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RICHARD GILL AO
ARTISTIC DIRECTOR & PRINCIPAL CONDUCTOR

FIONA CAMPBELL
MEZZO SOPRANO

Gioachino Rossini (1792-1868)
The Barber of  Seville (1816)

Overture

Una voce poco fa; Io sono docile

The Italian Girl in Algiers (1813)

Overture

Cruda sorte! Amor tiranno!

Cinderella (1816)

Nacqui all’affanno; Non piu mesta

INTERVAL

Franz Schubert (1797-1828)
Overture in C minor D.8 for Strings (1811)

Symphony No.8 in B minor D.759 ‘Unfinished’ (1822)
- Allegro moderato
- Andante con moto

This concert will last approximately one hour and forty five minutes, 
including a twenty minute interval.

UNFINISHED ROMANCE 
ROSSINI & SCHUBERT
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PROGRAM NOTES
 

Tonight’s program explores the 
work of  two composers who shaped 

the evolution of  Romanticism in 

Europe. Both became icons of  

the 19th century, but each led very 
different lives. Gioachino Rossini 

became a household name; his works 

were celebrated and his approach 

defined the operatic experience of  
his whole generation. On the other 

hand, Franz Schubert was shy and 
retiring, though subject to sudden 
outbursts, and during his lifetime 
was prized as a composer primarily 
by his small group of  friends.

Rossini and Schubert are, however, 
united by a deep affinity with  

the voice. Rossini showed such promise as a young singer that only the 

fierce defiance of  his mother saved him from a destiny as a castrato singer. 
Later, he worked closely with singers while producing his operas, and 
left clues as to his ideals and expectations where singing was concerned. 

Schubert attended Vienna’s respected Stadtkonvikt (seminary school) on a 

vocal scholarship, where he was tutored in composition by Antonio Salieri, 
and experienced the music of  Mozart, and Joseph and Michael Haydn. 
Even in the midst of  such inspiring orchestral and chamber music, most 
of  his compositional efforts went into song: he composed hundreds of  

extraordinary Lieder in these years – celebrated as gems of  the genre – and 

throughout his life his instrumental compositions were also characterised by 

the lyrical melodies and dramatic moods associated with vocal composition.

Gioachino Rossini as a young man
Anonymous oil painting (first half 19th century)
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GIOACHINO ROSSINI (1792-1868)
IL BARBIERE DI SIVIGLIA (THE BARBER OF SEVILLE)

Rossini was anticipating 

trouble when he wrote a public 

advertisement simultaneously 

announcing his new opera 

(based on Beaumarchais’ 
timeless play of  the same name) 

and apologising in advance to 

Giovanni Paisiello, whose own  
Il barbiere di Siviglia had enjoyed 
pre-eminence for the past 35 

years. Rossini stated that he 

would never have presumed to 

compose such a work if  it were 

not necessary to reflect the changes 
in taste and audience expectations. 

It was, of  course, Rossini himself  who had shaped this modern taste, rendering 
Paisiello old-fashioned and his works practically obsolete.

In spite of  his words, Rossini’s Barbiere raised the ire of  Paisiello loyalists,  
and the first performance was marred by audience disruption, culminating  
in their storming the stage. The restless murmuring of  the audience had  

already obscured the overture and first act, and the performance seemed 
hopeless until the appearance of  Madame Giorgi-Righetti in the role of  Rosina.  

The popularity of  her strikingly beautiful voice was sufficient to bring the 
audience to silence as they listened raptly to the very aria you will hear tonight: 

Una voce poco fa. The rest, as they say, is history: Rossini’s Barbiere has become a 

favourite of  the operatic repertoire, and Paisiello is (sadly) rarely performed.

Following the lively Overture (recycled by Rossini from at least two earlier 
operas, but finding its final resting place in Barbiere), Rosina sings of  her 
happiness in having fallen in love with Lindoro – who is actually the young  

(and rich) Count Almaviva in disguise. It sets the scene for the drama which is 

to follow, as Almaviva attempts to outwit Doctor Bartolo for Rosina’s hand, 
aided by the crafty Figaro.

Teatro alla Scala, Piazza della Scala, Milan
Anonymous oil painting (19th century)
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UNA VOCE POCO FA 

Una voce poco fa
qui nel cor mi risuonò;
il mio cor ferito è già,
e Lindor fu che il piagò.

Sì, Lindoro mio sarà;
lo giurai, la vincerò. (bis)

Il tutor ricuserà,
io l’ingegno aguzzerò.
Alla fin s’accheterà
e contenta io resterò.

Sì, Lindoro mio sarà;
lo giurai, la vincerò.
Sì, Lindoro mio sarà;
lo giurai, sì.

~ ~ ~

Io sono docile, son rispettosa,
sono obbediente, dolce, amorosa;
mi lascio reggere, mi lascio reggere,
mi fo guidar, mi fo guidar.

