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ABOUT  
THE MUSIC

Kinderszenen (Childhood Scenes), Op.15 

Von fremden Ländern und Menschen (Of Foreign Lands and People)

Curiose Geschichte (A Curious Story)

Hasche-Mann (Catch Me If You Can)

Bittendes Kind (Pleading Child)

Glückes genug (Perfect Happiness)

Wichtige Begebenheit (An Important Event)

Träumerei (Dreaming)

Am Camin (At the Fireside)

Ritter vom Steckenpferd (Knight of the Hobbyhorse)

Fast zu ernst (Almost Too Serious)

Fürchtenmachen (Frightening)

Kind im Einschlummern (Child Falling Asleep)

Der Dichter spricht (The Poet Speaks)

Schumann was the first composer to celebrate childhood (Bizet, Mussorgsky, 
Debussy and Mahler were to follow). Whereas Schumann’s Album for the 
Young, assembled 10 years later, was for children to play, Kinderszenen 
consists of 13 pieces ‘by a big child’, as its composer describes himself – 
‘reminders for people who have grown up’. Though ‘easy for children’, this 
music is intended, Schumann insists, for adults. The idea may have been 
suggested by Clara’s comment, in a letter to Robert, that sometimes he 
seemed to her like a child. He told her that when she played these pieces 
she would have to forget she was a virtuosa.
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Although the composer claimed the 
titles came to him after the music, 
there is no question the world of 
childhood was his inspiration. It could 
have been anticipation of having 
children of his own that pushed 
Schumann towards reminiscence of 
childhood, achieving a simplicity and 
touching expression all the more 
remarkable in that it was jostling in  
his imagination with the wild, crazed 
world of Kreisleriana. Equally 
remarkable in this very self-aware 
music is its avoidance of maudlin 
sentimentality. Distilling a single poetic 
idea, each piece seems, as we hear it,  
a world rather than a miniature.

Schumann begins as he means to go 
on, with a rising interval, then four 
notes descending by degrees (if a fifth 
note were added we would have 
Schumann’s ‘Clara’ motif). This musical 
material is more or less obviously 
referred to in each of the pieces that 
follow. It is a story-teller’s opening 
(‘Once upon a time…’), a mode 
captured in the title ‘about foreign 
lands and people’. Hidden in an inner 
part, when the theme reappears, are 
the notes B–A–C–H (B-flat, A, C, 
B-natural in German spelling).  
Schumann’s resourcefulness owes 
much to his intensive study, around this 
time, of Bach’s keyboard works.
In some of the pieces the title is the 
clue to the music: ‘Catch me if you can’ 
(sometimes given in English as Blind 
Man’s Bluff), ‘Pleading child’, 
‘Hobbyhorse’, ‘Child falling asleep’. 
Other pieces evoke curiosity as to  
what memories of childhood the music 
reflects. The young Schumann wrote  
in his diary that ‘notes in themselves 
cannot really paint what the emotions 
have not already painted’. This applies 
to all the Kinderszenen, but perhaps 
most to the piece that has become  
just about Schumann’s most popular 
composition, Träumerei (Dreaming). 
Ineffable beauty conceals the ingenuity 
with which Schumann makes the 

ROBERT SCHUMANN
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effect. By shifting where the main 
accent falls from bar to bar, the music 
gives the impression of a sequence  
of changing time signatures: 5/4, 3/4, 
2/4, 2/4 and 4/4 time. Perspiration  
as well as inspiration! Dreams are  
rarely simple…

Finally the poet, whose expression up 
to then has been in music, ‘speaks’ in  
a recitative like a singer’s – indeed, the 
ending of Kinderszenen recalls that of 
Schumann song-cycles such as 
Dichterliebe (Poet’s Love), winding 
down into silence.

Toccata, Op.7

In this recital program the title 
‘Toccata’ might be thought to nod  
to Schumann’s hero J.S. Bach, as 
Schumann does at times in both 
Kinderszenen and Kreisleriana. 

But the toccata is much earlier than 
those works (dating in its first version 
from 1830 in Heidelberg) and it is about 
keyboard virtuosity, a toccata in the 
sense of a technically demanding 
concert study. Schumann remained 
satisfied with this toccata, as with  
few among his early piano pieces. 

At first he believed he had succeeded 
in writing the hardest thing to play ever 
written for the piano. He became 
annoyed that the dedicatee of the 
toccata (in its definitive form of 1833), 
his friend and exact contemporary, 
Ludwig Schuncke, had never played it. 
‘I therefore played it, one day, in my 
room, hoping that having heard it, he 
would study it. Then, a long time after… 
I was amazed to hear Schuncke play my 
toccata perfectly. He admitted that he 
had sometimes listened to me, in 
secret, and that he had then studied 
the toccata in his head, silently, 
without a piano.’
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The difficulties Schuncke had 
overcome, with such seeming ease, 
include double notes, octaves, 
repeated notes requiring rapid finger 
changes, wide skips, contrasts of 
legato and staccato and of very loud 
and very soft (this summary is Joan 
Chissell’s). The quiet conclusion 
suggests all effort spent; the forward 
momentum has been relentless up  
to then. Yet although the toccata 
character is kept up throughout,  
there is plentiful contrast. For this  
is Schumann’s first piece in sonata 
form. The second subject, more 
sustained and singing than the torrent 
of semiquavers, appears first in the left 
hand, in G major. 

