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Monday 3 June, 7.30pm 
Elisabeth Murdoch Hall

6.45pm 
Free pre-concert talk with Phillip Sametz

Duration 
Two hours including a 20-minute interval

Kirill Gerstein 
U.S.A.

—��Piano

Melbourne Recital Centre proudly stands on the 
land of the Kulin Nation and we pay our respects to 
Melbourne’s First People, to their Elders past and 
present, and to our shared future.
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—Program

FRANZ LISZT (1811-1886) 
Transcendental étude No.7 in E-flat, S.139, Eroica

LUDWIG VAN BEETHOVEN (1770-1827) 
Variations & Fugue in E-flat, Op.35 
	 Introduction. Allegro vivace  
	 Theme  
	 Variations I-XV 
	 Coda  
	 Fugue. Allegro con brio 

LEOŠ JANÁČEK (1854-1928) 
Piano Sonata 1.X.1905, From the Street 
	 The Presentiment 
	 Death

INTERVAL 20-minutes

FRANZ LISZT  
Funérailles, from Harmonies poétiques et religieuses, S.173

THOMAS ADÈS (b. 1971) 
Berceuse from The Exterminating Angel – Australian 
premiere 

CLAUDE DEBUSSY (1862-1918) 
Élégie, L.138

Les soirs illuminés par l’ardeur du charbon, L.150 
(Evenings Lit by the Burning Coals)

KOMITAS VARDAPET (1869-1935) 
Seven Folk Dances 
	 Shushiki of Vagarshapat   
	 Unabi of Shushi: Grave et gracieux 

MAURICE RAVEL (1875-1937) 
Le tombeau de Couperin, M.68 
	 Prélude. Vif  
	 Fugue. Allegro moderato  
	 Forlane. Allegretto  
	 Rigaudon. Assez vif 
	 Menuet. Allegro moderato 
	 Toccata. Vif
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War, Heroism & Revolt

The theme Beethoven would use as the basis for 
the finale of his Eroica Symphony; a lament for 
fallen revolutionaries by Liszt; Janáček’s tribute 
to a countryman killed for his political beliefs; 
music by a composer whose life was changed 
by a genocidal government; and Ravel’s homage 
to those who were killed in action during WWI 
– themes of war, heroism and revolt run vividly 
through tonight’s recital by Kirill Gerstein.

Beethoven loved the theme from which all else springs 
in his set of variations, Op.35, and employed it gainfully 
in four separate works. In 1800, it formed the basis 
of the finale of his ballet music for The Creatures of 
Prometheus; a year later it became the seventh of his 
set of 12 Contredanses and in 1803, most famously, 
it appears as the main theme of the finale of his 
Eroica Symphony. Between the Contredanses and 
the symphony, it became the theme for these Op.35 
variations. This masterful set begins teasingly with the 
introduction stated proudly and even, you might say, 
pedantically, before ruminations in the bass on the as yet 
unheard theme; this is a foretaste of the unconventional 
way in which Beethoven builds this intricately 
constructed edifice. Many of the variations explore the 
tension between melody and bass, most hilariously in 
the bagpipe drone of Variation IX, most futuristically in 
the pointillist opening bars of Variation X. After many 
short variations, Beethoven seems to expand time with 
the ruminative Variation XV, which leads straight into the 
grand and exhaustively inventive fugal finale. 

—About the music

Ludwig van Beethoven



6

The final bars may seem brusque, but they also 
provide some of the many humorous moments in 
this multi-faceted work. The fourth movement of the 
Eroica Symphony constitutes a completely different 
set of variations, but the theme’s association with the 
symphony has often led to the Op.35 variations being 
nicknamed ‘Eroica’ as well.

Liszt’s heroic vision in Eroica is as much about 
the performer as it is any abstract program, and 
also tells a story of Liszt the tireless perfectionist. 
He has sometimes been imagined as a fairly free-
wheeling composer, who turned out rhapsodies and 
Liebestraum with uncommon ease. Yet he took some 
25 years to create a version of the Transcendental 
Studies he regarded as final. The set, which began 
life as his Op.1 Study in 12 exercises when he was 
15-years-old, was refined and expanded when Liszt 
was at the height of his fame as a touring virtuoso, 
in 1838; Liszt then revised it again in the early 
1850s, by which time he had settled in Weimar as 
Kapellmeister and had left behind the world of public 
concert-giving at the piano. Reflecting in moderate 
tranquility – for he was still a busy man – he made the 
studies not perhaps any easier to play, but clearer in 
intent. As a set, they remain, in the words of writer 
Bryce Morrison, ‘a Himalayan rather than an Alpine 
challenge’. Liszt’s studies are grander and more 
rhetorical than Chopin’s, and Eroica – the seventh 
of the set – is a fine example, from its impassioned 
opening to the climax, in martial octaves, in which 
banners are fluttering and the scent of triumph is on 
the breeze. 

