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When Jasper Parrott and Terry Harrison founded
their classical music agency in 1969, the world
was a very different place. Business was done over
landline telephones with paper diaries and the
classical music world was localised and conservative.
From the beginning, working from their own front
rooms, Jasper and Terry had a vision which turned
that upside down.

In 2019, as HarrisonParrott celebrates its 50th
anniversary, this dream has become a reality —
both for the company and throughout the classical
music world. HarrisonParrott is now a family of over
200 artists and more than 70 staff in three cities,
working globally, and the classical music world has
changed beyond recognition.

The story of HarrisonParrott is the story of classical
music in the last half-century. In celebrating this
journey and the many people who made it possible,
we explore how the music world is changing and look
to the future. With that in mind, we introduce our
new HarrisonParrott Foundation, which, by making
classical music more inclusive, aims to contribute
to ensuring that classical music is relevant and
accessible to all for at least the next 50 years.




1 have no
memaory of

the past, only
of the future’

Jasper Parrott

The death penalty is
abolished in the UK The world's
first microprocessor is invented

The first moon landing

500,000 people march on
Washington, DC, to protest the war in Vietnam, one of many
rallies around the world Britain

deploys troops in Northern Ireland
Riots follow the closure of New York City's Stonewall Inn



"We were convinced that by focusing on
the artists’ wishes and needs we could
make it into a truly international brand’

Jasper Parrott and Terry Harrison met as young men working at
Ibbs and Tillett, one of the most important concert agencies in
the world at the time. It was founded in 1909 and at that point was
managed by John's widow, Emmie Tillett, serving mainly the UK
market. The business was ripe for new ideas, as Jasper explains

N 1969 the classical music business was

organised on a mainly local basis, with a

wide variety of booking agencies each

operating within their own territories.

Even though some were influential
internationally, particularly in the US, bookings
were primarily made by local agents. The
generation of artists who emerged in the
1960s, including Vladimir Ashkenazy, Daniel
Barenboim, Jacqueline du Pré, Itzhak
Perlman and many others, were increasingly
dissatisfied with the range and quality of
the service provided by their agencies.

Terry and | were committed to Ibbs and
Tillett, going to concerts most nights, and
we were convinced that by focusing on the
artists' wishes and needs we could make it
into a truly international brand. We discussed
this constantly with artists, working allhours,
and travelling to meet presenters and hear
artists as often as we could afford with our
limited resources. We were also driven by
our frustration with the opportunities that
were being missed and the increasing level
of obstruction to the work we were willing
to do for the company and its artists.

Whereas we wanted to fulfil the wishes

of the artists, Mrs Tillett believed that
personal management would not be in the
long term interests of the company and its
shareholders. Her view was that the agency
was like a ship carrying the artists from
port to port, with the artists embarking and
disembarking according to the needs of the
presenters. This fundamentally different
perception of the relationship between the
artist and management eventually led to a
major disagreement, and Terry and | were
both sacked. We decided to prove our
point by going out on our own, even though
at that moment we had no resources or
money and very few artists.

Since we were dismissed without
compensation, we managed to negotiate
a deal whereby the few artists who wanted
to leave with us could do so immediately,
enabling us to carry on their business without

interruption. We rapidly ran out of money
and were only able to continue thanks to
providential help from James Wolfensohn,
a brilliant young banker who had just moved
from Australia to London to head up the
merchant bank Schroders. He offered us
financial support in return for a substantial
shareholding and this kept us afloat for
the first few years. After five years we
were able to buy him out and become
entirely independent.

Our main concept was that in order to
represent our artists effectively, we needed
to build up our relationships nationally and
internationally with as many presenters as
possible, rather than through intermediaries.
This involved not only intensive work but
also limited the number of artists we could
represent. We believed that by growing
our involvement on a truly international
level, we would be able to represent the
artists effectively and grow our own
business accordingly.

As the range of services we offered
diversified, this required a growing investment
in quality manpower, marketing and travel.
This soon began to pay off because
presenters and orchestras realised that
they could get much more reliable
information about artists' availability,
repertoire and financial expectations directly
from us rather than fromlocal agents.

We also engaged with the artists’ media
activities, particularly their recordings, which
provided the greatest opportunities for
promotion to an international public. At that
time, the major labels had great power and
preferred to make deals directly with artists,
but we were successfulin recommending
our artists to major labels, supporting sales
through efficient career development, ina
synergetic collaboration.

In the early days we took every initiative to
be present and active whenever we could.
With scarce resources we became expert
at gettinginto concerts without buying

tickets, and being included in post-concert
dinners where we could socialise with
artists and presenters —we made sure we
were visible when there was an important
gathering. In those days, managers didn't
travel much or use the phone internationally,
but Terry and | were on the phone all the time,
often very late at night to catch US West
Coast presenters, and travelled frequently.

|
Entries from Emmie Tillett's diary, quoted
in Ibbs and Tillett: The Rise and Fall of a
Musical Empire

29 September 1969

Jasper and Harrison opening their own
agency taking with them Ashkenazy,
Orozco, Tchaikovsky, Lawrence Fosterl!

13 October 1969

First day without Jasper and Harrison —
heaven! So quiet and dignified again along
our corridor!

Terry Harrison quoted in The

Other Tchaikowsky:

Parrott and | left Ibbs and Tillett after four
years. We left because we had disagreements
about how the company was being run.

It was a very traditional company, at that
time the oldest company in England. It was
powerful. And we thought it was going

to run into huge problems. We couldn’t
change anything and saw that we would
have to capitulate or get out.

Images courtesy Helen Turner




Making a splash
HarrisonParrott quickly made an impact
in the media, and was the first agency to
design advertisements of which any high-class
clothes or drinks brand would have been proud

Jasper recalls:

'We produced a series of 20 consecutive months of full-page
advertisements in Music and Musicians, which was the nearest thing
to a trade magazine at that time. Each was a full page about one
of our artists, with an interesting photograph and some editorial
about the qualities of the artists and who they were. Nobody had
ever done anything like it before and it made a lot ofimpact, making
it clear that we were very much on a roll and here to stay as
disrupters of the staid and conservative music world of that time.’
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TERRY HARRISON

‘Terry wasn't a linguist, but he could connect with
anyone — he could have communicated with Martians’

't was he who taught me how
to be an artist manager’

VLADIMIR ASHKENAZY

The company's relationship with Vladimir Ashkenazy, first
as pianist and then as conductor, has been central to
its success. Jasper looks back at this fruitful collaboration

| first met Vladimir Ashkenazy in late 1965, soon after
ljoined Ibbs and Tillett. | had an international background,
spoke some languages and had been to Russia, so
Mrs Tillett thought | would get on with him and be able
to manage his heavy international diary. When we first
met, he looked at me quizzically, realising how green

I was, but we got on. | was keen to do my best, and he
liked the fact that | was literate and interested in Russia,
and things started quite well.

Then, in the summer of 1966, | made a mistake,
neglecting to pass on some information to him. [t wasn't
a serious error, but | was devastated and apologised
profusely. He was generous about my candour, which
he told me was different from the constant covering up
he had experienced in the Soviet Union and evenin the
West. From then on, we worked harmoniously together.

He was punctilious about every detail in the planning of
his life and it was he who taught me how to be an artist
manager, responsible for the very particular needs of
atravelling artist —one with a long view of their creative
life. It was a fantastic training to be so closely involved
with probably the most famous pianist in the world.

He was very trusting and when Terry and | were fired from
Ibbs and Tillett, he did the correct thing —as he always
does—goingimmediately to see Mrs Tillett. He reminded
her that she had entrusted him to me, resulting in our
close collaboration, and that she should therefore
understand that he wished to continue working with me.

The single fact that Ashkenazy joined us at the
beginning of this almost non-existent firm gave us an
extraordinary position. People had to deal with us to get
him, and this gave us the authority to build our business.

|
Director Lydia Connolly worked with Ashkenazy from
her early days at HP, which was a formative experience:

Working with Ashkenazy was a crucial learning experience
in my first years. We had an Ashkenazy diary that was
always propped up against either my desk or Jasper's.
It was the bible, where all the detail went, and we were
meticulous with it. He was brilliant to work with and
learn the business from, because he was always on
top of the detail —he remembered everything and was
very kind and generous.

Photo Keith Saunders
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LOCATION,

LOCATION

The company started out in two London
flats six miles apart and now occupies
aniconic London architectural landmark

For the first six weeks of working together as a business,
Jasper and Terry operated out of their own flats in
Paddington and Hendon respectively, and then moved
to a small office in Wigmore Street. Jasper explains
why: ‘The Ibbs and Tillett office was at 124 Wigmore
Street and ours was 49 —almost directly opposite the
Wigmore Hall, which was their house concert hall. It
was a gesture of chutzpah, | suppose.’

That building was redeveloped in 1973, and, faced with
moving, he remembers, ‘We found a way to buy a small
house in Hillgate Street, Notting Hill Gate. We managed
to get permission for a change of usage, because it
once had a ground-floor shop, so we pretended we
were working on the ground floor and living upstairs.’

A house came up for sale in Penzance Place, Holland
Park. Jasper says: ‘It was a ruin, but relatively cheap,
so we decided we would buy it, restore it and make it
into our base. There were scary moments because

it was more expensive than we had thought and there
were building and planning problems, but finally we
moved in and then started to bloom quite rapidly.’

Jane Brown, Director, recollects the atmosphere
there: ‘It was spread over a number of floors, so we
had to have internal email, because communication
from the top floor to the bottom was difficult. There
were files piled up in the loo. The phones rang the
whole time and you'd be constantly running around
trying to find out which phone it was. It felt quite
homely and was ten minutes’ walk to Notting Hill,
which was quiet and residential. We were always a
global business, but it felt like a family because of the
nature of the building.’