In his book on Schumann, Martin Geck 
fantasises about Robert practising 
octaves like a man possessed, seeing  
in his mind’s eye Clara practising at 
exactly the same time in another part 
of Friedrich Wieck’s house. For 
virtuoso pieces like the toccata, Robert 
passed the baton to her. By 1834 he 
had injured his hand, and Schuncke 
had died of that Romantic disease 
‘galloping consumption’.
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Schumann’s tempo indications for Kreisleriana all stress fastness,  
or slowness, to some extreme degree. The near-panic of the beginning of  
the music plunges to the limits of expression, ‘agitated to the utmost’. Clara 
Wieck reacted by telling Robert Schumann ‘sometimes your music actually 
frightens me’. The slow pieces, particularly the fourth and sixth, are some of the 
strangest music Schumann ever wrote – deeply introspective, and resorting to 
near-speech in music, issuing in more lyrical outpourings. Schumann asked Clara, 
‘Do you ever play my Kreisleriana? Some of the pages betray a really desperate 
love.’ He wanted to dedicate it to her, since ‘in it, you and a theme [or ‘idea’] of 
yours play the principal role’. But Clara’s father Friedrich Wieck, who was 
opposing his daughter’s marriage to Schumann, was enraged at this plan. Instead, 
Schumann dedicated Kreisleriana to Frédéric Chopin. Like the Etudes of Chopin, 
Kreisleriana owes much to recent developments in piano building – particularly 
in the resonance from the middle and lower reaches of the keyboard.

Kreisleriana – Fantasias, Op.16

I Äußerst bewegt [extremely turbulent]

II Sehr innig und nicht zu rasch [fervent and not too quick] –

 Intermezzo I – Intermezzo II

III Sehr aufgeregt [very agitated]

IV Sehr langsam [very slow]

V Sehr lebhaft [very lively]

VI Sehr langsam [very slow]

VII Sehr rasch [very quick]

VIII Schnell und spielend [fast and with ease]

CL AR A WIECK
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Schumann declared that, among all the 
piano pieces he completed in the 
productive year from 1838 to 1839 
(including the Kinderszenen, the 
Fantasie in C, and the Humoresque), 
‘Kreisleriana is the dearest to me’. 
Kreisleriana is a key to Romanticism  
– so new, so original, with so many 
unconventional, unclassical features. 
Schumann wrote to Clara in April 1838, 
the month before he began 
Kreisleriana: ‘I am affected by 
everything that goes on in the world 
and think it over in my own way, 
politics, literature and people, and 
then I long to express my feelings and 
find an outlet for them in music. That is 
why my compositions are sometimes 
difficult to understand, because they 
are connected with distant interests; 
and sometimes striking, because 
everything extraordinary that happens 
impresses me and impels me to 
express it in music.’

This title may have been, for 
Schumann, a kind of disguise, for 
outrageous self-revelation. Much of  
the music seems passionate, frenzied, 
neurotic. These were traits of 
Schumann at the time of composing, 
but more famously of the character 
who gave Schumann his title. Johannes 

Kreisler, a fictional creation of E.T.A. 
Hoffmann, is an eccentric musician, 
half mad, alternating between 
depression and wild, ingenious flights 
of fancy. Kreisleriana was Hoffmann’s 
title for short stories, anecdotes and 
musical criticism linked by the fictitious 
Kreisler. They had become famous, 
among the ‘Tales of Hoffmann’. 
Hoffmann wrote about music with 
authority – this lawyer by profession, 
was also writer, conductor, concert 
promoter and composer. Kreisler was 
not a self-portrait, but Schumann 
believed Hoffmann had based the 
character on Ludwig Böhner 
(1787–1869), an eccentric Thuringian 
musician whose rambling musical 
discourses Schumann had witnessed. 

Kreisler appears most memorably in a 
novel Hoffmann left unfinished at his 
death in 1812, Kater Murr, whose full 
title is Growler the Cat’s Philosophy of 
Life Together with Fragments of the 
Biography of Kapellmeister Johannes 
Kreisler from Random Sheets of 
Printer’s Waste. Growler the Cat – a 
caricature of bourgeois complacency 
– utters platitudes about how to grow 
into a big cat. But he is continually 
interrupted by the fragments of 
Kreisler’s biography, which he had torn 
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up to use for notepaper. Hence the 
fragmented, episodic form of the story, 
which appealed so much to Schumann. 
The music, he claimed, preceded the 
title, but Hoffmann’s Kreisler writings 
matched Schumann’s musical 
creations: so like literary texts, albeit 
of the new, Romantic type. The music 
resembles narrative, but no coherent 
story is told. ‘Fantasy pictures’ was 
Schumann’s original title, and the 
music is indeed fantastic, in the 
Hoffmann manner of dizzying shifts 
between fantasy and reality. These 
fantasies are nightmares, 
hallucinations, phantoms.

Kreisler was a tormented, even schizoid 
soul. Schumann had looked into that 
abyss, when the turmoil of his 
emotional life around Clara drove him 
to neurosis and heavy drinking. But 
early in 1838 came recovery, and the 
rich creativity of these years 
continued. Having finished 
Kinderszenen, Schumann completed  
a draft of Kreisleriana in early May, 
claiming with some exaggeration that 
he had composed the music in four 
days, and telling Clara ‘whole new 
worlds are opening up to me’. 

