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The withdrawal of state funding for many South African orchestras after the 

country’s transition to democracy in 1994 is, in many quarters, an emotive 

issue. If emotive elements are left aside, the real story reveals itself as 

more subtle, and easy to lose sight of in the morass of cultural, ideological 

and economic politics in modern South Africa. Essentially, the withdrawal 

of state funding amounted to the refusal of the post-apartheid democratic 

government to guarantee pay for full-time orchestra members. Instead, 

the state opted to fund orchestral endeavours on a project-to-project 

basis. After 1994, the new government was faced with the predicament 

of having to fund arts projects that catered for the full breadth of the 

population, and not just a politically and economically privileged minority. 

This had to be done in the face of a shrunken arts budget, as the newly 

elected democratic government also had to deal with a major humanitarian 

problem: the delivery of basic services to all South Africans, including those 

that had been economically and racially marginalised by the apartheid 

regime. Without the backing of the government to guarantee the payment 

of musician’s salaries, the various state-funded orchestras in South Africa 

suddenly found themselves needing to justify their right to subsidies to a 

public that, by and large, did not prioritise the arts to such an extent so as 

to support full-time 80-piece symphony orchestras. Public outcry regarding 

the withdrawal of funding, as loud as it was, mostly came from sections 

of the population who were able to afford the leisure of engaging with 

European high art music on a regular basis. The new government’s very 

public promises of running water, adequate sanitation, and basic education 

for all, had to take preference over financial guarantees for opera, ballet, 

and symphonies. 



There are those who decry the South African government’s decision to 

severely curtail public funding of classical music. Often, it is claimed 

that the government turned its back on ‘the arts’, and often (with 

corresponding and not so subtle politico-cultural undertones), that the 

old European traditions were immediately and retributively dispensed 

with after the majority victory in the 1994 elections. Of course, it is 

universally recognised that government funding can be a cruel fiscal 

mistress. No amount of arguing about the merits of art can trump the 

dreaded budget cut. However, as the continual (albeit significantly 

compromised) presence of orchestras in present-day South Africa 

shows, the idea that the creation of art is only associated with times 

of prosperity has been proven patently wrong time and again – as I 

hope to demonstrate with an example from the history of the orchestra 

featured on this compact disk.

The Cape Town Symphony Orchestra can trace its roots back to 

1910, when a city councillor named Walter Marshall proposed that a 

professional orchestra be founded to complement the establishment of 

the South African College of Music (now part of the University of Cape 

Town) that same year. The orchestra was to be funded by the City of 

Cape Town, with the express purpose of providing an artistic service to 

citizens. It took a while to get things going, but on 28 February 1914, 

the new Cape Town Municipal Orchestra gave its first concert, under the 

baton of Theophil Wendt. The venue was the Cape Town City Hall, that 

grand old edifice that has served as the centre of Cape Town symphonic 

culture ever since. Initially, the orchestra was made up of 18 musicians, 



but it didn’t take long before Wendt had increased the size of the 

orchestra beyond the 30-player mark. As a part of its public service, 

the orchestra was to play at least two City Hall concerts per week, on 

Thursdays and Sundays. In addition, the orchestra had to cater for the 

tastes of the public at large, and to this aim held beach and pavilion 

concerts of light music in addition to its Sunday evening City Hall 

slots, whose programs were usually dominated by popular selections 

by revered classical masters. This provision for both light and serious 

music (the latter during the Thursday evening slot) was considered 

by the Council to be civic duty for an orchestra funded by the public 

coffers. There was also touring from the outset, and given the size of 

the old Cape Province, the orchestra travelled far into the Karoo on its 

cultural mission. 