By 2010 the company had outgrown the Penzance Place
house altogether, and in major need of an overhaul, the
building was sold. The company moved into rented
accommodation in Albion Place, Hammersmith, and
having expanded to more than 70, in 2018 it relocated
to The Ark, in Hammersmith. Designed by Ralph Erskine
and completed in 1992, making use of innovative
technology for the time, the building offers HP the
space and environment to continue to grow in line
with its ambitions.

When we started in 1969 there wasn't even telex. People
communicated by letter or phone, which was expensive
and laborious — you had to book overseas calls through
the operator. The post was slow and the process took
time, so people used telegrams when anything was
urgent. When | wrote to Ashkenazy, who was constantly
onthe road, I had to plan how long it would take for my
letter to reach him, and how long it would take to get
his reply. | would send him a summary of everything

he needed to know and two weeks later | would get a
detailed handwritten answer to each of the questions.

American agents working with European partners
would reserve a period of up to two months, 18 months
in advance, and would be given a free hand to sell a tour
within that period, sending the schedule and signed
contracts back only weeks before the tour started. It
was even worse in South America, with artists generally
arriving at their first engagement without knowing
where the rest of the tour would take them.
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You had to compose letters carefully and be disciplined
about thinking through each transaction, asking as many
of the questions as you would need answers for. I'm not
sentimental about the past, but | do regret that the
way we communicate now has become so unfocused
that it has stolen creative thinking time from us.

I went to Japan often and one day | was in a hotel when
they were faxing a long list of personnel. | could hardly
believe it and marvelled at how many laborious telexes
this could save. On my return to London | said to Terry,
‘We have to buy a fax machine.' He laughed and said,
‘Don't you think we should wait until there's someone
for us to fax?' We bought one in 1987 and | did a deal
with a local Brother office to arrange a discount for
anyone in the classical music business. Within five years
almost everyone in the music business had a fax.



HarrisonParrott has one of the finest
vocal lists in the world, but it hasn't
been without difficulties along the way

verits first 17 years HarrisonParrott

built up one of the best vocallists in the

business, with some of the best young

talents from both sides of the Atlantic.

This fell apart virtually overnightin 1992,
when Tom Graham, manager of the vocal department,
moved to IMG, taking his list with him. Jasper Parrott
recalls: 'In those days we were naive about contracts. |
had a strong belief that relationships with artists —and
staff —worked on a basis of trust and if artists weren't
happy, they should be free to leave. As a consequence
we had no way to protect ourselves from a corporate
raid. It was one of the darkest, most depressing,
experiences of my life and | blamed myself for allowing
us to be vulnerable. In the end | had to handle the
negotiations to defend our weak position, and by bluff
and obstinacy | was able to achieve a reasonable
outcome, but the experience was a painful confirmation
of how much the world had changed.’

In the immediate aftermath, the company refocused on
its conductor and instrumental soloist management,

and on expanding its touring department, but it gradually
rebuilt its vocal business. lan Stones joined the company
in 1994, having worked at Ingpen and Williams and IMG.
He remembers, 'We were starting from scratch —there

were no artists, but there was a strong desire to rebuild
the list, which is when we met Andreas Scholl. That gave
me the opportunity to work with a great artist at a key

moment in his career and to be curatorial on his behalf.'

lan was free to follow his instinct and to build an eclectic
list, as he explains: Jasper left me to my own devices
in terms of the artists | signed, and | was able to follow
my taste." One of the early successes was with Susan
Bullock: 'She was a lyric soprano singing Madama
Butterfly, but there was steelin her voice and we thought
about where that could go. We started experimenting
with Strauss at Garsington, and everyone realised this
was a voice for the German repertoire. The restis history.

[t was a combination of an artist who was hard-working
and ambitious and a manager with a feel for where a
voice might go.’

Shirley Thomson joined the company from IMG in 2011,
as Director and Head of Department, adding her list
of around 25 internationally established artists. She
describes the department's strategy: 'We put a lot of
thought and effortinto creating a broad and diverse
list across voice type, repertoire, artistic qualities and
individualities, so that we have artists of interest to a
vast range of presenters.’ While cultivating this eclectic
list they also balance the generations — present and
future, but have to be focused. She says, ‘Based on
the number of singers who want to join us, our list could
be three times as long, but to keep our standards high
it needs to stay contained so we can give our artists
the time they need and deserve. Young singers need
to be mentored and advised about repertoire, and we
are developing the stars of the next generation.’

The industry has changed a lot over the years, Shirley
says: 'It's harder to keep schedules filled in today's
market, where competition is fierce, so we have to be
more inventive and tenacious, and create opportunities,
because they don't necessarily land in our laps like

in the good old days. Artists also have to reinvent
themselves in today's tougher market. Careers can
stop prematurely if artists don't have the foresight to
pre-empt repertoire changes according to demand.'

For lan, the hard work is worth it: 'l was in New York a
few weeks ago for Dialogues des Carmélites with Karita
Mattila, who has sustained one of the longest operatic
careers at the very highest level. I've been going to
the opera for 40 years and I've seen many great
performances in my time, but this ranks as one of the
greatest. It still feels amazing to be taken by surprise by an
artist when you think you've probably seen everything.
Aslong as it takes my breath away, I'll still be there.'
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arrisonParrott's touring

department was born as much

out of frustration as the sense

of an opportunity. Jasper

explains: 'Other people were
organising the tours in which Viadimir
Ashkenazy was involved, and about two out
of three times, those tours collapsed. |
realised we needed to take the responsibility
to deliver them. That's how our touring
ambitions started.’

One of his first tours was of Australia with
Ashkenazy and the Philharmonia in 1983.
He remembers: 'l went to Sydney, Perth,
Adelaide and Melbourne to talk to each
individual presenter and persuade them
that it was a great idea.' His best tactic? It
was mostly not letting presenters quit!'

It was more than dogged persuasion, though.
From early on, content was king. Jasper
explains: ‘We thought about content much
more than most of our competitors. They
often blocked a time period for a conductor
and set aroute, and at a much later stage
thought about what the programme would
be, so there was little thought about the
message or the substance.' Content-
focused projects ranged from Bruckner and
Brahms marathons to themed festivals
such as the Music and Dictatorship project
with the Czech Philharmonic and the Pierre
Boulez Festival in Tokyo.

As well as the initial core relationships in
Europe and North America, the company
broke new ground in other regions. It was
one of the first to tour to China, taking the
Cleveland Orchestra in 1998, and from the
1970s had close ties with Japan, taking
the Rotterdam Philharmonic and Edo de
Waart there in 1979. Yukiko Shishikura,
Artist Manager, says, Jasper was one of the
pioneers in the Japanese market, redefining
the way the business works there. He
brought direct communication between
artists and promoters.’ As well as Australia,
there were tours of South America, and
Ashkenazy's return to Russia with the
Royal Philharmonic Orchestrain 1989.
Collaborations flowed in both directions,
with the company bringing partners to
Europe and North America, for example the
Kodo Taiko drummers' biennial tours since
1996 and NHK Symphony Orchestra's
frequent engagements in these territories.

Audiences are used to the concept of
residencies now, but it wasn't always the
case, and HP pioneered this, for example in
bringing Rostropovich to London with the
Washington National Symphony Orchestra,

which established both his conducting
reputation and that of the orchestra.
Another example was a Florida residency
with the Vienna Philharmonic, says Jasper:
‘It was the first time they played in Florida,
and it spread over three years, so they could
create a supportive community and build
other projects around it, which was sensible
economically. It was an enriching process for
the orchestra and also for the community.’

As the world wakes up to climate change
and the impact of travel, residencies will
become even more important, he explains:
"The model, which has worked for the last
30 years, is looking very problematic, in
terms of financing and structure, but also
ecologically. We're already at the vanguard
of the idea that tours as such are not always
a good thing—it's all about residencies
and concepts —linking, conserving and
building audiences.’

The touring department covers the globe
with almost missionary zeal. Rafi Gokay Wol,
Director and Head of Tours, says: 'We have
no barriers in terms of where we go. We
think of music and art as a form of meaning
for human existence so we try to take it
wherever we can.' The benefits are felt
within the company, too, as Jasper explains:
‘We benefit both as a business and as

a society by being as plural as possible,
because we communicate and empathise
with a wider range of cultures.'

The art forms HP works with now extend
beyond classical music. Rafi explains the
development: "The breadth of activities

we offer has grown consistently, from
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symphonic and classical concerts to
contemporary dance, ballet, opera, world
music and theatre, and now visual arts and
technology. Our projects are constantly
becoming more sophisticated. We are
reaching new constituents and cherish the
chance to engage with local cultures.’

There are challenges, though, one of which
is maintaining the company's quality control,
says Viola Frankenfeld, Associate Director,
Tours & Projects: "We adapt quickly and try
to find new markets, but we also keep our
standards high within the markets where
we're already strong. If we can't meet these
standards, we don't take things on. It's our
responsibility to do due diligence.’

This track record has been set through
determination, but also collaboration and
communication, as Rafi explains: The
delivery of large-scale projects requires an
unbelievable amount of dedication and
team work, both within the HP office and
with our partners across the world.’

There is a general sense of optimism
about the future of touring and the
possible reach of the variety of projects
that the department offers. Rafisays: 'The
relationship between the audience and
artistsis evolving and it's exciting to be

at the frontline of this, engaging and
collaborating with artists and programmers.’
For Jasper, the philosophy that drove his
strategy from the beginning remains the
same: 'We always thought about continuity,
building audiences, relationships, the
strengths of our artists and concepts -
and we always will.'