—About the music

The berceuse from 
Thomas Adès’s opera The 
Exterminating Angel was 
commissioned by Alexandre 
Devals and Mimi Durand 
Kurihara for Kirill Gerstein.

The opera, which premiered 
at the Salzburg Festival 
in 2016, is based on Luis 
Buñuel’s 1962 film of the 
same name, which concerns 
the ultimate existential dinner 
party, at which things take 
an increasingly drastic turn 
for the worse after the final 
course. Adès’s five-minute 
berceuse draws freely on 
some of the most exquisite 
and memorable music from 
the opera: one of the yearning, 
melancholy duets between  
the doomed lovers Beatriz  
and Eduardo.

The first performance was 
given by Kirill Gerstein at 
the Großer Saal, Wiener 
Konzerthaus, Austria,  
on 17 February 2019.
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Eroica is in some ways the yang to the yin of 
Funérailles, a work which is also a reminder of Liszt 
the creator of the symphonic poem, in such works as 
Orpheus and Prometheus, for which he developed 
a supple technique he called Transformation of 
Themes; in this orchestral world, as Neville Cardus 
once put it, ‘form in music … [was] … shaped by 
the poetic or emotional content’. In Funérailles, Liszt 
brings this sense of freedom from classical forms 
to a kind of symphonic lament for solo piano – a 
lament for his compatriots who had fallen in the 
Hungarian Revolution of 1848-49; and a lament for 
Chopin, who died in 1849, and whose relationship 
with Liszt was complex and profound. The work 
conveys an overwhelming sense of sorrow, and 
mournful ceremony; the rawness of emotion, right 
up to the abruptness of the final bars, is Liszt at his 
most expressive and his least interested in musical 
convention. In the central section, he conjures up  
the oppressive sounds of cavalry hoof beats that  
he knew from Chopin’s Polonaise No.6.

Political oppression lies at the heart of Janáček’s 
inspiration for From the Street. The sonata 
commemorates an incident that occurred on 1 
October, 1905, when there were demonstrations in 
the streets of Janáček’s home town of Brno. Czech-
speaking residents demanded a Czech-speaking 
university; the city’s German-speaking residents 
then staged a counter-protest and troops from the 
ruling Austro-Hungarian empire were sent in; on 
the steps of the Besední dům (now the home of the 
Brno Philharmonic), František Pavlík, a 20-year-old 
carpenter, was bayoneted to death. 

Franz Liszt
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From the Streets might have disappeared had it not 
been for pianist Ludmilla Tučková. She gave its first 
performance in 1906, but Janáček, feeling deeply 
insecure about the work, ripped out the pages of 
the final movement (a funeral march), and burned 
them. After the premiere he ripped up the remaining 
pages too, and threw them into the Vltava river. After 
Janáček had destroyed the finale, Tučková feared the 
worst, and secretly copied the first two movements. 
She did not tell Janáček of this until his 70th birthday, 
in 1926, at which point he agreed to have the work 
published as a two-movement sonata. The score, 
he said, ‘did not want to sink. The pages bulged and 
floated on the water like white swans.’ You might 
say, given the sonata’s subject matter, that it had an 
appropriately violent history.

This is a work of exceptional textural individuality, 
in which every bar is etched in precisely calibrated 
shades. Much of Janáček’s keyboard writing is vocal 
in character, and the music frequently emerges 
with the apparent spontaneity of an unexpected 
sob or exclamation. Janáček’s music is never easy 
to describe, but the writer and musicologist Guy 
Erismann came close in calling From the Streets ‘the 
inward theatre which transcends the frontiers of the 
heart to come out onto the public square’.

—About the music

Leoš Janáček 
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Janáček is a composer whose music is driven 
by powerful emotions; these can often lead to 
unexpected destinations. He had to wait until he was 
62, and the belated Prague premiere of his opera 
Jenůfa in 1916, for the kind of acclaim for which he 
had long dreamed. In this same year, Komitas was in 
exile from his Armenian homeland, and creating the 
music you hear tonight.

