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BERNHARD GUELLER             Conductor 

 
Principal guest conductor of the Cape Town 
Philharmonic Orchestra and Music Director 
Laureate of Symphony Nova Scotia in Canada, 
Bernhard Gueller continues to be acclaimed for 
his interpretations and phrasing, and the 
excitement he brings to the podium. “He is a 
favoured conductor, both of players and 
audiences, undoubtedly because of his carefully 
prepared but always musically rewarding 
performances”(WeekendSpecial.co.za). He is 
acclaimed by musicians, critics and audiences for 
his musical purity, and continually garners praise 
for the fresh approach he applies under his 
“amazingly suggestive baton”. 

Having stepped down in 2018 after 16 years as 
music director of Symphony Nova Scotia, Gueller 

stepped into a new role as Music Director Laureate and in the last two years, prior to the 
advent of Covid-19 returned to both SNS and British Columbia’s Victoria Symphony where he 
was also principal guest conductor. He also made his debut with the Princeton Symphony 
Orchestra in New Jersey in 2019 and returned to Halifax to conduct the Scotia Festival of 
Music again.  He has conducted many other orchestras in Canada including the Edmonton 
and Calgary Philharmonic orchestras and is a frequent guest conductor with the KZN 
Philharmonic and the Johannesburg Philharmonic.  

Gueller has had many high-level collaborations with internationally acclaimed soloists, 
including Canadian violinist James Ehnes and pianists Jan Lisiecki, Janina Fialkowska, Anton 
Kuerti, Jon Kimura Parker and Marc Andre-Hamelin, along with pianist Lars Vogt, violinist 
Joshua Bell, and Metropolitan Opera singers Pretty Yende, Elza van den Heever and the late 
Johan Botha, as well as soprano Pumeza Matshikiza. 
 
Beginning his career as a cellist, Gueller won the United German Radios Conducting 
Competition in 1979 and for nearly 20 years ran tandem careers, deputing for the legendary 
conductor Sergiu Celibidache, who regarded Gueller as his best “pupil”. Gueller also attracted 
the attention of the renowned arts administrator Ernest Fleischman who "was deeply 
impressed by his extraordinary musicianship, his marvellous ability to communicate with the 
musicians, and his charismatic impact on the audience".  
 



He has also been music director in Nuremberg and principal guest conductor of the 
Johannesburg Philharmonic. His career has taken him to many top concert halls, from America 
and Australia to Canada, Russia, Japan, China (Guangzhou, Shanghai, Hong Kong), Korea, 
South Africa and Brazil, as well as countries in Europe such as Spain, Italy, France, Norway, 
Bulgaria, Italy and Sweden, and his native Germany where he, for instance, conducted the 
Stuttgart Radio Symphony and the Munich Philharmonic.  
 
He has conducted in festivals internationally, including the Cape Town Philharmonic 
Orchestra in the International Festival of the Canary Islands, the Schwetzinger Festival in 
Germany, the Scotia Festival in Halifax, and the Stellenbosch International Chamber Music 
Festival and National Arts Festival in South Africa.  
 
Gueller has made many recordings for national and international broadcast and several 
acclaimed CDs including two with the CPO - with South African mezzo soprano Hanneli Rupert 
and the Cape Town Philharmonic Orchestra and the concerti of Vieuxtemps and Saint-Saëns 
with cellist Peter Martens. Others include two with contemporary Canadian composer, 
Christos Hatzis, one of contemporary Canadian works by Tim Brady which won an East Coast 
Music award, and a CD of orchestrated lieder by Schubert, all with Symphony Nova Scotia.  
His latest CD with Symphony Nova Scotia with songstress Sarah Slean was nominated for a 
Juno Award in 2021. He has also recorded CDs with the Radio Symphony Orchestra Stuttgart, 
German Brass and the Stuttgart Chamber Orchestra.  Gueller was awarded a doctorate by 
Dalhousie University in Halifax, Nova Scotia, for his service to music.  

 

  



ERIK DIPPENAAR               Soloist  
 
In 2003 Erik Dippenaar obtained 
the degree BMus (cum laude) from 
Stellenbosch University, and was 
awarded a MMus (with distinction) 
by the Royal College of Music (RCM) 
in London in 2007, studying under 
Margaret Phillips (organ) and 
Robert Woolley (harpsichord). The 
following year he completed an 
Artist Diploma in Performance at 
the RCM under Jane Chapman 
(harpsichord) and Geoffrey Govier 
(fortepiano).   

 
As a student in South Africa, Dippenaar won most of the important music competitions, 
including the ABSA National Youth Music Competition (2000), UNISA National Organ 
Competition (2001), Mabel Quick Bursary Competition (2001), ATKV Musiq Competition 
(2002), the organ category of Distell Music Competition (2002) and the Unisa Overseas 
Bursary competition (2003).  
 
