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Roger Woodward AC, OBE (born 20 December 1942) is an Australian human rights activist, 

classical pianist, composer, conductor and teacher. His depth of interpretation, extensive 

repertoire and formidable technique place him 

in the top echelon of living musicians. Iconic 

performances and recordings characterized 

by penetrating insight and unusual precision 

with Pierre Boulez, Jean Barraqué, Iannis 

Xenakis, Karlheinz Stockhausen, Rolf 

Gehlhaar, Sylvano Bussotti, John Cage, 

Morton Feldman, Anne Boyd, and Tōru 

Takemitsu, are now considered classics. 

Innovative interpretations of J. S. Bach, 

Beethoven, Debussy, Schoenberg, Skryabin, Shostakovich and Prokofiev provide a strong 

and original direction sometimes reviewed as unorthodox for their modernity. He is the 

recipient of numerous honors and awards in Australia and abroad. 

The opportunity to interview and observe Woodward at work as a pianist and teacher during 

the summer, 2022, revealed an endless creative force referred to by many of the leading 

composers of the mid-late twentieth and early-twenty-first century, including Jean Barraqué, 

as that of “a genius” 1 and by Iannis Xenakis as Mi-homme, mi-dragon.2 

 
1 Jean Barraqué, “Jean Barraqué’s Public Statement on Roger Woodward,” March 20, 1973, Roger Woodward 
Collection in the National Library of Australia, 
https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Wood
ward_March_20_1973.pdf. 
2 Iannis Xenakis, “Mi-homme, mi-dragon. Interview by Eric Anther,” Le monde de la musique (January 2, 
1986), 
https://commons.wikimedia.org/wiki/File:%22Mi_homme_mi_Dragon%22_par_Iannis_Xenakis_(Propos_recue
ill%C3%ADs_par_Eric_Anther).pdf. 

Roger Woodward. Photo by Boris Eldagsen, courtesy of 
Celestial Harmonies.  

https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Woodward_March_20_1973.pdf
https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Woodward_March_20_1973.pdf
https://commons.wikimedia.org/wiki/File:%22Mi_homme_mi_Dragon%22_par_Iannis_Xenakis_(Propos_recueill%C3%ADs_par_Eric_Anther).pdf
https://commons.wikimedia.org/wiki/File:%22Mi_homme_mi_Dragon%22_par_Iannis_Xenakis_(Propos_recueill%C3%ADs_par_Eric_Anther).pdf
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LPV 1: What were your impressions of the inaugural International Parnassus Piano 

Competition? 

RW 1: The standard set by fifty-seven entrants from twelve countries obviously had its roots 

in traditions established by Teresa Carreño, Alberto Ginastera, Manuel Ponce, Heitor Villa-

Lobos, Claudio Arrau, Camargo Guarnieri and Marta Argerich. I had already heard gifted 

young Ibero-American artists at El Cervantino, Mexico, at international competitions in 

Havana and Panama City and worked with some of them. On the evidence of its inaugural 

achievement, there is no doubt that Parnassus will take its place among the leading 

international competitions of our time, and I wish it every possible success.  

After hearing thirty-seven semi-finalists and seven finalists, the first prize was awarded to 

Victoria Paulino (Brazil), second to Jair Zacarias (Peru) and third to Arturo Fernandez 

(Peru). Other laureates included: Marco Villa Lobos (Peru), Juan Baquero (Colombia), 

Alejandra Rivero (Peru) and Rengel Bustamante (Ecuador). The winner of the special Bach 

prize was Victoria Paulino with honorable mentions accorded Marco Villa-Lobos, Isadora 

Rezende and Francisco Cruz, who is an astonishing ten-year old from Colombia who has a 

grand future awaiting him. 

LPV 2: Did you ever participate in a piano competition? 

RW 2: Not unlike other pianists of my generation I placed a higher priority on the early 

pursuit of meaningful artistic goals in preference to a limited set of competition pieces 

geared to fast-track visibility. I did, however, win a few useful prizes. The first was in my 

native Australia, where there was little hope of evading my piano teacher’s insistence to 

compete in the Australian Broadcasting Corporation’s Instrumental & Vocal Competition. 

The prize provided valuable access to the national radio and television networks and 

multiple performances with the Corporation’s six State Orchestras.   

The second was in Holland (1970) when my studies came to an end in Warsaw, and I 

needed an urgent injection of hard currency to move to London which was then, perhaps 

the world’s most exciting international music-making center. With much appreciated support 

from my parents, I had made three summer visits to London by train 1966-1968. I performed 

twice on the South Bank in the Purcell Room (1967/68), at the Wigmore Hall (1968), then at 
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the Paris Jeunesses Musicales (1969). During this period, I also attended rehearsals at the 

Festival Hall, Covent Garden and Royal Albert Hall where I heard some of the greatest 

artists of the day.3  

During my studies with Zbigniew Drzewiecki I had been playing concerts with orchestras 

and recitals, on a regular basis, throughout Poland for which I was paid in złotych, a soft 

currency which could not be exchanged or transferred. Travel outside Poland was, 

therefore, a challenge.  

I searched for information about piano competitions and cash prizes. The only availability 

was the International Gaudeamus Interpreters’ Competition in Holland for which entries had 

closed weeks earlier. I telegrammed the Competition and was answered the following day 

agreeing to my participation if I could arrive within three days. I caught the train twenty-four 

hours later for Rotterdam with repertoire which included: a new piano piece of my own, John 

Cage’s Music of Changes and pieces by Messiaen, Xenakis, Szymanowski and Takemitsu. 

The only possibility to learn the two compulsory Dutch works—by Louis Andriessen and Ton 

de Leeuw - was on the train. With the help of a guardian angel, I found myself a week later, 

standing on stage with other laureates. We were paid in Dutch guilders—cash in envelopes. 

I wish I had won first prize but was grateful for third which enabled me to continue my 

journey and to pursue my destiny. 

In 1969, Yehudi Menuhin had heard me play my own pieces on open piano strings 

alongside those of Bach, Prokofiev and Skryabin at the Paris UNESCO Rostrum. He had 

recommended me to London’s Royal Philharmonic Orchestra as well as to EMI. I arrived 

back in London in the Spring of 1970 and was offered three sessions to record repertoire of 

my own choice (other than contemporary music). I completed my first three LP records at 

the Abbey Road studios (where the Beatles had recorded) and several months later, 

performed my first concert at the Royal Festival Hall with the Royal Philharmonic Orchestra. 

Yehudi personally endorsed my first EMI recordings with a description of the UNESCO 

performances. I was grateful that he had remembered me. 

 
3 It turned out to be time well spent even if it seemed idealistic to others who advised that I should have spent 
more time preparing for a piano competition than sitting about listening to rehearsals. How wrong they were. 
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After the success of the first Festival Hall appearance, I planned a follow-up recital in the 

Queen Elizabeth Hall consisting exclusively of contemporary piano works, with premières of 

relatively unknown composers: Tōru Takemitsu, Australian composers Richard Meale and 

Ross Edwards; the Cuban composer, Leo Brouwer and in the second half, I performed the 

Jean Barraqué Sonate4 (which Yvonne Loriod had already performed in London some years 

earlier). The program was described by several colleagues as a suicide mission, but I stuck 

to my guns. It was a wet, cold Sunday afternoon on April 11, 1971, when I walked onto the 

QEH stage to an audience of perhaps fifty scattered through the empty reaches of the large 

hall. 

The next morning, enthusiastic critical reaction elicited management offers including one 

from the CEO of Allied Artists, Robert Slotover. A few months later, at Sir William Glock’s 

invitation, I performed for the BBC at its Dartington Summer Concert series where I met the 

American composer Morty Feldman. That autumn, Robert (Slotover) arranged an audition 

with Pierre Boulez in Baden Baden. I also auditioned for Lorin Maazel, who was chief 

conductor and artistic director of the London Philharmonia and Cleveland orchestras. I 

performed with Erich Leinsdorf and the Philharmonia, with Boulez and the BBCSO, Maazel 

and the Cleveland Orchestra and with Zubin Mehta, first with the Los Angeles Philharmonic, 

then with members of the Israel Philharmonic and eventually, the New York Philharmonic 

and L’orchestre de Paris. I began performing at the BBC Promenade concerts, Royal Albert 

Hall and loved every minute of the magic of being part of the Proms and living in London. 

Together with Robert (Slotover) a new music series was founded in London’s Roundhouse, 

each concert of which was devoted exclusively to one composer. It may have seemed like 

another suicide mission but BBC Radio 3, together with the EMI and Decca recording 

companies lent a hand and “The Digest” was born during which I made my first live concert 

recordings of repertoire by Barraqué, Bussotti, Brouwer and Takemitsu in collaboration with 

the composers. During his first London visit, Takemitsu himself participated in the Decca 

recording of Corona (London Version)5 and Barraqué worked side by side with me for the 

 
4 Roger Woodward, pianist, Sonate pour piano by Jean Barraqué, 2021, Celestial Harmonies, 
https://www.youtube.com/watch?v=xYLr-pjLj_8. 
5 Roger Woodward and Tōru Takemitsu, Corona — London Version by Tōru Takemitsu, 1991, ABC Classics, 
https://www.youtube.com/watch?v=2TT9pfvU_1Y. 

https://www.youtube.com/watch?v=xYLr-pjLj_8
https://www.youtube.com/watch?v=2TT9pfvU_1Y
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studio recording of his formidable Sonate at Abbey Road. Shortly after, I made further 

recordings for EMI and began recording for RCA with Ralph Mace - the first complete 

recording in the West of the Shostakovich Preludes and Fugues and of the Brahms D minor 

Concerto with the Philharmonia Orchestra directed by Kurt Masur. I also recorded Hoddinott 

Third Piano Concerto directed by Hans- Hubert Schönzeler with the Philharmonia. 

LPV 3: I read in several important publications that you received a prize in one of the 

international Chopin Piano Competitions. 