Ma,
ma se mi toccano
dov’è il mio debole
sarò una vipera, sarò
e cento trappole
prima di cedere
farò giocar, giocar.

E cento trappole
prima di cedere
farò giocar, farò giocar.

 
 

A voice a while back

echoes here in my heart;

already my heart has been pierced

and Lindoro inflicted the wound.

Yes, Lindoro shall be mine;
I swear it, I will win. (bis)

My guardian will refuse me;

I shall sharpen all my wits.

In the end he will be calmed

and I shall rest content...

Yes, Lindoro shall be mine;
I swear it, I will win.
Yes, Lindoro shall be mine;
I swear it, yes.

~ ~ ~

I am docile, I’m respectful,
I’m obedient, gentle, loving;
I let myself  be ruled, I let myself  be ruled,
I let myself  be guided, I let myself  be 
guided.

But,
but if  they touch me

on my weak spot,
I’ll be a viper
and a hundred tricks

I’ll play before I yield.

And a hundred tricks

I’ll play before I yield.
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L’ITALIANA IN ALGERI (THE ITALIAN GIRL IN ALGIERS)

Exploring the attractions and folly of  exotic love, L’italiana in Algeri marks 

the beginning of  Rossini’s international fame. It was completed in only a few 
weeks, a compositional speed typical for Rossini, whose works appear in neatly 
completed manuscript almost completely devoid of  corrections. Compositional 

sketches are also absent, leading many to believe that – as in Mozart’s case – 
much of  Rossini’s composition occurred in his head, and was set to paper in 
completed form. This conjecture is supported by the extreme time constraints 
experienced by all composers of  opera active in Italy at this time. The demand 

for new works was constant and shifted from city to city during the performance 

seasons, creating an itinerant breed of  composers, singers, and orchestral 
musicians. There was simply no time to sketch ideas or write rough drafts. 

Cruda sorte! expresses Isabella’s anguish at being trapped by pirates during her 
journey to meet her love, Lindoro. She passes from fear and anger to courage and 
finally to the conclusion that the pirates are only men; therefore no match for her!

CRUDA SORTE! 

Cruda sorte! Amor tiranno!
Questo æ il premio di mia fé:
Non v’è orror, terror, né affanno
Pari a quel ch’io provo in me.
Per te solo, o mio Lindoro,
Io mi trovo in tal periglio.
Da chi spero, oh Dio, consiglio?

Chi confort mi dara?
Qua ci vuol disinvoltura.
Non più smanie, né paura;
Di coraggio è tempo adesso,
Or chi sono si vedrà.
Già so per pratica
Qual sia l’effetto
D’un sguardo languido,
D’un sospiretto...
So a domar gli uomini
Come si fa.

Cruel fate! Tyrannical Cupid!
Is this the reward for my constancy?

No horror, terror or anguish exists
compared to that which I now suffer.

For you alone, my Lindoro,
I find myself  in such peril.
From whom, oh God,  
can I hope for counsel?

Who will give me comfort?

Keeping cool is what’s wanted here,
no more rages or terror:

now is the time for courage;

now they’ll see who I am.
From experience I already
know the effect

of  a languishing look,
of  a slight sigh...

I know what to do

to tame men.
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Sien dolci o ruvidi
Sien flemma o foco,
Son tutti simili
A presso a poco...
Tutti la chiedono,
Tutti la bramano
Da vada femmina
Felicità.

Be they gentle or rough,
cool or ardent,
they’re all alike.
more or less...

They all seek,
they all long for,
from a pretty woman.

happiness

LA CENERENTOLA (CINDERELLA)

La Cenerentola is another example of  a work composed in a remarkably short 

length of  time. Rossini was commissioned to write it in December 1816 and 

it was performed on January 25th 1817; and this even included a period of  
uncertainty concerning the libretto! Cinderella sings the aria Non più mesta to 

express how love has softened her desire for vengeance against her relatives, 
asking her princely husband Ramiro to pardon them. The aria is one of  

forgiveness, and a farewell to singing sad songs in the cinders.

NON PIÙ MESTA

Nacqui all’affanno e al pianto,
Soffri tacendo il core;
Ma per soave incanto
Dell’età mia nel fiore,
Come un baleno rapido
La sorte mia cangiò.
No, no, no, no, tergete il ciglio:
Perchè tremar, perché?
A questo sen volate,
Figlia, sorella, amica
Tutto trovate in me. 
Non più mesta accanto al fuoco
Starò sola a gorgheggiar, no!
Ah fu un lampo, un sogno, un gioco 
Il mio lungo palpitar.

I was born into worry and weeping,
To suffer with a silent heart;

But by a sweet spell

In the prime of  age,
Like in a lightning flash,
My destiny was changed.

