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MESSAGE
from the Editor
The 6th issue of Vantage serves as a reminder that we

are coming close to the second anniversary since our
launch. It was easy enough to kickstart a publication
but committing to it on a long-term basis is no simple
task. But over the past two years we gathered more
interested readers and also realised that our work
resonates with musicians – these are exactly the raisons
d'être. We will keep going as far as we can.
On the positive side, our network of contacts in the
musical world is expanding and we touch on the lives
of many interesting individuals. It is like reading
through a biography but having the person in front of
us. In this issue of Vantage, we have invited
mezzo-soprano Carol Lin for our cover story. Carol is
very active in the opera scene, especially in Hong Kong.
We recently watched her impressive performance for
the title role of Carmen in one of Musica Viva’s
productions. On the other hand, cello professor Alan
Harris from Eastman School of Music will be in Hong
Kong this summer to give a concert with Romer String
Quartet. Young chamber musicians and cellists will be
delighted that he will be conducting a masterclass as
well – a rare opportunity for such an experienced cello
professor to coach young musicians.

We continue to pursue creative ideas about music to
share with our readers. The Inspirational Liaisons
concert series has completed in Hong Kong. Encore, the
closing concert of the series, will be presented at
Carnegie Hall in June as part of the 20th anniversary
celebration of the establishment of the Hong Kong
Special Administrative Region. Moreover, with the
generous support from Parsons Music throughout the
concert series, our pianists had a taste of the Yangtze
River concert grand piano. Fascinated by its quality, we
visited the senior management of Parsons Music in
Yichang, where the piano was produced, to find out
more about the piano brand. In August, a 4-day
summer course will take place in Yichang to let young
musicians to visit the production facility. We strongly
believe that it is beneficial for young pianists to know
about how a piano is constructed and how it works.
Furthermore, we are thankful to Mr. Peter Lo, a music
enthusiast, who has kindly contributed an article
entitled “An Unromantic Approach to Music” on music
and Shakespeare.
Our young musicians continue to contribute their
writing to Vantage. Selected programme notes from the
Young Musicians Series 2017 Spring Recital are
included in this issue.
Vantage Music Editorial
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Mezzo-soprano

CarolLin

With mezzo-soprano Carol Lin’s forthcoming performance at
Carnegie Hall, Vantage’s special correspondent decided to
have a dialogue with her to explore her musical world. While
most of her news coverage was, not surprisingly, on her
operas, this article focuses more on her art songs.

Childhood
When Carol was young, her mother loved listening to
classical music through the radio and that was her early
exposure to classical music. However, broadcast over the
airwaves failed to impress her and that almost became a
deterrent. Yet, she carried on with musical activities which
included singing at the school and church choirs and
participating in inter-school vocal competitions1. She was
talented – in these competitions, she often scored higher
than her peers who spent much more effort in the preparation. Towards the end of the secondary school days, she had
to decide what to do next. One of her friends at the church
choir suggested that she should apply to Hong Kong
Academy for Performing Arts (HKAPA) for formal training
in music. Given her parents’ interest in the subject, it was
easy to gather support from the family for the idea. Her
education at HKAPA set forth Carol’s formal training in
music, which was an eye-opening experience and she
discovered that classical music involved a diverse spectrum.

Her time at HKAPA
The year 2017 marked her 11th year after graduating from
HKAPA. But looking back at the early days while studying
there, she could not possibly have imagined what she could
become. With little prior acquaintance about the curriculum,
she struggled to catch up with the academic requirement at
the start. HKAPA had a rigorous programme that required
all singers to build a solid foundation on art song through
chamber music. There was a wide spectrum of standard
repertoire which she had to work with the piano teachers at
HKAPA. As for operas, there was an annual production but
that would be a later stage undertaking when her voice was
much more developed. As mezzo-sopranos were often far
out-numbered by sopranos, they tended to have more
opportunities to perform at departmental performances,
although their roles would typically be secondary (notable
exceptions include Bizet’s Carmen, Rossini’s La Cenerentola,
Il barbiere di Siviglia and some French operas) or of mascu-

line nature. With her persistence, she managed to get
through the 2-year diploma programme to be followed by 3
years’ undergraduate study. At her second year of the degree
studies at HKAPA, her hard work paid off – her singing
talent was gradually recognised and she became more
involved in other performances.
In 2006, Carol sang the title role in Handel’s Serse with
Professor King-man Lo directing the production. The
3-month long preparation led to the collaboration between
the singer and the celebrated stage director till the present
day. How about taking music as a career? It was not until
the gap year that followed when she realised that becoming
a professional singer could be a close possibility.

Aspen Music Festival
In 2006 and 2007, Carol was awarded a scholarship2 to
participate in the renowned Aspen Music Festival. It was an
almost 3-month summer music programme and she
performed frequently throughout the entire course. She was
exposed to aspiring and professional artists around the
world and her international network of contacts built up
from there. During the Festival, she met, for the first time,
the prominent soprano Renée Fleming at a party and later
on joined one of her masterclasses at New England Conservatory.

New England Conservatory
The experience at New England Conservatory (NEC) for
her master’s degree was somewhat different from and yet
complementary to that at HKAPA. There was more
emphasis on acting and audition skills. It was a perfect
progression after having built a solid foundation in singing
from HKAPA. Moreover, at NEC, Carol was exposed to a
much broader range of repertoire and at the same time
having more operatic engagements. NEC also welcomed
students to participate in professional activities. In fact, she
did take leave to return to Hong Kong for concerts during
the academic year.