Komitas began his extraordinary life in Turkey,  
as Solhomon Gevorgi Soghomonian. By the age of 
12, he had lost both of his parents. He was given 
protection by an Armenian priest, travelled with him 
to Etchmiadzin Cathedral in the Armenian city of 
Vagarshapat and was, after a decade or so, ordained 
a monk. When he graduated from the seminary in 
1894 he was named Komitas, after a 7th-century 
poet and composer and, soon afterwards, obtained 
the degree of Vardapet, or doctor of theology. His 
subsequent studies at Berlin University included 
singing (he was by all accounts a fine baritone), 
philosophy and aesthetics, but the core of his 
achievements lay in his collecting of Armenian folk 
song, whether in Armenian, Turkish, Persian or 
Kurdish. He lectured widely, and his own music was 
influenced profoundly by his immersion in the world 
of folk song. In the two dances Kirill Gerstein will 
perform this evening – from a set of seven Komitas 
created in 1916 – you will hear music which echoes 
the supple rhythms of native song, and although 
Komitas and Janáček were far apart geographically,  
in this respect the two men have much in common. 

Komitas Vardapet 
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The title of each of Komitas’s seven dances include 
a reference to the music’s geographical source, 
and throughout the set, Komitas evokes the sounds 
of the folk instruments of Armenia. In Shushiki of 
Vagarshapat, specifically, the music suggests the 
timbres of the stringed instrument the tar, which is 
Iranian in origin but used widely in Armenia also. 

Komitas’s story did not end well. In 1915, the Ottoman 
government began a program of ‘ethnic cleansing’ 
intended to rid the centre of their empire (now 
the Republic of Turkey) of Armenians. As a result, 
hundreds of thousands of Armenians were killed, and 
Komitas was nearly one of them. Thanks to his many 
influential supporters, he was released from prison, 
but his mental health deteriorated as a result of his 
ordeal and he was moved to a psychiatric hospital in 
Paris in 1919, where he died in 1935. 

—About the music
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Stravinsky once said that ‘the musicians of my 
generation and I myself owe the most to Debussy,’ 
and in some ways Debussy was as revolutionary in 
the world of piano music, in his time, as Chopin had 
been 80 years earlier. Like Chopin, he re-invented 
pre-existing forms – studies, preludes – and created 
new worlds of piano music under seemingly generic 
titles – in Chopin’s case it was Impromptu or Scherzo, 
in Debussy’s Estampes or Images. His desire to create 
ever-shifting clouds of keyboard sound involved a vast 
and nuanced harmonic palette, and a new attitude to 
the use of the pedals. 

Tonight you hear two of his final musical thoughts 
for the piano. In fact the plaintive Élégie of 1916, 
with its sighing melody in the left hand, was, until 
recently, thought to be Debussy’s final piano work. 
However in 2001 a previously unknown piece 
surfaced, Les soirs illuminés par l’ardeur du charbon 
(Evenings Lit by the Burning Coals). It is, if you will 
forgive the pun, a glowing musical statement, with a 
fascinating story behind it. The winter of 1916-17 was 
particularly harsh and, due to the scarcities imposed 
by wartime conditions, coal was extremely hard 
to come by. Debussy’s resourceful coal merchant, 
Monsieur Tronquin, managed to find some for the 
composer, and in return Debussy gave him this work 
in manuscript. 

Claude Debussy
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—About the music

This coda to Debussy’s keyboard legacy contains two 
echoes from his musical past. The title itself is a line 
from Le balcon, which Debussy had set in 1888 as 
one of his set of Five Poems of Charles Baudelaire; 
the work also contains fleeting reminiscences of the 
fourth of the Book One préludes, Les sons et les 
parfums tournent dans l’air du soir (The sounds and 
fragrances swirl through the evening air), a title itself 
taken from Baudelaire. 

The First World War, and Ravel’s memories of and 
reflections on it, coloured the composer’s conception 
of Le tombeau de Couperin. He first mentions the 
work in correspondence in 1914, as a French Suite, 
but it was not until 1917 that this idea emerged fully 
as Le tombeau de Couperin. Just as Debussy’s short 
memory piece about nights by the fire, written in the 
same year, and also tinged by war, would be his final 
work created for solo piano, so Le tombeau would 
turn out to be Ravel’s. Each of the six movements is 
dedicated to the memory of a comrade who had died 
in battle during the conflict. Yet the work is a double 
commemoration: by using the descriptor tombeau, 
Ravel revived the term (which means literally ‘tomb’ or 
‘tombstone’), first used in the 16th century to refer to 
poetry written to commemorate a mentor or colleague. 

According to Ravel, the work’s musical tribute is not 
just to Couperin himself but ‘to 18th-century French 
music in general.’ Indeed, in limbering up for the 
composition of the work, Ravel transcribed a forlane 
from François Couperin’s Concerts royaux. Yet for all 
the inspiration he derived from the music of Couperin 
and his contemporaries, Ravel was not seeking to 

Maurice Ravel
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emulate the music of that day. He was attracted to the 
idea of the 18th-century dance suite, and how he might 
bring his musical imprint to the specific character and 
tempo of each dance; no menuet of Couperin’s day 
would sound like this one. 