From 2005 to 2011, he was based in London, where he played in various important early 
music festivals such as the Greenwich Early Music Festival, the London Handel Festival, the 
Brighton Early Music Festival and the Trigonale Festival der Alten Musik. His primary activity 
was chamber music and he has performed regularly with Florilegium, The London Handel 
Players, l’Avventura London, Amaranthos and Spirituoso. He also worked with the English 
Touring Opera, the Little Baroque Company and Ensemble Serse on a regular basis. 
 
While in London, he gave regular solo recitals, which included a recital for the British 
Harpsichord Society, as well as regular broadcasts for BBC Radio 3. In 2010, with Florilegium, 
he made his debut in the Concertgebouw in Amsterdam. Dippenaar was one of the official 
accompanists for the annual London Handel Singing Competition, and in March 2008 he was 
awarded the competition’s Accompanist’s Prize. He won the RCM Early Music Competition 
twice, and was a member of the group Musici Infaticabili, who won the Broadwood Early 
Keyboard Ensemble Competition in Fenton House in May 2008. During 2008/2009 he was 
appointed the Mills/Williams Junior Fellow at the RCM, and he taught harpsichord at the 
Centre for Young Musicians in London. 
 
Dippenaar is currently Artistic Director of the Cape Town Baroque Orchestra, Artistic Director 
of the annual Cape Town Baroque Festival, and a part-time lecturer in Western music history 
and historical performance practice at the University of Cape Town. He has recently 
completed a PhD in music at UCT, focussing on the role historical domestic keyboard 
instruments played in the colonisation process in Southern Africa.  
 
 
 



 

William Hayes (1708–1777) 
Harpsichord Concerto in G, (ca. 1735–45) 

(performed with String Quintet) 

 
Allegro * Andante * Minuetto allegro 

 

William Hayes was born in Gloucester in 1708, and known as a 
composer, organist and singer during his lifetime. His early career includes positions as 
chorister at Gloucester Cathedral (from 1717), organist at St Mary’s, Shrewsbury (from 
1729), and organist at Worcester Cathedral (from 1731). Three years later he succeeded 
Thomas Hecht as organist at Magdalen College in Oxford. In 1735 Hayes received a BMus 
degree from Oxford University, and was awarded a professorship of music in 1741. It is 
during this time (between 1735 and 1740) that he composed his Harpsichord Concerto in G.  
 
Hayes was active in Oxford’s concert scene for most of his career. A particularly important 
contribution was his involvement in the erection of the Holywell Music Room in 1748, which 
was his brainchild. After the opening, weekly concerts were presented in the space 
under his direction.  
 
The Holywell Music Room is the oldest purpose-built concert space in Europe, and played an 
important role in the rise of public concerts, a ‘far-reaching development in the sociology 
and economics’ of Western music, according to Stanley Sadie. During the course of the 18th 
century public concerts and concert series became increasingly popular, alongside private 
concerts and academies, which were by invitation only.  
 
Specifically in London around 1700 there was a significant proliferation of public concerts on 
a level unparalleled elsewhere in Europe. In addition to the Holywell Music Room, other 
notable 18th century English examples of public concerts include the outdoor concerts in the 
Vauxhall Pleasure Gardens, the Academy of Ancient Music—devoted to the performance of 
16th and 17th century music—and, between 1765 and 1781, Johann Christian Bach (the so-
called ‘London Bach’) and Carl Friedrich Abel’s subscription series in the Hanover Square 
Rooms. Purpose-built concert spaces like the Holywell Music Room were instrumental in the 
development of the 20th century concert hall, like the Endler Hall, specifically designed with 
certain acoustic traits, versatility and the capacity to accommodate a sizeable audience in 
mind. 
 
Hayes was an enthusiastic proponent of Handel’s music and regularly conducted his 
oratorios and other large-scale works outside London. Although his musical style is much 
indebted to Handel’s, his vocal music shows a typically English preference for non-da capo 
aria forms, and his contemporary reputation as a composer was founded on genres in which 
Handel was not active: organ-accompanied anthems, English cantatas, and convivial vocal 
music. Hayes received a DMus degree in 1749 during the celebrations of the opening of the 
Radcliffe Library. The event included the first known performance of Handel’s Messiah in 
Oxford. 
 

https://en.wikipedia.org/wiki/Holywell_Music_Room


Although Hayes published very little of his instrumental music, it is generally well crafted, 
idiomatically written and possesses immediate appeal. The G major harpsichord concerto is 
notable for the detailed written-out ornamentation and cadenzas in the slow movement. 
 