On working with pianists
Carol worked with many different pianists for her art songs.
She prefers to work with pianists who are not only excellent
at the piano but also, most importantly, able to inspire each
other mutually. She finds the American way of calling the
pianist collaborative pianist more appropriate than the
commonly-known term – piano accompanist. She often
seeks the pianist’s input for interpreting musical works and
to explore together the best means for expression.

Carol Lin, mezzo-soprano
Milestones
2017

2016
2015
2014
2013
2010
2009
2008
2007
2006
2001
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1 Organised by the Hong Kong Schools Music and Speech Association.
2 The Lady Fung Memorial Music Fellowship of Asian Cultural Council.

+ Macau concert debut: Recital at the Macau Military Club
+ London opera debut: Empress Dowager Cixi and Luo Yifeng from Datong
+ London concert debut, presented by Hong Kong Arts Development Council and Musica Viva
+ New York City concert debut at Carnegie Hall, presented by Vantage Music
+ Opera title role debut: Carmen from Carmen
+ Recital at the Helena May “Charms of Love”, presented by Vantage Music
+ Japan opera debut: Angelina from La Cenerentola (shorten)
+ Duo Recital “Wish” with pianist Sheung Lee at City Hall Theatre
+ Taipei opera debut: Ding Ling from Heart of Coral
+ Recital at Hong Kong Art Museum “I Colori d’Italiani”
+ Opera lead female role debut: Santuzza from Cavalleria Rusticana
+ Singapore concert debut at the Esplanade Concert Hall: Alto soloist in Mendelssohn’s Elijah
+ Beijing opera debut at the National Centre for Performing Arts: Third Lady from Die Zauberflöte
+ Boston opera debut at Cutler Majestic Theatre: Cherubino from Le Nozze di Figaro
+ Musica Viva opera debut: Suzuki from Madama Butterfly
+ Entered New England Conservatory of Music, Boston
+ Professional opera debut with Opera Hong Kong: Stephano from Romeo et Juliette
+ Opera title role debut: Serse from Serse
+ Professional concert debut with Opera Hong Kong and Hong Kong Sinfonietta: Mozart’s Requiem
+ Entered Hong Kong Academy for Performing Arts
MAY 2017 | Vol. 2 No. 3 | Vantage
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however, she just let it go and got on the stage.

On Vaughan Williams
We also asked Carol about her choice of Vaughan Williams’s
Songs of Travel in the concert series Inspirational Liaisons. In
fact, she came across the song cycle during the days at HKAPA.
Written between 1901 and 1904 originally for a baritone voice,
it was usually sung by male singers. Back then it was not
common for mezzo-sopranos to sing art songs for male singers.
But times have changed. As Carol has been well-trained to
perform masculine characters in opera, so, why not in art songs?
She also referred to a recent recital at Carnegie Hall whereby
the British mezzo-soprano Alice Coote and pianist Julius Drake
presented Schubert’s Winterreise.

From Carmen (2016).

From Le Nozze di Figaro (2008).

Sponsored by Hong Kong Economic and Trade Office in New
York, the concert at Carnegie Hall in June is now one of the
celebratory events for the 20th anniversary of the establishment
of the Hong Kong Special Administrative Region. Carol will
also be performing with other Vantage Music Artists in charity
concerts at two public schools in NY and at St. Malachy's - The
Actors' Chapel (which has established a Paul Creston Award to
pay tribute to the composer). Interested readers may find out
more details in the event website:
www.vantagemusic.org/carnegiehall.html.

Art songs
Generally speaking, art songs in the Romantic era are
Carol’s favourite. But she has preference over specific pieces
instead of certain composers or poets. For instance, she likes
Schubert’s Erlkönig very much, due to its more direct
expressive style.
Comparing operas and arts song, Carol sees no less effort
for the latter and regards them as equally challenging albeit
in different ways. In operas, audience may evaluate the
performance based upon factors besides singing, such as
acting, costumes and staging. In contrast, for art songs, in a
singer’s mind, the only thing perceivable is the voice and
that is the focus of all attention.
To us, Carol is energetic, eager for performing opportunities, striving to stretch her limits in music and constantly
exploring new ideas. We asked if there was anything that
she would fear. She reckoned that her art form had been
born out of love, and she could not foresee what would
happen if there was a loss of loved ones. On stage performance, she also recalled in her recent title role in Carmen
(Musica Viva’s production) that her stage fright reached a
new high. An internal struggle so severe that she could have
just walked away from the performance. In the end,
8 Vantage
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From Duo Recital “Wish” (2015).

From Cavalleria Rusticana (2013).

From Le Nozze di Figaro (2008).
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Concerts You Have Missed

Hong Kong Voices

After Dark - Duo Recital by soprano
Colette Lam and pianist Nicolette
Wong
11 Feb 2017, The Helena May
Supported by RAMHKAA

Two Choral Concerts:
Cantatas for Advent | Die Konzertisten
9 December 2016, St. Andrew’s Church

On Saturday night for the Chinese Valentine’s Day, the
Helena May presented a wonderful recital “After Dark”,
which was a very special programme crafted by soprano
Colette Lam and pianist Nicolette Wong. They showcased
a collection of art songs, piano music and readings with
great sentimental value.