However, politics, culture and money are old bedfellows of South 

African art music. The following extract about the CTSO from Jacques 

Malan’s South African Music Dictionary, published in 1979 and often 

criticised for what is seen as the tainting effects of apartheid ideology, 

illustrates this vividly. It doesn’t take much insight to sense that Malan 

felt unrestrained in allowing his political-cultural views to filter through:

It became clear during the first year [1914] that the orchestra had been realised 

between two opposing and incompatible points of view. The [Cape Town City] 

Council was not prepared to burden its budget with a cultural body that did 

not pay its way. Its distinctively British point of view was that the orchestra 

should be primarily an entertainment unit, modestly capable of catering for more 



sophisticated musical tastes. The conductor, on the other hand, was a man of 

musical integrity, who was determined to shape his orchestra into a philharmonic 

unit worthy of that name, without neglecting entertainment or the pioneering 

work necessary for education. From his point of view, the cost of the undertaking 

was a negligible factor in comparison with the cultural and artistic mission of his 

orchestra. (South African Music Dictionary, p. 251).

Right from the beginning, then, questions of funding, politics and 

artistic integrity have, for good or ill, been part of the story of Cape 

Town’s orchestras. It is hardly surprising to find that shortly after 

the First World War, the City Council had a good, hard look at their 

commitment to funding the Cape Town Municipal Orchestra. The Council 

subsequently began to scale down their investment, resulting in the 

retraction of the Thursday evening symphony concerts, which were 

rescued by a private club called the Thursday Concert Subscribers in 

1919. The writing was on the wall, however. Guaranteed funding was 

ultimately pulled, and instead the Council opted to only indirectly fund 

the orchestra by granting a subsidy to the Cape Peninsula Publicity 

Association. Thus, a strangely similar scenario arose to the one that 

confronted the same orchestra after 1994. This example has hopefully 

shown that the situation in the 1990s was by no means unique. 

Nonetheless, in light of some questionable financial management and 

a near-disastrous overseas tour, the Cape Town City Council stepped in 

again and took responsibility for the orchestra in 1926. Thus, orchestral 

musicians remained on the Council payroll until after the democratic 

elections some 68 years later.



In 1968, the Cape Town Municipal Orchestra changed its name to the 

Cape Town Symphony Orchestra, or CTSO. By this time, its numbers had 

swelled to more than 75, and the ensemble was capable of handling 

the most demanding high Romantic repertoire. Some four years earlier, 

the CTSO had been joined by another professional orchestra in the 

Cape: the new and fully government funded orchestra of the Cape 

Performing Arts Board, or CAPAB. At the time, government finances 

permitted the national administration to establish four overarching 

provincial Performing Arts Councils, each with a ballet, opera, and 

drama company, in addition to the necessary infrastructure and a 

musical staff to support ballets and operas. Two of the Councils – in 

the Cape and Transvaal (Johannesburg/Pretoria) – featured fully-funded, 

full-time and full-size symphony orchestras. These organisations 

augmented the Transvaal-based National Symphony Orchestra of the 

SABC (originally the Symphony Orchestra of the SABC), also completely 

funded by the state. All in all, the Cape and the Transvaal each had two 

funded orchestras, while the Orange Free State (Bloemfontein area) and 

Natal (Durban) had one each. Undoubtedly, the financial prosperity of 

arts funding in general was advantageous to the CTSO, who were able 

to operate with a relatively secure financial foundation in the form of 

government and City Council support.

After 1994, the CTSO, the National Symphony Orchestra, CAPAB, and 

the other three Provincial Arts Councils were confronted with the 

catastrophic withdrawal of regular funding. They now found themselves 

being forced into the commercial arts scene of South Africa, and on 



an equal footing with the myriad of other cultural activities competing 

for limited government subsidies. While most of the other orchestras 

were privatised, the National Symphony Orchestra is no more. In Cape 

Town, CAPAB and the CTSO struggled on until 1996, when financial 

circumstances dictated that they merge (with the resulting loss of 

employment for many musicians). Thus, out of these two orchestras, a 

single modern Cape Town orchestra was created: the Cape Philharmonic 

Orchestra. CAPAB’s opera division, as well as the CAPAB Symphony 

Choir (originally formed 1972-73), were also successfully privatised, and 

now work in close collaboration with the Cape Philharmonic Orchestra. 