RW 3: I did not ever participate in the Chopin Competition. I had no need. During my 

studies with Professor Drzewiecki (1965–69) I had already been invited to perform 

throughout Poland, at: the Ostrowski Palace, Warsaw where the Chopin Institute held 

recitals (December, 1966); at the Pałac Szustra, Warsaw (1967); at the National 

Philharmonic Hall with the Warsaw National Philharmonic Orchestra for my European debut 

(1967); at Chopin’s birthplace in Żelazowa Wola; at the XXIII International Duszniki-Zdrój 

Chopin Festival (1968) with Chopin Competition laureates (even though I was not a Chopin 

Competition laureate); the Kraków Spring Festival (1968) and with orchestras: in 

Rubinstein’s birthplace - Łódż (on three occasions), Bydgoszcz, Poznań, Szczecin, Kraków, 

Częstochowa, Katowice and in recital in Warsaw, Kraków, Lublin and other cities. 

In 1967, I was befriended by Lina Prokofieva, the violinist Wanda Wiłkomirska (with whom I 

toured in Poland and Australia) and by the chief conductor of the Warsaw National 

Philharmonic Orchestra, Witold Rowicki who invited me to tour the USA, coast-to-coast for 

six weeks with the orchestra in January-February,1974, during which I made my debut at 

Carnegie Hall. Thanks to Robert (Slotover’s) and Rowicki’s efforts I began working with 

leading American orchestras: in Cleveland with Lorin Maazel and later, with Rowicki and in 

Los Angeles with Zubin Mehta and Lukas Foss with whom I toured in the UK with the Hallé 

Orchestra. I was fortunate enough to have begun making regular appearances at festivals in 

Edinburgh, Cheltenham, BBC Promenade Concerts at the Royal Albert Hall London with the 

BBCSO; in Brussells, Venice, Rome, Metz, Royan, Festival d’automne à Paris. So, although 

I did not participate in the Chopin Competition, the Polish people, institutions, and Professor 

Zbigniew Drzewiecki were instrumental in opening up my early career in Europe and the 

U.S.A. for which I remain very grateful. 
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I did not consider myself a Chopin specialist, interpreter or “Chopinist” and I was not a 

Chopin laureate. So it was a surprise and delight to have been invited to perform his music 

not only in Poland but in other countries, including Australia where in 1983-85, I performed 

the complete works over three Sydney Festivals. The project enabled me to keep a 

personal vow to help Poland, by raising funds for Solidarność and creating a wider public 

focus on Poland’s human rights struggle of the time. With the exception of the Songs and 

Chamber Music, I performed all concerts by heart. During the interval and at the end of 

each concert a giant Polish flag was unfurled by six young Polish Activists and carried 

throughout the Town Hall for donations. Our activities, however, came to the attention of the 

Movement’s opponents. Activists everywhere suddenly faced problems, first with their 

professional lives and in some cases, even with the safety of their families. Those who 

spoke up for human rights had to be prepared for ongoing attacks, hostile press reviews 

and the appearance of deliberately misleading information, in the West! Few of us had any 

idea just how far reaching this would be. 

LPV 4: Mentions are still made in major publications about participation in a Chopin 

Competition. 

RW 4: No such thing ever happened. Misinformation of the 1970s was replaced by 

disinformation of the 1980s and malinformation of the 1990s and 2000s.6  

LPV 5: What did you perform for Boulez at the Baden Baden audition? 

RW 5: Boulez was interested to know my twentieth-century repertoire. Early music such as 

the Schoenberg, Stravinsky and Bartók Piano Concertos were discussed, and I was asked 

to play the first movement cadenza of the Bartók Piano Concerto no. 2. He was interested 

to hear parts of the Beethoven Piano Sonata, Op.106 (which had inspired his early Second 

Piano Sonata), and the second of Messiaen’s Quatre Etudes de rythme, which had made 

such an enormous impact, not only on Boulez but on his Messiaen classmates: Barraqué, 

Murail, Goehr, Stockhausen, Hodeir, Xenakis and the Xenakis/Donatoni student Dusapin. 

 
6 Woodward, Roger, Beyond Black and White (Australia: HarperCollins/ABC, 2015). 
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Boulez knew that I was preparing the Barraqué Sonate for further London performances (at 

the London Music Digest) and that interested him. He knew the work inside out and as a 

student had advocated Barraqué’s achievement everywhere. Another of his Messiaen 

classmates, André Hodeir7 had declared the Barraqué Sonate successor to Beethoven’s 

Hammerklavier to much laughter and general derision throughout the profession, although 

not for those who understood the work’s historical significance, in particular, Messiaen and 

Boulez. Hodeir’s observation about the Barraqué Sonate and Hammerklavier may have 

been well intended but perhaps it would have been more accurate to have linked the 

achievement to the two-movement model of Beethoven’s Sonata Op.111 than to the four-

movement Hammerklavier. Twenty years after its first publication, the work was still 

considered one of the most challenging for piano although by 2019, at least nine or ten 

recordings were commercially available. As a twenty-year old student in Sydney, I had 

heard the Yvonne Loriod recording and been attracted to the work’s compelling 45-minute 

journey from light into darkness, so I acquired the score and began my own journey.  

Of the repertoire I eventually performed with Boulez, I regret that I did not record the 

Schoenberg or second Bartók piano concertos, although we performed the first Bartók 

(which Boulez preferred to the second or third). Boulez began programming me with the 

BBCSO which delighted Robert. We travelled to many places together at that time, while he 

promoted his artists, he and his wife did a lot for me personally and professionally. 

LPV 6: What was it like working with the emerging compositional elite of the time? 

RW 6: Inspirational with Olivier Messiaen, Pierre Boulez, Jean Barraqué, Tōru Takemitsu, 

Anne Boyd, Ross Edwards, Richard Meale, Horatiu Rădulescu, Arvo Pärt, Rolf Gehlhaar, 

James Dillon, Iannis Xenakis, Áskel Másson and Franco Donatoni. 

LPV 7: Did you ever give a performance you regretted? 

RW 7: Yes. On several occasions I could have paced adrenalin better than I did; a road 

map would have served well. The opening pages of Xenakis’ Eonta were a total cock up 

and bore little resemblance to the printed score. Stealthy video footage incorporated this 

 
7 André Hodeir, Since Debussy: A View Of Contemporary Music (Grove Press, 1961). 
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worst performance excerpt imaginable but because one of the filming sessions for an 

interview segment showed me a perfect picture of health and the soundtrack had been 

recorded on a different occasion, a totally false impression was conveyed. A regrettable 

aspect was the fact that the performance was widely distributed. Such moments occur in the 

lives of all artists. Throughout history even the greatest composers and performers had 

detractors as well as moments they regretted. 

Despite some anxious scenarios, Xenakis quietly encouraged his first-generation 

dedicatees. He even attended some of my concerts of traditional music and once travelled 

from Paris to London to hear a program of Liszt’s late-period works. He made no bones 

about preferring some artists to others, especially when it came to working, over decades, 

with first generation recipients of his works. But it was no secret that his preferences created 

tensions. 

Fortunately, even my worst moments did not seem to deter him from composing three 

works for me: his final major work for solo piano - Mists (1980)8, his final work for piano and 

orchestra - Keqrops (1986), 9and Paille in the Wind (1992) which was shared with cellist 

Jacobo Scalfi which we premiered at La Scala in 1992.10 

 On another occasion I regretted not taking medical advice and ended up in hospital. 

There were times when regrettable performances received generous reviews and excellent 

performances were ignored, received poor reviews or a personal- best performance was 

damned by faint praise. When such things happen, try to take them in your stride, even if 

they rankle. 

 

 
8 Roger Woodward, pianist, Mists by Iannis Xenakis, 1980, https://www.youtube.com/watch?v=_RISg3irID8. 
9 Roger Woodward, pianist, Zubin Metha, conductor and New York Philarmonic, Keqrops (Live Recording) by 
Iannis Xenakis, 1980 Lincoln Center, https://www.youtube.com/watch?v=4dldtTXeehM. 
10  I performed Paille in the Wind again at the 2001 Sydney Spring Festival with Nathan Waks. And with Rohan 
de Saram in New York, and at the Reims Festival in 2011. 

https://www.youtube.com/watch?v=_RISg3irID8
https://www.youtube.com/watch?v=4dldtTXeehM
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LPV 8: I’m going to mention some names from your autobiography Beyond Black and 

White and I would like you to provide a few words about each. Here goes: Tōru 

Takemitsu?  

RW 8: Modest, great sense of humor, lots of fun. Not pompous or withdrawn; did not take 

himself too seriously. In the early 1970s, he was so unassuming and disinterested in image, 

it was hard for some to accept that he was in fact, the genius who was responsible for 

bringing Orient and Occident together in ways which Debussy and Messiaen might only 

have dreamed. He understood sound at a deeper level than almost anyone with whom I 

ever worked.  His generous friendship was a blessing during which he dedicated three 

works to me: Uninterrupted Rest11 12, For Away13 and Corona (London Version)14 and 

participated in the recording of one of them which was a great honor. When cancer claimed 

him in 1996, I had been working with him twenty-seven years and wanted to thank him by 

dedicating Five Songs in Memoriam for unaccompanied cello. The piece was performed 

beautifully by the Australian cellist Nathan Waks at the 1996 Sydney Spring and was 

recorded by ABC National Classic FM. Some of Tōru’s extensive creative output includes: 

Music of Trees, The Dorian Horizon, November Steps, Green, For Away, Corona (London 

Version), Eclipse, Coral Island and a massive number of film scores including, notably, 

Kwaidan. 

LPV 9: Jean Barraqué? 

RW 9: Jean Barraqué (like Varèse and Berg) permitted only a handful of works to be 

performed publicly during his lifetime. It was a great privilege working with him at Rue Des 

Moines where he made small changes in preparation for the EMI recording of his forty-five 

minute Sonate although he continued making changes there too. It seems that the ongoing 

 
11 Roger Woodward, pianist, Uninterrupted Rest by Tōru Takemitsu, 1991, ABC Classics, 
https://www.youtube.com/watch?v=jIuJQSvVo8w. 
12 The work was dedicated to Woodward by Takemitsu  (handwritten dedication is on his score dated October 
2nd, 1969. Woodward, Roger, Beyond Black and White (Australia: HarperCollins/ABC, 2015), p. 586, 
13 Roger Woodward, pianist For Away by Tōru Takemitsu, 1991, ABC Classics, 
https://www.youtube.com/watch?v=Ix4MrrEmEAI. 
14 Roger Woodward and Tōru Takemitsu, Corona — London Version by Tōru Takemitsu, 1991, ABC Classics, 
https://www.youtube.com/watch?v=2TT9pfvU_1Y. 

https://www.youtube.com/watch?v=jIuJQSvVo8w
https://www.youtube.com/watch?v=Ix4MrrEmEAI
https://www.youtube.com/watch?v=2TT9pfvU_1Y
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changes he made upset some colleagues, but it was his prerogative as well as the nature of 

the creative artist to do so. 