Faith | Hong Kong Voices
8 January 2017, Diocesan Boys’ School Yip
Kit Chuen Concert Hall
In these five to six years since I moved to Hong Kong, the
city has seen an emergence of choirs with a special interest in
Renaissance and Baroque repertoire, such as, Die
Konzertisten, Hong Kong Voices, SingFest and Tallis Vocalis.
And so, one can easily find an opportunity to hear a Bach
Passion during Easter. Their focus is not limited to the
large-scale works either, as the groups have now started
dipping into the vast reserve of Bach cantatas.
As part of their Bach Pilgrimage series, Die Konzertisten sang
three advent cantatas on 9 December, namely No. 150 Nach
dir, Herr, verlanget mich, No. 61 Nun komm, der Heiden Heiland
and No. 132 Bereitet die Wege, bereitet die Bahn. The acoustics of
St. Andrew’s Church was perfect for cantata performances;
being of a modest size, the sound does not reverberate too
much and lose clarity as in the big cathedrals, but the
architecture still provides enough support for the sound to
ring, most notably in the soprano Alison Lau’s aria in Bereitet
die Wege. The concertmaster Gary Ngan’s solo in the alto aria
of the same cantata was most impressive, and the pizzicato
effect in the bass recitative of Nun komm was beautifully
done—perhaps as a reference to the text “See, I stand before
the door and knock.” However, one does occasionally feel
that the orchestra with only six string players sounded a little
bit thin.

Die Konzertisten

In another choral concert, the Hong Kong Voices
explored some works by Antonio Lotti, who was Bach’s
senior by 18 years, and also Part V of Bach’s Christmas
Oratorio. Hearing Lotti’s works for the first time, the
impression is that the writing is remarkably expressive.
The generous use of suspensions in the famous
Crucifixus seems to be from the same tradition that
would later influence Bach and Mozart. In the Missa
Sapientiae, the opening gestures of the Kyrie and the Cum
Santo Spiritu are practically identical to Bach in his B
Minor Mass. The difference between Lotti and Bach
though, is in the thoroughness with which a musical idea
is developed. With Lotti, the phrases and movements
seems sometimes to run out of ideas whereas Bach was
almost too aware of how to keep spinning out the notes,
to the point that the mass of music being spun out
becomes at times overwhelming, as in the Terzetto Aria
of the Christmas Oratorio. But the Lotti was very
refreshing nonetheless.
Giovanni Ruscello
giovanni@vantagemusic.org
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Colette showed impressive range in the songs. Debussy’s
Apparition was truly amazing with her impassioned
lyricism. Nicolette’s silvery touch was blending wonderfully
with the voice, and her playing was very characteristic in
Brahms’ Nachtigall and Berg’s Die Nachtigall. The Prelude in
G-sharp minor by Rachmaninoff was a perfect interlude
between the art songs. The recital ended with Dvořák’s
Song to the Moon and Colette’s voice was breath-taking.
Sheung Lee

Jie Yuan Piano Recital
20 March 2017, City Hall Concert Hall
Hong Kong Piano Music Association
In March we welcomed the thirty year-old pianist Jie Yuan
to his first recital in Hong Kong. In a challenging
programme comprising the Chopin Preludes, Schumann’s
Kreisleriana and a selection of Ligeti’s Musica Ricercata,
rounded off by a most dazzling performance of Alfred
Grünfeld’s paraphrase of Die Fledermaus. The concert was
preceded by a bit of talking, in which Mr. Yuan illuminated
us of the almost dialectic progression of major and minor
keys in the Chopin Preludes—a reflection of the
somewhat coexisting emotions of hope and despair. I
found the dainty A major prelude most memorable for
that serenely tranquil atmosphere Mr. Yuan conjured up.
As with the Preludes, Mr. Yuan addressed the salient
points of the Kreisleriana before playing the work,
informing us of the alternating appearances of
Schumann’s Florestan (fiery) and Eusebius (contemplative)
personalities. Regrettably, I have always had qualms with
Schumann’s larger works such as the Kreisleriana, the
Humoreske and the Fantasie, and although Mr. Yuan did not
convince me into liking the piece, his shaping of the work
was compelling enough to make the experience enjoyable.
Throughout the recital, there were some exquisite uses of
colour which were reminiscent of the Schumann-Schubert
recital given by Eliso Virsaladze in February at the same
concert hall; it seemed that both pianists made use of the
hand-splitting technique discussed in the previous issue's
student submission [see p.32 of the January 2017 issue].
The colours Ms. Virsaladze produced that night were quite
bewildering.
Giovanni Ruscello
giovanni@vantagemusic.org
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Music Matters

Vantage Music just completed a six-month concert series “Inspirational Liaisons” in Hong Kong.
The participated pianists had a taste of two wonderful concert grand pianos, Kawai’s Shigeru
SK-EX and Yangtze River’s CGF-X1, sponsored by Parsons Music Corporation (“Parsons”).
Musicians were very excited by the quality of the sound produced by the Yangtze River piano.
For a musical instrument that was developed in Europe over three-hundred years ago, it is a
pleasant surprise to realise that the Chinese are now capable of creating such work of art.
Curious about this, Vantage’s special correspondent visited Parsons, the company behind the
Yangtze River brand, in an attempt to uncover the story behind.