And, possibly echoing the later history of the Cape Town Municipal 

Orchestra, it is noteworthy that despite a lack of guaranteed salaries, 

the Cape Philharmonic Orchestra still derives the lion’s share of its 

income from government subsidies. 



Let us now turn to the impressive music featured on this, the last 

recording by the CTSO. Pyotr Il’yich Tchaikovsky (1840-1893) is famous 

for the lyricism of his melodic writing, and his First Piano Concerto, in 

B flat minor, is a case in point. However, by the time he commenced 

work on the concerto (around the second half of 1874), Tchaikovsky 

was subject to that familiar artistic dilemma: a shortage of money. 

Tchaikovsky was not yet well-known as a composer, and was teaching 

at the Moscow Conservatory to make ends meet. Despite the burden 

of a teaching position, he had managed to commit several works to 

print, including Romeo and Juliet. These efforts were, unfortunately, 

met with a lukewarm reception, and did little to ease his financial 

concerns. Furthermore, the composer felt that teaching was eating 

into the time he wished to devote to composition, as well as sapping 

his creative energy. As the disastrous fallout of his 1877 marriage so 

vividly illustrates, Tchaikovsky was very sensitive to the effects of his 

environment on his creative output.

Because of the popularity of the genre, the possibility of dedication to 

an esteemed player, and the public adulation of virtuosity, writing a 

concerto seemed to be a good financial choice for the cash-strapped 

and not-yet-famous Tchaikovsky. Indeed, it proved to be a successful 

venture in these regards – but not before one major hiccough. 

Tchaikovsky had reportedly chosen to dedicate the concerto to his 

friend and Moscow Conservatory colleague, Nikolai Rubinstein, the 

brother of the pianist Anton. (At this point, one should mention that 

the notion that the original dedicatee was Nikolai Rubinstein has been 

Tchaikovsky
1840-1893



challenged; it has been suggested that Tchaikovsky’s pupil Sergei 

Taneyev was originally intended to have been granted that honour.) 

Tchaikovsky was not the most confident of pianists, and self-doubt 

regarding his knowledge was such that he sought the advice of pianists 

on matters of technique. Doubtlessly, he sought critique of a technical 

nature when he played the hitherto unperformed concerto for Rubinstein 

on Christmas Eve of 1874. Tchaikovsky related the private performance 

to his brother Modest in a letter. The end of the first movement was 

met with a cold silence. After all three movements had been played, 

Tchaikovsky inquired as to Rubenstein’s opinion of the work. According 

to Tchaikovsky, the answer with regard to technique was less than 

favourable: Rubinstein claimed that the piece was so clumsily written 

that it was “impossible to play”. But it was not just on matters of 

technique that Rubenstein felt obliged to comment. He had found fault 

with the musical content, declaring that there was little of any worth, 

and that the melodies were clichéd, having been used before (several 

of Tchaikovsky’s melodic ideas had been inspired by Ukrainian music 

he had heard performed in the street). Tchaikovsky reported that 

Rubinstein considered all but one or two pages as having any musical 

merit, and that the rest may as well be discarded. Should Tchaikovsky 

consider extensive revisions, however, Rubinstein would play it.

Tchaikovsky was notoriously sensitive to criticism, and was less than 

enamoured by Rubinstein’s charges. He responded by (supposedly) 

removing the dedication to Rubinstein, and not changing a note. 

Instead, the composer entrusted the premiere to the famous pianist 



and conductor Hans von Bülow, who also became the work’s new 

dedicatee. The concerto is notoriously difficult in places, but von Bülow 

sang its praises. The premiere took place in Boston on 25 October 

1875, and, despite several negative reviews (with one reviewer claiming 

that it was not “an enduring work”), the concerto was well-received 

by the American, and later, western European and Russian musical 

public. In fact, it almost instantly became part of the repertoire, being 

played repeatedly by von Bülow and later (not without a hint of irony) 

by Rubinstein. With regards to the latter, it should be noted that 

Tchaikovsky was soon able to bury the hatchet, and the two remained 

lifelong friends. Several of the changes Rubinstein suggested even 

made it into a revised 1879 version of the concerto, along with other 

suggestions from performers who had incorporated the work into their 

repertoires (most notably, Edward Dannreuther).