Thanks to Robert (Slotover) Jean was able to attend the London Music Digest. Robert also 

arranged the EMI recording and paid for Jean to return to London after which the composer 

made a public statement concerning the collaboration. The composer and critic Adrian Jack 

attended the final sessions together with Robert and Andrew Rosner (Robert’s business 

partner). A few months later, Jean attended a further performance at the Royan Festival 

which the British writer Paul Griffiths attended. Shortly after, Jean died in Paris of a cerebral 

hemorrhage, surrounded by extensive but mostly unfulfilled plans. 

Thanks to Dr Heribert Henrich, Bärenreiter Edition, Eckart Rahn (CEO Celestial 

Harmonies), Olivier Messiaen, Yvonne Loriod, André Hodeir, Pierre Boulez, Robert 

Slotover, Rose-Marie Janzen, Adrian Jack, Claude and Hubert Rostaing, Claude Helffer, 

Paul Griffiths and a handful of others, whole Barraqué festivals now take place in Germany 

and Austria almost as cult events. Other masterpieces by this extraordinary but still 

unappreciated genius include: Séquence, Le temps restitué, …au delà du hasard, Chant 

après chant and Concerto (for six instrumental formations with vibraphone and clarinet 

soloists). 

After his death Bärenreiter published the complete (six) works plus a handful of earlier 

compositions which Jean had withdrawn from a creative output of at least fifty, including an 

unaccompanied Violin Sonata, Symphony, early piano pieces, songs with piano 

accompaniment and a string quartet. In 2019, the same company published Heribert 

Henrich’s stunning urtext and analytical commentary of the Sonate – a masterwork in itself - 

with support from the Association Jean Barraqué, Paris and Akademie der Kunst, Berlin. I 

cherish the composer’s public statements about my performances of his work and our 

collaboration at the Roundhouse, EMI studios and Royan Festival.15 

 
15 Jean Barraqué, “Jean Barraqué’s Public Statement on Roger Woodward,” March 20, 1973, Roger 
Woodward Collection in the National Library of Australia, 
https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Wood
ward_March_20_1973.pdf. 
 

https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Woodward_March_20_1973.pdf
https://commons.wikimedia.org/wiki/File:Jean_Barraqu%C3%A9%27s_public_statement_about_Roger_Woodward_March_20_1973.pdf
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 LPV 10: Pierre Boulez? 

RW 10: Not unlike Franz Liszt the great French pianist-composer-conductor and IRCAM 

Founder and Director, Pierre Boulez demonstrated a similar generous support of the works 

of a wide range of contemporary composers including those of his Messiaen classmates: in 

particular, Stockhausen, Barraqué, Murail as well as the British composers Alexander 

Goehr and Bernard Rands (who had been a student of Luciano Berio). Boulez’s dedication 

to twentieth-century music was exemplary and working with him a privilege. Le Marteau 

sans maître, Domaines, Eclat, Mémoriale, Pli selon pli and Structures (in particular, Book 1) 

are among the finest achievements of twentieth-century music. 

LPV 11: Karlheinz Stockhausen? 

RW 11: Robert (Slotover) invested heavily in Stockhausen and with good reason because 

he was undoubtedly, one of the great masters of the twentieth century; in certain respects, 

the worthy successor to Richard Wagner and as some insist, also to Beethoven. If, 

however, it was sometimes a challenge to work with him, perhaps it was because he made 

demands of others which took a toll, especially on those who were dedicated to his sense of 

mission. 

Despite a long list of objections which many raised about his treatment of others, his 

groundbreaking achievements remain: Stimmung, Momente, Mikrophonie 1, Mikrophonie 2, 

Kontakte, some of the solo Klavierstücke and Kontra-Punkte. 

LPV 12: Morton Feldman? 

RW 12: As Takemitsu juxtaposed aspects of silence as an integral part of his music, so too 

did Morty Feldman in compositional textures which were, principally, dominated by a wide 

variety of soft dynamics, in multiple time dimensions and gradations occurring 

simultaneously (e.g. the central section of the twenty-five minute piece entitled Piano16 from 

1977). Working with Morty on the three works he dedicated to me was pure joy. Like 

Takemitsu, he had a great sense of humor which Stockhausen seemed to lack. Some of his 

 
16 Roger Woodward, pianist, Piano by Morton Feldman, 2015, Etcetera Records BV, 
https://www.youtube.com/watch?v=PYZRdoxXkvU. 

https://www.youtube.com/watch?v=PYZRdoxXkvU
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finest works include: Piano and Orchestra, Coptic Light, Triadic Memories17, Piano, String 

Quartet II, Four Pianos, Five Pianos, Three Voices, and For Stefan Wolpe. 

LPV 13: Iannis Xenakis? 

RW 13: The giant greets his brothers—Monteverdi, Beethoven and Bach—across the 

centuries. When collaborating with Xenakis on his iconic masterpieces it was possible to 

feel the ground move under the feet with a music which has the wider impact of an 

explosive force of nature. Preconceived notions about learning and performing in any 

traditional sense had to be discarded when preparing his “clouds of sounds”. Modest, hard-

working, and straightforward, it was easy to work with him although his powerful detractors 

did their best to tear him down. He did not take himself as seriously as others in higher 

places and so, suffered the consequences. 

Xenakis’ preoccupation with the protection of a work’s overall resonance almost always 

erred on the loud side which did little to enhance his reputation with many audiences and 

most hard-working rank and file orchestral musicians and arrière-garde critics of the 1970s. 

On one occasion he presented his eight-track electro-acoustic masterpiece Bohor (1962) to 

a large and dedicated audience and surrounded the listening space with multiple speakers. 

On several occasions the composer had described the work as experiencing sound from the 

inside of a large bell.  The idea of surrounding the audience from many angles was a 

favorite which he reworked time and again as well as for two percussion works: 

Perséphasse (1969) and Pléïades (1978) both scored for six performers although other 

works were staged in a similar way. 

When Bohor was first presented as a live concert event the atmosphere was electric. Sole 

participants were man and machine. The sound system was disturbingly loud as the much-

anticipated event got underway but to my dismay, every time Xenakis adjusted the volume, 

he increased it and some of the audience walked out. As the volume approached the 

equivalent physical impact of a G-force, the composer successfully transported those who 

had been prepared to go the full distance into his inner world. But with less than half the 

 
17 Roger Woodward, pianist, Triadic Memories by Morton Feldman, 2015, Etcetera Records BV, 
https://www.youtube.com/watch?v=OM2_Vow5mms. 

https://www.youtube.com/watch?v=OM2_Vow5mms
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audience remaining, he increased the volume yet again, forcing even the most dedicated to 

flee or be annihilated. I stayed and as happened with many Xenakis works, Bohor stopped 

abruptly. The split-second death of all sound created a silence which momentarily, seemed 

more deafening than the events which had preceded it. As we made our way out of the 

building, I thought of Icarus who flew too close to the sun. 

The experience turned out to be good training because twelve years later a similar 

confrontation occurred with the world première of Keqrops18 in New York with the 

Philharmonic in which the on-stage maelstrom was equally impenetrable. While it was 

possible for the ninety-two participants to hear the totality, few could hear individual parts. I 

was soloist and had taken the precaution to memorize the orchestral parts including my own 

but ended up performing mostly by muscle memory because I could not hear myself. 

Xenakis was fresh as a daisy as the musicians hurried out for the rehearsal break. They 

complained, not unreasonably, as orchestral musicians did almost everywhere, about the 

unrelenting sonic onslaught. Other orchestral musicians throughout the 1970s and 1980s 

who performed new music on a regular basis, also complained about Feldman’s music 

being too soft; Stockhausen’s, too long; Boulez’s, too clinical. Xenakis did well to ignore 

predictable criticism and would never compromise his vision for anybody, including well 

intended and distinguished colleagues. Feldman was the same if less diplomatic. 

From his legacy of at least 146 works, essential listening includes: Oresteïa, Nuits, 

Metastaseis (original version), Pithoprakta, Kraanerg, Lichens, Palimpsest, Waarg, 

Synaphaï, Erikhthon, Keqrops, Echange, Troorkh, Epicycle, Eonta, Perséphasse, Pléïades, 

Akéa, Ergma, Paille in the Wind, Mists, Bohor, La légende d’Eer, and Persepolis. 

LPV 14: Alexander Sverjensky? 

RW 14: Australia was greatly enriched by the contribution of its immigrants including that of 

Alexander Sverjensky who arrived in Sydney, in 1925. During the nine years I studied with 

him (1957–65), it was obvious how deeply he loved his adopted home. For almost fifty years 

he made a unique contribution to the Australian culture but without any official recognition. 

 
18 Roger Woodward, pianist Zubin Metha, conductor and New York Philarmonic, Keqrops (Live Recording) by 
Iannis Xenkais, 1986, Lincoln Center, https://www.youtube.com/watch?v=4dldtTXeehM. 

https://www.youtube.com/watch?v=4dldtTXeehM
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Many Australians and New Zealanders learnt more about music, teaching and piano 

performance from him, than other piano teachers abroad. There was nothing identifiably 

mediocre about him which probably did not help perceptions of him at the time. 

He was endowed with that proverbial kind of patience one associates only with the finest 

teachers. Those who had access to Sverjensky’s Sydney Conservatorium studio probably 

saved themselves a trip to Rosina Lhévinne in New York or to Heinrich Neuhaus at the 

Moscow Conservatory. He could also be kind. When, as a fifteen year old, I showed him 

some of my piano pieces he encouraged me to continue composing, to improvise; he 

explained how to embellish Bach works without knowing that I had already studied them on 

harpsichord and organ with Kenneth Long, Music Master of St.Andrew’s Cathedral. If I had 

a wish, it would be to have the necessary time to research his legacy.  