History

Parsons was founded in Hong Kong in 1986. It
offered music education at the beginning. With the
growth of the middle class towards the late 20th
century, the music business flourished and the
demand for pianos in the city grew. Parsons then
engaged in the business of piano distribution for
European piano brands; Wilh. Steinberg, Rönisch,
Seiler and Schönbrunn were among some of those.
Presently, Parsons is a well-known music educator and
music instrument retailer with nearly 30 branches in
Hong Kong.
In mainland China, the development of Parsons went
through a slightly different route. In the early days,
private purchase for households was not common.
Parsons distributed pianos mainly for the music
conservatories, universities and concert halls. In fact,
Parsons was the pioneer to introduce German brands
into China. It was only until recent years that the
demand for privately-owned pianos took off. Today,
Parsons is well-established in over 20 different cities in
mainland China with around 70 branches.

Piano making in China
was not a recent
phenomenon. The earliest
piano maker in China was
the Moutrie Shanghai
Piano Limited, which was
established in 1875 to
produce pianos under the
brand name Moutrie.

12 Vantage
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While being a distributor for piano brands, witnessing
the rapid growth of global market share in terms of
piano sales and productions, Parsons was discontent
with the big mismatch between quality and quantity.
At that time, “Made in China” was still commonly
regarded as mediocre. As a nationalistic enterprise,
Parsons then undertook the mission to create a brand
of its own, a world-class brand that the Chinese would
be proud of – that is, the Yangtze River piano.

The piano manufacturer

In August 2000, Parsons officially established its
wholly-owned piano manufacturing facility, Yichang
Jinbao Music Instrument Manufacturing in Yichang,
to embark on a journey of piano production and later
on, creating the Yangtze River piano brand.
For a Western musical instrument with more than 300
hundred years of history, Parsons recognises that the
most valuable asset is its heritage of exquisite
artisanship. Early on, piano specialists from different
countries, including the U.S., Austria, Japan, South
Korea and Germany, were invited to visit the plant
regularly to share skills and knowledge. Parsons’
acquisition of Wilh. Steinberg in 2013 and recently,
the Braunschweig-based Grotrian also accelerated the
transfer of expertise to the younger Chinese
workforce.
Parsons also actively solicits feedback from
professional pianists who use their pianos. Dedicated
specialists often work together with the pianists to
arrive at the desirable sound.
The employees of Parsons seem to share the same
passion about music. Piano classes are available and
music competitions (with 400 participants in a recent
one) are held every year for the employees. Apart
from being a fun and social event, such an
arrangement is an opportunity for Parsons to identify
those who meet the special criteria critical for
MAY 2017 | Vol. 2 No. 3 | Vantage
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The Changing Landscape of Piano Making:
Over the years, different piano brands have
undergone various changes. In developed
countries, increase in demand has been slow
and with the rising cost of labour, the
business of piano making has become less
viable. Some brands have changed hands to
parties unrelated to the founding individual
or family, while others are in public
ownership and some other brands are now
managed by private equity funds. In some
of the less fortunate cases, their productions
are almost non-existent with the loss of
craftsmen and manufacturing facilities.

producing good pianos such as the possession of
sensitive ears and nimble fingers. Situated some 10,000
km from the Chinese coast, this stable workforce
ensures that knowledge accumulation and retention
within the organisation are sustainable in the long run.

The modern production process

It was an impressive trip to tour the current
manufacturing facility which now houses over several
thousands of employees. Except a few components that
are imported directly from Europe, Parsons produces
every single part of a piano in order to maintain a high
standard of quality control. Logs are sourced from the
forests in Alaska and shipped to Yantai, a coastal city of
northeast China, where the lumberyards and saw mills
are based. They also have their own foundry for
producing the steel frame inside the piano. The highly
efficient manufacturing process churns out an upright
piano every two minutes and achieves quality at a
relatively affordable price.
A piano brand would never be complete without grand
pianos. In 2009, after painstaking research and
development efforts, Parsons achieved its milestone –
producing the first generation of 9 ft. Yangtze River
concert grand piano. The experiences learnt are also
applied to smaller grand pianos and upright pianos. But
the production of high end grand pianos is limited due
to its labour-intensive requirement. Currently, around a
hundred Yangtze River grand pianos are made per year
and there is a backlog of orders.
Parsons continues to improve the existing manufacturing
process and bring in automation as much as possible,
14 Vantage
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although it recognises that skilled craftsmanship for
certain critical elements in the piano manufacturing is
vital. This is certainly one of the value creation processes
for Parsons to distinguish itself from other piano
manufacturers.

A piano for the pianist

Parsons currently organises several international piano
competitions, including the Grotrian Piano Master
Competition and the upcoming Fifth Kawai Asia Piano
Competition, to encourage young pianists to compete on
an international level. In 2014, at the third China
Shenzhen International Piano Concerto Competition
(CSIPCC), four out of the six finalists chose the Yangtze
River piano among the others for their final
performance. This clearly demonstrated that the piano
was produced to international standard.
In the tech sector, a company is valued by how many
patents it has registered. In this respect, Parsons also has
registered many patents but the exact number is less of a
concern. What it cares about is the sound quality that the
pianist looks for, something akin to the “trademarks”.
The high-end Yangtze River grand piano series focuses
on producing a tailor-made sound for the pianist. When
pianists come to the piano showroom at Yichang, he or
she would be greeted by a variety of pianos. Customised
versions can also be made to cater for the pianist’s
specific requirements.