The wildness of Kreisleriana, which 
frightened Clara, shows that 
Schumann’s idea of her contained a 
considerable element of fantasy. Yet 
she must have relished musical devices 
showing Schumann far from mad, and 
in complete control of the ‘new 
worlds’. The wild impulsiveness of 
Florestan is tamed by the other 
personification of Schumann’s dual 
personality, the reflective, soulful 
Eusebius. This happens not so much in 
alternating pieces, since the 
even-numbered slow pieces contain 
their own extremes and strangeness, 
but within each piece.
 
Schumann’s new language, visionary 
and suggestive, comes allied with 
ingenious compositional craft. 
Schumann’s own deep immersion, at 
this time, in Bach (especially his 
Well-Tempered Clavier) is evident in 
passages of the Kreisleriana such as 
the dance-like episode in the second 
piece, the fugato of the seventh, and 
the rhythmic accentuation of the 
triplets in the middle section of the 
first piece making a cantilena stand 
out. Kreisleriana is a cycle, through 
thematic connections sensed rather 
than explicit, and key relationships, 
alternating pieces in minor keys with 
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related major keys – all the  
even-numbered pieces are in  
B flat major. 

The eighth piece, breaking the pattern, 
may have been an afterthought. Two 
days after his diary recorded that he 
had completed the cycle, Schumann 
wrote: ‘Kreisler piece in G minor, 6/8, 
with D minor trio, composed in fire.’ 
Indeed, and so was the whole cycle.  
No wonder it needed its literary 
Doppelgänger, Kapellmeister Kreisler. 
This last piece comes to a fading, 
vanishing ending. Kreisleriana is a 
fanciful, eccentric world, and to 
surrender to it is to plunge to the  
heart of Romantic music. We may  
find this easier than did Schumann’s 
contemporaries. Liszt was reluctant  
to program the Kreisleriana, because 
‘they are too difficult for the public  
to digest’. Clara felt that way too.  
But had not Johannes Kreisler 
deplored the failure of the world  
to recognise true art?
 
David Garrett © 2017
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Five Preludes & Fugues  
from Op.87

We first encounter the term ‘fuga’ in 
music as early as the 14th century. 
Palestrina, Dufay and Josquin used it  
in their vocal compositions for works 
that we would call canons; to this day 
we refer to the ‘voices’ of a fugue (the 
Russians call them golosa) as a way of 
describing the independently moving 
parts. Eventually keyboard fugues 
made their appearance in the output 
of many composers, including the 
illustrious Frescobaldi, whose music 
was known to J.S. Bach. It is generally 
agreed that Bach’s fugues represent 
the summation of this kind of 
composition.

After the Baroque era, the writing of 
polyphonic keyboard music receded 
into the background. Classical masters 
occasionally turned to fugues at the 
keyboard: many of Mozart’s fugues lie 
relatively early in his output, whereas 
Beethoven came to serious polyphony 
late in his career and wrestled with  
the old forms in some of his greatest 
keyboard works, most notably the 
wonderful fugue in the Sonata Op.110 
and the lengthy fugue in the 
Hammerklavier Sonata. 

I use the word ‘wrestled’ advisedly: 
polyphony was no longer the common 
currency of composition and 
Beethoven had great trouble 
conquering it.

It needs to be said here that fitting 
complex polyphonic lines to the 
capacities and limitations of 10 fingers 
is a second obstacle to be overcome by 
the composer after the pure working 
out of the fugue is accomplished. It is  
a minor miracle that the fugues of Bach 
and Shostakovich (among many others) 
are possible on a keyboard at all, as 
distinct from an ensemble of voices  
or instruments.

Nineteenth-century piano music  
was concerned with discoveries in  
the realms of harmony and form and  
so excursions into fugue were fairly 
infrequent. We have repertoire such  
as Mendelssohn’s Bach-like Six 
Preludes and Fugues Op.35, 
Schumann’s lyrical Four Fugues Op.72, 
and the big fugue that concludes 
Brahms’s Variations on a Theme of 
Handel. In addition to these there is a 
fine example of fugue in Franck’s 
Prelude, Chorale and Fugue and the 
remarkable model in Liszt’s Sonata.  
But these are exceptions to the rule.
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The 20th century proved to be a more 
contrapuntally oriented time. On the 
piano, apart from the Shostakovich 
collection, there is the Shchedrin cycle 
of Preludes and Fugues in every key, as 
well as Hindemith’s extraordinary 
Ludus Tonalis, which draws on 
contrapuntal techniques not even used 
by Bach. This is all by way of saying that 
the Shostakovich Preludes and Fugues 
do have a context within the history of 
piano music. Yet in their day, at the 
very end of the Stalin era, they were 
received with some caution, as the 
bogey of ‘formalism’ in music was still 
very much alive in the Soviet Union. 
One had to watch out for one’s health 
in those dreadful times!

In July 1950, Shostakovich headed  
the Soviet delegation to the Bach 
bicentenary celebrations held in 
Leipzig and took part in a concert that 
included the Bach Concerto for three 
keyboards and orchestra. The pianists 
were Tatiana Nikolayeva, Pavel 
Serebriakov and Shostakovich himself, 
who stepped in at the last moment for 
Maria Yudina, who had injured a finger. 
It was after this that Shostakovich first 
considered writing preludes and fugues 
for the piano. Inspired, he worked at 
terrific speed, and in 1951 presented 

his 24 Preludes and Fugues at  
meetings of the Union of Composers  
of the USSR.