Number crunching
Over the years, HP has organised
over 3,200 performances
by more than 600 artists
in over 50 countries

Photo Kaupo Kikkas

Languages have always been animportant
part of HP's success —within the London
office alone languages spoken include
Finnish, Greek, Italian, Mandarin, Portuguese,
Spanish, Turkish, French, German, Hungarian,
Japanese, Polish, Russian, Swedish and Gaelic
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Francois Guyard, General Manager of the HP
Paris office, explains the specific challenges
and opportunities of classical music in France

Sabine Frank, Director & Managing Director of the
Munich office, describes the relationship between
the two parts of the business

"There's a wave of exciting, creative
projects and a real desire to
open up to the rest of the world'




Photo Takashi Okamoto
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Jane Brown is a Director, Artist Management —
she joined HarrisonParrott in 1994

It was created by a fertile period in
the Finnish education system, which
spotted and nurtured talent early’

_
FULL BLEED POSS?
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IN MEMORIAM Throughout our 50 years there have been many artists
who have been important, not only in our success, but also in the
company's very conception of what it is to be an artist. Jasper pays
tribute to a few of the people who have inspired the company's ethos

Malcolm Frager (1935-91)

I met Malcolm through Vladimir Ashkenazy and first heard him in
Tanglewood in 1966 when | was sent to accompany Sir Adrian
Boult on his last foreign engagement. Malcolm was Boult's soloist
and played the original version of the Schumann Concerto. He
had found the manuscript in Berlin and performed it everywhere,
instead of the more usual later version. He was a creative and
interesting pianist with an unusual range of repertoire, including
Bartok, which he performed with Pierre Boulez with the New York
Philharmonic. He was curious about the ongoing musical life
behind the Iron Curtain and liked to perform in East Germany,
Poland and Russia. As a result, he played with excellent orchestras
in places about which we knew very little. Sadly, he fellill after a
long and important career and died much earlier than he should
have done. Linda Marks worked on his behalf and we felt privileged
to have had such a long relationship with him.

Photo Sibley Music Library,
Eastman School of Music

David Munrow (1942-76)

| first met David Munrow when we were undergraduates at
Cambridge. He was already organising concerts, particularly of
Medieval and Renaissance music. Later, after | joined Ibbs and
Tillett, | persuaded Mrs Tillett to take him on with his soon-to-
be-formed Early Music Consort. When we started HarrisonParrott
he joined us with his Consort and we did many wonderful projects.
He was one of the most talented musicians I've ever met —not just

as an instrumentalist but as a creator of events and programmes.

He was a fine polymath with a knowledge of everything to do
with music. He had a weekly radio programme called Pied Piper,
in which he presented a vast range of music, from major classical
and contemporary repertoire to folk and medieval. Tragically and
unbearably, when he was at the beginning of what would have
been one of the greatest international careers, he took his own

life in a bout of depression. The loss was colossal —there has
never been anyone in my life quite like him.

Igor Markevitch (1912-1983)

| became close to Igor Markevitch when | arranged his return to
the LSO between 1977 and 1983, after a 15-year absence.
Engaged by Diaghilev and married to Nijinska, his life reads like
a history of the 20th century. He was affectionate to me, and
happy when | arranged for him to conduct the Beethoven
symphonies in Washington in June 1983, using his own critical
edition. Sadly, he died in March 1983, before this could be realised.

Erich Leinsdorf (1912-93)

Erich Leinsdorf was one of the most knowledgeable conductors

I had the fortune to work with. His long career started in Austria
and between 1934 and 1937 he assisted Bruno Walter and Arturo
Toscanini at the Salzburg Festival. In 1937 he left for the US, where
he was very succesful, particularly at the Metropolitan Opera,
and in 1943 he was appointed for three years as Music Director of
the Cleveland Orchestra, an appointment which he was blocked
from undertaking after he was drafted into the US Army. He felt
the disappointment for the rest of his life. | met him in Tanglewood
in 1966 when he was Music Director of the Boston Symphony
Orchestra. He took a liking to me and years later asked me to
take over his management. Lydia and | worked closely with him
for many years, arranging important engagements in Europe,
South America and North America. He was master of a vast
range of repertoire, whether Second Viennese School, the classics
or opera. His temperament was not an easy one, but Lydia and |
both appreciated and respected him very much. He was one of
the most consummate, all-round musicians | have worked with.

André Previn (1929-2019)

My encounter with André Previn was serendipitous because we
had barely started the company and were hardly in a situation to
acquire an artist of such fame and brilliance. He was then Principal
Conductor of the London Symphony Orchestra and already
involved in various media activities in London and the UK. He had
become close to Ashkenazy as a musician, pianist and friend, and
one evening in the autumn of 1969 | was invited to supper to meet
him. After dinner, the Ashkenazys devised a little music quiz. There
was a piece of Messiaen — Et exspecto — which for some reason |
was able to identify, and another curiosity was one Beethoven's
mandolin sonatas, which | also knew. André was impressed that |
knew these pieces and when | drove him to his hotel in my battered
car and we were soon on friendly terms.

Not long afterwards he fell out with his management in Europe
and asked me whether | would be interested to take him on—
which of course | was. We worked together for around 20 years,
and though very demanding it was almost always extremely
entertaining. Sadly we quarrelled for not a very good reason, but
continued to represent him for some time longer, with Linda
working on his account, but in the end, he reoriented himself to
the US and took on a manager there. | have extraordinary memories
of our fascinating if challenging years of working together. It was
an exciting education for me as a manager.

Oliver Knussen (1952-2018)

I worked with Oliver Knussen for most of my 25 years at
HarrisonParrott (I joined in 1994 and Olly came on board in 1995)
—alongside Lydia to begin with, and then taking the lead when
Lydia went on maternity leave. Olly was an extraordinary musician
and composer, and he had an amazing brain. He could listen to a
piece and pick out something that most musicians would only
hear on the sixth hearing. His composition students said he was
remarkable for looking at a score, picking out the problems and
explaining how to fix them; and this made him an incredible and
much sought after teacher.

He was one of the most extraordinary interpreters —both of
contemporary and mainstream works —and always had such
insight. He also curated some wonderful events, including the great

Takemitsu and Stockhausen festivals at the Southbank Centre.
As a composer, his legacy is extraordinary; and it was a great
privilege to be working for him, even though there could of
course be tensions when he was writing a new piece —but great
excitement and expectation when it was performed.

When | was on maternity leave for six months in 2007, Olly rang
me every week, usually on a Friday, just to find out how | was,
which | found unbelievably touching. He functioned best if he felt
there was a friendship as well as a professional relationship, and
he would often call late at night or early in the morning if something
was bothering him. But it was always on the understanding that
that worked both ways if necessary.

Olly’s incredible ear also made him a brilliant mimic and he would
often pretend to be someone else on the phone. It would really
take a few minutes to realise that it was him (usually because he
would give the game away by giggling). Particular favourites for him
to imitate were Hans Werner Henze, Magnus Lindberg and Jasper!

I have lots of wonderful Olly stories. One of my favourites is when
he rang about a new purchase he'd made. ‘Hello!" said this very
cheerful voice. ‘I've just been to the newsagents and bought
myself a bike." Slightly thrown, | very carefully asked what had
prompted him to do so. ‘It was cheap, and | thought it would be
handy to put in the back of the car in case the car breaks down.’

| took a breath and said, ‘Did you consider buying a mobile phone?"
There was a pause and he chuckled, ‘I didn't think of that.’

If | hear a good joke, | still reach for the phone to call Olly; and it's
stillincomprehensible that it's no longer possible. It's hard to be
without his music and his musicianship, but above all, without the
extraordinary human being.

Sir Neville Marriner (1924-2016)
Pierre Boulez (1925-2016)

Hans Werner Henze (1926-2012)
Einojuhani Rautavaara (1928-2016)
Lorin Maazel (1930-2014)

Henry Lewis (1932-1996)
Christopher Hogwood (1941-2014)
Jifi Bélohlavek (1946-2017)

David Shallon (1950-2000)

Yakov Kreizberg (1959-2011)
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'HP has remained
relevant and is
pernaps more so
Nnow than ever
before. Its faith and
commitment to

the fundamentals
of classical music
have honoured the
values and the
beauty of the arts’




Artists and staff enjoy their down time together. Clockwise from top right corner:
Tugce Tez, Vikingur Olafsson and Jasper Parrott; Paavo Jarvi and Linda Marks; Tracy Lees,
Alice Sara Ott, Tugce Tez, Francesco Tristano, Yukiko Shishikura; Vladimir Ashkenazy visiting
The Ark; John Adams, Jane Brown, Janis Susskind (Boosey & Hawkes); Ariane Levy-Kiinstler,
Patricia Kopatchinskaja; Behzod Abduraimov, Katie Cardell-Oliver, Linda Marks, Truls Mark

THE TIMES THEY
ARE A-CHANGING

‘We must protect artists as well
as we can, but also be open with

We seem to be at a tipping point
where old ways have evolved beyond
recognition. What does this mean
for the classical music world? Lydia
Connolly offers her perspective

|
The internet has transformed everything.
Thirty years ago, you would receive a
contract in a big envelope through the
post and take a few days to reply. Now we
deal with hundreds of emails a day and
people expect answers instantly. Thisis a
competitive business: people come to us
because they know we will reply quickly and
accurately, and the risk is that if we don't
answer an orchestra who's lost next week's
conductor within ten minutes, another
company will get there first. At the same
time the danger in reacting too fast is that
we don't take enough time to reflect. This
is a constant battle.

Everyone is under scrutiny all the time

and this creates pressure. There are
microphones in every concert hall, not only
recording for a radio broadcast with a
couple of repeats, but to be online forever.
If there's a camera there, the artist loses
any possibility of control. I've spent hours
dealing meticulously with recording terms
for events, only for the videos to be posted

them about the realities’

on YouTube the next day. You can't
legislate against this, and itis not going to
stop. Some artists accept it and are happy
for the promotion; for some it's a massive
problem and transforms the whole nature
of their performance.

We spend a lot of time haggling over the
wording of media clauses in contracts now
and it'simportant to find ways of navigating
this. We must protect artists as well as we
can, but also be open with them about the
realities and the changing nature of the
way music is consumed.

There's no question that talented young
artists who know how to make the most
of social media have a stronger chance of
being noticed and followed than those
who ignore it. However, the digital market
is volatile and digital marketing strategies
must change every five minutes: what is
successful this week won't work the next.