LPV 15: What was it like working with two extraordinary teachers like Drzewiecki and 

Sverjensky? 

RW 15: Sverjensky’s training was geared to establishing a solid technical basis and an 

informed eclectic approach to repertoire which resulted in his programming works of 

traditional composers, side by side with Establishment “moderns” of the late 1950s and 

early 1960s – usually, Skryabin, Prokofiev, Stravinsky, Bartók and Hindemith. Drzewiecki 

mostly focused on style and the teaching of Chopin. His students distinguished themselves 

time and again at the quinquennial International Chopin Competition which he had founded 

with Szymanowski and other friends and colleagues in 1927 and of which he was President 

for decades (until 1965). When I met him at the end of September 1965, he was the 

recognized teaching eminence throughout Poland and top of his field. 

Sverjensky enjoyed the same status throughout Australia at that time, but he remained 

officially unrecognized there, even though he was considered the pre-eminent pedagogue of 

his time. He was deeply respected by musicians in the USA and many parts of Europe. He 

prepared his students for the National Radio competition every year, an event which in 

some respects, was similar to Radio-sponsored events in Italy and Germany.  His students 

were renowned for winning awards of various kinds; most notably, at the State and 

Commonwealth Finals of the Australian Broadcasting Corporation’s annual Instrumental and 
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Vocal Competition. Glazunov had been his primary teacher in Petrograd before the 1917 

Revolution, although as a young man he was closer to Siloti and Rakhmaninov and was 

taught by them too. As a teenager he had attended Siloti’s celebrated modern music 

concerts in Petrograd. 

Sverjensky was fussy about attire, period furniture, cars, was a stickler for Urtext editions, 

memorizing, the art of the repeat and embellishments. He was systematic about 

deportment, posture, fingering, hand positions, pedaling and the quality of a pencil and 

eraser. He would write short instructions on a student’s personal score. For those who had 

not prepared their lesson, he was known to have cancelled and charged his full fee, which 

was considerable for the time. 

He knew the Beethoven Sonatas intimately and encouraged a thorough study of three or 

four from a pool of approximately seventeen: Op. 2 nos.1 and 3, Op. 7, Op. 10 no. 3, Op. 

13, Op. 14 nos. 1 and 2, Op. 22, Op. 27 nos. 1 and 2, Op. 28, Op. 31 nos. 2 and 3, Op. 53, 

Op. 57, Op. 81a and Op. 90. Except for rare exceptions, I don’t believe he considered us 

sufficiently worthy to be taught the late sonatas. We had to earn the privilege. He taught 

Beethoven’s Eroica Variations, Brahms’ Handel and Paganini Variations and the Sonata 

Op.5. He deeply loved the slow movement of the second Brahms Piano Concerto and the 

late piano pieces. He admired the Bartók Piano Concerto no. 3, which was then, not even 

twenty years old but which one of his students (Dr. Robert Cuckson) performed memorably 

in the NSW State Finals of the National ABC Competition. My colleague Michael Leslie who 

was fortunate enough to have studied the Beethoven Sonata Op. 90, with him, gave a 

magnificent performance of it as well as of the Bartók Piano Concerto no. 1, in the early 

1960s at another Competition State Finals. The same pianist performed a memorable 

Sonata Op.106 and Brahms Piano Concerto no. 2. Sverjensky students would often 

accompany each other for concerto competitions in the way he was trained. Regrettably, it 

is less common nowadays for celebrated teaching figures to follow Chopin’s example to 

accompany his students. 

Many who studied with Sverjensky developed large repertoires compared to other Sydney 

Conservatorium students of the time. Some of the concertos which his students learnt 

included: the five Beethoven and two Brahms concertos, Chopin F minor, von Weber 
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Konzerstück, Schumann Op.54, Tchaikovsky nos. 1 and 2, Anton Rubinstein no. 4, 

Glazunov no.1, Arensky, Rimsky-Korsakov, Rakhmaninov nos.1, 2 3, 4 and Paganini 

Rhapsody, Medtner, Khachaturian, Skryabin, Prokofiev nos. 1 and 3 and Bartók 1 and 3. 

We all studied at least one or two of the Mozart Concertos. The first concerto he often 

assigned was the Mendelssohn G minor, or one of the first three Beethoven concertos 

(usually no. 3) although many of us studied both. He was a Liszt admirer, so I studied a 

considerable amount of solo Liszt repertoire plus the Totentanz and Liszt’s arrangement of 

Schubert’s Wanderer-Fantasy, both of which I was fortunate enough to perform as a student 

with Tibor Paul directing the Sydney Symphony Orchestra and Queensland Symphony 

Orchestra. As it became clear that my primary repertoire interests tended towards twentieth-

century music, he accepted my preferences while encouraging me to place new works 

alongside traditional repertoire. 

He was insistent I learn works of Debussy and taught most of us either the Suite 

Bergamasque, Estampes, Images I and II, or L’isle Joyeuse or combination. He taught 

Tchaikovsky pieces, a selection of Skryabin Preludes, Etudes, Poems, Sonatas and 

introduced Prokofiev’s non-nuanced, neoclassic, percussive sonorities and textures as an 

introduction to (then) “modern” music, commencing with the twenty Visions Fugitives Op. 22 

(1915–17). At fourteen I fell in love with these miniatures, closely followed by some of 

Prokofiev’s Sonatas (2, 7 and 8, in particular). 

He had a cupboard full of rare scores and first editions of Russian “Silver Age” and early 

Soviet composers including Lyatoshinskiy, Mosolov and Protopopov. During difficult pre-

revolutionary times in Russia, he was proud of his copyist’s role with Rakhmaninov and 

shared the memory with some of us with personal photographs. He was a stickler for 

practicing quietly, slowly, legatissimo and once set me an exercise: to practice the thirty-bar 

quasi niente (pppp) which immediately preceded the coda of the Skryabin First Sonata’s 

Funèbre, in strict legato without sustaining pedal. The exercise required patience to gauge 

depression-and-release of each of the piano keys for every chord throughout the whole of 

the bridge up to the coda. Equally effective and to achieve the same (legatissimo) end, 

Drzewiecki recommended practising the coda of the opening Allegro maestoso of Chopin’s 

E minor Piano Concerto mm.621-671, without pedal; strictly piano. 
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If Sverjensky was sometimes a task master, behind his stern appearance and deeply 

reserved manner, he showed pride in his students’ achievements. By comparison, I left 

Drzewiecki feeling I was nothing but a disappointment to him perhaps because he knew I 

was disinterested in the Chopin Competition. He recognized that I was driven by different 

forces and was seeking to build a different repertoire. He was, nevertheless, patient and 

took the necessary time to refine aspects of my playing. He taught me Chopin as well as the 

piano music of his friend and colleague, Karol Szymanowski (Heinrich Neuhaus’ cousin) 

whose music I did not know but found incredibly beautiful. I fell in love with Szymanowski’s 

opera, ballet music, the symphonies, the violin concertos, some of the songs, Myths (violin 

and piano) and most of the piano music, in particular, the Mazurkas and Masques. Of 

greater personal interest was the music of Lutosławski, Górecki, (early) Penderecki and 

Kotoński.  

At the beginning of my studies with Drzewiecki in October 1965, I was set a short-term 

project to complete outstanding Chopin Etudes (which I had not completed with 

Sverjensky). I was grateful because the studies Op. 10, in particular, consolidated all that 

Sverjensky had ever taught me. Drzewiecki held the belief, and he was right, that a 

thorough study of the Chopin piano concertos involved a study of both books of Etudes. I 

once enquired if he believed it possible that an Australian with no Polish background could 

ever fully understand Chopin and his reply was something along the lines that apart from 

Artur Rubinstein’s, the finest Chopin performances he knew were not only those of Polish 

pianists but of French laureates, Italians, an Argentinian, some Russians and a Chinese 

laureate (Fou Ts’ong). He admired the performances of at least a dozen Polish pianists but 

did not ever mention Claudio Arrau’s recordings of the Nocturnes. 

Arrau’s visions were richer in fantasy, at least for me, than Rubinstein’s or Cortot’s or 

indeed, anyone else’s. Although I deeply admired all Rubinstein had to say about Chopin, it 

was Arrau who never failed to move me and who made Chopin’s connection to Mozart and 

J. S. Bach, perfectly clear. Drzewiecki recommended Artur Rubinstein’s performances of the 

Nocturnes as the key to understanding and performing Chopin generally. In many ways he 

was right, but it was Arrau’s recordings which taught me how to imbue the final cadence 

with the pervading mood. When I had attended Arrau’s concerts in Sydney as a young boy, 
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his “classical” performances did not prevent him from preserving a warm, overall sonority 

and unmannered style. If his performances never left me, Rubinstein’s did except for his 

performances of the Mazurkas and of the Szymanowski Fourth Symphony. His mastery of 

the brillante style left me cold whereas Arrau filled in vital historical gaps which explored 

musical depths behind the textural glitter. 

Given Drzewiecki’s dedication to the founding and building of Poland’s Chopin Competition, 

it is only now that I better appreciate his approach to teaching and repertoire planning. I 

witnessed how eagerly he was sought after by aspiring Chopin Competition laureates from 

many countries, but I knew that I did not fit in to the laureate mold. He complained in front of 

other students that I presented an excessive amount of Russian music at my lessons. His 

docent, Ryszard Bakst who had been a student of Vladimir Sofronitzky and Heinrich 

Neuhaus, must have picked up on this; spoke well about me and encouraged me. Until 

1968, it was Bakst19 who had become my champion behind the scenes but in 1968, he 

emigrated to the UK. I was sad to see him go.  

I suspect that Drzewiecki believed my cultural upbringing would not be complete without an 

exploration of the riches to be discovered throughout Chopin’s works and again, he was 

right. I was fascinated by the composer’s atonal quest throughout the Polonaise-Fantaisie; 

by his compelling three-stage serial construction for the opening to the C-sharp minor 

Scherzo, unorthodox harmonies, modulations and by his deep reverence for Bach’s 

counterpoint, sequences, suspensions and cadences. 