The curious mind

The story of Yangtze River piano continues to unfold
and its improvement of sound quality is certain. It is all
too often for people to judge the quality of a certain
product based upon its place of origin. We know of
Chinese companies such as Huawei and Alibaba. It is
entirely possible for the Chinese to develop quality
products, even if they come from foreign tradition, such
as Western music instruments. Open-minded pianists are
highly recommended to explore Yangtze River pianos,
from which he or she will very likely find new
inspirations.

Today, Parsons ranked 11th in
the Global Music Industry
Rankings in 2013 and 2014,
according to Music Trades, a
leading authority on music
industry. And for the three
consecutive years from 2014 to
2016, Parsons has been ranked
the seventh-largest music
retailer in the world.
MAY 2017 | Vol. 2 No. 3 | Vantage
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Why did you decide on making music as your career
when you were a teenager? What was your motivation?

An interview with
Professor

There seems never to have been a question, though my
dad, a pilot wanted me to be a pilot in the Air Force. I
took flying lessons from the age of 13 years old.

Alan Harris

Distinguished professor of cello at Eastman School of
Music, Professor Alan Harris has given numerous solo and
chamber music masterclasses and has been active as a
lecturer. His students occupy prestigious positions
throughout the music world.
Can you describe your musical path in the early days?
I’ve had such long association with professional music,
over 60 years. I was a professional saxophone player from
17 to 21 years old. I played jazz to make money, because
playing cello professionally was not possible, owing to
the very small population of my home town. I was
studying cello seriously, and the university was the only
performance outlet. But earlier on, I really did not think
of anything but music as a career. I had other skills and
opportunities, but nothing so compelling as music. I also
taught from an early age of 18 years old as a substitute
music teacher in local middle schools and high school,
conducting orchestra, band and chorus. While in
undergraduate school, I taught cello privately through
the university precollege program. So I’ve been deeply
involved in music for about 70 years. It seems like only
yesterday that I started.
Among the different musical roles in your career,
which ones you find most rewarding?
I knew very early that my greatest gift and reward would
be in teaching. I was skilled at imagery, geometry,
mechanics, kinesthesia, and physical structure, which
made solving technical problems easier. I also had a large
descriptive vocabulary, which allowed me to explain
concepts to kids with different learning approaches. I
could make them understand and change their behavior
at the instrument. Also, my enthusiasm has great impact
on the students. Playing chamber music is a close second.
I played both sonatas and larger ensembles. There is an
incredible human and musical connection, which is
mysterious and compelling. Working recently with two
musicians from Hong Kong has served as a rebirth for
me. They are Siu Yan Luk, pianist on the staff at Boston
University, and Kitty Cheung, violinist who is
well-known in the HK musical community.

16 Vantage
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You have been assisting students to realize their
dreams – Could you please share with us how you
achieve that?
I’ve taught at the university since 1959, so have had
literally hundreds of serious students, most of whom are
active in the profession. Each student is unique, and
impressive in his/her way, so there are a number who do
stand out, but mostly I’m focused on my present group
of students.
I have former students in major orchestras, major
university teaching positions and an array of other
performing and teaching posts. To achieve the greatest
potential, I try to inform, challenge consistently, behave
respectfully, make them read and to raise their
self-awareness, and be responsible. I try to be thorough
and committed, so they know my major concern is about
their welfare and development.
How would you guide your students “to realize the
dream of the composer”?
Information is the key, anecdotal observations from the
composers’ times and environment and what colleagues
and other musicians had to say about them. For instance,
Czerny’s writings about Beethoven are invaluable and the
composer is very much alive to the reader. The key is to
make the composer alive, and show the emotional
experiences shared between the performer and composer.
We hear that one of your first cello teacher was a
WWII pilot. Did he influence you in any way?
I learned clarinet first at 8 or 9 years old, then shortly
after, started cello. My first teacher was courageous
during the war, flying supplies over the Himalayas to
China. I really respected him for that. He kept me going
and kept me somewhat focused.

How did the opportunity come by for you to study with
two of the greatest cello masters Professor Raymond
Stuhl and Professor Janos Starker? How did they inspire
you?
Raymond Stuhl was my first teacher’s teacher, he handed
me over to him. I heard Starker on recording, so after
undergraduate, I applied to Indiana University and was
accepted. Raymond Stuhl taught me the value of
consistent and persistent work, to value effort and to see
the great beauty in music. Starker taught me strategy, how
to solve problems and also musical honesty.
Could you describe your student life at university?
I worked hard at university, and practiced more than most
others, but also worked with jazz band to make money. In
graduate school I was a teaching assistant of Starker.
The idea of cultivating the attitude of “love to work”
and “not afraid of hard work” is fantastic – any advice
that you could offer on “training” the young music
learners effectively?
Work WITH them. Solve problems WITH them. Be
persistent, but respectful. LOVE THE BEAUTY AND
TRUTH OF MUSIC. THIS INFLUENCES
STUDENTS. Be truthful.