On the first listening of the famous opening bars, the concerto is an 

alarming work; but before long, we are presented with one of the most 

famously lyrical melodies that Tchaikovsky ever composed (which is 

certainly saying something). The opening is also indicative of one of 

the most noticeable features of this piece: Tchaikovsky allows us to 

hear both the soloist and the orchestra in full flight. Structurally, this 

famous theme and the section it heads serve as no more than an 

introduction to the sonata-form proper, the material featuring in none 

of the proceedings beyond around the hundred bar mark. The twists, 

turns and dramas of the first movement are expunged from the second. 

Marked Andantino semplice, the second theme was lifted from a French 



song Il faut s’amuser, danser et rire (‘One must amuse one’s self by 

dancing and laughing’). Incidentally, the singer Désirée Artôt, to whom 

Tchaikovsky had once been engaged, was known to perform this song 

often. Like the first movement, the third features folk-song derived 

material in the form of the first theme.

Challenging as Tchaikovsky’s concerto is, it is a different sort of 

virtuosity that characterises the pianism of Serge Rachmaninoff (1873-

1943). Rachmaninoff’s colossal works for piano and orchestra embody 

the modern necessity of the concert pianist to dedicate a lifetime to the 

technical mastery of the instrument; for without an adequate technical 

toolkit, no pianist can do justice to the sound world of Rachmaninoff’s 

high romanticism. The lure of Rachmaninoff to pianists must surely be 

in part due to the fascination with technique, and each performance of 

one of his works is a reflection of hours of backbreaking work at the 

keyboard. Lucky, then, are we to have the technical prowess of François 

du Toit at our disposal.

Rachmaninoff was a virtuoso pianist, and must have seen something of 

a kinsman in the nineteenth century’s most famous performer, Nicolò 

Paganini (1782-1840). The magnetic properties of Paganini’s persona 

and craft have inspired many composers to create virtuoso showpieces. 

Perhaps Paganini’s most famous musical legacy is the principal theme 

from his Opus 1: the 24th Caprice in A minor. To most, the famous opening 

theme is a catchy tune; to composers, it is an open invitation to compose 

variations. (Paganini’s Opus 1 is a set of variations on this principal theme.) 

Rachmaninoff 
1873-1943



Rachmaninoff’s Rhapsody on a Theme of Paganini is also a set of 

variations on the theme of the 24th Caprice. The Rhapsody was 

composed in 1934, toward the end of Rachmaninoff’s distinguished 

career, while he was holidaying at his Swiss retreat, ‘Villa Senar’, near 

Lake Lucerne. The twenty-four variations were pieced together in the 

month and a half between 3 July and 18 August. The Rhapsody saw its 

debut across the Atlantic, in Baltimore, on 7 November 1934. Fittingly 

for such a virtuoso work, the composer donned his performer’s hat to 

give the premiere himself, with the orchestra conducted by the fabled 

Leopold Stokowski. The work proved immediately successful, and even 

prompted a request by the Russian choreographer Michele Fokin to alter 

it slightly, in order to make it suitable for the ballet stage.

Despite its title, the piece isn’t a free-formed rhapsody, but rather a theme 

and variations. There are twenty-four variations, but the formal tricks 

begin almost immediately: we are presented with the first variation before 

we have even heard the theme. Paganini’s famous tune follows the first 

variation, presented principally in the violins. Notable is the inclusion of the 

13th century hymn tune known as the Dies Irae (‘Day of Wrath’) at several 

points (notably, Variations VII and X, as well as the closing of the work). 