No, no, no, no, dry your tears:
Why do you tremble, why?
Fly to this bosom,
Daughter, sister, friend –
All are to be found in me.  

No longer sad by the fire
Will I stay warbling, no!
It was a flash, a dream, a game,
My life’s throb.
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FRANZ SCHUBERT (1797-1828)

SUCH IS THE SPELL OF YOUR EMOTIONAL WORLD THAT 
IT VERY NEARLY BLINDS US TO THE GREATNESS OF YOUR 
CRAFTSMANSHIP. (LISZT ABOUT SCHUBERT)

Schubert’s first biography was written 
40 years after his death, inspired by a 
blossoming (if  belated) recognition 

of  his genius. These 40 years had seen 

‘discoveries’ of  some of  his greatest 
works, including Schumann’s unearthing 
of  the ‘Great’ C major Symphony in 1839, 
and the appearance of  the C major String 
Quartet in 1850. In 1865, the ‘Unfinished’ 
Symphony in B minor was also revealed 

when Anselm Hüttenbrenner – a close 
friend of  Schubert’s who had held the 
manuscript under lock and key since its 

composition – was finally convinced 
to release it. These works cemented 

Schubert’s status in history as a composer 
not only of  superlative Lieder, but also  
of  large-scale orchestral works.

OVERTURE IN C MINOR D.8 FOR STRINGS

By 1811, when this early work was composed, the young Schubert was a 
student at the Viennese seminary school. His strong musical abilities were 
already apparent, although noted only in passing by his teachers. He was 
writing music prolifically – hundreds of  songs, including masterpieces such 
as Erlkönig and Gretchen am Spinnrade, chamber works, and his first symphony. 
Schubert’s musical skills were undeniable; however, his shy, modest nature 
expressed itself  in a lack of  career acumen. Luckily his circle of  friends – 

already beginning to form into the extraordinary support network he would 

enjoy for most of  his short life – were active on his behalf  in organising 
concerts, copying his songs, and approaching publishers.

Franz Schubert as a young man
Oil on canvas by Josef Abel (c.1814)
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The Overture in C minor was composed for string quintet (two violins, two 
violas and violoncello). The manuscript shows many revisions, including an 
alternate version for string quartet. It was probably intended for performance 

within the family home, where Schubert often played in various ensembles 
comprised of  a quartet formed with his father and two brothers, augmented by 
visiting friends and neighbours. Schubert’s approach to the art of  composition is 
apparent in the Overture’s origins – he reused the piano introduction to his song 
Hagar’s Klage for the opening, and modelled the work on an orchestral piece by 
Cherubini. This relationship with an orchestral work reflects a tradition during 
the 19th century of  performing chamber pieces as orchestral works, and vice 
versa, and the conception of  such pieces for both large and small ensembles.

SYMPHONY NO.8 IN B MINOR D.759 ‘UNFINISHED’ 

There is ongoing speculation as to why the B minor symphony remained 

unfinished. Sketches and a score survive, with the first two movements 
completed and a third movement (a scherzo and trio) begun and abandoned. 
Perhaps Schubert intended to complete the work, perhaps he ceased 
composition because he had second thoughts about it, or perhaps he considered 
the symphony complete with only two movements. Considering the existence 

of  the incomplete third movement and the lack of  a return to the home key 

of  B minor in the second movement, it seems unlikely that he regarded the 
symphony as finished. What is certain is that after April 1823 he sent the  
two completed movements via the Hüttenbrenner brothers to the Musikverein 
of  Styria. The Musikverein often performed incomplete works – only  

works by Beethoven were sometimes performed in their entirety – and  

Schubert may have intended to furnish the final movements at a later date.  
However, the manuscript never arrived at the Musikverein. Perhaps Schubert 
asked the brothers to withhold the score, for reasons unknown, or the brothers 
may have had their own motivations. The potential social stigma accompanying 

Schubert’s diagnosis of  syphilis may also have contributed to the situation.
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Schubert contracted syphilis at the end of  

1822 – a death sentence with the terrifying 
possibility of  lunacy. It was a dark turning 

point, leading to isolation and bouts 
of  depression and illness. The B minor 

symphony predates the diagnosis by only 

a few months, and its agitated, searching 
opening – different in quality to any of  

Schubert’s earlier symphonies – has been 
associated both with his musical maturity 

and his impending doom. The plaintive first 
melody is voiced by oboe and clarinet, and 
leads to a masterful modulation to the lyrical 

G major second subject via a single note in 
the horns and bassoon. A violent outburst 

abruptly interrupts the second melody, 
fragmenting it before rebuilding into a 

final statement of  the theme. A similar 
outburst occurs in the middle of  the second subject of  the Adagio movement, 
sometimes presented as an expression of  Schubert’s character, described by one 
of  his friends as “a mixture of  tenderness and coarseness, sensuality and candour, 
sociability and melancholy”. Parallels have also been drawn between the structure 

of  some large-scale works, including the Adagio of  the B minor symphony, and a 
five-part story written by Schubert in July 1822. The story begins with a depiction 
of  family bliss, followed by the pain of  banishment and then reunion, conflict 
and renewed exile, and finally a dreamlike reconciliation. Such conjectures are 
imaginative and stimulating; however, they also reveal the paucity of  our actual 
knowledge of  Schubert, and our collective desire to draw biographical insight 
from the only real evidence this elusive composer left us: his music.