We also realize the importance for musicians to learn
how to market themselves. But somehow, it would be
easy to get carried away from focusing on the core
competence for music performance, what would be
your advice?
First practice and focus. Seek advice. Be around successful
professionals. Take marketing courses.
You have experienced generations of musicians and the
development of the music industry, is there anything
which still remains unchanged and that musicians of
different time should pay attention to?
They should understand that the ability to work effectively
and the ability to be honest musically are timeless. They
shouldn’t give up. Love what they do. They should take
each day as a gift.
How about current generation of students/ parents/
teachers relationship compared to the past, better or
worse?
Generally better.
Could you please offer some general advice for our
music teachers, students and parents?
For teachers, don’t underestimate students, don’t patronize
them. Playing well does NOT constitute an ability to
teach. Learn about teaching. Don’t try to be famous or
build a dynasty. For parents, find a good teacher, who is
committed to their students and also has a sense of humor.
Music is glorious, not only SERIOUS. For students,
practice, practice, practice. Follow a schedule. Show up!

About Professor Harris
Taught at

Director

1. Castleman Quartet Program
Cleveland Chamber Music Seminar
2. Aria at Mount Holyoke College
Visiting Professors
3. Aspen Music Festival and School (from 1974 to 2013):
1. Eastman School of Music
Performed with Claus Adam, the Cleveland Quartet, Ronald
2. Northern Illinois University
Leonard, Jan DeGaetani, Albert Tipton, Gidon Kremer,
Malcolm Frager, Brooks Smith, Pinchas Zukerman, and others.

Previous faculty members
1. Cleveland Institute of Music: Kulas Professor of Music, chair
of the string department, and coordinator of chamber music
2. Interamerican University of Puerto Rico
3. Ohio Wesleyan University
4. Northwestern University

Chamber & Ensembles

1. Cellist, Eastman Quartet
2. First-desk player with the Rochester Philharmonic Orchestra
3. Principal cellist, Eastman and Rochester Chamber Orchestras

His teachers
1. Raymond Stuhl at University of Kansas
2. János Starker at Indiana University
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Analysis

Although inoccuos to start with, this dilemma of the missing cadence (Fg.3c) versus the
problematic resolution (Fg.3b) exemplifies Bach’s liberal approach to dissonance in the first
part of this prelude. Without delving further into the other extraordinary dissononaces, I shall
proceed to the latter part of the prelude and argue that the unruly use of dissonance is a
reflection of the chorale’s texts, an allegory of the slumber from which Zion has to wake up
from, because the latter parts of the prelude rids itself of much of the dissonances that we so
troublesomely explained away above, leaving us with a clearer sense of the harmonic
underpinning (Zion hears the watchmen sing|her heart leaps for joy,|she awakes and gets up in haste.|Her
friend comes from heaven in his splendour,|strong in mercy, mighty in truth.|Her light becomes bright, her star
rises.|Now come, you worthy crown,|Lord Jesus,
God's son!|Hosanna!|We all follow|to the hall of
joy|and share in the Lord's supper. Translation by
Francis Browne,
http://www.bach-cantatas.com/Texts/BWV1
40-Eng3P.htm).

Bach’s Play of Dissonance: chorale prelude Wachet auf, ruft uns die Stimme, BWV 645

A
certain student of mine has a rather keen sense of dissonance, and often uses it as an excuse to not play through a passage.
She would stop at a passing note or a neighbour note and say, “This sounds weird, is this right?” and I have to keep reassuring her
that it only sounds weird if she stops there, and that it will sound fine if she carries on. The rule of thumb in writing
music—aside from atonal music—is that a dissonance is always followed by a consonance, so that the dissonance becomes but a
momentary disturbance in amidst large swathes of consonances. There is a sort of equilibrium between the two; music that does
not hold to this equilibrium is called, in general terms, atonal music. However, there are times when even composers like Bach
would write music that is so unruly as to challenge this predication of equilibrium.

Fg.1 Opening bars of BWV 645

Fg.2, a) Splitting the voices; b) treating the bass as a pedal note
Fg.3,
a) A-flat as an anticipation note;
b) reinterpreting the dissonances to form a cadence;
c) the implied harmonies Fg.1’s reading

The chorale prelude Wachet auf, ruft uns die Stimme, BWV 645
counts as one of the ‘weirdest’ pieces of Bach that I have
come across. For sure, one would expect sumptuous use of
dissonances in Bach’s music, but in the case of Wachet auf, even
at the very beginning, it sounds more like wrong notes
splashed out on the keyboard, especially if played on an organ.
Figure 1 shows the opening bars with the dissonant notes
highlighted in red (i.e. intervals of 2nd, 4th against the bass, and
7th). Most of the dissonances are in fact followed by
consonances, except from two pairs. These dissonances can be
explained, though it would require one to bend the rules.
There are two ways to explain the first case (Fg.2, the F and the
A-flat): the first is to split the F and the A-flat into two voices, the F
will be read as a lower neighbour note to the Gs and the A-flat will
be read as an upper neighbour note. By treating the F and the A-flat
as separate voices, we more or less sidestep the issue of the
consecutive dissonance. The second method is more thorough and
involves some harmonic interpolation. Suppose the repeated E-flats
in the bass are acting as a pedal note, which means we can take it out
of the equation when computing the dissonances. The second beat
can be interpreted as chord vii which would make the G in the treble
part the dissonant note, instead of the F, thus solving the problem
of the consecutive dissonance. The G itself can then be interpreted
as a suspended note (S), prepared by the quaver G beforehand (P)
and resolving subsequently down to the F (R).