At first the composer thought that he 
would write a set of technical exercises 
with the aim of demonstrating mastery 
of polyphonic techniques, as had 
Rimsky-Korsakov and Tchaikovsky.  
But the work took on a life of its own 
and finished up as a large cycle of 
pieces in every key, clearly with Bach’s 
twin volumes of The Well-Tempered 
Clavier in mind.
 
Should they be performed as a cycle? 
Tatiana Nikolayeva – the work’s secret 
dedicatee as well as its first performer 
in 1952 – couldn’t resist the challenge: 
two-and-a-half hours of music! 
Furthermore, she claimed that 
Shostakovich intended for the set to  
be played in its entirety. ‘When played 
separately, the pieces acquire a 
“divertimento” character,’ she said. 
Shostakovich himself seems to have 
disagreed: ‘I do not regard this 
composition as a cycle. It does not 
need to be played from the first to the 
last prelude and fugue. In my opinion 
this is not essential, in fact it might 
even harm the work... It would be more 
correct, therefore to play a group of 
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six, or maybe even three of four  
of the pieces.’

That is the approach Daniil Trifonov  
has adopted for this recital, choosing 
five of the preludes and fugues and 
reordering them to make two pairs  
in major–minor modes.
 
Adapted from a note by Larry Sitsky © 2007

No.4 in E minor 

Andante – Adagio
 
The melancholy prelude contrasts 
three musical planes: tolling octaves,  
a toccata-like stream of quavers and 
the slower melody that weaves 
between them, laden with the Baroque 
‘sigh’ motif of a descending half-step. 
The virtuoso double fugue has two 
subjects, the first tentative and halting, 
the second faster and more fluent.  
At the triumphant climax the subjects 
meet and are recombined in almost 
every possible permutation. 
 

No.7 in A major 

Allegro poco moderato – Allegretto

The prelude begins gently, evoking  
the world of Bach in delicate and 
luminous music. An iridescent fugue  
in three voices manages to sound easy 
going without ever stopping for breath. 
It is built from the simplest of themes: 
just an A major chord ascending and 
descending.

No.2 in A minor

Allegro – Allegretto

In his comprehensive study of Opus 87, 
Mark Mazullo vividly describes this 
prelude’s rapidly streaming 
semiquavers as ‘hurled down as 
lightning bolts… an unbroken 
churning-out of material in a single 
contrapuntal line’. As the line is passed 
between the two hands, there’s a 
suggestion of the famous C major 
prelude that begins Bach’s  
Well-Tempered Clavier. The dizzying 
fugue is angular, its three voices 
sharply defined.
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No.5 in D major

Allegretto – Allegretto

This pair evokes the elegant 
atmosphere of the 18th century,  
as heard through 20th century ears.  
As with No.7, this is graceful and sunny 
music, tender and yet nonchalant. 
Mazullo compares the prelude with 
Ravel: his Pavane pour une infante 
défunte and the slow movement of  
the G major piano concerto. At the 
centre of the texture is a strummed 
accompaniment in the Baroque  
‘style brisé’. The almost frivolous  
fugue motif is characterised by 
detached repeated notes.

No.24 in D minor

Andante – Moderato

Trifonov concludes with the cycle’s 
monumental finale, three times as  
long as the other pairs. Its grand scale 
carries over into the structure and the 
textures as well as the emotional range. 
Nikolayeva compared No.24 with the 
finale of Shostakovich’s Fifth 
Symphony, not just in its expression 
but also in its journey from D minor to 
D major. The solemn melodic ideas of 

the prelude have been linked to motifs 
in Shostakovich’s song cycle From 
Jewish Folk Poetry. The four-voice 
fugue is one of just two double fugues 
in the cycle. But as it becomes 
progressively more frenzied it seems  
to act less and less like a fugue: there is 
nothing ‘academic’ or ‘formalist’ here.

Shostakovich notes reproduced by kind 
permission of the Sydney Symphony 
Orchestra.

Three Movements  
from Petrushka (1921)

Danse russe (Russian Dance)
Chez Pétrouchka (Petrushka’s Cell)
La Semaine Grasse (The Shrovetide Fair)

Stravinsky’s Petrushka music began life 
in 1910 as a Konzertstück (Concert 
Piece) for piano and orchestra, a small 
project before he embarked on The 
Rite of Spring. At Diaghilev’s prompting 
it became a ballet, although the piano 
retained its prominence, effectively 
taking the ‘title role’ as the puppet. 
Three Movements from Petrushka, 
composed a decade later, corresponds 
to the original material of the 
Konzertstück: the Russkaya, or Russian 
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Dance, heard in the first tableau of the 
ballet; the second tableau (Petrushka’s 
despairing solo); and the dances of the 
fourth tableau with what became the 
concert ending of the ballet. 
Stravinsky’s transcription – even if  
he would rather we not call it that – 
brings the music full circle.

Stravinsky insisted that the Three 
Movements from Petrushka was not  
a ‘mere’ act of transcription: that it 
should not be played with the original 
orchestra in mind because the piano 
could not imitate the orchestra, and 
that it should not be heard with 
reference to the original dramatic 
context, but as piano music. 