We hope that tonight’s concert fulfils your desire for fresh and fascinating 
interpretations of  Romantic music. It is a tragedy that Schubert did not complete 

his ‘unfinished’ symphony! In partial recompense, we invite you to continue 
this Unfinished Romance with us in our next concert: REVOLUTIONARY 
ROMANCE with the ARCO Chamber Soloists. In these performances 

(September 16th-24th), we present the music of  Spohr and Mozart, featuring 
Nicole van Bruggen on basset clarinet. 

Please see our website for further information: 

www.arco.org.au/revolutionary-romance

Symphony No.8 in B minor D.759,  
third movement
Facsimile from J. R. von Herbeck’s 
Biography (1885)



10

ROMANTIC STYLE AND  
AUSTRALIAN ROMANTIC & 
CLASSICAL ORCHESTRA;  
THE MODERN ORCHESTRA
 

In an insightful blog-review of  an Australian Romantic & Classical Orchestra 

concert earlier this year, Harriet Cunningham explored the motives and 
effects of  engaging with Romantic music through period instruments and an 

understanding of  relevant styles and conventions. She compared this approach 

with understanding music through analysis of  musical scores, concluding that 
an historically-informed approach to performance treats Romantic works not as 

“timeless works of  art, but as living history”.

These words reveal a widely held assumption: that interpretation which follows 

the score as exactly as possible will reveal the true, unchanging essence of  a 
work. However, every period of  time has its own tastes and idiosyncrasies, 
invisible to its proponents in much the same way that a regional accent is 

inaudible to its native speakers. 20th century performances of  Classical and 
Romantic music were often characterised by elements such as the semi-constant 

use of  vibrato, adherence to very long musical phrases, strictly stable tempi, and 
a tendency to favour loyalty to a score over improvisation. That is not to say 

that interpretations from this time lack expression, authenticity or value – but 
their features belong to a more recent musical tradition. On the other hand, the 
Australian Romantic & Classical Orchestra is not just attempting to return to an 
earlier era. Rather, we are exploring these works from a 21st-century viewpoint, 
using all of  the historical resources available to us, and serving our audiences 
through our mutual natural curiosity and thirst for new perspectives. Together 

we are forming a new “regional accent”,  one that will take time to become 
fluent and reveal all of  its potential. We invite you to continue with us on this 
exciting and surprising musical journey, and please to share your thoughts with 
us on the Australian Romantic & Classical Orchestra Facebook page.

MEGAN LANG
EDUCATION MANAGER
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RICHARD GILL AO
ARTISTIC DIRECTOR & PRINCIPAL CONDUCTOR

Richard Gill AO is one of  Australia’s best-
known and best-loved musical figures. His 
career has taken him from teaching music in 

Sydney’s western suburbs to Music Director of  
the Victorian Opera, Artistic Director of  the 
Sydney Symphony Education Program, and 
along the way an involvement with almost every 

major opera company and orchestra in Australia. 

He is one of  this country’s pre-eminent 
conductors and a passionate advocate of  music 

education. He specialises in opera, music theatre 
and vocal and choral training and his work 

in developing young musicians and creating 

opportunities for them is recognised world-wide.

What truly distinguishes Richard is his passion and enthusiasm for spreading 

not just the joy of  music, but its myriad benefits. He is Australia’s greatest 
musical educator, and many say one of  the best in the world. His life’s work - 
alongside his other roles - has been advocating music in our education system, 
and furthering the development of  those who’ve gone on to choose music as a 
vocation. He brings music to life, and his knowledge and deep enjoyment of  his 
subject is as inspiring and enlightening to a class of  primary school students as it 
is to the cast of  a major opera.

The majority of  Australia’s young contemporary professional musicians count 
Richard as a powerful influence on their musical development. He has been 
awarded two Honorary Doctorates and an AO for distinguished service to the 
performing arts as a conductor, artistic director and advisor, to the development 
of  music education, and as a mentor of  young musicians.

photo: Nick Gilbert
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FIONA CAMPBELL
MEZZO SOPRANO

Proclaimed “Outstanding” and “Best Mezzo 
in Australia” by The Australian, this “Diva 
Extraordinaire” and multi award-winning 

performer Fiona Campbell is one of  
Australia’s most versatile and beloved singers. 
A mother, Producer and ABC Presenter, 
accomplished international performer, recitalist 
and recording artist; Fiona has consistently 
entranced audiences and received wide critical 

acclaim for her powerful performances and 

exquisite musicianship.