I lived with the F-minor Ballade through the entire period I studied with Drzewiecki and to his 

surprise and mine, it was this work which ended up inspiring a kind of slow-motion 

epiphany. I still find worlds of meaning throughout its pages. I absorbed myself in Chopin’s 

alert, forward-looking dual-key systems: of the B-flat minor/D-flat major Scherzo, F major/A 

 
19 He emigrated to the UK under extraordinary circumstances and stayed there for the remainder of his life 
teaching at the Royal Northern College of Music until his death in 1999 (except for a brief visit to Poland in 
1988 just before the fall of Communism). The British Ambassador in Warsaw at the time was Sir Thomas 
Brimelow (Churchill’s assistant and translator at Yalta) and it was through his kindness that Bakst made it to 
the UK where he was able to transform his life. Brimelow was a towering figure and modest. He befriended the 
small handful of British students and one Australian who were studying in Poland in the mid-late 1960s. On his 
return to the UK he became a Peer in the House of Lords, Permanent-Under-Secretary of State at the British 
Foreign Office (1973-75) and Member of the European Parliament (1977–78). In difficult times Bakst began 
his stay in the UK under such a distinguished recommendation.  
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minor Ballade and F-minor/A flat major Fantaisie. It was however, the harmonic and 

modulatory structures prevalent throughout the intimate, lifelong diary of Mazurkas which 

impressed me most and until today, they remain pinnacles among those of the nineteenth-

century Romantic Movement.  

Until my studies with Drzewiecki I had always believed that Chopin was a very fine 

composer but perhaps not one who belonged to the mainstream.  What an idiot I was. It 

was during one of Arrau’s performances of the Chopin F minor Concerto in Sydney, for the 

ABC that I felt compelled to explore further the great A flat major Larghetto (a Nocturne in all 

but name) - an amazing achievement for a nineteen-year-old. Many colleagues and 

institutional eminences of my childhood believed that Chopin, like Haydn, Schubert and 

Debussy were “lightweights” when their achievements were compared, inappropriately, to 

those of Bach, Mozart and Beethoven.  

As a relative newcomer to Chopin, I knew little about the importance of his position in Polish 

history. A little more than a century after the composer’s death, it was profoundly moving to 

have witnessed his impact on the post-war Occupation of his native land. National melodies 

and songs which had been banned during the Second World War and which had helped 

preserve a sense of cultural identity, were suddenly performed again. Their power was 

immense and provided a musical force which brought everything together for the Polish 

people. They ignited a hope for eventual liberation. 

I knew nothing of this during the nine years I spent in Sverjensky’s studio. He was, so other 

students told me, suspicious of Poles and matters to do with Poland. To all intents and 

purposes, it seemed that he remained, even in Australia, loyal to the notion of a Tsar 

although he was an Anglophile, Francophile and deeply patriotic Australian. When I once 

showed off the central development double-octave passages of the Allegro non troppo e 

molto maestoso of the Tchaikovsky Concerto in B-flat minor, he reminded me: “The Tsar 

never hurried to meet anyone”, before beckoning me to repeat the same passages with the 

direction non troppo e molto maestoso. Many a musician failed to grasp the significance of 

his remark (one which had, apparently, been passed on to him by Glazunov). 
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I began to understand how the impact of Chopin’s music empowered those who had lived in 

exile, not only through World War II (with leaders living in London exile) but also those who 

had lived in Parisian exile during the migrations of the early-nineteenth century including 

those of the poets Adam Mickiewicz, Zygmunt Krasiński and Juliusz Słowacki and political 

figures such as Prince Adam Czartoryski.  

On arrival in Poland massive Chopin posters were still hanging from some of the capital’s 

tallest buildings, following the International Chopin Piano Competition, seven months 

before, which had been won by Marta Argerich. Smaller posters of the composer appeared 

in many shops. Even at the post office an unusually wide variety of Chopin stamps was 

always available. Throughout the entire city his figure appeared everywhere. I regularly 

attended all-Chopin or Chopin-dominated recitals in the building behind the National Chopin 

Academy (now University) - the reconstructed Ostrowski Palace (renamed Chopin Institute). 

While walking the streets of Central Warsaw in the autumn of 1965 and early Spring of 

1966, I took the feel of a place which was completely foreign to me and tried to form an 

understanding of the tragic events which had occurred barely twenty years before. The sight 

of bullet holes in walls, where patriots had given their lives, was outside the limited 

experiences of a spoilt brat from the New World. I had a lot to learn beginning with long 

queues. As the heartrending events of the Warsaw Ghetto and massacres which followed 

were revealed, I began reading Polish history to better appreciate a little of what others had 

experienced. 

If Chopin had lived most of his life as a piano teacher in Parisian exile (1831-49) and was 

one of the greatest pianists of all time, he also remained the pre-eminent national icon and 

symbol of Polish freedom, pride, resistance and defiance. It was the point in my early life 

when I began to understand the importance of the broader role of social justice in society, 

and why music stood hand in hand with human rights.  

As a result of Drzewiecki’s insistence, I ended up devoting myself to Chopin’s music, not 

just for a showcase competition but for my personal enlightenment. Before boarding the 

train for London for the first time in May 1966, Professor Drzewiecki had sealed a letter 

addressed to his friend, the English musicologist Arthur Hedley whose library of Chopin 
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original manuscripts was world renowned. His letter not only enabled me to get to know 

Hedley but helped provide generous access to his extensive library during the summers 

1966-1968. I will never forget the first sight of the original manuscript of the Polonaise-

Fantaisie and of passages which the composer had worked several times and then deleted 

or finally accepted after several reworkings. Just before I left Warsaw for London for the 

final time in February 1976, the Chopin Society’s director, Wyktor Weinbaum, invited me to 

become a “corresponding member” and although I proved to be a lazy correspondent, I 

privately vowed to do whatever I could to help Polish people.  

I did not have to wait long. From the moment when the Solidarity Free Trades Union 

declared its struggle for independence in September 1980, I dedicated myself to the Polish 

Trades Union Movement struggle. I did my best to raise funds for it and tried to help create 

public awareness of the need to support Poland in its quest for freedom. Every night, for ten 

years, I prayed for the Movement’s success until God smiled on Poland and Solidarność 

won. Borders were opened, the Berlin Wall was torn down, elections were held and against 

all odds, Lech Walęsa, from the Gdańsk shipyards, was appointed Prime Minister of a Free 

Poland (1990-95). 

LPV 16: What was a lesson like with Sverjensky? 

RW 16: Sverjensky demanded a thorough preparation of assigned repertoire on his terms. 

For him, it was all about repertoire.20 Sverjensky’s lessons not only rivaled Goossens’ 

salary, they also felt expensive, to the extent that I found myself paying unusually close 

attention. Every word mattered because I knew how hard my parents worked to pay for the 

privilege of studying with him. For the first two years they could only afford half an hour each 

week and after that, the full hour. Government scholarships paid for theoretical courses 

only. 

 
20 As it had been for Sir Eugene Goossens, former director of the Sydney Conservatorium, principal conductor 
of the Sydney Symphony Orchestra and Stravinsky’s preferred conductor for his transcendental early works 
which Goossens directed with major US orchestras. As his ambitious detractors were fond of reminding 
politicians and administrators of the time, Goossens ‘combined wage from the two positions exceeded that of 
the Prime Minister. 
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Despite a few misgivings and a personal distance which Sverjensky rigorously maintained it 

was possible to still detect a quiet bond between him and his students. When the 

Conservatorium High School Head tried to expel me, Sverjensky interceded on my behalf to 

Goossens’ ambitious successor, Sir Bernard Heinze who wrote to my parents on 

government stationery, granting “clemency”. We looked up to “Sver” who had experienced 

more than his fair share of alienation during the forty years he had taught in Sydney and 

gradually realized that although he may not have shown it, he really was loyal to us behind 

the scenes. Through the experiences of his own life, he had developed a deep 

understanding of social justice, had been brought up reading the classics, spoke nine 

languages and had always made a point of teaching us the underlying historical, cultural 

and aesthetic contexts of our repertoire. To be in his class meant everything. My family 

knew it and supported me. I am very grateful to my brother and sisters for putting up with 

the excessive number of Bach fugues I so avidly consumed, each a wonder in itself.  

LPV 17: You have been teaching all your life and are a professor at San Francisco 

State University for the past twenty years. When teaching do you retain some of the 

knowledge and practice imparted by Sverjensky and/or Drzewiecki? 

RW 17: Of course, but it is not possible to teach everyone the same way or, for that matter, 

in the way I was taught. Each student has her/his needs. I adapted, as I guess my teachers 

did, to my students’ inner needs: not only musical but sometimes, deeper personal needs 

where music provided healing and opened doors to wider visions. Some of my best 

students did not enter the music profession but simply loved music all their lives and 

continued to perform for their own pleasure as they became successful in diverse fields 

where they didn’t ever expect they might succeed to the extent they did. Two former 

students managed my career throughout the 1980s and 1990s. I thank Dr. Carmel Gammal 

and her mother Helena (Ettinger) who originally suggested I study with Drzewiecki and who 

helped make it possible. I also thank Norman Lawrence for his efforts on my behalf and 

Maggie Gibb. I learnt more from both Carmel and Norman than they ever did from me but it 

is not possible to teach well if you are not prepared to learn from your students.  
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LPV 18: Who are the musicians who made an impact on you and who are the pianists 

from the past and present who interest you? 

RW 18: A noteworthy development of the past few decades is the emergence of a masterful 

Korean school of pianists. Consider the number of great artists who emerged from there 

since the early 1970s. The achievement is staggering. From the new generation I find 

Seong Ji Cho, Yeol Eum Son, and Yun Chan Lim, exceptional. Other talents in a class of 

their own include Alexander Gavrylyuk, Priscila Navarro, Lucas Debargue and for some 

repertoire, Dmitri Shishkin. 