Fg.4,
a) suspension with anticipated resolution, A-flat major;
b) cadence with anticipated tonic, A-flat major;
c) cadence with anticipated mediant and suspension with anticipated
resolution, E-flat major

Fg.5, the F and A-flat that were previously consecutive
dissonances now became consonances after the changes
made to the bass line.

Fg.6, solving the missing cadence

Explaining the second case (Fg.3a, the A-flat and the G) also involves some imaginary voicing. Suppose the A-flat and the G belong
to different voices, then the A-flat can be interpreted as an anticipation note to the imaginary A-flat on the following beat, once
again sidestepping the issue of the consecutive dissonance. If we continue with this splitting of the voices, we will have two ways to
harmonise the last two chords of the phrase. Fg.3c is the more obvious choice and in line with the one adopted in Fg.1 as it avoids
having more consecutive dissonances. However, a problem with this reading is that it lacks a perfect cadence, and the upwards
appoggiatura from D to E-flat is usually associated with perfect or interrupted cadences. The harmonisation in Fg.3b does yield a
perfect cadence but it would also make the G in the alto voice a dissonance and deprive the suspended A-flat a resolution—the real
resolution is achieved by the G on the tonic chord and that is problematic. Although the first dissonant G acts as an anticipation of
the second G, and in suspensions the resolutions are in fact often preceded by its own anticipation, in virtually all cases that
anticipation would be a consonant note (Fg.4a). Looked from another angle, this case here is an anticipating the resolution of the
dominant 7th (Fg.4c), whereas the norm would be to anticipate the arrival of the tonic (Fg.4b).
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Fg.7

For example, as early as bar 13 (Fg.5) where the chorale melody is
about to come in for the first time, Bach altered the bass line from
its original form and normalised the first pair of consecutive
dissonant notes discussed in Fg.2. However, the addition of the
third voice (the chorale melody) complicates matters, and we end up
with more consecutive dissonances than we started with. If the
allegory stands, then this still belongs to the ‘waking up’ process.
Moving onwards, the minor version of the prelude’s head motif
appears in bar 33 (Fg.6), with the bass line altered to solve the riddle
of the missing cadence. Whereas in previous iterations the
penultimate chord of the phrase must be treated as a root position
dominant chord with a disonant added 6th (Fg.3b) or a non-funcional
mediant chord (Fg.3c), this minor version of the phrase pivots on
that penultimate chord and modulates, giving us a strong
progression from Vb to vib and implying an interrupted cadence.
This maneuver is repeated at the last statement of the motif in the
tonic in bar 43 (Fg.7). This time, the modulation is smoother
because of the earlier onset of the pivot chord, and the consecutive
dissonance discussed in Fg.3a is also vindicated. Compound that
with a dominant-tonic progression at the end of the phrase (albeit a
modal version of it with the flattened leading note), these eleven
bars from bar 43 to the end give a unique sense of tranquility and
balance after trudging through the muddle of dissonances.
Stephen Hung
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AN UNROMANTIC APPROACH TO

MUSIC

Shakespeare’s Twelfth Night opens with Orsino,

Duke of Illyria, and his attendants listening to music.
on”.

Orsino says “If music be the food of love, play

This is a well-known line, and is often taken to be
a sentiment in praise of music. Love feeds on music. It
follows that more music means more love and, in due
course, a happy ending.
Yet this is not quite Orsino’s sentiment. Orsino
wants music for a different purpose: “give me excess of
it, that surfeiting / The appetite may sicken and so
die”. An overdose of music is required to kill love,
which is disrespectfully referred to as “appetite”,
particularly when the word in Elizabethan usage had a
sexual connotation.
This is a view of music which is far from
Beethoven (“our sacred art”) and Schubert (An die
Musik). But it should be remembered that Shakespeare
was not a German romantic poet, but a robust
Elizabethan playwright who knew his audience.
Orsino does offer some comment on the music.
He seems to like what he is hearing: “That strain again,
it had a dying fall”. But he was not in a music
appreciation class, and promptly calls a halt after
hearing the strain repeated: “Enough; no more / ’Tis
not so sweet now as it was before”.
What was the “dying fall”? It might have been a
composition by John Dowland (1563-1626), who
wrote melancholy songs such as “Flow my tears” and
“In darkness let me dwell”.
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In later times the mother of all dying falls
would have been the Tristan Prelude, but a character
such as Orsino would have been temperamentally
unsympathetic to this work, which reminded
Eduard Hanslick of “the old Italian painting of a
martyr whose intestines are slowly unwound from
his body on a reel”.
Orsino is not the only character in Shakespeare
who applied the food metaphor to music. Cleopatra
was another such character.
Cleopatra’s lover Antony has gone away to
attend to political machinations in Rome. Their’s is
a complicated relationship. They are in a cut-throat
situation with powerful elements of the Roman
Empire. They are shrewd players who eventually lost
the game and the world, but who nevertheless find
love which, as the play progresses, is expressed as
being of greater significance. But a great deal has to
happen before that conclusion is reached.
To console herself for Antony’s absence
Cleopatra calls for music: “Give me some music –
music, moody food / Of us that trade in love”.
Note that Cleopatra refers to herself as trading
in love. She is no Juliet, but regards love as a
commodity to be traded. Similarly Antony is no
Romeo. Antony calls Cleopatra “my serpent of old
Nile”. She in turn teases him about his Roman
connections, in particular his wife Fulvia. “What,
says the married woman you may go?”