You may be wondering how a tribute to fallen soldiers 
could contain music which so rarely displays any overt 
sense of melancholy. In 1925 the French poet and 
critic André Suarès described this aspect of Ravel’s 
personality, and offers us another reason for the 
composer’s fascination with music written 200 years 
before him: ‘Nothing could be more objective than the 
art of Ravel, or more deliberately intended to be so. 
If music is capable of painting an object without first 
revealing the painter’s feeling towards it, then Ravel’s 
music achieves this more than any other. We have to 
go back to the 18th century, to the divertissements 
of Couperin and Rameau, to encounter a similar 
inclination.’ Ravel himself put it succinctly: ‘The dead 
are sad enough, in their eternal silence.’

In 1919, around the time Marguerite Long gave the 
work’s premiere, Ravel orchestrated it, omitting the 
Fugue, and the Toccata which concludes the original 
suite you hear tonight. The orchestral version is 
masterly, and as firmly ensconced in the repertoire 
as the keyboard original, but both versions of  
Le tombeau de Couperin are miraculous. 

© Phillip Sametz 2019 
Phillip Sametz is the Alumni Coordinator at the  
Australian National Academy of Music (ANAM)  
and reviews regularly for Limelight magazine.
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—About the artist

Kirill Gerstein 
Pianist Kirill Gerstein’s musical 
heritage combines the traditions 
of Russian, American and Central 
European pedagogy with an 
insatiable curiosity. These qualities 
and the relationships that he 
has developed with orchestras, 
conductors, instrumentalists, 
singers and composers, have 
led him to explore repertoire 
both new and old. From Bach 
to Adès, Gerstein’s playing is 
distinguished by its clarity of 
expression, discerning intelligence 
and virtuosity, and an energetic, 
imaginative musical presence  
that places him at the top of  
his profession. 

Born in the former Soviet Union, 
Gerstein is an American citizen 
based in Berlin. His career is similarly 
international, with solo and concerto 
engagements taking him across 
Europe and the United States, to 
China and Australia. An important 
focus of his 2018-19 season was 
the world première of Thomas 
Adès’s Concerto for Piano and 
Orchestra. The outcome of a long 
and productive relationship with 
both orchestra and composer, the 
concerto was commissioned by the 
Boston Symphony Orchestra and 
composed especially for Gerstein. 
Adès conducted the world première 
in Boston and will conduct the 
subsequent New York première 
at Carnegie Hall, as well as the 
European première with the Leipzig 
Gewandhaus. Gerstein and Adès will 
also perform Adès’s In Seven Days 
in Los Angeles, having presented 
it in London at the beginning of the 
season, and give joint recitals in New 
York and Boston. 

The new critical urtext edition of 
the 1879 version of Tchaikovsky’s 
Piano Concerto No.1, to which 
Gerstein was given special pre-
publication access in 2014, will 
feature in performances both in 
China and in the U.S. In Prague, 
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he recorded Tchaikovsky’s Piano 
Concertos No.2 and No.3 with the Czech 
Philharmonic and Semyon Bychkov 
as part of their Tchaikovsky Project to 
be released by Decca this year. Since 
Gerstein first collaborated with Bychkov 
in 2007, he has made his debuts with the 
Berlin and Vienna Philharmonics as well 
as with the Royal Concertgebouw under 
Bychkov’s baton. In December 2017, 
Gerstein made his debut with the London 
Symphony Orchestra and Sir Simon Rattle 
when he stepped in to perform Bernstein’s 
Symphony No.2, The Age of Anxiety, at 
short notice. This season he returns to the 
Orchestra to perform Beethoven’s Piano 
Concerto No.3 under Sir Mark Elder. 

Gerstein’s inquisitive side is equally in 
play when it comes to programming 
chamber concerts and recitals, where 
his vast knowledge of the repertoire is 
the basis for programs that connect 
music to significant cultural and political 
events. This year’s recitals in London, 
Stuttgart, Lisbon, Vienna, Chicago, Sao 
Paulo, Singapore, Copenhagen and here 
in Melbourne juxtapose the music of 
Beethoven, Janáček, Ravel and Komitas 
written at the time of social and political 
upheaval; and in Lucerne, a weekend 
of concerts with Veronika Eberle and 
Clemens Hagen that concentrate on the 
late works of Schumann. 