Planning these days is much more
unpredictable. Before the internet,
presenters might have had relationships
with a handful of trusted managers —they'd
have lunch, talk about the season, shake
hands and the concerts would happen. Now
we often have to multi-pencil individual
weeks in an artist's season because we can
assume that some projects will fall out and

new ones will come in. Unbooked time late
in the planning cycle can be an asset for

a successful artist and if you overbook
them too early, you may regret it — suddenly
a major orchestra wants them to be
artist-in-residence for the season. Some
of the biggest promoters are the latest to
commit because they know that an artist
will try to make themselves available should
they be invited.

Artists seem to cancel more often, partly
because they push themselves and are more
likely to fallill. Unexpected opportunities
come up and they want to jump in. It may
be too much for their schedule, butifitis
a great opportunity they want to make it
work. That then becomes the new norm;
they take on another situation that's even
more extreme and get away with it. But

if they try to live their lives like that, their
body says, 'Forget it!'

Some artists know themselves better than
others, but animportant part of our job

is to persuade them not to do too much:
"You're not going to see your kids, it's along
flight, you're going to be exhausted —do
you really want to do it?' Those are the kinds
of conversations we have every day.

Lydia Connolly joined HP in 1984, becoming
its youngest ever Directorin 1991




OFF THE RECORD

The recording industry has changed massively since
the 1960s and there have been major knock-on effects

he world is unrecognisable in many ways
from 1969, nowhere more so thanin the
recording business. Back then, it was
possible for an artist to make money out
of recordings, and the most famous artists
earned substantial fees and royalties over long periods
of time. Now, not only have new ways of consuming
music changed that, but they have also changed the
shape of the business. Andreas Scholl puts it sharply:
'If we talk about physical objects, the record industry is
basically dead. In the past a record label would pay the
orchestra and sound engineer, and rent the venue,
and when they sold the CDs they expected to recoup
the costs and make a profit. Now, | upload my pop
tracks on Tunecore, which is an online distributor that
places your tracks online for a small fee. One of my
tracks has had 60,000 streams and yet only 12 people
paid 99¢ each to download it. You can still release CDs,
but you need a sponsor. You will never recoup the costs
of production through downloads, streams or sales.’

Alban Gerhardt agrees and explains the consequences:
Artists often have to bring their own money or sponsors,
and the choice of repertoire tends to be mainstream,
easy-listening and often cross-over. Major record
labels want to discover artists and make them big
immediately. They don't allow for long-term recording
contracts anymore.’

Jasper Parrott pinpoints the decline further back than
online streaming, with the introduction of the CD. He
says, 'Inthe boom that came from the new format, the
major labels destroyed their own market through short-
term greed and bad planning. They had allowed costs
to balloon, paid unrealistic salaries to their executives,
signed superficially glamorous names, often duplicating
repertoire, and gradually the equation between income
and expenditure deteriorated exponentially.’

Alongside this, the record companies were not open
with the consumer, he believes: 'People would buy
anything and because there wasn't enough new material
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the big labels repackaged old material without making
that clear. The introduction of the jewel case degraded
the sense of a recording being an object of desire.
Piracy was also damaging in the 80s and 90s, as a new
generation came to believe they should not have to pay
for music which they could download from the internet.'

The reduction in record company marketing budgets
had further effects, according to lan Stones: 'In the
past a singer would have a massive recording contract
over many years and that gave them great visibility all
over the world and helped to stimulate tours. These
days we might have a deal to release two or three
CDs; but the companies no longer have the marketing
budgets to help push releases. This makes a release
tour very much more difficult to realise.'

This also affects the concert experience, according
to Andreas Scholl: "The whole system of releasing a
CD with a big PR campaign and touring the repertoire
has changed. In the past you would play the same
programme twelve times in a year in all the major venues.
That makes life much easier for a singer, but it doesn't
happen any more. Promotors won't just accept the
repertoire an agent offers them for a season. They
say, "Could you add a piece by this composer? Could
we reduce the size of the orchestra?" Everythingis
short term. Every programme gets tailored for each
venue and | have to jump from repertoire to repertoire.
That's a sign of the times.'

Fortunately, from early on, HP's strategy looked beyond
CD sales, though, as Jasper explains: ‘We were —and
are —one of the companies that was able to diversify our
work with artists. Because we have worldwide exclusivity,
we have been able to help them find successful
solutions. They trust us to manage opportunities for
them and protect them from exploitation. The way
that the market and business have developed over the
last 50 years has reinforced and justified many of the
decisions that Terry and | made in 1969 and in the first
years of the business.’

Artists’ recordings have been part
of HP's activities from early on




NEEDS AND WANTS MUSICAL YOUTH

"They must know when a crisis is really a
crisis and when it's just a bad breakfast’

Being a successful artist manager is more than Andreas Scholl
arranging contracts and nice hotels. But what, exactly?

Stephen Hough

Jess Gillam

Patricia Kopatchinskaja

Han-Na Chang

Leila Josefowicz

Empathy

Faith in the artistic mission
Strategic thinking
Understanding of change
Business savvy

Honesty

Calmin acrisis
Adaptability
Protectiveness

Ability to say no
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Leila Josefowicz

I was about 20 when | first met Jane
Brown. She is John Adams' manager, so

I saw a lot of her when | played his Violin
Concerto. She became my worldwide
manager. | was already going in the direction
of contemporary music, and she is so well
versed init that it made it all the easier for
me, and it has been a heavenly match. |
started the violin aged 3 and got professional
management at 13, so to be playing still
with such excitement at my age is amazing.
This has to do with the people around me
and | give Jane huge credit.

The joy of being able to play musicis so
important to me, especially when | look
around the world and see what's going on
—so much chaos, sadness and politics.
There are so many things that aren't as pure
as playing music and being creative, so
playingis such a privilege. I'm very grateful
to have had such wonderful years with
HarrisonParrott, with Jane, and seeing
Jasper a couple of times a year. I'm grateful
to the whole organisation and all the
wonderful people | work with there.

Christopher Seaman

I was one of the original twelve
HarrisonParrott artists. I'd only been a
conductor for a year, and | was the only one
of the twelve I'd never heard of. Jasper and
Terry had great faith in me and thought
they could make things happen. Jasper
made a colossal difference in getting my
career started, almost single-handedly.
He went to orchestras and enthused about
me, working tirelessly on my behalf in
those crucial first years.

They had a small office on Wigmore Street,
with a room each and a skeleton staff. |
could phone Jasper any time | liked and
would go in and see them. | became Chief
Conductor of BBC Scottish Symphony
Orchestra and then Northern Sinfonia,
which | did simultaneously for a time, and
things snowballed from that. The number
of HP artists grew quickly, so Jasper was in
charge of me but had people working for
him who did the routine management. I've
been looked after well however big the
company has been, which is a tribute to
the organisation.

Whenever anyone phones, the first question
they askis how | am, without exception,
which is wonderful, and whenever | have a
concert, they call the next day to see how it
went. Whoever looks after you is hands on,
which is the HP ethos —it's always had the
personal touch. Whenever you go into the
office, you get a royal welcome and feel
you are part of a family.

Stephen Hough

I've been with HarrisonParrott for 25 years
or so. | began with Linda Marks and I've
worked with many different people over the
years. It's not just about the person who's
overlooking things, though —it's about
everyone else working for you, the assistants
and people doing travel, and | have always
had the most wonderful team. In some
situations, if you're not earning money, you're
of nouse andit's 'Goodbye!' I've never felt
that | was just an object for HarrisonParrott,
ameans of making money. It's about the
relationship between a musician and
business, when to push and when not to,
and how to keep artists' lives free from
unnecessary pressures. There's always a
human element.

Andreas Scholl

The team manages many singers and
must call them every day, but whenever |
receive a call, it feels as if they are working
exclusively for me. Singers don't like to feel
that we are one of many, so we like it if an
artist manager is themselves an artist in
making us believe we are their one and only.
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I've never felt I'm sharing lan's attention or
dedication. That's a huge achievement and
a great performance by lan and the entire
vocal division.

I've known lan for more than 21 years.
We've struck the right balance between
friendship and business relationship, and
that'simportant. We quickly realised that
we both wanted a long-term relationship
and that it was in the interests of both of
us that | sing for as long as | can. I'm now
51 and feel | can perform on the same
level | did 20 years ago —in certain things
maybe even better because | have more
experience. But | need to take into
consideration the regeneration periods,
which need to be longer.

Another part of the HarrisonParrott
strategy is to pair artists with colleagues
who help us to perform at our best level.
lan knows that my favourite Baroque
orchestrais Accademia Bizantina, so |
frequently find myself on stage with these
friends, and that helps me perform at my
best. He also knows his singers and | trust
him fully in choosing with whom | work.

Alban Gerhardt

It's important for a musician to feel
completely cared for and trusted, and
that's how | feel about Lydia Connolly and
Tracy Lees, my team at HP. It goes beyond
career support and the artist-manager
relationship. Every musician has self-doubt
at some point -1 only have to drop the
team an email and they call me to talk
about whatever troubles me, whetherit's
about music or not.



I've never been particularly career-driven
or strategic. | don't need to be playing only
with the biggest orchestras —my plan has
only ever been to be truthful to myself, to
play as well as | can while making a living.
Lydia and the team have always taken care
of my needs and I'm happy with what
they've achieved.

They are also very supportive when | come
up with ideas. For example, they invested a
lot of time in a recent project | did with my
wife, which mixed dance, literature and
music, even thoughit was hard to describe,
and it was clear there wasn't a huge amount
of money to earn. Making money isn't their
main incentive whatsoever: if | want to play
somewhere but the fee isn't great, they
never deny me. Smaller venues or orchestras
often can't afford full fees, which are paid,
especially in Germany, by the tax payer, so
if well-known artists only go to bigger
venues, smaller communities wouldn't get
to hear them and that's not fair. The team
lets me do that and it hasn't harmed me.