The list of pianists is long so I will restrict it to: Aleksandr Skryabin, Sergei Rakhmaninov, Art 

Tatum, Edwin Fischer, Artur Schnabel, Wilhelm Backhaus, Claudio Arrau, Rudolph Serkin, 

Solomon Cutner, Lili Kraus, Alicia de Larrocha, Benedetti Michelangeli, Sviatoslav Richter, 

William Kapell, David Tudor, Fou Ts’ong, John Ogdon, Peter Donohue, Rafael Orozco, 

Krystian Zimerman, Cecil Taylor, Maurizio Pollini, Marta Argerich, Stephen Hough, Arcady 

Volodos, Grigory Sokolov, Stephen Kovacevich, Daniel Herskovitch, Murray Perahia, 

Imogen Cooper (teacher of the late Claus Moser), András Schiff, Daniel Barenboim and 

Stephanie McCallum.  

I add my love of harpsichordists: Wanda Landowska, Ralph Kirkpatrick, Gustav Leonhardt, 

Thurston Dart, George Malcolm and David Cates. I grew up glued to Helmut Walcha’s 

organ performances and at thirteen, was deeply impressed by the visiting Papal organist, 

Fernando Germani. To their names I add that of the young English organist Richard Gowers 

whose recent performance on King’s College Chapel organ, Cambridge, of Messiaen’s La 

Nativité du Seigneur is also in a class of its own. 

Perhaps the closest I will ever get to heaven was hearing the early recordings of Yehudi 

Menuhi, Jascha Heifetz and David Oistrakh. Working with the violinist Phillipe Hirschhorn 

was a very similar experience although I also had the great pleasure of working with Ivry 

Gitlis, Ilya Grubert, Winfried Rademacher and Dene Olding. I add Asmira Page’s name, not 

only because she is my daughter but because of her magnificent, free spirit which redefined 

performances of well-known works by: Bach, Beethoven, Tchaikovsky, Bruch, Bartók, 

Prokofiev, Sibelius and Walton. Richter’s performances of Hindemith’s Ludus tonalis, 
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Webern’s Variations and of the Shostakovich Violin Sonata performed with Oleg Kagan at 

his festival in Touraine, are hard to forget even though I cherish David Oistrakh’s 

performance of the same work with the same pianist. 

It is impossible to forget Gennadi Rostropovich’s mesmeric performances at the Sydney 

Opera House for Musica Viva not long after the Berlin Wall came down.  As the great artist 

came offstage, our son Ben, who was backstage with Trish and then about four years old, 

looked up at the great cellist innocently declaring: “That was a very nice concert”, 

whereupon Rostropovich relinquished his cello, picked up our little boy and carried him on 

his shoulders out of the Green Room into the main dining area declaring: “He liked my 

concert!”. 

Apropos of great cellists I cherish the memory of having worked with Nathan Waks who had 

briefly studied with Rostropovich in Moscow. Waks’ performances of Bach, of the E minor 

Brahms Cello Sonata, of the Chopin Cello Sonata, of Xenakis Paille in the Wind and of my 

own unaccompanied cello work (In Memoriam Tōru Takemitsu)21, were miracles of beauty. 

The performances of Xenakis’ Paille with Rohan de Saram (in New York and Reims) were 

completely different but hard to forget, reminiscent of the finesse of Jacobo Scalfi’s première 

of the same work at La Scala. After the première of Franco Donatoni’s Sincronie in the UK 

with Jacobo Scalfi, recorded “live” by BBC Radio 3, we met the composer straight after our 

concert at the Huddersfield Festival. Among the many composers who had attended we 

spotted him grinning from ear to ear like a schoolboy who had just won at marbles in a 

highly competitive playground. Other cellists I enjoyed working with were Sandy Walsh-

Wilson, on Shostakovich’s Cello Sonata and David Pereira - wonderful cellist and musician. 

A highlight of my working life was working with the American violist James Creitz whose 

Bach, Schubert, Schumann and Brahms performances were unforgettable. I fell in love with 

the performances of the saxophonist Andrew Speight and enjoyed working with the 

Australian, Tokyo, Arditti, JACK and Alexander String Quartets. Composers who were 

patient with me include: Robert Greenberg, Tōru Takemitsu, Richard Meale, Anne Boyd, 

Ross Edwards, Chris Dench, Barry Conyngham, Morty Feldman, John Cage, Hans Otte, 

 
21 Nathan Waks, cello, Five Songs in Memoriam Tōru Takemitsu by Roger Woodward, 1996, 
https://www.youtube.com/watch?v=6bZ55-ETTpg. 

https://www.youtube.com/watch?v=6bZ55-ETTpg
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Horațiu Rădulescu, Iannis Xenakis, Franco  Donatoni, Rolf Gehlhaar, James Dillon, Áskel 

Másson, Arvo Pärt; conductors: Claudio Abbado with the Mahler Jugendorchester, Kurt 

Masur with the Gewandhausorchester, Royal Philharmonic  and Philharmonia Orchestras, 

London; Georg Tintner with the Melbourne and Nova Scotia Symphony Orchestras, Lorin 

Maazel with the Cleveland Orchestra, Erich Leinsdorf with the Philharmonia Orchestra, 

Zubin Mehta with the Los Angeles, Israel and New York Philharmonic Orchestras and 

L’orchestre de Paris; Tan Li Hua with the Beijing and Shanghai orchestras, Witold Rowicki 

with the Warsaw Philharmonic and Cleveland Orchestras, Boulez with the BBCSO and Edo 

de Waart, Charles Dutoit, Sir Charles Mackerras and Georges Tzipine with the Sydney 

Symphony Orchestra and Paavo Berglund with the Royal Danish Orchestra.   

I did not ever work with Carlos Kleiber, Kirill Kondrashin or Eugene Goossens but deeply 

revered their art. It was a great pleasure working with James Judd when he directed the 

European Community Youth Orchestra and later, the New Zealand Symphony Orchestra; 

working with Peter Eötwös in Venezia for the Biennale with the Norddeutscher 

Rundfunkorchester, with Hans Zender and the Saarländischer Rundfunkorchester and with 

Simon Romanos with the brass players of IRCAM. It was an honor working with Eckart 

Rahn for ten years on Celestial Harmonies projects and recording with Ulrich Kraus in 

Wörthsee; with Ralph Lane in the ABC’s Eugene Goossens Hall, Sydney; with Jan Weber at 

the Polish Radio; in London with David Mottley at EMI; Ralph Mace at RCA and James 

Mallinson at Decca. In Australia there was a period when I worked with Andrew McKeich 

and I learnt a lot from him. He was patient and kind. 

Musicologists with whom I enjoyed working include Arthur Hedley (on Chopin) in London; 

Professor H.C. Robbins-Landon at the English Haydn Festival, Bridgnorth, Shropshire, (on 

Beethoven and Haydn) and in Rabastens on Haydn’s original Longman and Broderip 

fortepiano with its famous sopra una corda stop.  Haydn had made the instrument available 

to Beethoven on his return to Vienna from England in 1795 and it became his favorite 

instrument of the late 1790s and early 1800s. Robbins-Landon and I prepared Haydn and 

Beethoven piano sonatas and Mozart and Beethoven concertos; Dr Paul Ellison (on a range 

of projects but especially Beethoven) at San Francisco State University; Charles Rosen in 

London and Oxford (principally on the Beethoven Fantasy-Sonata Op.27 no.2 and  

https://en.wikipedia.org/wiki/Charles_Rosen
https://en.wikipedia.org/wiki/Charles_Rosen
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Beethoven piano sonatas generally); Paul Griffiths, by correspondence (on the Barraqué 

Sonate); Richard Toop (on Bussotti, Barraqué, Debussy, Xenakis) at the London Music 

Digest and Sydney Spring; Dominic Gill (mostly on Takemitsu) in London, Tokyo and Los 

Angeles;  Nouritza Matossian (on Rolf Gehlhaar and Iannis Xenakis) in London, New York, 

Athens and Reims and Sharon Kanach (on Iannis Xenakis) in New York and Reims. 

Excellent piano technicians are few and far between but it was a privilege touring with 

Johnny Rocks. His top octave was second to none except for Ara Vartoukian’s magic and 

the tuning, voicing and regulating of Gerd Finkenstein and Bob Glazebrook.  

LPV 19: You received several honors and awards not only because of your 

spectacular career but also because of your activism for human rights. Do you 

believe that it’s important, even rewarding to speak up for human rights? 

RW 19: “Important?” Definitely! “Rewarding?” Nothing is more important than to speak up 

for human rights. As a little boy in Australia at the end of the Second World War, we were 

taught from our first days in kindergarten to stand up for those who were bullied in the 

playground, especially “foreigners” and to reach out to anybody who obviously needed help. 

We were taught that it would have been unconscionable to consider accepting any kind of 

reward for simply helping others. Being Australian means standing up for your mates, no 

matter what. 

Fifteen years later when I studied piano in Warsaw during the middle of the Cold War, I was 

welcomed by a Polish family. I tried to repay their kindness and stood by those who had 

been so generous to me, by playing concerts to help Poland in its hour of need. It was not 

political activism but a matter of simply doing the right thing. 

LPV 20: Are you referring to your activism for the Polish Solidarity Movement? 

RW 20: Yes. Non-political actions intended to help the Solidarity human rights struggle 

earned the epithets “anti-Soviet’, “anti-Polish” and in February 1982, I was banned from 

playing altogether in Poland and anywhere else in Eastern Europe. At first the ban seemed 

innocuous but as it continued and included the cancellation of return concerts to the new 

Gewandhaus it turned into an embargo. As The Embargo widened, it was, at first, 

surprisingly, supported by some arts managements in Western Europe. Throughout the 

https://en.wikipedia.org/wiki/Paul_Griffiths_(writer)
https://en.wikipedia.org/wiki/Paul_Griffiths_(writer)
https://en.wikipedia.org/wiki/Nouritza_Matossian
https://en.wikipedia.org/wiki/Nouritza_Matossian
https://en.wikipedia.org/w/index.php?title=Sharon_Kanach&action=edit&redlink=1
https://en.wikipedia.org/w/index.php?title=Sharon_Kanach&action=edit&redlink=1
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West, Solidarność Activists gradually became personae non gratae as we reorganized 

ourselves for a prolonged stand. We were described as “International Advocates” or 

“Activists” as we continued to dedicate benefit concerts to help others. During the 1980s 

nearly all my public performances were dedicated to raising funds for the Polish Solidarity 

Movement. Some of the concerts were not even in a concert hall… 

LPV 21: ...as in the Chullora Railway Yard? 