The original ideas were in essence 
pianistic. In addition to the image of  
a puppet-come-to-life, one scenario 
for the Konzertstück was founded on  
a ‘combat’ between piano and 
orchestra. Stravinsky envisaged a 
long-haired musician of the Romantic 
tradition (Liszt perhaps?) seated at the 
piano rolling ‘incongruous objects’  
on the keyboard, while his exasperated 
colleagues make vehement protests. 
We hear this best towards the 
beginning of Petrushka’s Cell, in which 
the piano cadenza – black keys in  

the left hand, white keys in the right – 
receives a furious ‘caterwaul’ of 
tremolandos in reply.

The suggestive bitonality of the black 
and white keys manifests itself 
throughout the music – including the 
famous ‘Petrushka chord’ with which 
the piece ends – and for Stravinsky this 
was Petrushka’s voice, his way of 
insulting the crowd. Although the 
Petrushka of the ballet emerges with  
a good measure of Pierrot – ‘the 
immortal and unhappy hero of every 
fair in all countries’ – the Petrushka  
of the Konzertstück was closer to his 
origins in the Russian Shrovetide Fairs, 
and to his cousins, the Italian Pulcinello 
and the English Punch. These 
characters are devil-may-care 
oddballs, impudent disturbers of  
the peace, always obnoxious and  
often obscene. 

Since the Petrushka puppet plays 
always began with a silly, frenetic 
dance, the Russian Dance is in the 
moto perpetuo style. The artist Benois 
described it as ‘a devilishly infectious 
excitement alternated with strange 
digressions into tenderness’, the whole 
thing breaking off abruptly after 
reaching a paroxysm. The Shrovetide 

IGOR STR AV INSK Y
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Fair is a parade of cunning borrowings 
from traditional Russian music.

Ironically, given Stravinsky’s 
Konzertstück image of musical combat, 
the composition of the Three 
Movements came about from a 
different kind of dispute involving a 
virtuoso in the Romantic tradition. 
Artur Rubinstein reports that he 
annoyed Stravinsky by describing his 
Piano-Rag-Music (1919) as more for 
percussion than his kind of piano. 
Stravinsky responded: ‘The piano is 
nothing but a utility instrument and 
sounds right only as percussion.’ 
Somehow the argument ended with 
Rubinstein playing parts of the second 
tableau from the Petrushka ballet, 
delighting the composer with his 
intricate pedalling techniques,  
and with Stravinsky promising the 
pianist ‘a sonata made of the material 
of Petrushka’. 

Stravinsky began work in 1921, 
enthralled by his task: ‘to provide piano 
virtuosos with a piece having sufficient 
scope to enable them to add to their 
modern repertory and display their 
technique.’ In this he succeeded – the 
music is breathtakingly demanding. 
Stravinsky himself would not play it  

(the only one of his piano works to 
elude his technique), and even 
Rubinstein admitted the Three 
Movements ‘very difficult to perform’.

But despite its diabolical difficulty,  
the music is completely idiomatic –  
a result of Stravinsky’s habit of 
composing at the piano. ‘Fingers  
are not to be despised’ he once said,  
‘they are great inspirers, and, in 
contact with a musical instrument, 
often give birth to subconscious ideas 
which might otherwise never come  
to life.’ This is pure piano music: not,  
as Stravinsky once explained in a 
pre-concert lecture, a piano 
reduction, ‘but better a piece written 
especially for the piano, or stated 
differently, piano music. I insist on this 
point…’ Paradoxically, when Rubinstein 
performed the work in the Salle 
Gaveau, Stravinsky reported that he 
made it ‘sound as I heard it by the 
orchestra more than as a piano piece’.
 
Yvonne Frindle © 2004/2017
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Born in Nizhniy Novgorod in 1991, Daniil Trifonov studied at the Moscow Gnesin 
School of Music (class of Tatiana Zelikman), and from 2006 to 2009 he also 
studied composition. He has continued to compose, premiering his own piano 
concerto in 2014 in Cleveland. Since 2009, he has studied piano with Sergei 
Babayan at the Cleveland Institute of Music.

He attracted wide attention during the 2010–11 season when he won medals at 
the Chopin Competition in Warsaw (Third Prize), the Rubinstein Competition in 
Tel Aviv (First Prize) and the Tchaikovsky Competition in Moscow (First Prize and 
Grand Prix).

Since then he has appeared with the world’s most illustrious orchestras and 
conductors, including the Vienna Philharmonic, Mariinsky and London Symphony 
Orchestras (Valery Gergiev), Israel Philharmonic (Zubin Mehta), Philharmonia 
Orchestra (Lorin Maazel), Los Angeles Philharmonic, Philadelphia Orchestra, San 
Francisco Symphony and Minnesota Orchestra (Osmo Vänskä), Russian National 
Orchestra (Mikhail Pletnev), New York Philharmonic, Cleveland Orchestra, 
Boston Symphony Orchestra, and the Chicago Symphony and Royal Philharmonic 

ABOUT  
THE ARTIST

DANI IL TRIFONOV
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Orchestras (Charles Dutoit). 

He has given recitals at leading venues 
worldwide and appeared for the major 
festivals in Europe and the U.S.A. As a 
chamber musician he has collaborated 
with Nicholas Angelich, Renaud 
Capuçon, Gautier Capuçon, Yuri 
Bashmet, Vilde Frang, Sergei Babayan 
and the Pavel Haas Quartet.