Brought up studying both classical and 
jazz piano, Gerstein was 14 when he 
moved to the U.S. as the youngest student 
to attend Boston’s Berklee College of 
Music. As his focus turned back towards 
the classical repertoire, Gerstein furthered 
his studies with Solomon Mikowsky in 
New York, Dmitri Bashkirov in Madrid and 
Ferenc Rados in Budapest. He won the 
first of a series of prestigious accolades 
in 2001: First Prize at the 10th Arthur 
Rubinstein Competition. In 2002 he won a 
Gilmore Young Artist Award, and in 2010 
both an Avery Fisher Career Grant and 
the Gilmore Artist Award, which enabled 
him to commission new works from 
Timothy Andres, Chick Corea, Alexander 
Goehr, Oliver Knussen and Brad Mehldau. 
Believing that teaching is an integral part 
of being a musician, Gerstein led piano 
classes at the Stuttgart Musik Hochschule 
between 2007 and 2017, and this autumn 
joins the Kronberg Academy’s newly 
announced Sir András Schiff Performance 
Programme for Young Artists. 

Kirill Gerstein previously appeared with the 
Melbourne Symphony Orchestra in 2015. 
This performance is Gerstein’s Melbourne 
Recital Centre debut. He returns to 
Australia in August to perform with  
the Sydney Symphony Orchestra. 
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—Inspired Giving

10TH ANNIVERSARY GIFTS
10th Anniversary Benefactor
Lady Primrose Potter AC

10th Anniversary Public 
Activation Program 
($50,000)
Peter & Ruth McMullin

10th Anniversary Commissions
The Aranday Foundation
Ulrike Klein AO

Jane Kunstler
Majlis Pty Ltd.
Playking Foundation
Margaret S Ross AM &  
	 Dr Ian C Ross
Maria Sola
Helen Symon QC &  
	 Ian Lulham
The Yulgilbar Foundation

Steinway Giving Circle
Benefactor Patron
Gandel Philanthropy

($30,000+)
Krystyna Campbell-Pretty

($10,000+)
Anonymous (1)
John Calvert-Jones AM &  
	 Janet Calvert-Jones AO

Dr Alastair Jackson AM 
Lady Primrose Potter AC

Skipp Williamson &  
	 Carol Haynes

($5000+)
Warwick & Paulette Bisley
Arnold & Mary Bram 

($2500+)
Bruce Parncutt AO 

($1000+)
Kaye Cleary 
Tim Connard
Craig K Coulson
Janine & Timothy Fredman  
Roger Gillard & Sohwon Kim
Linda Herd
David Lee
Jay Lee and Muriel Yang 
Geoff & Jan Phillips
Prof Margaret Plant
Margaret S Ross AM &  
	 Dr Ian Ross
Vivian Wei Wang

($500+)
Anonymous (2)
Jane Bloomfield
In memory of Beryl Hooley  
Janet McDonald  
David Poulton

$10 Ticket Program
($20,000+)
Krystyna Campbell-Pretty
Yvonne von Hartel AM,  
	 Robert Peck AM, Rachel 		
Peck & Marten Peck of 		
peckvonhartel architects

($10,000+)
Annamila Pty Ltd
Dara Pty Ltd
The Robert Salzer Foundation
Angelina & Graeme Wise

($4000+)
The John and Jennifer  
	 Brukner Foundation
Julian Burnside QC AO &  
	 Kate Durham
John Calvert-Jones AM &  
	 Janet Calvert-Jones AO

Kathryn Fagg
Katrina & Simon Holmes à Court
Silvia & Michael Kantor 
Susan Thacore
Andrew & Jan Wheeler
Igor & Jenny Zambelli

($2500+)
Susan Alberti AC & Colin North OAM

($1000+)
Anonymous (3)
ARM Architecture
Adrienne Basser
Carolyn & Tony Baum
Jane Bloomfield
Helen Brack
Barbara Burge
John Castles AM &  
	 Thelma Castles OAM

Maggie Cash
Christine & Michael Clough
The Hon Mary Delahunty 
Paul Donnelly &  
	 Brigitte Treutenaere
Jo Fisher & Peter Grayson
Colin Golvan AM QC &  
	 Dr Deborah Golvan
Naomi Golvan & 
	 George Golvan QC

Robert & Jan Green
Dr Garry Joslin &  
	 Prof Dimity Reed AM

Sally MacIndoe
Jane Matthews
Message Consultants 		
Australia
Dr Richard Mills AM

Tim Orton & Barbara Dennis
James Ostroburski &  
	 Leo Ostroburski
Prof David Penington AC &  
	 Dr Sonay Hussein
Geoff & Jan Phillips
Shelley Rowlands
Christine Sather
Dr Cherilyn Tillman & Tam Vu
The Ullmer Family Foundation
Mary Vallentine AO

Janet Whiting AM & Phil Lukies

MUSIC CIRCLE —  
A VIBRANT AND DIVERSE 
MUSICAL PROGRAM
Donors who support the  
depth and vibrancy of the 
Centre’s musical program play  
a crucial role in ensuring that we 
can continue to present a rich 
diversity of the greatest 
musicians and ensembles from 
Australia and around the globe.