Patricia Kopatchinskaja

| was approached by Jasper Parrott himself:
I was curious about him as he is a legend
in the classical music business, but | was
also a little afraid. Considering my activity
as a difficult mission,  worried he would
think of it only as business, which would in
my case be risky, if not crazy. But during
this conversation, | felt him an extremely
open-minded, even poetic and audacious
person. With his artists, he is like a gardener,
taking care of his beloved plants in the
ways they need. He never stops me or
discourages me. On the contrary, being
intrigued by my ideas, he develops the best
platforms for them, and we are | think | can
say, very happy we found each other. He
promised me that he would support me in
unusual and experimental explorations,
and he has kept his word.

I'm very lucky to be supported by Ariane
Levy-Klnstler. She's the most intelligent,
sincere, supportive and wise manager, and
a friend. She's permanently reachable and
ready to help me in any situation, at any

time. She knows my schedule by memory
and is always after the best solution. She
and Jasper are not only interested in having
success, but in the constant development
of a dialogue, and daring and complex
projects. We inspire each other and
dream together.

In tough moments in my life, | know | am
not always easy. They have never put me
down or lost faith, always looking only
forward with a positive spirit. These are
ingredients for alifelong collaboration.

Elim Chan

I have loved HarrisonParrott since the very
beginning. Jasper was at the Donatella
Flick competition and after that he keptin
touch and watched me over a few months.
HP's commitment was clear from the
beginning in terms of what they see in me.
They have been there at every single step
as I've grown.

Istvan Vardai

Before | started working with HarrisonParrott
I never considered my career strategically.

I was interested in how to shape a phrase;
what type of colours, sounds, dynamics,
and rhythms the music needs; how to share
my energy with an audience and project
what | believe. Tugce and Jasper see how
to complete this way of thinking and I've
learnt how strategic thinking supports my
musical development.

As a soloist, | depend on my partners —
orchestras and conductors. Working with
the right people supports my creative
growth. It's been just less than a year, but
| feelthat HP is interested in how | see

34

things, how | am, what | need, what I need to
become even better, and how to open doors
and go on stages that are inspiring for me.

In the last five years | have spent almost
300 days a year travelling. The stability and
organisation of working with HP mean that
| can finally focus on programmes | believe
are essential and on places where it can have
emotionalimpact on the audience. I have
the time to discover new ways of expressing
the content of music and to experiment
with new ideas and compositions.

Peter E6tvos

HarrisonParrott represents me both as

a composer and conductor, whichis a
delicate balance for me, but they have
been very respectful of that. Every project
is along adventurous story. After 20
years, our contact is as fresh as spring, a
permanent rainbow.

Esther Yoo

I'l never forget how | felt when | came to
the HP office to sign my contract six years
ago —giddy and honoured. As a very young
artist at the time, it was an exciting new
beginning. Each day and each year is different
with HP. We're constantly developing new
projects. In the life of an artist there are
ups and downs and the fantastic thing about
HP is the sense of togetherness, that
there's this team surrounding you. | have
fantastic memories of great successes
we've accomplished together, but there
were times that didn't go as we hoped —
that's what happens in life. The support
that an artist receives from their manager
and team s so crucial and that sense of
family, teamwork, trust and togetherness
is what makes working with HP so unigue.

Lisa Batiashvili

| don't think my life would have been close
to this without Lydia by my side, with her
sensitivity, support, positive attitude, vision,
diplomacy, loyalty and friendship. We have
gone through so many things in the past 20
years: recordings, changes of plans, debuts,
great projects, pregnancies, balancing
young kids and work, teens, exhaustion

and creative talk. She has always been able
to find solutions without hurting anyone —
always full of patience and ideas.

Francois Leleux

I was always amazed to see how Lydia and
her colleagues worked for Lisa Batiashvili,
so |l wanted to be part of the family at HP
and that eventually became areality. I've
had inspiring advice from Lydia about how
to develop my conducting career and
working with her and her team has always
been a treat. Music is a massive, strong
machine and you need to appreciate each
cogin order to develop the best projects. |
am afraid to see classical music descending
into a glamorous gala or an Instagram
product — | believe there should be no
compromise in the quality and honesty of
interpretation. HP stands for that, too, which
is a huge relief for me as an artist, and a
guarantee of quality for society.

Osmo Vanska

Itis hard to believe that | have worked with
Lydia at HP for 20 years. When | signed with
them, | was working as Conductor of the
BBC Scottish Symphony Orchestra and
little did I know that | had hit the jackpot in
terms of management. Lydia and her team
have taken incredible care of me over the
years. | can trust them to give thoughtful
and meaningful opinions and advice, and
they are always kind and understanding
when | neglect my emails and don't respond
to them for weeks at a time.

Lydiais one of the few people | trust to give
me her honest opinion, even when it doesn't
align with my own. She was invaluable

during the Minnesota Orchestra's lockout

several years ago, and | owe her a lot for
that. | truly believe that if it hadn't been for
HP, I would not have been offered my
current job with the Minnesota Orchestra,
which has been one of the most meaningful
collaborations of my career.

Vladimir Ashkenazy

I would like to wish HarrisonParrott a very
happy 50th Birthday. | am very happy to have
been with you from the very beginning,
and all of you | have worked with have been
wonderful. | consider you to be my good
friends. Cheers, and my very best wishes.

Kent Nagano

Jasper and | have known each other for 35
years, and recently we met to explore a
particular collaboration. After a massive
brainstorming session that included rabid
philosophising and the giddy sharing of
ideas, Jasper paused for amoment and
then slowly and honestly cautioned: 'Kent,
you may want to consider the fact that
there are many people in the business who
really don't like me." After a second or two
of silence, we both broke out in laughter,
because 'it takes one to know one'.

Anyone who is truly an original —a visionary
who can sense the future before it arrives
—must deal with the reality that most people
will have a problem with that. Many feel
uneasy with that which does not conform,
and which s not tied to actuality, but reflects
an imagination beyond time and fashion.

These are the exceptional qualities that
Jasper instils in HP and which the company
shares passionately with colleagues and
public alike. To risk believing in the content
which art-music intrinsically carries
requires the courage toimagine and the
commitment to lead.

[tis clear that HarrisonParrott has not only
survived when others have failed, but it
has also remained relevant and is perhaps
more so now than ever before. Its faith and
commitment to the fundamentals of
classical music — creativity, originality, purity,
uncompromised quality and that which
flies universally above time —have honoured
the values and the beauty of the arts.

Paavo Jarvi

Jasperis aninspiration and it has been a
great privilege to have been part of this
amazing company for more than 20 years:
and as he often says, 'We are just getting
started!' Heartfelt thanks for your
dedication and vision and congratulations
to the whole team!
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John Adams

What makes HP so special is the people,
They're brilliant and imaginative, but they're
also nice and that doesn't necessarily come
with the territory of arts management.

A lot of agents come and go but HP has
continued to flourish —there's no place on
the planet where there isn'tan HP artist
performing somewhere some time. It's
been a huge honour for me and I know it's
not simple dealing with someone who's not
only a performer but a composer, who has
to be managed between his extroverted
public life and his introverted private creative
life, but | can't think of anyone who has
doneit better.

Alice Sara Ott draws her tribute to HP

Gautier Capucon

When | first met Lydia, in 2015, | was
immediately captivated. It was as if she
had the key to understanding my life as a
musician, husband and father. Since the
first day we worked together, the team
has been my guardian angel - protecting,
guiding, advising and helping me, and even
shouting at me (but not too muchl). Itis
the best team, and | feel privileged and
honoured to be working together.

Photos



Members of the HarrisonParrott
team offer their perspectives on
being part of the family

We are open torisks and don't only do things
for profit. This might seem dangerous, but
our success, longevity and financial security
come from the fact that we give our artists
something they can't find elsewhere. Many
of them are amazingly creative and we
support them with the resources they need
to fulfil this creativity.

You need many different skills to make one
big successful team, and our staff come
from a variety of backgrounds. Jasper has
a fundamental belief in the power of the
arts, which is why he's so protective of our
artists'integrity, a key part of our success.
His formidable personality and vision have
kept us going over 50 years, but they are
also built into the company, ensuring it will
continue for at least another 50 years.

HP artists all have some sort of different
dimension, whether in their programming
or playing. It involves absolute self-belief
and a passion for their way of doing things,
which they can support with good reasons,
rather than just doing things carelessly.
They have an extraordinary integrity and it's
wonderful to work with that.

When we sign artists, we don'tjust think
about whether they fitin' to the musical
landscape. We think about how they might
benefit the industry more widely —we would
rather change the industry to fit the person
than the other way around. Jasper has a
completely open mind and is interested in
everything, even if it comes completely out
of left field. He has fantastic instincts and
anose for whatis right for us, before it has
even happened.

HarrisonParrott will venture to creative
places which many other agencies wouldn't
consider viable —in every sense. One
example is soprano Barbara Hannigan,
who has become one of the world's most
inspired cultural leaders due not only to her
outstanding talents but also to the passion,
commitment and imagination of Jasper.
His enthusiasm for new ideas is as distinctive
today as it wasin 1969, and in artistic terms
is without a price. Within HP thereis also a
prevalent willingness to embrace the
curatorial culture and a spirit of collaboration
across the teams, which is to the benefit
of the artists.

The people here may have changed over
50 years, but the ethos and vision have
remained the same. There is an emphasis
on creativity and pushing boundaries —with
new compositions, inventive programming
and artists interacting with their audiences.
We're always trying to find projects to
advance the art world. We take projects
based on our own creative conviction about
them —each one has a special element.
We don't always know whether something
will sell but if we're convinced by it from a
creative point of view that propels us.

From the beginning, Jasper and Terry
wanted to do things differently. That's why
they were kicked out of Ibbs and Tillett.
They weren't just going to sit and wait for
the phone to ring —they wanted to go
out and make things happen. That was
the spirit right from the start: they were
trailblazers and as a company we continue
to blaze.