In the 2015–16 season he performed 
the complete Rachmaninoff concertos 
with the New York Philharmonic and 
with the Philharmonia Orchestra at the 
Royal Festival Hall. This season he 
performs the concertos with the 
Mariinsky and Munich Philharmonic 
orchestras and Valery Gergiev. In the 
2016–17 season he is also 
Capell-Virtuos with the Staatskapelle 
Dresden – a residency including 
concerts at the BBC Proms, Salzburg 
Easter Festival and Vienna Musikverein 
– and he was resident at the 2016 
Edinburgh Festival.

His solo recordings include the 
Grammy-nominated Trifonov: The 
Carnegie Recital, Transcendental (Liszt 
etudes), a Chopin recital album and 

Rachmaninoff Variations, which 
includes the Rhapsody on a Theme  
of Paganini with the Philadelphia 
Orchestra and Yannick Nézet-Séguin. 
He has also recorded Tchaikovsky’s 
First Piano Concerto with Gergiev  
and the Mariinsky Orchestra.

On this first visit to Australia he makes 
debut appearances with the Sydney, 
Melbourne and West Australian 
Symphony Orchestras and as well as 
giving recitals at City Recital Hall in 
Sydney and Melbourne Recital Centre.

daniiltrifonov.com
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LEADERSHIP CIRCLES
The Leadership Circles 
comprise individual donors 
whose lead gifts support 
the Centre’s core concert 
program and its mission to be 
a singular place of inspiration, 
creativity, self-expression, 
learning and enrichment 
through music.

Artist Development
Inaugural Artist Development 
& Music Education Benefactor
The Late Betty Amsden ao

Peter Jopling am qc

Children’s & Family 
The Late Betty Amsden ao

Life-long Learning 
Kathryn Fagg

Master Class 
Price/Lowy Family  
in memory of John Price 
George & Laila Embelton
Ensemble Giovane

Great Performers 
Brian & Esther Benjamin
Eva Besen ao & Marc Besen ac

Paulette & Warwick Bisley
Hans & Petra Henkell
Dr Caroline Liow
Geoff & Jan Phillips
Maria Sola

Signature Events
Inaugural Signature Events 
Benefactors
Yvonne von Hartel am   
 & Robert Peck am of   
 peckvonhartel architects

Local Heroes
Inaugural Local Heroes 
Benefactor 
The Klein Family Foundation
Andrew & Theresa Dyer
Majlis Pty Ltd
Maria Sola

MUSIC CIRCLE 
PATRONS PROGRAM
Providing support essential 
to the breadth, diversity and 
quality of the Centre’s artistic 
program.

Magnum Opus Circle 
($20,000+)
Melbourne Recital Centre 
Board of Directors
   Kathryn Fagg
   Peter & Cally Bartlett 
   Stephen Carpenter &  
   Leigh Ellwood
   Joseph Corponi

   The Hon Mary Delahunty
   Paul Donnelly &  
   Brigitte Treutenaere
   Margaret Farren-Price &  
   Prof Ronald Farren-Price am

   Eda Ritchie am

Skipp Williamson &  
 Carol Haynes

Composers Circle ($4000+)
Anonymous (1)
John & Lorraine Bates
Henkell Family Fund
Jenny & Peter Hordern
Message Consultants 
Australia Pty Ltd
Susan Thacore
Drs Victor & Karen Wayne 

Musicians Circle ($2500+)
Robert & Jan Green
Diana Lempriere
Shelley & Euan Murdoch
James Ostroburski &  
 Leo Ostroburski
Mary Vallentine ao

Prelude Circle ($1000+)
Anonymous (6)
Liz & Charles Baré
Adrienne Basser
Helen Brack
Bill & Sandra Burdett
John & Thelma Castles
Maxine Cooper &  
 Michael Wright
Kathy & George Deutsch
Mary Draper
Lord Francis Ebury &  
 Lady Suzanne Ebury
Maggie Edmond
Susan Fallaw
The Leo & Mina Fink Fund
Angela Glover
Ann Gordon
Jan Grant
Nance Grant AM MBE &  
 Ian Harris
Sue Hamilton &  
 Stuart Hamilton ao 
In memory of Beryl Hooley
Stuart Jennings
Dr Garry Joslin &  
 Prof Dimity Reed am

Snowe Li
Ann Lahore
Maria Mercurio
Baillieu Myer ac &  
 Sarah Myer
Stephen Newton ao

Dr Paul Nisselle am

Greg Noonan
Elizabeth O’Keeffe
Helen L Perlen
Dr Robert Piaggio
Kerryn Pratchett
Sandra Robertson &  
 Philip Cachia

Dr Peter Rogers &  
 Cathy Rogers
Peter Rose &  
 Christopher Menz
Samara, Countess of Beekman
In Memory of Pauline Speedy
Rob & Philippa Springall
Barbara & Duncan Sutherland
Pamela Swansson
Sally Webster
Peter Weiss ao

Supporters ($500+)
Anonymous (1)
Jenny Anderson
Peter J Armstrong
Min Li Chong
Prof John Daley &  
 Rebecca Coates
Sylvia Geddes
Rosemary & David Houseman
Penelope Hughes
Barbara Kolliner &  
 Peter Kolliner OAM
Dr Anne Lierse
Rae Rothfield
Dr Diane Tibbits

ELISABETH MURDOCH 
CREATIVE 
DEVELOPMENT FUND
Named after the Centre’s 
Founding Patron, this Fund 
supports projects that make 
a difference to young artists 
and accessibility to music.