Fiona sings regularly as a principal artist with 
all of  the major ensembles and orchestras in 
Australia including ACO, ABO, SSO, MSO, 

TSO, WASO, Australia Ensemble, ASQ, and with Opera Australia, Opera 
Queensland, WA Opera and Pinchgut Opera. Her international collaborators 
have included the Brodsky Quartet, Tokyo Philharmonic, Soloists of  Royal 
Opera House Orchestra, Manchester Camerata, Prague Chamber Orchestra, 
Hong Kong Philharmonic, Euro-Asian Philharmonic, Glyndebourne Festival 
Opera, Grange Park Opera and Opera North.

Critical acclaim has been received for her portrayals of  favourite operatic roles, 
such as Angelina Cenerentola, Olga Eugene Onegin, Hansel Hansel and Gretel, 
Dorabella Cosi fan Tutte, Siebel Faust, Rosina Il barbiere di Siviglia, Venus 
Tannhäuser, Ruggiero Alcina, Idamante Idomeneo, Vagaus Juditha Triumphans, 
Erisbe L’Ormindo, Suzuki Madama Butterfly; she was nominated for a 

Helpmann Award for her portrayal of  Cherubino in Le nozze di Figaro.

Fiona is a fierce advocate for the arts and is gaining national prominence through 
her involvement in music education, artistic direction and her media presence.

www.fionacampbell.com.au

photo: Steven Godbee
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JAKOB LEHMANN
GUEST CONCERTMASTER

Jakob was born in Berlin and started to play 
the violin at the age of  seven. He studied at 
Berlin’s Universität der Künste with Prof. 
Michael Erxleben. As an avid and sought-

after chamber musician and concertmaster, 
Jakob has performed all over Germany and 
followed invitations to many places in Europe, 
Asia, the USA and Australia, and has recorded 
for numerous national and international 

broadcasting companies. One of  Jakob’s chief  
interests is period performance, mostly of  the 
19th and early 20th centuries, and its influence 
on both specialists and so-called modern players. 

Since 2015 he has been concertmaster of  Anima 
Eterna Brugge and has led the group to great 

acclaim all over Europe. In addition, he works as one of  Jos van Immerseel’s 
assistants and recently directed the group as the first guest conductor in the history 
of  the orchestra. Increasingly active as a conductor, in 2015 Jakob founded Eroica 
Berlin,  a chamber orchestra consisting of  young musicians from Berlin which aims 
to find solutions for the problem of  aging audiences for classical music. 

Jakob performed the virtuosic Beethoven Septet with the ARCO Chamber 
Soloists in 2015 and returned to Australia as Assistant Conductor of  Anima 
Eterna Brugge for the Beethoven Marathon at the Sydney Festival in 2016.

In the season 2016/17 Jakob is leading and directing two projects with Sweden’s 
Camerata Nordica, returning to Australia as guest concertmaster for these concerts, 
featuring in numerous performances of  Anima Eterna Brugge - amongst them 

his appearance as guest conductor in a series of  concerts and a CD recording with 

violinist Chouchane Siranossian for Alpha/Outhere - and expanding the projects 
of  Eroica Berlin with works by Haydn, Schubert, Berlioz and Sibelius.

www.jakob-lehmann.com

photo: Patrick Vogel
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MEET THE ORCHESTRA
ARTISTIC DIRECTOR &
PRINCIPAL CONDUCTOR
RICHARD GILL AO

MEZZO SOPRANO
FIONA CAMPBELL

FIRST VIOLIN

Jakob Lehmann # (Berlin)
violin: anonymous, Mittenwald, c.1800
bow: Ina Keller, Hamburg, 2008

Rachael Beesley ^ (Melbourne)
violin: Count Rodolfo Fredi, Rome, 1915
bow: John Dodd, London, c.1780

Anna McMichael (Sydney)
violin: Camilli Cammilus, Mantua, Italy, 1742
bow: Basil de Visser, Amsterdam

Joseph Tan (Amsterdam)
violin: Antonio Lechi, Cremona, 1923
bow: John Dodd, London, c.1800

Veronique Serret (Sydney)
violin: Leandro Bisiach, Milan, 1900
bow: Victor Fetique, Mirecourt, France

Claire Sterling (London)
violin: David Bagué i Soler, Barcelona, 2008, 
after Stradivarius

bow: Andreas Grutter, Amsterdam, 2012, 
after Leonard Tourte

Simone Slattery (Adelaide)
violin:  Claude Pierray, Paris, 1726
bow: Pieter Affourtit, Hoorn, Holland, 2014