Our partnerships with artists have always
been the backbone of the company, with
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all our activities developing organically
from that. I'm never happier than when I'm
in conversation with an artist, working on

a strategy or developing a new agenda.
It's all about creative thinking and joining
up the dots. We don't try to put artists into
easily manageable boxes, but relish the
fact that they're complicated. We tailor
whatever we do to them and try to be
flexible. We're not a letter box, just passing
on enquiries. We take in every idea and
think about it carefully.

It's more than a service, making things run
smoothly: we're here to lead artistically, to
partner and challenge. That makes it very
labour intensive, but | don't believe in doing
things half-heartedly, which is a characteristic
of everyone at HP. When | look back, | want
to feel that | made a positive difference to
the artists I'm working with, to my colleagues
and to the young people cominginto

the industry.

The enormity of our 50 years blows my
mind — the consistent quality that Jasper,
Terry, Lydia and Linda have overseen, and
their passion, talent and expertise in
creating a company culture that really cares
about the artists and ensuring that this
reigns above allin the way business is done.

The HP style is about speed, efficiency and
communication —I've had that said to me
many times. We try never to leave an email
unanswered. We have a reputation for being
especially quick in cancellations: in that
situation, our job is to help the promoters
and they're more likely to come to us to
book our artists if we can.

Everyone in the company has their own
style, within what is a passionate and
creative ethos. If you grow up here, you

can see how the senior managers all work
in different ways and it's for you to decide
which feels most natural and through that
you develop your own personal style. Jasper
has a phenomenal knowledge of the industry,
music and everything beyond music, and
connects these things laterally. His sales
style is wonderfully passionate. Anyone
who sells needs to be believed and people
see Jasper's real passion for what he does,
which makes him incredibly successful.

I've grown up in this company over the last
13 years, and as a boss and mentor Linda,
who left the company earlier this year,
was a wonderful person to learn from —
someone who has beenin the industry
solongandis so revered. She was kind,
giving, strong, firm and occasionally strict.
She had time for everyone and always
wanted to talk about life as well —not just
about the business and the job. This world
is allabout personal relationships and
treating colleagues —inside the company
and out —as people rather than just
professional contacts.

When | joined the company in 1997 there
were around 32 people, and now we have
around 60 in London, and offices in Germany
and France. It has transitioned from being
a small to a medium-sized - but still family
—business. The presence of Jasperis a
key part of that, leading the company as
its founder, and continuing to mould the
company with his vision and his ability to
attract people who share and support
that vision.

There have been times when the pace of
change has seemed slower and others
when it's been faster —at the moment we're
looking at different business areas and the
financial ramifications of all of those. We
take risks, but calculated risks and it's not
part of our culture to act rashly. We are
adapting to be in the best place for the
business of the future.

HP is a special place, with at least three
generations of staff taking pride in our culture
of teamwork, trust, sharing and hard work.
Itis wonderful to be able to call it a job,
supporting artists and arts institutions in
their dreams, as an active part of the
creative process. In the touring department,
we travel around the world making sure

that everything goes smoothly and most
of the time we feel at home because our
teams become our families.

I have so many precious memories. | won't
ever forget watching Waiting for Godot

at the Edinburgh Festival with Krystian
Zimerman or getting lost on the way into
the auditorium in Hong Kong while touring
English National Ballet and Akram Khan's
Giselle. Suddenly Albrecht' appeared and
took me into the wings, from where |
watched his last duet with Giselle. | once
shared a taxi from Harbiye down to the
Bosphorus with Carlos Acosta and he put
his sunglasses on, reclined in his seat, turned
to me with a big smile and said, 'Yasemin,
llove my job."I can't agree more!

I never thought of becoming an artist
manager —it was Jasper who convinced
me to attempt the adventure. Coming from
a promoter background, | quickly realised
that the jobs are not so different —it is all
about making projects happen. | am proud
to collaborate with remarkable artists
every day, making their dreams come true.

I've enjoyed working on so many exciting
bold, creative projects. The latest was
Stockhausen's Donnerstag aus Licht with
Maxime Pascal and his ensemble Le Balcon,
which made its London debut in this
gigantic piece. It had only been performed
once before in London, in 1985 —with 200
people on stage, it's a challenge. But after
years of work, months of preparation and
weeks of rehearsal, we succeeded, and
the profound experience will remainin our
memories forever.

At HP you can never leave the office in
peace because there is always something
else to do, and it is impossible to turn off
your phone at any time, but itis all worth it.

Since | first stepped into the HP offices at
Penzance Place in August 2008, | have learnt
from Jasper that nothing is impossible and
that one should keep dreaming and aiming
higher. Curiosity for music, art, literature,
culture keeps him going — he is constantly
looking for new ideas and experiences to
feed his brain and soul —and that attitude
influences everything the company does.
Our 50th anniversary is a chance to
celebrate the immense collective experience
and knowledge here and the friendships
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that we have built around the world. l am
proud to have been part of this big family
for the last decade.

Everyone here is reliable and loyal — that's
how we deal with our artists and our
promoters. We're honest, which is valued
in the business. We must be one of the
youngest agencies when it comes to staff
—we have some senior people, but the
average is young, which is remarkable:
young people have a different view of

the world and of classical music, which

is needed.

What makes HP special is how much we all
care about the business of classical music.
We want our artists to have the careers
that suit their individual needs. That's not
just about booking dates and making money,
it's about respecting work-life balance,
their families and artistic goals. It means
working hard to deliver tours in a competitive
market and developing groundbreaking
projects, for example when | worked on the
consultancy to promote Polish music in the
UK: we tied that in with the International
Piano Series to create a season-long
Chopin festival. Bringing wonderful music
to a wider audience is why we are all here.

One of the many things I'm proud of at HP
is that we never compromise on artistic
integrity or quality, whether with artists, tours
or any of the projects we work on, regardless
of changing fashions and environments.
That's because we truly believe in the

arts. I'm grateful to Jasper, Rafi and all my
colleagues for creating such an amazing
home, where we all have a strong sense

of belonging.

One of the things that attracted me to HP
was the idea of having senior colleagues
like Jasper, Linda and Lydia, who had been
in the business a long time and had a
wealth of experience on which | could draw.
HP Vocalis, | am assured, respectedin the
business not only because of the quality of
the artists we represent, but also because
we have integrity. We will fight our artists'
corner whenever that's required, but we're
honest and straightforward.






Eimar Noone conducts the Maria Callas
Hologram tour, bringing the iconic
singer to life through original recordings
and digital technology, one of
Polyarts’ groundbreaking projects

LEVEL PLAYINGFIELD

The classical music world has only recently started
taking seriously the issue of gender equality on
the podium, but HarrisonParrott has been pushing
for progress for many years, says Lydia Connolly

ince the late 1990s, when we took on
Susanna Malkki, we have been proud of the
rising number of women on our conductor
list. In January 2018 | was invited by James
Murphy (now Chief Executive of the Royal
Philharmonic Society) to speak at the Association
of British Orchestras annual conference as part of his
seminar on female conductors, and I had my eyes
opened to the shockingly low percentage of women
who were making it on the podium. Even if HP looked
comparatively good, the numbers were persistently
tiny. After that conference we began a conversation
in the office about what we could do to 'shift the dial’
—a conversation which led logically to incorporate a
broader range of initiatives concerning inclusivity and
accessibility in our company and in the industry.

Among all the obvious rights and benefits of that
conversation and action, it has been particularly
heartening to see how many younger members of HP
staff have become involved — passionately and actively.
This has brought an important sense of ownership
of company strategy to colleagues throughout

the company.

Signing female conductors, when they demonstrate
the talent, character and potential to make a great
career, is part of what we do. We don't think of it now
as a special initiative or programme. But | continue
to maintain that as long as women in leadership are
treated differently from how men are treated —and
unfortunately that's still a fundamental truth —they
need different kinds of help to succeed. That is the
difference between equality and equity — you have to

give people the specific kind of support they need,
otherwise they're just not on the same playing field.
Affirmative action has its place, in my view.

| believe that unconscious bias is still the single biggest
obstacle to audiences and orchestras being truly gender
blind when someone steps on the podium. In my
experience, lazy stereotyping and inherent prejudice
mean that 'Think manager, think male’ still holds true
far too often. And let's face it: it's difficult to think of a
more visible, physical and 'in your face' manifestation
of power than someone standing on a box waving their
arms around telling people what to do.

At the same time —and this is a really sensitive issue —
no female conductor worth her salt wants to be known
as a 'female conductor'. She wants to be known as a
great conductor, pure and simple. | absolutely support
this. However, while we still cannot count on equal
treatment for female conductors, | believe we have to
make special efforts to support women who've chosen
to pick up the baton —so that before too much longer
it really won't be a talking point that the person
occupying the podium is male or female.

There was a time when colleagues might have said
that a woman conductor would have to be absolutely
amazing for us to take a risk on her, but that has
changed and rightly so. We will take on a woman or a
man according to their talent, their potential and our
belief as to whether they have what it takes to make
it. We may from time to time get it wrong, but we will
do that regardless of the artist's gender.

‘We're still at the point where we have
to push forward consciously, but | look
forward to the day when things are
normalised, and we no longer have
to point out the female conductors'’

Elim Chan




We asked some of our artists and
staff about their hopes and fears
forthe arts

My hope is that we educate the younger
generations to be the audience of the
future and that they join us at concerts. We
have to make costs low so that students
can buy tickets.

It's okay for orchestras to think commercially
and look at different kinds of projects
which excite the media and make people
come to concerts. The media has a lot of
influence in how it writes about classical
music —we need journalists to write more
about the new projects that are happening,
and not just the conservative ones.

An audience senses if an orchestra is happy
or not during a concert. When they feel
the interaction between the conductor and
musicians, they feel included in that.

Young performers have a duty to make sure
that the next generation has music in their
lives. | think this can be through us goinginto
schools and being involved on a practical
level, or it can be through speaking about it
and trying to promote music education. | think
we also need to create a more welcoming
atmosphere in concerts sometimes.