($30,000+)
Yvonne von Hartel AM,  
	 Robert Peck AM, Rachel 		
Peck & Marten Peck of  
	 peckvonhartel architects 
	 (Signature Events  
	 Benefactors)

($20,000+)
Melbourne Recital Centre  
Board of Directors
	 Peter & Cally Bartlett 
	 Stephen Carpenter &  
		  Leigh Ellwood
	 Joseph & Nicole Corponi 
	 The Hon Mary Delahunty
	 Paul Donnelly &

	 Brigitte Treutenaere
	 Assoc Prof Jody Evans
	 Margaret Farren-Price &  
		  Prof Ronald Farren-Price AM

	 Eda Ritchie AM

	 Audrey Zibelman

($10,000+)
Anonymous (1)
John & Lorraine Bates 
Paulette & Warwick Bisley  
	 (Great Performers  
	 Leadership Supporters)
Arnold & Mary Bram
Kathryn Fagg
John & Cathy Simpson
Maria Sola (Local Heroes  
	 & Great Performers  
	 Leadership Supporter)
($7500+)
Esther & Brian Benjamin  
	 �(Great Performers  

Leadership Supporters)
($4000+)
Danielle Davis & Joyce Marks
Robert & Jan Green
Jenny & Peter Hordern
Diana Lempriere
Message Consultants 		
	 Australia 
James Ostroburski &  
	 Leo Ostroburski
Geoff & Jan Phillips  
	 (Great Performers  
	 Leadership Supporters)
Margaret Taylor
Mary Vallentine AO 
Dr Victor Wayne &  
	 Dr Karen Wayne OAM

($2500+)
Anonymous (1)
Ballandry (Peter Griffin 
	 Family) Fund
Liz & Charles Baré
Alastair Campbell &  
	 Sue Campbell
Kathy & George Deutsch
Andrea Goldsmith
Ann Lahore
Shelley & Euan Murdoch
Dr Paul Nisselle AM

Greg Noonan
Sirius Foundation

($1000+)
Adrienne Basser
Jane Bate & Eryl Morgan
Helen Brack
Bill Burdett AM &  
	 Sandra Burdett
Maggie Cash
John Castles AM &  
	 Thelma Castles OAM

Julie Ann Cox AM & Laurie Cox AO

Mary Draper
Lord Francis Ebury & The 		
Late Lady Suzanne Ebury

Maggie Edmond
Susan Fallaw
The Leo & Mina Fink Fund
Angela Glover
Ann Gordon
Jan Grant
Nance Grant AM MBE & Ian Harris
Henkell Family Fund 
In memory of Beryl Hooley
Stuart Jennings
Dr Garry Joslin &  
	 Prof Dimity Reed AM

George & Grace Kass
Maria Mercurio
Baillieu Myer AC & Sarah Myer
Rupert Myer AO & Annabel Myer
Stephen Newton AO

Elizabeth O’Keeffe
Helen Perlen
Kerryn Pratchett
Sandra Robertson & Philip Cachia
Cathy & Peter Rogers
Peter Rose & Christopher Menz
In Memory of Pauline Speedy
Barbara & Duncan Sutherland
Pamela Swansson
Pearl Tang (including 		
  matching from 	 	
  Pricewaterhouse Coopers)
Dr Michael Troy

($500+)
Rhonda Allen
Jenny Anderson
Anonymous (1)
Peter J Armstrong
Alistaire Bowler
Min Li Chong
Jean Dunn
MinterEllison
Penelope Hughes
Angela & Richard Kirsner
Dr Anne Lierse
Jane Morris
Dr Robert Piaggio
Dr Diane Tibbits

ACCESS TO THRILLING 
MUSIC AND LEARNING 
OPPORTUNITIES FOR 
EVERYBODY
Supported by the Elisabeth 
Murdoch Creative Development 
Fund and the Mary Vallentine 
Limitless Stage Fund, donors  
to our learning and access 
programs help to share the 
music by bringing high-quality 
music and learning opportunities 
to people from all walks of life.