SECOND VIOLIN

Robin Wilson * (Melbourne)
violin: Gagliano Family, Naples, Italy, 1784
bow: James Tubbs, London, 19th century

Holly Piccoli (San Francisco)
violin: Jay Haide, El Cerrito, CA, USA, 2012, 
after Tommaso Balestrieri (1713-1796)

bow: Chris English

Lucas O’Brien (Perth)
violin: Jay Haide, Shanghai, 2009
bow: Kees van Hemert, The Hague

Elizabeth Welsh (Melbourne)
violin: Florentine maker, Italy, c.1770
bow: Solange Chivas, Bedouin, France, 
2013, after Father Tourte model

Matthew Greco (Sydney)
violin: David Christian Hopf,  
Quittenbach, Germany, 1760
bow: Pieter Affourtit, Hoorn, Holland, 2015

Julia Russoniello (Sydney)
violin: Peter Wamsley, London, 18th century
bow: Albert Nürnberger, Markneukirchen, 
early 20th century

Jen Kirsner (Melbourne)
violin: Annette Voll, The Hague, 2002,  
after Stradivarius

bow: John Dodd, London, c.1780
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VIOLA

Simon Oswell * 1 (Melbourne)
viola:  J. Guadagnini, Piacenza, Italy, 1791
bow: L. S. Pajeot (11), Paris, 1830

Galina Zinchenko (Paris)
viola: Johannes Cuypers, The Hague, 1766
bow: Luis Emilio Rodriguez Carrington,  
The Hague, 1995 

Wen Chuan Lin (Auckland)
viola: English/Italian maker, 18th century
bow: Pieter Affourtit, Hoorn, Holland

James Eccles (Sydney)
viola: Tyrolean maker, Austria, c.1730
bow: Luis Emilio Rodriguez Carrington,  
The Hague, 2011 

VIOLONCELLO

Daniel Yeadon * (Sydney)
cello: William Forster II, London, 1781
bow: Evan Orman, Denver, 2006

Natasha Kraemer (Yarra Valley)
cello: John Barratt, London, 1743
bow: Roger Doe, Cranbrook, Kent

James Bush (Auckland)
cello: Auguste Bernadel, Paris, 1842
bow: J. S. Finkel

Anita Gluyas (Sydney)
cello: Guersan, Paris, 1795
bow: Michael Maurushat, Sydney

DOUBLE BASS

Kirsty McCahon * (Sydney)
bass: Giuseppe Abbati, Modena, Italy, c.1750
bow: Luis Emilio Rodriguez Carrington,  
The Hague, 2016

Chloë Smith (Melbourne)
bass: unknown, France, c.1924
bow: unknown

Miranda Hill (Melbourne)
bass: unknown

bow: Carle Linne, Bremen, 2016

FLUTE

Georgia Browne * (Edinburgh)
Martin Wenner, Singen, Germany, 2007,  
after August Grenser, Dresden, c.1790

Megan Lang (Sydney)
flute: Martin Wenner, 2009,  
after August Grenser, Dresden, c.1790
piccolo: Martin Wenner, 2006

OBOE

Eduard Wesly * (Frankfurt)
Löhner, Nürnberg, c.1795

Georg Siebert (Karlsruhe)
Toshi Hasegawa, Utrecht, 2000,  
after Heinrich Grenser, Dresden, c.1806
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CLARINET

Nicole van Bruggen * (Noosa)
A: Rudolf  Tutz, Innsbruck Austria, 1992,  
after Heinrich Grenser, Dresden, c.1830
C: Agnes Gueroult, Paris, 2005

Ashley Sutherland (Melbourne)
A and C: Joel Robinson, New York,  
after Heinrich Grenser, Dresden, c.1800

BASSOON

Jane Gower * (Copenhagen)
David Mings, 1980, after Bühner & Keller, 
Strasbourg, c.1810

Kamila Marcinkowska (Belize)
Pau Orriols, Vilanova, Spain, 2015,  
after Gottlieb Wietfeld, d.1730

HORN

Darryl Poulsen * (Perth)
Daniel Kunst, Bremen, 2016, after Raoux, 
Paris, c.1830

Dorée Dixon (Perth)
Richard Seraphinoff, Bloomington, USA, 
2009, after Antoine Halari, Paris, c.1810

TRUMPET

Leanne Sullivan * (Sydney)
Egger, Basel, 2001, after Johann Leonhard 
Ehe (1664-1724), Nürnberg

Alex Bieri (Sydney)
Egger, Basel, 1975, after Ehe, Nürnberg

TROMBONE

Ros Jorgensen * (Sydney)
alto: Ewald Meinl, Geretsried, Germany, 2011

Nigel Crocker * (Sydney)
tenor: Ewald Meinl, Geretsried, Germany, 
2011

Brett Page * 2 (Sydney)
bass: Ewald Meinl, Geretsried, Germany, 2011

TIMPANI/PERCUSSION

Brian Nixon * (Sydney)
3 Lefima Baroque styled belt driven timpani, 
Germany, 2001