We're in an interesting time. Everything is
changing and it's exciting to follow where it's
going. One of the great things now is how
easy itis for everyone to make and share
music. It's really pushing people. You don't
need to put yourselfin a particular musical
box relating to the categories of a CD
shop any more or worry about concert
programming. There are so many avenues
to a particular genre that categories are
almost meaningless. You can try anything
and it's pushing people to experiment, which
is great. So much has changed in terms

of how musicians get their revenue. There
are ways to earn money, but it's become
more complicated to be a musician. It's also
liberating in a musical sense.

I believe more people are listening to
classical music than ever before and the
audience is getting younger. In my childhood
| saw many more grey- and blue-haired
people at the Berlin Philharmonie than today,

and in Asia musicians are treated like pop
stars —when | played in Taiwan once they
had to protect me from teenage fans who
wanted selfies. Thanks to the work most
musicians do now — all the outreach
programmes and taking music into schools
—classical music has opened up to a greater
variety of people. Social media has been a
great tool to look behind the scenes and
show that what we dois cool, taking us out
of our ivory towers. Twenty years ago, it
seemed we might fight with irrelevancy,
but I don't think we have to be afraid of that
any more.

Classical music has become more popular,
which doesn't only involve benefits: it's not
as elitist as it might have been, but there's
also less qualified listening. The YouTube
generation consumes music more visually
—they watch videos of their favourite artists
or players who have been recommended
and that invites copying. Through this
globalised world playing becomes more
similar. | sometimes listen to young musicians
and they're wonderful, but | often can't tell
them apart.

We see more and more artists expressing
themselves in multiple projects. Before,
artists would be focused on perfecting their
core repertoire and it would have been
frowned on to do some of the projects that
we take on, but we are seeing pop artists
experimenting with classical and classical
artists being more experimental, even on
the HP side. They are interested in other
areas of music, whether it's composing

or conducting for film, or electronic music,
and the way they network and prepare
themselves has changed.

There are so many great violinists and
pianists and they need to differentiate
themselves. There needs to be a story or
message behind a programme, and they
need to tell audience what that is. This
started a while ago, but | see it more now.

We've been hearing stories about the death
of classical music for along time, but it is
more vibrant than it has been for many years
—it grew last year, according to BPI figures.
People are looking for new experiences,
whichis why Polyarts is so important, offering
different kinds of music and performance.
We have a wide range of artists, and many
of them don'tjust play an instrument —
they commission, curate and collaborate
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with other artists, and we also represent
composers. That means we're well placed
for the future notjust as 'managers'in the
traditional sense, but as partners to those
with whom we work.

The idea of flying a hundred people from
A to B the whole time is increasingly
problematic. With climate change, this is
something we need to think about. For
example, why do we fly a Danish orchestra
to Japan to play repertoire that Japanese
orchestras can play? It's easy to send one
person on a train, but it's impossible to
send a whole orchestra somewhere far
away without flying.

People are starting to discuss this. Some
Scandinavian orchestras are only inviting
artists who agree not to come by airplane.
| organised one tour where the orchestra
said, 'Okay, let's take the train from Berlin
to Munich,' and that was the first time they
had done that. It's a challenge for us to make
that work in the schedule, but | expect
there to be more requests like this in future.

There's one major way in which performance
has changed. We are teaching people to
listen with their eyes and not their ears.
Some people daren't put on Holst's Planets
now without screens all round and flashing
stars. Some younger soloists feel the need
to emote and look agonised when the big
tune comes. Nearly all the great people I've
accompanied over my 50 years have been
very still and their music spoke —they draw
you in rather than throwing everything at
you. People are so desperate for audiences
to love music that they appeal to absolutely
everything they may respond to. That might
be okay, but it's a change and musicians
have to decide what to do about it.



As part of its 50th anniversary year,
HP has launched a new foundation
that looks to the next 50 years

of the classical music world. Lorna
Aizlewood introduces it

One of the arguments we hear perpetually is
that classical musicis elitist. We know thisisn't
necessarily true, but | strongly believe that
itis vital to make sure that all young people
have access to the many benefits classical
music offers, whatever their education,
ethnic or socio-economic background.

As part of our 50th anniversary year, we
are setting up the new HarrisonParrott
Foundation with a focus on this issue, in
order to create alasting legacy. Some could
argue this is simply a commercial company
being taking a pragmatic view of developing
our audiences, but everyone at HP feels
strongly that from a moral standpoint we
must play whatever part we can in making
access to the arts and culture fairer.

The Foundation is partnering with Tri-
borough Music Hub, which delivers innovative

Students from the Tri-borough Music Hub,
which offers innovative music programmes
to schools in West London and is partnering

with the new HarrisonParrott Foundation

music programmes to three councils in West
London, by actively engaging with the Hub's
activities through our artists. Educational
projects are so often a part of what artists do
and believe in, and through this relationship,
they will participate in Tri-borough's local
music education programmes, giving
children who have often had no contact with
classical music (and we hope, importantly,
their families) the chance to hear, play and
talk with world-class artists.

If change is to be effected throughout the
classical music world it's just as important
that people working behind the scenes in
the arts come from different backgrounds,
and we have a strategy to broaden our
recruitment that includes working with
Creative Access. By partnering with them,
we have committed to fund two people from
BAME backgrounds in fully paid internships
every six months. This is proving so
successful that we have just employed our
first two Creative Access interns, which
proves that it really does work once you
give the opportunities.
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We're also excited to be able to help the
young South African tenor Zwakele
Tshabalala get his visa so he can study at
the Royal College, supporting him financially.
We've put our money where our mouthiis
as a company, which is the only way things
will change.

When we started talking about the
Foundation, everyone at HP was enthusiastic
and had brilliant suggestions, but its future
will be decided by the trustees —which will
always include a majority of independent
non-HarrisonParrott trustees —and it must
run onits own platform. This will take time
and resources, and fundraising is a vital part
of the HP50 celebrations across the year,
ensuring a legacy that goes beyond the
company and setting the agenda as a leader
in creative arts development. This is
something HarrisonParrott itself has always
done —soin essence this Foundation will
keep the spirit of its founder going far into
the future.

Two of the HarrisonParrott Foundation's newest
trustees explain why they are getting involved

I'm so pleased to be involved in the HarrisonParrott
Foundation. I'm going to be a trustee but also be
involved on a more practical level, going into schools
and playing to, and with, children.

| feel one of the best ways to engage young children

in music is to play to them and for them to experience
live music. There's nothing like it. I've had incredible
responses when |'ve performed to children. Recently,

I played to 300 seven-year-olds and told them to react
however they felt the music, and that they didn't have
to sit quietly. By the end of the piece they were all up on
their feet dancing and clapping. Seeing that instinctive
reaction to music is amazing.

Children have an intuitive reaction at a young age, but
often music is not incorporated into the mainstream
curriculum in any way. It's seen as an add-on in schools
andis side-lined early on. To me it should be an integral
part of any education.

Music one of the most demanding subjects and there
is so much to take from it, aside from the mechanics of
learning an instrument. It can enrich so many other parts
of a child's life, teaching them cooperation, resilience,
determination, communication and interaction. The
fact thatit's side-lined affects how creatively children
can think, which has animpact upon every other
subject area. Music should be a core subject within
the curriculum.

Free music and instrumental tuition should also be
available for every child, and even for adults who haven't
been exposed to music at a young age. | meet so many
older people who say they'd love to be able to play an
instrument and | always tell them that it's never too
late tolearn.

| feel we don't value music enough in our society —it's
around us everywhere and we use it at every occasion,
but we don't always talk about it or value it. | would love
to encourage people to go to more concerts.

I'm delighted to have become a trustee of the
HarrisonParrott Foundation. Funding for arts in schools,
particularly music, is a real issue at the moment, as well
as the fact that the school music syllabus isn't inclusive.
It alienates so many people who have non-traditional
ways of making music, whether that's rapping, making
beats, production, mixing or doing anything studio
based. There are so many ways of making music other
than playing flute or piano. The traditional syllabus
pushes those people further out of the education
system, which impacts them later on when they're
applying for grants or going into higher education to
study music. If they're from a non-traditional music path
they can feel alienated.

We're going to look at ways to tackle the problems,
taking music into schools where students wouldn't
have access because there isn't the funding. We will
bring in professional musicians to perform for the
students and with them, making sure they have some
music in their lives.

Throughout my career, I've benefitted from people
mentoring me, with advice or aleg up. | didn't go to

a wealthy school, but | was able to learn a musical
instrument, and | feel privileged to have had that. |
wouldn't be where | am now without other people
helping me, andit's important to give back. Even though
I have along way to goin my career, I've learnt alot in
thelast 20 years and I'm sure there's something useful

| can pass on. It'simportant for me right now and |
intend to do it throughout my career.

Canyou help?