($40,000+)
Dr Geraldine Lazarus &  
	 Mr Greig Gailey 		
(Regional Touring and 		
Outreach Leadership 		
Supporters)
($30,000+)
Krystyna Campbell-Pretty

($20,000+)
Kim Williams AM  
	 (Mary Vallentine 		
Limitless Stage Fund)
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($10,000+)
Annamila Pty Ltd
Jennifer Brukner
John & Susan Davies
Linda Herd
Lady Marigold Southey AC

($4000+)
The Betty Amsden Foundation
Jack & Hedy Brent Foundation
The Hon Susan M Crennan AC QC 	
	 (Mary Vallentine  
	 Limitless Stage Fund)
Helen & Michael Gannon
Kathryn Greiner AO  
	 (Mary Vallentine 		
	 Limitless Stage Fund)
Silvia & Michael Kantor 
Martyn Myer AO & Louise Myer
Susan Thacore

($2500+)
Anne Burgi & Kerin Carr
Kaye & David Birks
John Calvert-Jones AM &  
	 Janet Calvert-Jones AO

($1000+)
Anonymous (1)
Keith & Debby Badger
John & Mary Barlow
Jane Bloomfield
Helen Brack
Bill Burdett AM & Sandra Burdett
Christine & Michael Clough
Paul Donnelly &  
	 Brigitte Treutenaere
Maria Hansen 
Jenny & Peter Hordern  
	 (Mary Vallentine 		
Limitless Stage Fund)
In memory of Beryl Hooley
John Howie AM & Dr Linsey Howie
Louise Kornman
Prof John Langford AM &  
	 The Late Christina McCallum
Cathy Lowy (Mary 		
Vallentine Limitless 		
Stage Fund)
Sally MacIndoe 
Maria McCarthy
Peter & Ruth McMullin
Ann Miller 
Dennis & Fairlie Nassau
Greg Shalit & Miriam Faine
The Ullmer Family Foundation 
(Mary Vallentine Limitless  
	 Stage Fund)
Mary Vallentine AO

Vivian Wei Wang
Mark & Jane Wilson
Elizabeth Xipell
Audrey Zibelman

NURTURING ARTISTIC 
DEVELOPMENT 
— FOSTERING A BRIGHT 
MUSICAL FUTURE
Supported by the Elisabeth 
Murdoch Creative Development 
Fund, donors who support our 
enriching artist development 
programs help to create a wide 
range of unique opportunities for 
local musicians, and help to 
ensure a vibrant musical future 
for Victoria and beyond.

Betty Amsden Kids and  
Family Program Benefactor
The Late Betty Amsden AO DSJ

($20,000+)
Margaret S Ross AM &  
	 Dr Ian C Ross (Artist  
	 Development Leadership  
	 Supporters)
($10,000+)
Peter Jopling AM QC  
	 (Artist Development  
	 Leadership Supporter)
Majlis Pty Ltd
Vivian Wei Wang
Angelina & Graeme Wise

($4000+)
Annamila Pty Ltd
Andrew & Theresa Dyer
Lyn Williams AM

($2500+)
Anonymous (1)

($1000+)
Anonymous (2)
Peter J Armstrong
In memory of Beryl Hooley
Martine Letts
Dr Richard Mills AM

($500+)
Australian Bach Society
Frederic & Karen Pomeranz

GIVING CIRCLES
Melbourne Recital Centre  
Giving Circles are passionate 
and like-minded groups of 
donors who come together to 
collectively celebrate their love of 
music by supporting special 
projects.

Ensemble 
Giovane — Leadership Donors 
in support of Master classes & 
young artist development
($10,000+)
Jim Cousins AO & Libby Cousins 
YMF Australia

($7500+)
George & Laila Embelton

($5000+)
Jo Fisher Lyndsey &  
	 Peter Hawkins
Igor Zambelli & Jenny Zambelli

($3000+)
Anonymous (1)
Christine Sather 
Dr Cherilyn Tillman & Tam Vu

($1000+)
Peter J Armstrong
Bailey-Lord Family
Mary Beth Bauer
Fiona Bennett
Zoe Brinsden
Kathryn Fagg
Dr Jane Gilmour OAM &  
	 Terry Brain
Prof Andrea Hull AO

Liane Kemp
Simon Le Plastrier 
Norene Leslie McCormac
Rosemary O’Connor
Laura Thomas

($500+)
Dianne Jacobs

Legal Friends of  
Melbourne Recital Centre
Legal Friends Inaugural 
Patrons
The Hon Justice Michelle  
	 Gordon AC & The Hon  
	 Kenneth M Hayne AC QC

($10,000+)
The Hon Justice Michelle  
	 Gordon AC & The Hon  
	 Kenneth M Hayne AC QC