($20,000+)
Annamila Pty Ltd
The John & Jennifer Brukner  
 Foundation
Anne Kantor AO &  
 Dr Milan Kantor OAM
The Pratt Foundation

($10,000+)
Krystyna Campbell-Pretty
Yvonne von Hartel am   
 & Robert Peck am of   
 peckvonhartel architects 
Louise & Martyn Myer   
 Foundation
Allan Myers ac qc &  
 Maria Myers ac

Mrs Margaret S Ross am &  
 Dr Ian C Ross
Angelina & Graeme Wise
Mary Vallentine ao

($4000+) 
Anonymous (1)
Kathryn Fagg*
Lyndsey & Peter Hawkins*
Dr Alastair Jackson
Sally MacIndoe
Dr Cherilyn Tillman & Tam Vu 
Andrew & Jan Wheeler
Janet Whiting AM &  

 Phil Lukies
Lyn Williams am

YMF Australia

($2500+)
John & Mary Barlow
Ann Bryce
John Calvert-Jones AM &  
 Janet Calvert-Jones ao

Jacinta Carboon*
Dr Shirley Chu &  
 Wanghua William Chu
Naomi Milgrom ao

Prof David Penington ac &  
 Dr Sonay Penington
Christine Sather*

($1000+)
Anonymous (3)
ARM Architecture
Peter J Armstrong*
Bailey-Lord Family*
Adrienne Basser
Mary Beth Bauer*
Jane Bloomfield
Helen Brack
Arnold & Mary Bram*
Robert Buckingham &  
 Dr John Betts
Barbara Burge
John & Thelma Castles
Christine & Michael Clough
W K Clark & B Heilemann*
Jim Cousins ao &  
 Libby Cousins
Dr Jane Gilmour oam &  
 Terry Brain*
Robert & Jan Green
Prof Andrea Hull ao*
Dr Garry Joslin &  
 Prof Dimity Reed am

Kemp Street Partners*
Annette Maluish
Norene Leslie McCormac*
Andrew Millis & Barnadown 
Run Heathcote Wines*
Dr Richard Mills am

Rosemary O’Connor*
Tim Orton & Barbara Dennis
James Ostroburski &  
 Leo Ostroburski°
Howard Penny
Geoff & Jan Phillips
Laura Thomas*
Gang Yun*

($500+)
Australian Standfirst
George & Laila Embelton
Joshua Evans° 
Margaret Farren-Price &  
 Prof Ronald Farren-Price am

Colin Golvan qc &  
 Dr Deborah Golvan
Naomi Golvan &  
 George Golvan qc

Nance Grant am mbe &  
 Ian Harris
The Hon Justice Michelle 

INSPIRED GIVING
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Gordon & Hon Kenneth  
 M Hayne
John Howie am &  
 Linsey Howie
Peter Jopling am qc &  
 Dr Sam Mandeng
Anthony J & Philippa M Kelly
Snowe Li°
Peter & Susan Mahler
Message Consultants Australia
Simon & Genevieve Moore
Travis Pemberton
Ralph & Ruth Renard
Rae Rothfield
Prof Richard Smallwood &   
 Mrs Carol Smallwood
Lady Marigold Southey ac

Susan Thacore
Sally Webster

LEGAL FRIENDS OF 
MELBOURNE RECITAL 
CENTRE
Each year the group brings 
together music lovers from 
the legal profession to help 
fund one or more concerts 
by an artist appearing as 
part of the Centre’s Great 
Performers Series. 

Legal Friends Inaugural 
Patrons
The Hon Justice Michelle 
 Gordon & The Hon   
 Kenneth M Hayne ac qc

($4000+)
Rachel & The Late Hon Alan  
 Goldberg ao qc

Naomi Golvan &  
 George Golvan qc

The Hon Justice Michelle 
Gordon & The Hon Kenneth 
M Hayne ac qc

Peter B Murdoch qc &  
 Helen Murdoch
Maya Rozner & Alex King

($2500+)
Colin Golvan qc &  
 Dr Deborah Golvan
Peter & Ruth McMullin
Meredith Schilling
Peter J Stirling &  
 Kimberley Kane

($1000+)
Anonymous (3)
Robert Abrahams &  
 Julie Doyle
Marcia & John K Arthur
Peter Bartlett 
David Byrne
Leslie G Clements
Christine Clough
Bruce Curl

The Hon Julie Dodds-  
 Streeton
Robert Heathcote &  
 Meredith King
The Hon Peter Heerey am qc  
 & Sally Heerey
Judge Sara Hinchey &  
Tom Pikusa
John Howie AM &  
 Dr Linsey Howie
Pandora Kay & John Larkins
Anthony J & Philippa M Kelly
Maryanne B Loughnan qc

Elizabeth O’Keeffe
Ralph & Ruth Renard
Michael Shand qc

Hon Judge Josh Wilson &  
 Dr Silvana Wilson

($500+)
Ingrid Braun
Elizabeth Boros
Katherine Brazenor
The Hon Stephen Charles &  
 Jennifer Charles
Georgie Coleman
The Hon Chris Maxwell AC
Sam Ricketson &  
 Rosemary Ayton

THE MARY VALLENTINE 
LIMITLESS STAGE FUND
The Fund supports projects 
of the Centre like digital 
broadcasts, recordings, 
webcasts or other forms 
of outreach, enabling the 
Centre’s music-making to be 
available everywhere.