45



John Adams

Stefan Asbury
Vladimir Ashkenazy
Steuart Bedford
Tabita Berglund
Daniel Bjarnason
Pierre Bleuse

Daniel Blendulf
Constantinos Carydis
Elim Chan

Han-Na Chang
Stephanie Childress
Harry Christophers

Christoph von Dohnanyi

Peter E&tvos
Lawrence Foster
Martin Frost
Rumon Gamba
Eivind Gullberg Jensen
Patrick Hahn
Barbara Hannigan
Pablo Heras-Casado
Paavo Jarvi
Francois Leleux
Hannu Lintu
Klaus Méakela
Susanna Malkki
Antonio Méndez
Riccardo Minasi
Natalie Murray Beale
Kent Nagano
Michat Nesterowicz
Sakari Oramo
Taavi Oramo
Maxime Pascal
Krzysztof Penderecki
Josep Pons
Christoph Poppen
Kristiina Poska
Lawrence Renes
Santtu-Matias Rouvali
JiriRozen
Christopher Seaman
Aziz Shokhakimov
Lan Shui
Dalia Stasevska
Eduardo Strausser
Anu Tali
Osmo Vanska
Nil Venditti
Arvo Volmer
Edo de Waart
Christopher
Warren-Green
Jorg Widmann
David Zinman
Ariel Zuckermann

Behzod Abduraimov
Pierre-Laurent Aimard
Vladimir Ashkenazy
Yulianna Avdeeva

Jean-Efflam Bavouzet
Bertrand Chamayou
Lise dela Salle
Angela Hewitt
Stephen Hough
Joseph Kalichstein
Daniel Kharitonov
Nikolai Lugansky
Vikingur Olafsson
Alice Sara Ott

Javier Perianes
Maurizio Pollini
Huseyin Sermet
Tamara Stefanovich
Jean-Yves Thibaudet
Nobuyuki Tsujii

Alexei Volodin

Lukas Vondracek
Krystian Zimerman

Lisa Batiashvili
Lorenza Borrani
Stephanie Childress
Leila Josefowicz
Patricia Kopatchinskaja
Erzhan Kulibaev
Pekka Kuusisto
Riccardo Minasi
Alina Pogostkina
Benjamin Schmid
Gil Shaham

Sayaka Shoji

Akiko Suwanai
Christian Tetzlaff
Stephen Waarts
Noa Wildschut
Esther Yoo

Leia Zhu

Nicolas Altstaedt
Gautier Capucon
Henri Demarquette
Sol Gabetta

Alban Gerhardt
Klaus Makela

Truls Mark

Jonathan Roozeman
Alexey Stadler

Istvan Vardai

Dimitri Ashkenazy
Martin Frost
Joérg Widmann

Francois Leleux

Lucienne Renaudin Vary

Ksenija Sidorova

Jess Gillam

Xavier de Maistre

Claire Chase

Goldmund Quartet
Spira mirabilis
Tetzlaff Quartett

Daniel Bjarnason
Peter E6tvos
Krzysztof Penderecki
Huseyin Sermet
Joérg Widmann

Claire Chase

Emma Bell
Claudia Boyle
Susan Bullock
Nicole Cabell
Layla Claire
Jenny Daviet
Mari Eriksmoen
Lauren Fagan
Barbara Hannigan
Georgia Jarman
Danae Kontora
Karita Mattila
Marie McLaughlin
Mirjam Mesak
Aga Mikolaj
Catherine Naglestad
Brenda Rae
Golda Schultz
Camilla Tilling
Miina-Liisa Varela
Erin Wall

Laura Wilde

Alyona Abramova
Jamie Barton

Rihab Chaieb
Allison Cook
Katarina Dalayman
Charlotte Hellekant
Hanna Hipp

Rachel Kelly

Maya Lahyani
Bethan Langford

Lilli Paasikivi
Katie Stevenson
Anne Sofie von Otter

Anthony Roth Costanzo
Andreas Scholl
Lawrence Zazzo

Paul Appleby

Barry Banks

John Daszak
James Ley

Amitai Pati

Pene Pati

David Portillo

Jack Swanson
Russell Thomas
Zwakele Tshabalala
Christopher Ventris

Jonathan McGovern
Alex Otterburn
Adrian Timpau

Andrew Foster-Williams
Greer Grimsley
Shenyang

Bozidar Smiljani¢

Derek Welton

Ain Anger
Stephen Milling

Kasper Holten
Francisco Negrin

Attacca Quartet
Canizares

Avishai Cohen
Stewart Copeland
Carl Craig

Ollie Howell

Quincy Jones & Friends
Derrick May

Troy Miller

Leticia Moreno
Eimear Noone

Mari Samuelsen
Christian Schumann
Nadia Sirota

Becca Stevens
Francesco Tristano
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Accademia Bizantina

Antwerp Symphony Orchestra
Bamberger Symphoniker

BBC National Orchestra of Wales
BBC Scottish Symphony Orchestra
BBC Symphony Orchestra

Boston Symphony Orchestra
Budapest Festival Orchestra
Camerata Bern

Camerata RCO

Canadian Brass

Chamber Orchestra of Europe
Concerto KéIn

Curtis Symphony Orchestra

Danish National Symphony Orchestra
The Deutsche Kammerphilharmonie Bremen
Deutsches Symphonie-Orchester Berlin
Die Karajan Akademie of the Berliner Philharmoniker
Ensemble Resonanz

Estonian Festival Orchestra

Finnish Radio Symphony Orchestra
Frankfurt Radio Symphony Orchestra
Freiburger Barockorchester
Gothenburg Symphony

Gurzenich Orchester Koln

Helsinki Philharmonic Orchestra
Iceland Symphony Orchestra

Il Giardino Armonico

Irish Chamber Orchestra

Les Siecles

London Chamber Orchestra

London Philharmonic Orchestra
LUDWIG

Luzerner Sinfonieorchester

Maggio Musicale Fiorentino

Mahler Chamber Orchestra
Minnesota Orchestra

Munchner Philharmoniker

New Zealand Symphony Orchestra
NDR Elbphilharmonie Orchester

NDR Radiophilharmonie

NHK Symphony Orchestra

NYO Canada

Orchestra Ensemble Kanazawa
Orchestre Symphonique de Montréal
Oslo Philharmonic

Philharmonia Orchestra
Philharmonisches Staatsorchester Hamburg
Royal Concertgebouw Orchestra
Royal Liverpool Philharmonic Orchestra
Royal Stockholm Philharmonic Orchestra
Scottish Ensemble

Singapore Symphony Orchestra

Spira mirabilis

St Louis Symphony Orchestra
Tampere Philnarmonic Orchestra
Tonhalle-Orchester Zurich
Trondheim Solistene

Trondheim Symfoniorkester

Wiener Philharmoniker

Wiener Symphoniker

BBC Proms in Japan
Pekka Kuusisto: Theme and Variations

Audi Jugendchorakademie
Bayreuther Festspiele
Finnish National Opera
Komische Oper Berlin
Malmé Opera

Teatro Comunale di Bologna
Tenebrae

Thomanerchor Leipzig

The King's Singers

Vienna Boys' Choir

Acosta Danza

English National Ballet

Kodo

Paco Pefa Flamenco Dance Company
Rambert

Shakespeare's Globe

Sidi Larbi Cherkaoui/Eastman
Youssou Ndour

Cartagena Festival Internacional de Musica
Estonian Festival Orchestra

Gothenburg Symphony

Marvao International Music Festival
Shakespeare Birthplace Trust
Soundforms: Acoustic Open — Air Stages

Barbara Hannigan: Equilibrium Young Artists
Maxime Pascal: Le Balcon

International Piano Series

Lorna Aizlewood — COO, General Counsel & Director

Abigail Ajibola — Administration & HR Coordinator

Sophie Attard — Artist Coordinator

Zoe Band — Artist Manager

Maxim Belcikov — Senior Artist Manager

Charlie-Rose Blockley — Associate Artist Manager

Jane Brown — Director

George Bruell - Director of Creative Partnerships

Nichole Burton — HR Manager

Edson Cabral - Facilities, IT & Operations Manager

Katie Cardell-Oliver — Associate Director

larlaith Carter — Associate Director

Adriana Chandler — Accountant

Spiros Chatziangelou — Artist Coordinator

Lydia Connolly — Director

Valérie Decker — Artist Coordinator

Mércio Domingues — Associate Artist Manager

Clare Erskine — Artist Manager

Sabine Frank — Director

Viola Frankenfeld — Associate Director

lan Giddons — CFO & Director

Francois Guyard — General Manager

Stephanie Haller — Artist Manager

Antonia Hearn — Accounts Assistant

Federico Hernandez — Associate Director

Pepa Hernandez — Junior Artist Coordinator

Johanna Hofem — Associate Artist Manager

Rose Hooks — Tour Manager

Elise Jennings — Artist Manager

Yue Jiang — Manager: Tours & Projects

Alice Jones — Artist Coordinator/PA

Yasemin Kandemiroglu —Manager: Artists, Tours
& International Projects

Katya Kazakevich — Artist & Project Manager

Ance Kolibere — Artist Coordinator

Matthew Law — Artist Coordinator

Tracy Lees — Associate Director

Tatyana Levy — Executive Assistant

Ariane Levy-Kunstler — Associate Director

Fiona Livingston — Marketing Manager

Janet Marsden — Senior Artist Manager

Dora Masi— Senior Artist Manager

Tabitha McGrath — Artist & Special Projects Manager

Karoline Melstveit — Artist Coordinator

Verena Metzger — Assistant Artist Manager

Ed Milner — Associate Director

Margot Moseley — Associate Operations Manager

Sean O'Connor — Artist Administrator Polyarts

Jasper Parrott — Executive Chairman

Moema Parrott — CEO Polyarts, Director and
President (HP France)

Milena Paul — Assistant Artist Manager

Lauren Pink — PA/Artist Coordinator

Marissa Pueschel — Associate Artist Manager

Paul Rah — Associate Artist Manager

Anna Rodrigues — Artist Coordinator

Nadja Saborova — Assistant Artist Manager

Liz Sam — Associate Director

Maarja Saue — Associate Artist Coordinator

Gabrielle Setzwein — Executive Assistant

Raluca Simonoiu — Financial Business Change Manager

Carla Snow — Artist Coordinator
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Henry Southern — Tour Manager

lan Stones — Associate Director

Marie Strubé — Artist Manager

Violetta Szwajca-Dabrowska — Financial Controller
Tugce Tez —Associate Director

Shirley Thomson — Director

Mary Tregellas — Manager: Tours & Projects
Nadia Venter — Accounts Assistant

Louise Vialard — Executive Assistant

Camilla Walt — Associate Artist Manager
Annebeth Webb — Manager: Tours & Projects
Georgina Wheatley — Artist Manager

Ed Williams — Artist Coordinator

Rafi Gokay Wol — Director

Maja Wolniak — Artist Coordinator

Catherine Znak — Associate Artist Manager
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