Rachmaninoff had a habit of adding this theme to many of his works, 

including his three symphonies, the Symphonic Dances, the First Piano 

Sonata. It has been remarked that the Rhapsody in its entirety can be viewed 

as a three movement concerto: the opening through Variation XI serves as 

a first movement, Variations XII to XVIII comprise a more subdued second 

movement, and the remainder represents a climactic finale.



Paganini’s skills have served as inspiration for amazing feats of 

technical brilliance on everything from xylophone to electric guitar. 

This inspiration has been especially felt by pianists: Johannes Brahms, 

Witold Lutoslawski, and Franz Liszt have all written pieces based 

on the famous A minor tune. Perhaps it is fitting, then, that the last 

recording by the CTSO featured a representation of the skill and 

mastery of technique that was embodied by this remarkable orchestra 

at the southern tip of Africa, paired with the artistic depth, orchestral 

confidence, and lyricism displayed in Tchaikovsky’s piano concerto. 

These two works show the combination of artistry and technical 

brilliance that has seen South African orchestras survive to the present 

day, in spite of financial adversities and uncertainties.

Barry Ross





FRANÇOIS DU TOIT
Acknowledged as one of South Africa’s leading concert pianists and musicians, François 

du Toit is an Associate Professor of Piano at the University of Cape Town. Receiving his 

early musical training from Merryl Preston, he went on to complete an Honours degree at 

the University of Cape Town, studying under the distinguished pianist and teacher, Laura 

Searle. Also holding diplomas up to Fellowship level from the Trinity College of Music, 

London, he studied for the Solistendiplom at the Hochschule für Musik und Theater in 

Hannover, Germany, under the renowned pedagogues Arie Vardi and Bernd Goetzke.

During his period of study abroad he distinguished himself in several important 

international piano competitions, taking top prizes in the 1991 Hannover Music 

Competition, the 1992 Rotterdam and 1993 Marsala Internationals, and the 1994 

International Maria Callas Competition in Athens.

Appearing as an acclaimed soloist with orchestras (both locally and abroad) 

since the age of fifteen, François du Toit was selected, while still a student at 

UCT, to accompany the former Cape Town Symphony Orchestra as soloist on its 

historic tour of the Republic of China (Taiwan) in 1988. He has over 30 concertos 

in his repertoire, ranging from Bach to Hendrik Hofmeyr and has performed with 

conductors including Bernhard Gueller, Victor Yampolsky, Omri Hadari, Alun 

Francis, Dawid de Villiers, Piero Gambo, Arjan Tien and Alexander Lazarev.

Together with Anmari van der Westhuizen and Farida Bacharova he formed the 

UCT Piano Trio and also appears with Franklin Larey as the Ixopo Piano Duo.  

He is constantly in demand as accompanist for visiting artists such as Wolfgang 

David, Philippe Quint, Antje Weithaus and Ilya Gringolts to name but a few. In 

July 2006 he released his first solo CD comprising works of Bach-Busoni, Haydn, 

Mendelssohn and Chopin. In August of 2007 he took part in the 3rd International 

Stift Chamber Music Festival in the Netherlands after which, he travelled to the 

USA where he gave recitals and masterclasses in Omaha, Nebraska and Madison, 

Wisconsin. In 2010 François accompanied Julian Loyd-Webber in a recital in South Africa.

In between lecturing in Cape Town, François is often invited to sit as juror for 

competitions throughout the country and abroad.



MAESTRO OMRI HADARI
The distinguished conducting career of Omri Hadari began after he had achieved 

outstanding success as one of Israel’s finest trumpeters. His experience with the 

Israel Chamber Orchestra and the Jerusalem Symphony Orchestra, his graduation 

from the advanced conducting course at the Guildhall School of Music and 

Drama - London preceded his step into the limelight of the podium where he 

has demonstrated his ability to handle repertoire from the Classic, the Romantic 

period, and the Twentieth Century. His performances have consistently earned 

outstanding reviews, with special acclaim for his interpretations of large-scale 

symphonies by Mahler, Bruckner, Sibelius, Shostakovich and Prokofiev. 