($20,000+)
Naomi Milgrom AO
Kim Williams AM
Melbourne Recital Centre 
Board of Directors
   Kathryn Fagg
   Peter & Cally Bartlett 

   Stephen Carpenter &  
       Leigh Ellwood
   Joseph Corponi
   The Hon Mary Delahunty
   Paul Donnelly &  
       Brigitte Treutenaere
   Margaret Farren-Price & 
       Prof Ronald Farren- 
       Price am

   Eda Ritchie am

The John & Jennifer Brukner  
 Foundation

($10,000+)
The Late Betty Amsden ao

Annamila Pty Ltd
John Calvert-Jones AM & 
Janet Calvert-Jones ao

Peter Jopling am qc &  
 Dr Sam Mandeng

Allan Myers ac qc &  
 Maria Myers ac

Lady Marigold Southey ac 

($4,000+)
Deborah Dadon AM
The Hon Justice Michelle 
Gordon & The Hon Kenneth  
 Hayne AC QC
Louise & Martyn Myer   
 Foundation
Lady Primrose Potter AC
Craig Reeves
In honour of Kath Vallentine

($2,500+)
Peter & Ruth McMullin
Rohan Mead 

($1000+)
Helen Brack
The Leo & Mina Fink Fund
Jenny & Peter Hordern
Barbara Kolliner &  
 Peter Kolliner oam

Prof John Langford am & The  
 Late Christina McCallum
Cathy Lowy
Dr Robert Piaggio
Prof David Penington ac &  
 Dr Sonay Penington
Sandra Robertson and  
 Philip Cachia
The Ullmer Family Foundation
Leonard Vary &  
 Dr Matt Collins qc

Angela Wood

($500+)
Richard & Susan Bunting
Barbara Burge
The Hon Alex Chernov ac qc  
 & Mrs Elizabeth Chernov
Jim Cousins ao &  
 Libby Cousins
Dr Garry Joslin &  
 Prof Dimity Reed am

Gerry & Susan Moriarty
Greg Noonan
Helen L Perlen
Susan Renouf
Lyn Williams am

SHARE THE MUSIC 
PROGRAM
This program enables 
disadvantaged children and 
adults to attend concerts 
by providing tickets and 
transport free of charge.  
Over 500 of these visits take 
place each year through the 
generosity of our donors.

($4000+)
Krystyna Campbell-Pretty
Helen & Michael Gannon

($2,500+)
Anne Burgi & Kerin Carr
Dorothy Karpin

($1000+)
Keith & Debby Badger
John & Mary Barlow
Maria Hansen
In memory of Beryl Hooley
Dennis & Fairlie Nassau
Greg Shalit & Miriam Faine
Prof Richard Smallwood ao &  
 Carol Smallwood

($500+)
Anonymous (1)
Vivien & Jacob Fajgenbaum
Shulan Guo & Morris Waters
Sue Hamilton & Stuart 
Hamilton ao

Dr Robert Hetzel
Dr Kingsley Gee
George & Grace Kass
Maria McCarthy
Ann Miller 
Andrew & Georgina Porter

* Ensemble Giovane: Donors 
in support of Masterclasses

° Amplify: Young Donors 
in support of Artist 
Development

List of patrons at 2 March 
2017



G
R

E
A

T
•

P
E

R
F

O
R

M
E

R
S

•
•

•
•

•
•

•
2

0
1

7

Founding Benefactors
The Kantor Family  Helen Macpherson Smith Trust 
The Calvert-Jones Family  Robert Salzer Foundation 
Lyn Williams am The Hugh Williamson Foundation

International Airline Partner Presenting Partner Learning Partner

Founding Patron
The Late Dame Elisabeth Murdoch ac dbe

ENCORE BEQUEST PROGRAM
Providing sustained support for all aspects of the Centre’s artistic program through its Public Fund. 

Anonymous (3)
The Late Betty Amsden ao

Jenny Anderson 
Barbara Blackman
Jennifer Brukner

Ken Bullen
Jim Cousins ao & Libby Cousins
Dr Garry Joslin
Elizabeth O'Keeffe
Janette McLellan

The Estate of Beverley Shelton &   
 Martin Schönthal
Mary Vallentine ao

Melbourne Recital Centre acknowledges the generous 
support of its business partners, philanthropic supporters 
and patrons.

Principal Government Partner

Supporting Partners

Program Partners

Foundations

Business Partners

Board Members

THE MARIAN & E.H. 
FLACK TRUST

THE SENTINEL 
FOUNDATION

THE VIZARD 
FOUNDATION

THE MERLYN 
MYER FUND

THE MARGARET 
LAWRENCE BEQUEST

THE URSULA  
HOFF INSTITUTE

THANK YOU

Kathryn Fagg, Chair 
Peter Bartlett 
Stephen Carpenter  

Joseph Corponi 
The Hon Mary Delahunty 
Paul Donnelly

Margaret Farren-Price 
Eda Ritchie am

GREAT PERFORMERS  
LEADERSHIP CIRCLE


