Austria logo.
· Industry Partners: City of Sydney logo. City Recital Hall logo. Sydney Opera House logo.
· Foundations: Nelson Meers Foundation logo. Oranges & Sardines logo. Wilson Foundation logo.
Back cover
Helping bring International Pianists to Sydney for over 20 years. Theme & Variations are extremely proud to have been the piano partner of the Sydney Symphony Orchestra for over 20 years. Their 35-plus year commitment to providing the best quality tuning and servicing in Australia is unparalled. Their Sydney showroom contains a vast variety of pianos ready to try and enjoy.
Visit them in Willoughby today and call (02) 9958 9888 or visit themeandvaritations.com. 
Sales Tuning Repairs Restorations Hire Tuition
Theme and Variations logo
Sydney Symphony Orchestra logo
Image photograph full page background under text, no credit
Image: A colour photograph, taken from above of the Sydney Symphony Orchestra on the Concert Hall Stage of the Sydney Opera House. An orchestra with approximately 30 musicians are arranged in a semi-circle on four curved stage risers on a light warm wooden stage. At the front a black grand piano is played by a female pianist in a bright blue dress, her hands visible on the keys. The dress stands out as the rest of the Orchestra wears black suits with white shirts or black dresses. A conductor stands behind the piano facing the musicians. 
End of description 
End of program