Hayes passed away in Oxford in 1777. 
 
 
Programme note: Erik Dippenaar, October 2021 
 

 

George Frideric Handel (1685–1759) 
Organ Concerto in F, Op. 4 No, 5 (1735) 

 
Larghetto Allegro * Alla Siciliana * Presto 

 
 
Two of Handel’s most notable genre innovations were the organ concerto and the English 
Oratorio. It is therefore no surprise that these two genres are intrinsically linked.   
 
The earliest work for obligato organ and orchestra by Handel is the ‘sonata’ he wrote for his 
Roman oratorio Il trionfo del tempo e del disinganno. According to several contemporary 
accounts Handel first presented organ concerti in the intervals of his London oratorio 
performances at the premiere seasons of Deborah and Esther in 1732 and 1733. However, 
the first concrete evidence is an advertisement in the London Daily Post in March 1735 for a 
revival performance of the oratorio Esther at the Theatre Royal in Covent Garden. It states 
that the performance will include ‘several New Additional Songs; likewise two new 
Concertos on the Organ’. The concerti added an element of virtuosity to the oratorio 
performances, which lacked the virtuosity of Italian opera seria. In addition to this, Handel’s 
reputation as a virtuoso keyboard player was an attraction that generated favourable 
publicity.  
 
The Organ Concerto in F, Op. 4 No.  5,  premiered on March 26, 1735,  during a revival 
performance of Deborah. It is a close transcription of the Recorder Sonata, Op. 1 No. 11, 
and, in terms of style, is very reminiscent of Corelli’s Op. 5 Violin Sonatas.  
 
In keeping with the speed of composition prevalent in the first half of the 18th century, 
Handel’s copyist initially wrote out the recorder part for the right hand of the organ. Handel 
then added supporting orchestral parts, sometimes adding additional harmonies for the 
organ. The left hand of the organ is essentially the original basso continuo line. This urges 
the organist to use ornaments freely and improvise harmonic additions. Although the 
involvement of a copyist in the composition process might seem unusual from an early 21st 
century perspective, it was common practise in the 18th century. Another well-known 
example is Rameau: he often only composed the treble and (figured) bass lines of 
instrumental music, and left it to the copyists to fill in the remaining three voices (in a 
French 5-part orchestral texture). This practice was also prevalent in other art forms: 
Renaissance and Baroque painters often had members of their studio paint substantial parts 



of a painting, while the artists involved themselves in the more important and expressive 
parts of the painting, such as the hands and the faces of figures. 
 
In addition to the improvisational practices described, this performance will include an 
improvised voluntary before the first movement commences. Hawkins described Handel 
doing this himself: “A voluntary movement on the diapasons, which stole on the ear in a 
slow and solemn progression; the harmony close wrought, and as full as could possibly be 
expressed; the passages concatenated with stupendous art, the whole at the same time 
being perfectly intelligible, and carrying the appearance of great simplicity. This kind of 
prelude was succeeded by the concerto itself.” 
 
Programme note by Erik Dippenaar, October 2021 
 

Johann Sebastian Bach (1685 – 1750) 
Suite No. 1 in C. BWV 1066 

 
Ouverture * Courante * Gavotte 1/11 * Forlane * Menuet 1/11 * Bourée * Passpied 1/11 
 
Around 1700, while the concerto and symphony were the typical Italian forms, the 
orchestral suite (also called the Overture, after its opening movement) was developed in 
France.  In Germany, the suite first became popular in those courts which were culturally 
and politically orientated towards France, but a generation later it had spread to all courtly 
and bourgeois circles. Bach’s friend, Johan Gottfried Walther, in his Musikalische Lexicon, 
defined it thus: “Overture signifies opening, since this instrumental piece opens, as it were, 
the door to the suites, or other pieces which follow. Its proper place is at the beginning of 
an opera, or other state performance, though it is often placed before chamber pieces”. Its 
being before ‘çhamber pieces’, particularly before a suite of dances for a fairly large 
instrumental ensemble, was the final stage in the development of the Overture.  In the early 
18th century, almost all composer wrote suites and Bach is known to have transcribed in his 
own hand many overture suites by Johann Friederich Fasch.  
 
Only four suites by Bach survive, and since the autograph scores are lost we only have the 
parts Bach and a copyist wrote out for performances by his Leipzig Collegium Musicum 
between 1730 and 1740.  It cannot, therefore, be said with any certainty what Bach’s 
instrumentation was, when, and for what occasions he wrote the suites, and, most 
importantly, how often and in what ways he revised his original settings.  
 