($4000+)
Anonymous (1)
Naomi Golvan &  
	 George Golvan QC

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

($2500+)
Anonymous (2)
Colin Golvan AM QC &  
	 Dr Deborah Golvan
Ralph & Ruth Renard
Peter J Stirling & Kimberley Kane

($1000+)
Anonymous (3)
Marcia & John K Arthur
James Barber
Peter Bartlett
Annette Blonski &  
	 Martin Bartfeld QC 
David Byrne
The Hon Alex Chernov AC QC 		
  & Elizabeth Chernov
Christine Clough
The Hon Julie Dodds-Streeton
Timothy Goodwin
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

Banjo McLachlan & Paul Mahony
Elizabeth O’Keeffe
Meredith Schilling
Michael Shand QC

Tom Smyth

($500+)
Elizabeth Boros
Leslie G Clements
The Hon Hartley Hansen QC &    
  Rosalind Hansen
The Hon David L Harper AM

Medical Friends of  
Melbourne Recital Centre
($2000+)
Dr Charlotte Slade &  
	 Assoc Prof Sebastian King

($1000+)
Mr Phillip Antippa &  
	 Dr Tracey Huntley
Michael Bennett & Kate Stockwin
Prof Rod Hunt & Michael Sharpe
Dr Jean McMullin &  
	 Dr Catherine Brennan
Dr John F Mills

Seat Dedications
Annamila Pty Ltd 
Lowina Blackman
John Calvert-Jones AM & 		
  Janet Calvert-Jones AO

The Hon Mary Delahunty
Ronald Farren-Price AM & 		
  Margaret Farren-Price
Kristin Gill & family
Colin & Deborah Golvan 
Nance Grant AM MBE

Catherine Heggen
Hans & Petra Henkell
Kathy Horadam
Anne Kantor AO & The Late 
	 Dr Milan Kantor OAM

Alex King & Sebastian King 
Cathy Lowy
Katherine Rechtman
Ralph & Ruth Renard
Kiera Stevens
Peter J. Stirling
Ian Suren
Jenny Tatchell
Friends of David Tong
Mary Vallentine AO

Mary Waldron
Vivian Wei Wang

Encore Bequest Program — 
A Lasting Legacy
Anonymous (3)
The Late Betty Amsden AO DSJ

Jenny Anderson
Barbara Blackman
Jennifer Brukner
Ken Bullen
Jim Cousins AO & Libby Cousins
Dr Garry Joslin
Jane Kunstler
Janette McLellan
Elizabeth O’Keeffe
Prof Dimity Reed AM

Sandy Shaw
The Estate of Beverley 	 	
Shelton & Martin Schönthal
Mary Vallentine AO

List of patrons  
as at 14 May 2019
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—Thank you

Founding Benefactors

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

Learning Partner

Founding Patron

The Late Dame Elisabeth Murdoch AC DBE

Program Partners

Foundations

Principal Government Partner

Board Members

Stephen Carpenter, Acting Chair 
Peter Bartlett 
Joseph Corponi

The Hon Mary Delahunty	  
Paul Donnelly 
Assoc Prof Jody Evans 

Margaret Farren-Price 
Eda Ritchie AM 
Audrey Zibelman

Supporting Partners

GREAT PERFORMERS 
LEADERSHIP CIRCLE

Business Partner

Life Members
Lin Bender AM 

Deborah Cheetham AO 

Jim Cousins ao 

Kathryn Fagg 

Margaret Farren-Price  

  & Ronald Farren-Price AM 

Richard Gubbins 
Penny Hutchinson 
Julie Kantor 
Jordi Savall 
Mary Vallentine AO

THE SENTINEL 
FOUNDATION

THE VIZARD 
FOUNDATION

THE HUGH 
WILLIAMSON 
FOUNDATION

THE MARIAN &  
E.H. FLACK TRUST

THE ARANDAY 
FOUNDATION

THE JACK & HEDY 
BRENT FOUNDATION

THE PEGGY & LESLIE 
CRANBOURNE 
FOUNDATION



Principal Government Partner

Bach &  
   The Romantics

‘�The pianism  
is exceptional.’  

 LIMELIGHT MAGAZINE

Pianist Jayson Gillham’s 
relentless elegance and 
exhilarating musicianship  
are a brilliant match for 
a wonderful program of 
Schumann and Schubert,  
Bach & Bach transcriptions.

Mon 17 June 6.30pm 
Elisabeth Murdoch Hall 
Tickets $50 ($40 conc)

For more information and to book 
melbournerecital.com.au | 9699 3333
* Transaction & delivery fees may apply
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Cnr Southbank Blvd &  
Sturt St, Southbank, Victoria
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PEFC Certified 
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