 RW 21: Yes, an unexpected experience in Australia, when, at short notice, the film crew of 

Double Concerto was asked (possibly by David Hill, then Managing Director of the ABC) to 

film Beethoven’s Appassionata Sonata on the back of a truck to an audience of fellow 

workers in Sydney’s largest rail yard. In those times some of my colleagues considered it 

beneath themselves to play anywhere except concert halls or designated acoustic venues. 

Oddly enough, the very same musicians performed pre-nineteenth-century music on period 

instruments (or imitations) in such vast, air-conditioned venues. Fortunately, attitudes to 

making music and to venues changed considerably. Australian artists – Percy Grainger and 

Dame Nellie Melba had regularly performed in Regional centers. Although the Chullora 

Railway Yard was a first for me in 1982, it’s imposing aesthetic might, in a different way, 

have made a magnificent venue for chamber opera, music-theatre or even instrumental 

music.  

My Chullora Railway Workers’ Union concert was not so much about a venue as a strategic 

move to have Poland’s increasingly desperate struggle for human rights recognized by the 

ILO in Geneva. That particular Australian Union had, for decades, been dominated by hard-

liners, who were opposed to Solidarity at the time when a crucial vote was to be held at the 

International Labor Organization in the hope that the Polish Solidarity Trades Union would 

be voted in as a member although I did not know this when asked to perform. 

As a result of the Chullora vote in favor of Solidarność and its impact on the larger Railway 

Workers’ voting tally throughout Australia, the vote helped establish international credibility 

for the Movement and made it more difficult to undermine. 
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LPV 22: Do you believe that your action only exacerbated an already difficult 

situation? 

RW 22: Diplomacy was an elusive commodity throughout the 1980s and my order of 

priorities was to do whatever was necessary to help. The subsequent campaign that was 

fought, by nature of its very existence, always “exacerbated an already difficult situation.” 

LPV 23: Besides the cancellation of many concerts and tours what other 

consequences did you experience? 

 RW 23: One of the long-term consequences was the perpetual appearance of misleading 

information in major reference publications about Activists’ personal lives and careers. 

LPV 24: Do you believe that such consequences might have included attempts at the 

removal of your personal and professional credibility? 

RW 24: Those who are better informed believe so. 

LPV 25: I read that your son was recognized by HM Queen Elizbeth II. 

RW 25: After our court cases ended at the Old Bailey, in May, 1987, Elroy began rebuilding 

his life. Fate lent a hand when in 2009 he began advising the St Giles Trust, first as a case 

worker then as Head of the SOS program. His research and public speaking skills 

concerning gangs, the homeless and underprivileged youth, came to the attention of the 

Home Office Minister, Prime Minister, the organization’s Patron, HRH The Duke of 

Cambridge (now Prince of Wales) and in October 2016, to HM The Queen, who conferred 

the MBE on him. 

LPV 26: Were you able to regain your career in Eastern Europe after the events which 

happened during the middle of the 1980s when the Cold War was at its peak? 

RW 26: Be perfectly clear that the Cold War did not end except for a short period from 

November,1989, through the early 1990s when the proverbial shop window we believed we 

knew so well, changed for a short while, into a more attractive place to invest hopes for 
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peace and liberty. The truth, however, was that behind the scenes, nothing had changed at 

all. 

LPV 27: You have always remained an advocate for “modern” music which resulted 

in your founding the “Sydney Spring International Festival of New Music” with 

concerts spread over twelve years and with many commissions and premières. How 

demanding was it to organize a world class, living music festival and at the same 

time maintain a top international piano career? 

RW 27: It is the way artists who direct festivals go about their daily lives – Sviatoslav Richter 

was the perfect example of multitasking. Up until his late seventies he directed large-scale 

international festivals in Moscow and Touraine on top of his annual concert and recording 

schedule. Looking back at my own life as a young man I guess I also learnt to multitask out 

of a necessity to do so when, for a short period, I was a secondary school teacher, church 

organist, choir director, composer and private piano teacher during which I had to prepare 

my lessons for Sverjensky and Hanson. I also prepared piano recitals, chamber music 

concerts and concerto appearances but many performers function like this. It is second 

nature to us. 

The Sydney Spring Festival blossomed for ten of its twelve years because of the absolute 

commitment of family, friends and colleagues, and the loyalty of audience members who 

realised its importance to the nation’s cultural life. Championed by Ralph Lane and Gwen 

Bennett the National Radio recorded and broadcast every program.  There was always 

much to be done: pursuing funding and sponsorships, studying musical scores, rehearsing 

concerts, meeting artists and composers, writing program notes and designing printed 

programs, contracting artists and arranging travel. Audience members would help put out 

chairs and set up the bar at the concerts.  All these activities produced an energy field in 

which there was always a strong feeling of community pulling together. In this sense, the 

Sydney Spring was different from events I directed in the UK, Austria and France.  Each 

had its distinctive character. 

During the period 1984-87, I found myself in and out of the London courts so many times 

that I sometimes learnt scores in the Visitors’ Galleries. In Sydney, Trish had given birth to 
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our son in October ,1985, just a month after the second Brixton riots and flew with him to the 

UK. Soon after, I began touring again - with Cecil Taylor in Portugal, Greece, France and for 

the Contemporary Music Network throughout the UK. I read Kundera while preparing 

Xenakis’ Kraanerg, performed the Beethoven piano concertos on six occasions, complete 

sonata cycles in eleven cities and Xenakis’ Keqrops in New York, Milano, Torino, London, 

Vienna, Sydney, Melbourne, Perth, Warsaw, Paris (and later, in Reims.) Music was never a 

part of my life. It is my life. 

LPV 28: Was the Sydney Spring your first experience with a major project? 

RW 28: I founded an international Piano Competition in Sydney when I was twenty and 

graduating from the Conservatorium. I subsequently developed the project, over a thirteen-

year period, into a bridge for the isolated Australia of the time, for peers to forge closer links 

with the international music community. It was eventually taken over by others, but there 

were also other projects to build in the 1970s. 

The London Music Digest was founded in 1971. Robert (Slotover) funded it. Together with 

Rosemary Dixson and the playwright Meredith Oakes, the four of us helped piece the 

project together for the first two series 1972-73. We all believed in its worth and its 

magnificent natural energy carried us along with it. I guess the Sydney Piano Competition 

and LMD experiences stood by me when I co-founded and co-directed a traditional chamber 

music festival with the cellist Jacobo Scalfi in Austria (1992–97) before I directed the Joie et 

lumière series in France (1997–2004). By the time the Sydney Spring was founded (1988) I 

knew a little more. 
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LPV 29: Xenakis’ ballet Kraanerg has been considered a challenge for musicians, 

conductors and dancers. However, in November 1988, you staged twenty-five 

performances with the choreographer Graeme Murphy and the Sydney Dance 

Company. What are your memories of such an enormous project? 

RW 29: When I began preparing Kraanerg22 1985-88, Perestroika had just replaced 

Glasnost and open political repression was at its worst. I began reading Milan Kundera’s 

recently published The Unbearable Lightness of Being, re-read accounts of the 1968 

Prague “Spring,” of Charter 77 and Kundera’s house arrest – the year in which Xenakis was 

resident at Indiana University, composing his apocalyptic ballet. Kundera aptly described 

how some of us felt in particular, the impact of his confinement and isolation during which 

he sought solace in the music of Xenakis. He wrote at length about his experience: Xenakis, 

prophète de l’insensibilité, edited by Maurice Fleuret (premier French music critic at the 

time) from Regards sur Xenakis.23  

Kundera’s concept of time together with his sensitive insight helped me form an 

understanding of the relationship between the instrumental body of twenty-three musicians, 

complexity of the composer’s mysterious electronic entity, and dramatic role of the twenty-

two clearly defined silences. Kundera and Xenakis lifted my spirit at a time when the 

Solidarity Movement was stretched to its limits and members found themselves rejected just 

about everywhere. If naïve, I guess I was one of the few left who still believed in the story of 

David and Goliath. What Kundera, Kraanerg, Keqrops and Beethoven had to offer was a 

huge help in staying the distance. 

The Kraanerg performances took place at the Sydney Opera House in the Joan Sutherland 

Theatre – a quasi-sacred place in Australia’s cultural life which enshrined memories of the 

great coloratura - soprano’s bel canto art. The space also offered the chance to realise 

Xenakis’ futuristic vision – leaving me to contemplate how the sound events might be 

distributed throughout the Opera Theatre with feelings from two different worlds. I was to 

experience that very same feeling again – four years later - when I directed an all-Xenakis 

 
22 Kraanerg, directed by Roger Woodward with the Alpha Centauri Ensemble choreographed by Graeme 
Murphy with the Sydney Company Dance, 1991 https://www.youtube.com/watch?v=xBMvJrdoFP4. 
23 Maurice Fleuret, ed., Regards sur Xenakis (Paris: Stock, 1981). 

https://www.youtube.com/watch?v=xBMvJrdoFP4


Luis Pro Villamonte In Conversation With Roger Woodward 

32 
 

concert in the Grand Hall of Scala di Milano. First rehearsals with Janet Vernon, legendary 

star of the troupe, and Graeme Murphy who had founded and directed the Sydney Dance 

Company twenty years earlier, compelled me to revise the dynamic role of the score’s 

twenty-two silences. Vernon’s performance recalled Sutherland. I had never witnessed 

virtuosity at such a level of sustained intensity.  

Such high artistic stakes called for twenty-three musicians to match Vernon, Murphy’s vision 

and Xenakis’ score. Together with George Freedman’s stage design, and Rolf Gehlhaar 

and Ralph Lane who were obliged to reconstitute the poor condition of the composer’s 

neglected tapes, a superb team was formed. Gehlhaar and Lane directed the electronic 

component of the seventy-five-minute ballet from the hall surrounded by audience. It was a 

month of pure magic at the end of which the ABC recorded the work and licensed the rights 

to the Dutch/Belgian Company – Etcetera Records BV. The same company subsequently 

bought and released our performance before recording a range of Sydney Spring projects 

throughout the 1990s with the music of Gehlhaar, Takemitsu, Skryabin and Feldman. 