The fact that the suites were written during Bach’s Cõthen period leads to the conclusion 
that his orchestral suites were performed by a chamber orchestra and not by any larger 
forces. Bach lavished particular care on his Suite No. 1, written about 1718, obviously 
wanting his first work in this genre to be a model of its kind.  After the striking opening, with 
its soaring melodic lines, there are six dance movements, four of which are in pairs, with the 
second of each pair mostly in reduced orchestration. The whole breathes vitality and colour. 
 
Programme note: CTSO Programme Bank 



 
  
 

 
CAPE TOWN PHILHARMONIC ORCHESTRA  

 
 
Principal Guest Conductor:   Bernhard Gueller 
Resident Conductor:   Brandon Phillips supported by RMB Starlight Classics 
Guest Concertmasters:  Farida Bacharova; Suzanne Martens 
Deputy Concertmaster:  Philip Martens 
 
In alphabetical order 

 
 
First Violins  
Elina Koytcheva  ^ 
Emina Lukin *  
Philip Martens  
Refiloe Olifant  
Emma Salt  ^ 
Marlise Theron  ^ 
Maretha Uys  
Renee van der Westhuizen  ^ 
 
Second Violins 
Ruby Ayliffe ^ 
Miroslawa Domagala  
Samantha Durrant * 
Tomasz Kita # 
Hannah Mueller ^ 
Matthew Stead  
Milena Toma  
 
Violas 
Rory Africa ^ 
Petrus Coetzee *   
Azra Isaacs #  
David Snaith ^ 
Renette Swart  
Maja van Dyk 
 
Cellos 
Dane Coetzee 
Peter Martens *   
Estelle Kemp  ^ 
Edward McLean #  
Nastassja Pretorius ^ 
 
 
Double Basses 
Zanelle Britz  
Donat Pellei #  



Roxane Steffen *  
 
Flutes 
Gabriele von Dürckheim ^ 
 
 
Oboes 
Carin Bam #   
Lisa White * 
 
Clarinet   
 
Bassoons 
Simon Ball **  
Brandon Phillips *  
 
Horns 
Mark Osman  
Conrad van der Westhuizen  
 
Trumpets 
Paul Chandler  
Pierre Schuster #  
David Thompson * 
 
Trombones  
Slavomir Mrazik * 
Ryan van der Rheede  
 
Bass Trombone  
David Langford # 
 
Tuba 
Shaun Williams * 
 
Timpani 
Christoph Müller * 
 
Percussion 
Stephan Galvin ^ 
Frank Mallows ^ 
Eugene Trofimsczyk * 
 
 

Principal * / Associate Principal ** / Sub Principal # / Ad hoc ^ / On leave ■ 

 
Orchestra Attendants 
Rudi Makwana^ 
Lucien Faro ^ 
Rudi Makwana^ 
 
Drivers 
Craig Wildeman ^  
Derrick Wildeman ^ 
 
 



 
 
 
 
 
 

CPO MANAGEMENT 
 

 
Chief executive officer Louis Heyneman 

General manager Ivan Christian  

Business development and fundraising executive Suzanne Aucamp 

Marketing and communications executive Shirley de Kock Gueller 

Fundraising / office administrator Mary MacGregor-Frew   

Youth development and education co-ordinator Marvin Weavers 

Education manager: Masidlale and CP Music Academy Odile Burden  

Librarian Neil Robertson    

Assistant orchestra manager and Covid officer Milena Toma   

 
 

CPO PATRONS  
Wendy Ackerman; Ton Vosloo  

 
BOARD OF DIRECTORS 

Wendy Ackerman; Derek Auret (chair); Dennis Davis; Elita de Klerk; Louis Heyneman;  
Edmund Jeneker; Felicia Lesch; Nisaar Pangarker; Christoff Pauw; Christo van der Rheede 

 
ADVISORY BOARD  

Ruth Allen; Ton Vosloo 

 

  

https://www.cpo.org.za/new/board-of-directors-louis-heynneman/
https://www.cpo.org.za/new/board-of-directors-louis-heynneman/
https://www.cpo.org.za/new/board-of-patrons-wendy-ackerman/
https://www.cpo.org.za/new/board-of-directors-derek-auret/
https://www.cpo.org.za/new/board-of-directors-dennis-davis/
https://www.cpo.org.za/new/board-of-directors-elita-de-klerk/
https://www.cpo.org.za/new/board-of-directors-louis-heynneman/
https://www.cpo.org.za/new/board-of-patrons-edmund-jeneker/
https://www.cpo.org.za/new/board-of-directors-felicia-lesch/
https://www.cpo.org.za/new/board-of-directors-nisaar-pangarker/
https://www.cpo.org.za/new/board-of-directors-christoff-pauw/
https://www.cpo.org.za/new/board-of-directors-christo-van-der-rheede/


 