He has appeared with many major orchestras, including the Royal Philharmonic, 

the London Symphony, the City of Birmingham Symphony, the Israel Chamber, the 

San Francisco Chamber, the Northern Sinfonia of England, the Divertimenti and the 

Columbus Symphony (Ohio). He has conducted his own London Lyric Orchestra in 

London’s major concert halls and in important British festivals. Since 1980 Hadari has 

conducted the Australian Broadcasting Corporation orchestras, the Sydney Symphony 

Orchestra and the Melbourne Symphony Orchestra on a regular basis. 

In 1987 he was appointed Principal Guest Conductor of the Adelaide Symphony 

Orchestra. Seven grand tours with the Australian orchestras earned him enormous 

popularity, resulting in an invitation to conduct Puccini’s La Boheme at the Sydney 

Opera House during the Australian Opera’s Bicentennial Celebration Season. During 

the Bicentennial Celebration he also conducted in the Sydney Opera Concert Hall, 

directed live broadcasts and made studio recordings for the ABC. 

In addition to opera, Hadari has enjoyed great success conducting opera and ballet, 

and has toured the United States, Canada and Holland with the Dutch National Ballet, 

and Australia with the Victorian State Opera. He has conducted for the Bat-Sheva 

Dance Company in Israel, and for Sadler’s Wells Royal Ballet on tour. 

Hadari was invited by the British Film Institute to reconstruct the original 



score of Shostakovich’s music for the first complete version of the silent film, 

New Babylon. The first performance in the west, which he conducted with the 

London Lyric Orchestra at the Queen Elizabeth Hall was held as triumph, and 

was followed by performances at the New York Festival, the San Francisco Film 

Festival, the Helsinki Festival and the Flanders Festival. Tours were later repeated 

in Holland and the United Kindom. He recorded the complete version of the New 

Babylon for BBC TV’s ‘Arena Special’ on Channel 2. 

In 1985 Omri Hadari was appointed Principal Guest Conductor of the Cape Town 

Symphony Orchestra. From 1989 to 1992 Hadari was Music Director and Principal 

Conductor of the CTSO. During this period he also conducted all the major 

South African orchestras, the Jerusalem Symphony Orchestra, Israel Sinfonietta. 

Orquestra Nacional do Porto and Sinfónica Portuguesa, the major orchestras 

in Australia and the Ulster Symphony Orchestra, Northern Ireland. From 1992 

to 1998 Hadari was the Principal Guest Conductor of Orquestra Nacional do 

Porto, Portugal. He has also toured three times with the National Taiwan 

Symphony Orchestra. 

Hadari has made many television appearances on SABC TV and has produced 

several CD recordings for Polygram/ABC Records and Clermont Records. He is well 

known for his work in training student orchestras and young conductors. 

In November 1999 he was appointed Principal Conductor and Music Adviser of the 

Ashdod Chamber Orchestra, Israel. This unique orchestra very successfully toured 

the U.K under the baton of maestro Hadari in November 2000. In 0ctober 2002 

he acquired the position of Music Director & Principal Conductor of “Classica” 

Chamber Orchestra Hadera, Israel. 

From 2007 Hadari is having great success in Turkey where he conducted The 

Presidential Symphony Orchestra, The Istanbul State Symphony Orchestra, The 

Bursa State Symphony Orchestra and The Antalya State Symphony Orchestra.
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              Pyotr Il’yich Tchaikovsky (1840-1893)

              Piano Concerto no. 1 in B flat minor op. 23

01  21:54  Allegro non troppo e molto maestoso - Allegro con spirito

02   7:33  Andantino semplice

03   6:59  Allegro con fuoco

              Sergei Rachmaninoff (1873-1943)

04  25:37  Rhapsody on a theme of Paganini op. 43

                Total: 62:10
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