Jess Ciampa (Sydney)
Calf  headed gran cassa, England, c.1960

# guest concertmaster
^ concertmaster
* denotes principal
1 appears by arrangement with Melbourne Conservatorium of Music
2 appears by arrangement with Australian Opera and Ballet Orchestra

Pitch A=430Hz
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AUSTRALIAN ROMANTIC & 
CLASSICAL ORCHESTRA
INSPIRE  ❖  EDUCATE  ❖  ENLIGHTEN

Under the artistic direction of  renowned musician and educator Richard Gill AO, 
the Australian Romantic & Classical Orchestra (formerly orchestra seventeen88) 

is a world-class orchestra of  leading Australian musicians who are dedicated 

to the performance of  Classical and Romantic orchestral and chamber music 

repertoire in historically informed style on period instruments. 

Established in 2013 by Richard Gill AO, Rachael Beesley, Nicole van Bruggen 
and Benjamin Bayl, the Australian Romantic & Classical Orchestra has already 
become a dynamic influence on the Australian music scene. The orchestra 
provides opportunities for engagement and education with wide audiences 

through live performance, collaborations with Australian ensembles and 
conductors, radio broadcasts and specialist music education programs. Inviting 
leading Australian exponents of  this repertoire, many of  whom are based in 
Europe, brings new insight and discovery to the performances and creates the 
highest level of  performance on Australian stages.

“Australia’s brightest and shiniest new orchestra... with its mellifluous woodwind, punchy brass 
and beautifully tuned strings... Australian Romantic & Classical Orchestra captured that 
‘doing something differently’ spirit perfectly in what was a genuinely exciting evening. It’s to be 
hoped that this exciting young orchestra will continue to carry through their own revolution in 
the years to come. Bravo!... this is an important addition to Australia’s musical landscape.”  
Limelight Magazine

The combination of ongoing support from private donations, and philanthropic and 
government funding, has created a sustainable basis for the Australian Romantic  
& Classical Orchestra to invest in presenting unique performance opportunities and 

education projects, fulfilling its potential as an internationally renowned Australian 
orchestra. To allow us to continue to share historically informed performance with 

the community we encourage you to support the Australian Romantic & Classical 

Orchestra – visit www.arco.org.au to find out how. 
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MANAGEMENT
BOARD
Professor Richard Kefford AM Chairman

Richard Gill AO, Jason Bowran, Philip Jameson,  
James McNamara and Liz Nield

ARTISTIC
Richard Gill AO Artistic Director & Principal Conductor

Benjamin Bayl Principal Guest Conductor

Rachael Beesley and Nicole van Bruggen Artistic Team

OPERATIONS
Nicole van Bruggen General Manager

Kylie McRae Company Manager

Megan Lang Education Manager

Dylan McDonald Production Manager

PARTNERS

GOVERNMENT PARTNERS        MEDIA PARTNERS

PRODUCTION PARTNERS



19

DONOR 
ACKNOWLEDGEMENTS
THE AUSTRALIAN ROMANTIC & CLASSICAL ORCHESTRA IS EXTREMELY 
GRATEFUL TO THE GENEROUS INDIVIDUALS, FAMILIES AND 
FOUNDATIONS WHO MAKE SIGNIFICANT CONTRIBUTIONS TO  
THE ORCHESTRA’S PERFORMANCE AND EDUCATION ACTIVITIES.

$5,000 - $9,999
Penny Ferguson
Hugh & Sheila Mackay AO
James McNamara

$1,000 - $4,999
Vivian Bayl

John & Anna Bell
Grahame &  

Beth Bunyan

Prof  Colin Chesterman &  

Prof  Judith WhitworthAlastair & 
Elizabeth Corbett
Dominic David

Suellen Enestrom

Gow Gates Insurance

Wen Chuan Lin

Laurence Miro &  

Patricia Abrahams

Angus Richards

Felicite Ross
Geoff  & Karen Wilson

Dave & Jan Wood

$500 - $1,000
Ian Batey

Jenny Bott
Chris Burrows &  

Lee Harris
Professor Michael Chesterman

Alan Philip de Boos-Smith

Ailsa Eckel

John & Sari Gordon
Howard Gurney 
Virginia Henderson 
David & Philippa 

Jeremy 
Craig Johnston
Annette Maluish

Ann McFarlane
Prof  David McKenzie
Emma Morris

Roger & Karen Stott

Leslie C. Thiess

Kim Williams

The Director’s 10

Robert Albert AO

Roxane Clayton

Martin & Susie Dickson

The Humanity 
Foundation &  
Talya Masel

Paul & Sandra Salteri

Skyblue Australia

Principal Clarinet 
Chair Patron

Richard Kefford

Principal Horn 
Chair Patron

Gail Spira 

DONORS
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Alan Philip de Boos-Smith

Ailsa Eckel

John & Sari Gordon
Howard Gurney 
Virginia Henderson 
David & Philippa 

Jeremy 
Craig Johnston
Annette Maluish

Ann McFarlane
Prof  David McKenzie
Emma Morris

Roger & Karen Stott

Leslie C. Thiess

Kim Williams

WHY DONATE?
 