European reviews of our Kraanerg recording were enthusiastic, including one by Sir 

Nicholas Kenyon24. Each musician was a soloist with a busy career but when they 

performed together they were known as Alpha Centauri, named after a star system in the 

Southern Cross constellation which forms part of the Australian flag. Their mastery of 

Xenakis’ orchestral textures was precise and clear. The whole production was uplifting; 

unforgettable.  

As Richard Toop aptly commented in his program notes for the Sydney Dance Company’s 

Kraanerg performances of November 1988 and subsequent notes for the Etcetera BV 

compact disc booklet: 

If only Iannis Xenakis's music were a little more like Chopin’s, his biography would long 

since have been seized on by the film industry. It is undoubtedly, the most romantic (true) 

story of a genius triumphing over adversity in the history of modern music, and perhaps in 

all of twentieth-century art (…).He joined the wartime resistance, was gravely wounded at 

 
24 "For sheer dramatic impact, for sonic originality coupled with sheer dramatic power, is there any music of 
the last thirty years, to match that of Iannis Xenakis?” Nicholas Kenyon, The Sunday Times, London, 1989. 
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the end of 1944, was sentenced to death by the post-war regime, and eventually managed 

to escape to Paris (…)His dream of an utterly new kind of music, alloying modern science 

with ancient cosmologies, suddenly became realistic through his architectural work. Certain 

sketches for buildings also served as the basis for musical compositions. 

Of the cardinal artistic documents from the late sixties, Kraanerg is the most overpowering, 

and yet one of the least known (…) It is one of the few works of Xenakis to place two media 

that he normally prefers to explore separately - electroacoustic music and the orchestra - in 

a situation of juxtaposition and confrontation (...) In Kraanerg the musicians are in open 

combat with an electronic orchestra in absentia- a pre-recorded tape consisting mainly of 

transformed orchestral sounds which seem to evoke both antiquity and the future, thus 

hemming in the presence of the live orchestra. 

LPV 30: What recommendation would you give to young musicians? 

RW 30: 

Find beauty and joy in your life. 

Laugh. 

Fall in love. 

When learning a new work, reduce social contact to a minimum. 

Isolate the working zone from temporal distractions. 

Switch off telephones, radio and television in the working space. 

Prepare as much as possible away from your instrument. 

Read the score away from your instrument, constantly. 

Try and hear it in your musician’s inner ear as you conduct it silently at the side of the piano. 

Photocopy all the pages so you can view the totality. Enlarge them as necessary. 

One option is to mount the pages on the walls of your room (usually one movement per 
wall). 

Move extraneous objects from walls to accommodate this step. 
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Analyze the totality top to bottom and inside out to understand how the composer placed his 

information together and where the highest dramatic point/s occur. 

Formulate a plan of attack even if it may be hopelessly idealistic or even “impossible” to 

realize in the short term. 

Uninterrupted daily practice encourages the shaping and flow of a performance. 

Carry a working score with you constantly and absorb details as they reveal themselves, 

even if it is through random glances and making occasional notes. 

Keep all planning and preparation as simple and straightforward as possible. 

When you mount the full score on the wall, assign color pencils to specific tasks. 

Always be sure to have a good night’s sleep before a concert. 

Avoid stress/television/reduce contact with others/speaking too much on the day of the 

concert. 

Stay calm and relaxed in the week leading up to the concert. 

Exercise every day even if it is only for a little.             

If you have a fever or the flu and/or find it a struggle to focus, do not perform a concert even 

though every manager will explain how badly it will affect your career. 

Eat healthily. 

Above all, dream! 

LPV 31: Do you still use erasable color pencils and mount scores on walls as I saw in 

Michael Chanan’s Boulez documentary? 

RW 31: Yes. Although my wall charts and color pencils helped provide the quickest way of 

learning Bernard Rands’ Mésallianz at the time of Chanan’s documentary25, I had been 

using them all my working life because I found them so useful; especially for the memorizing 

 
25 Michael Chanan, The Politics of Music (UK: BBC2, 1972), https://vimeo.com/13799532. 

https://vimeo.com/13799532
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of Xenakis’ Keqrops. I learnt the cycles of Bach’s Das Wohltemperirte Clavier26 and 

Shostakovich 24 Preludes and Fugues27 Op.87, 32 Beethoven sonatas, concertos and the 

complete works of Chopin, Debussy, Schoenberg and Skryabin the same way. I guess it is 

necessary to do whatever it takes to master the learning process! Hopefully, thinking 

outside the box is not yet considered out of bounds.  

When preparing a large score and memorizing parts involving up to 109 musicians (Xenakis 

Jonchaies) or ninety-two musicians (Keqrops) the colors were a big help. I usually 

recommend Crayola erasable color pencils to my students and for orchestral works I 

sometimes use the Blik Artists’ Studio color pencils (made in the Czech Republic). Their 

hard wood and high pigmentation work well for the wall charts; the seventy-two colors are 

also blend-able and fade resistant. Sometimes I use my Faber-Castell set; at others, the 

Staedtler depending on the orchestration, textures and combination of instruments. By the 

way, I use lolly pink for the orchestral triangle. 

LPV 32: Are you sponsoring any particular color pencil brand at the moment as you 

did in the video where you were selling perfume? 

RW 32: No. The video to which you refer was made in 1974 (nearly fifty years ago) when I 

was raising funds for a new music project at the Sydney Opera House.  

You mention two items here. First, when funding a challenging project, it is sometimes 

necessary to pursue an unorthodox path to achieve a successful outcome. There are, of 

course, as many different ways of raising money as there are learning new and demanding 

orchestral works and there can be predictable and less predictable aids on the road to 

success. Secondly, when teaching my students (and myself) a new work I return to methods 

I used in the mid-1960s with color pencils to separate details in Beethoven sonatas and 

Bach fugues. 

 
26 Roger Woodward, pianist The Well-Tempered Clavier, Book 1, 
https://www.youtube.com/watch?v=lxGrGwQr9ao. and The Well-Tempered Clavier, Book 2, 
https://www.youtube.com/watch?v=1YWy16ZTVlw  by J.S.Bach, 2008, Celestial Harmonies 
27 Roger Woodward, pianist, 24 Preludes and Fugues, Op. 87   by Dimitry Shoshtakovich, 2009, Celestial 
Harmonies, https://www.youtube.com/watch?v=ba3zsv1sT8Y. 

https://www.youtube.com/watch?v=lxGrGwQr9ao
https://www.youtube.com/watch?v=1YWy16ZTVlw
https://www.youtube.com/watch?v=ba3zsv1sT8Y
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As for the sponsor and her product, I remain very grateful to my friend Mary Ellen Barton for 

persuading Estée Lauder to invest in the project. Mrs. Lauder became a valuable sponsor 

for young composers, and we were all very grateful for her support. Funding new music 

projects was and probably always will be an uphill battle, but I tried my best. I did persuade 

Coca Cola to invest in the Sydney Spring and was very grateful for that contribution as well 

as those of the many other sponsors who so generously gave to the project. 

Part of the 1974 agreement was to sell the sponsor’s product at Sydney’s premier 

department store. The experience provided a valuable lesson in sponsorship management 

although my crude attempts at selling perfume were no match for Dame Maureen Lipman’s 

advertisement for British Telecom or Sir Laurence Olivier’s refined skills when he advertised 

Polaroid on British television, but one can always learn.  

LPV 33: You recommend dreaming. Do you still dream? 

RW 33: Yes.  

LPV 34: Two of your Bach recordings are considered central references throughout 

Academia. Are more Bach recordings under consideration? 

RW 34: Not at the moment. As I enter the final stage of my life of course I would love to 

document some of the cantatas, passion music, B Minor Mass and an unfinished project —

the cycle of Beethoven’s Piano Sonatas—for my personal well-being and because I feel a 

compelling need to stay in touch with all that that great cycle has to say. Crucial to the 

success of the project is a quality instrument, of course. 

I recorded the 32 piano sonatas in Melbourne with Greg Hocking back in 1983. Live concert 

recordings exist of the five Beethoven piano concertos directed by Georg Tintner. The 

founder and artistic director of the Adelaide Chamber Orchestra, John Russell, also 

recorded the complete concertos with Elyakum Shapirra - a series which ended with the 

Triple Concerto and with Nathan Waks and Wanda Wiłkomirska as soloists. 

LPV 35: Would you pursue new musical projects in Australia? 

RW 35: One’s native land is always a special place where service is a privilege. 
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LPV 36: You worked with the first generation of composers who used computers and 

electric powered instruments. What do you consider the future of music might be? 

RW 36: To understand the future we first need to understand the past. Throughout a 

thousand years of change to instrument building and performance, composition emerged, 

from time to time, as new and with an avant-garde to spearhead visionary forces of a 

specific period of time. We learnt that music came from the higher part of ourselves in a 

kingdom without borders; a place where we were inspired by glimpses of the sublime. As an 

empowering universal language music enabled us to communicate and heal at a deeper 

level and yet we find ourselves at the beginning of exploring this vast, unknown terrain. 

Irrespective of the Age in which we lived, sharing the kingdom’s riches continued to provide 

that vital sense of renewal which altered our destiny when, once again, we described 

ourselves “modern”. As I look up into the vast starry firmament and wonder about musics of 

other worlds, I guess I am also looking back at that which was accomplished by daring and 

experiment as I try to attach meaning to that which I create and recreate. 

LPV 37: If you had one project to finish, what would it be? 

RW 37: Document masterpieces of the past seventy years. 

LPV 38: If you had one wish, what would it be? 

RW 38: 

Save our beautiful planet from greed and ignorance; 

demonstrate greater respect for each other; 

live in harmony with each other; 

encourage kindness, understanding and love beginning with 

the birds, animals and the quality of their lives as sentient beings; 

stand up to bullies to protect peace, liberty and human rights at all costs. 

 

 