THE AUSTRALIAN ROMANTIC & CLASSICAL ORCHESTRA WOULD  
NOT EXIST WITHOUT THE TIME, TREASURE AND TALENT DONATED  
BY OUR EXTRAORDINARY PATRONS.

Donations form a critical contribution to ARCO’s core activities, including:

•  Educating school children in historically informed performance

•  Accessing historical editions of  sheet music informed by the best research

•  Flying world-class HIP musicians to, and within, Australia
•  Transporting the historical instruments to our performances around Australia

What began as an act of  love for historically informed performance has 

quickly evolved into one of  Australia’s finest orchestras. Our ability to continue 
that journey rests on donors who share our vision and our passion. Help us 
reimagine the rich music of  the 18th and 19th centuries by making a tax-

deductible donation to the Australian Romantic & Classical Orchestra.

DONATION OPTIONS
Large or small, all levels of  financial and in-kind gifts contribute greatly to 
sustaining the orchestra’s performance and education acitivities. To make a one-
off  donation or for any donation enquiries, please visit the website www.arco.
org.au or contact Nicole van Bruggen - General Manager: nicole@arco.org.au.

DONOR CIRCLES
The Australian Romantic & Classical Orchestra has introduced as system of  

patronage entitled the Donor Circles. Larger, annual donations of  $5,000 or 
more will allow you to join one of  these exclusive patron groups.

• The Director’s 10 
• The Conductor’s Chair Patron
• The Concertmaster’s Chair Patron 
• The Principal Chair Patrons
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ARCO EDUCATION
YOUNG MANNHEIM 
SYMPHONISTS
TUESDAY 4 - FRIDAY 7 JULY 2017 

This July, Richard Gill and the Australian Romantic & Classical Orchestra will hold 
a course for secondary school students entitled ‘Young Mannheim Symphonists’.

The four day camp consists of  rehearsals, sectionals, tutorials, and workshops, 
and is a golden opportunity for young musicians to work with Richard Gill and 

musicians of  the Australian Romantic & Classical Orchestra.

Students nominated by schools from all over Greater Sydney and interstate will 

work with Richard Gill and a group of  expert musicians to create a fresh and 

inspiring interpretation of  Mozart’s Symphony No. 35, the ‘Haffner’ symphony.

A combination of  historical and modern instruments will be used. String players 

will be encouraged to use gut strings, and students will learn how to create a 
sound and style in keeping with the aesthetics of  Mozart’s time.

photo: Nick Gilbert
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ROMANCE AND THE REVOLUTION 
MOZART’S BELOVED CLARINET 
QUINTET AND EXQUISITE 
SINFONIA CONCERTANTE

Our Revolutionary Romance concert 

will feature the beautiful rich sounds 

and textures of  Classical period strings 

performing the most sublime works by 

Mozart and Spohr, along with the star of  
the basset clarinet, Nicole van Bruggen.

Whilst Spohr introduces us to a revolutionary new world of  string playing, 
Mozart is at his best in the famous Clarinet Quintet, written for the Viennese 
master clarinettist Anton Stadler. The Grande Sestetto Concertante, familiar 
to audiences as Mozart’s Sinfonia Concertante for Violin and Viola, will be 
performed here in the magnificent chamber music version.

BLUE MOUNTAINS
SATURDAY 16 SEPT 2017
4.00PM
YABBA YABBA RESIDENCE
BLACKHEATH

SYDNEY
SUNDAY 17 SEPTEMBER 2017
2.30PM
CITY RECITAL HALL

MELBOURNE
FRIDAY 22 SEPTEMBER 2017
7.30PM
MELBOURNE RECITAL CENTRE

ADELAIDE HILLS
SUNDAY 24 SEPTEMBER 2017
3.00PM
UKARIA CULTURAL CENTRE
MT BARKER SUMMIT

REVOLUTIONARY ROMANCE
SPOHR & MOZART
16 - 24 SEPTEMBER 2017

BOOK ONLINE AT WWW.ARCO.ORG.AU



“WHAT A GREAT TIME TO BE A HIPSTER ... 
THERE’S AN INFECTIOUS ENERGY 
AND A SENSE OF ENTHUSIASM 

THAT TURNS AN ARCO CONCERT 
INTO AN EVENT”

LIMELIGHT MAGAZINE

WWW.ARCO.ORG.AU