Cleopatra calls for music to alleviate her bad
mood, but quickly reverses her command,
presumably in the belief that it was not going to do
much good, and opted for an unexpected
alternative: “Let it alone, let’s to billiards”.

two poems and his last will and testament. These
documents say nothing about music. Yet there is a
scene in an early play which suggests almost
irresistibly that we are hearing Shakespeare’s views
on music through the mouth of a character.

In our time billiards is not a game associated
with ancient Egypt. This is also likely to have been so
in Shakespeare’s England. Learned scholars have
found that there was a similar reference to billiards
in another Elizabethan play, and speculate that this
is where Shakespeare got the idea. They have not
been able to discover anything else about billiards in
ancient Egypt. One is curious to see how billiards
was played in Cleopatra’s Egypt, but there is no
scene in the play to satisfy this curiosity. It was
probably wise of Shakespeare to leave this to the
imagination of his spectators and readers.

The play is The Merchant of Venice. The action
of the play has nothing to do with music. It is about
fortune hunters (people competing to marry a rich
heiress), money lenders, speculators, clever lawyers,
racial animosity and generally sharp practices in the
cosmopolitan commercial hub that is Venice in the
play.

Nevertheless, there is a scene in Antony &
Cleopatra in which music is shown as taking on a
mystical quality.
A company of Antony’s soldiers is resting
during the night before the big battle. There is this
stage direction “Music of the hautboys is under the
stage”. The soldiers exclaim in response: “Peace,
what noise?” – “List, list!” – Hark!” – “Music
i’th’air.” – “Under the earth.” – “It signs well, does it
not?” – “No.” – “Peace, I say! What should this
mean?” – “’Tis the god Hercules, whom Antony
loved / Now leaves him.”
The suggestion is that Antony is doomed, but it
also raises Antony to a level beyond that of mere
mortals, that it is the gods at work that causes his
fall. “’Tis the god Hercules, whom Antony loved /
Now leaves him.” Antony is raised to the epic
proportions of Homer’s great warriors.
The simple device of music of hautboys under
the stage is a masterly piece of stagecraft.
Shakespeare knew the uses of music for dramatic
purposes.
Did Shakespeare have a personal view on
music?
Although he wrote a great deal, very little of
Shakespeare’s writings is in the first person.
“Personal” writings comprise only the dedications of

The action of the play takes place mainly in
Venice. However, in the final act we are transported
to Belmont, the estate of the rich heiress and clever
lawyer Portia. It is there that we will find out who
gets to marry her under the terms laid down by her
late rich father, and where all the younger characters
will gather for the pairing off of couples that will
conclude the play. Apart from Bassanio and Portia,
there is a second pairing off between Lorenzo, a
friend of Bassanio, and Jessica, the daughter of
Shylock the Jew.
In the first four acts of the play Lorenzo is a
young man whose role is to persuade Shylock’s
daughter Jessica to elope with him, contrary to the
wishes of her father. He succeeds in doing so and
takes Jessica to Belmont, there to meet with
Bassanio, Portia and the other young people in the
play, in the expectation they would be paired up to
conclude the play.
Lorenzo and Jessica arrive at Belmont and enter
an idyllic world, a world far from the hostilities and
machinations of Venice. They sit in the garden and
we find that Lorenzo turns out to be a young man of
refined sensibility, talking in memorable terms
about music.
At one point in his conversation with Jessica,
Lorenzo starts off on what might be an operatic aria:
How sweet the moonlight sleeps upon this bank!
Here will we sit, and let the sounds of music
Creep in our ears – soft stillness and the night
Become the touches of sweet harmony.
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There is no desire for a “dying fall”, but a
preference for “soft stillness and the night” is
expressed. Lorenzo goes on to expatiate on “the music
of the spheres”.
Sit Jessica – look how the floor of heaven
Is thick inlaid with patens of bright gold.
There’s not the smallest orb which thou behold’st
But in his motion like an angel sings,
Still quiring to the young-ey’d cherubin’s;
Such harmony is in immortal souls,
But whilst this muddy vesture of decay
Doth grossly close it in, we can hear it.
The medieval belief was that the heavenly bodies
move in harmony with each other, and each of them
“in his motion like an angels sings”. But this music
could not be heard by mortals, who could only
imagine it by contemplating “the floor of heaven”.
This order of things again stands in stark contrast
to the world of Venice in the preceding acts of the play.
But is such an enlightened state of being attainable by
mortals who are grossly closed in this muddy vesture of
decay?
Lorenzo expresses a certain hope. Although the
music of the spheres cannot be heard, mortal music can
be heard and could produce certain beneficial effects.
Lorenzo again expatiates:
For do but note a wild and wanton herd
Or race of youthful and unhandled colts
Fetching mad bounds, bellowing and neighing loud,
Which is the hot condition of their blood, –
If they but hear perchance a trumpet sound,
Or any air of music touch their ears,
You shall perceive them make a mutual stand,
Their savage eyes turn’d to a modest gaze,
By the sweet power of music; therefore the poet
Did feign that Orpheus drew trees, stones,
and floods,
Since naught so stockish, hard, and full of rage,
But music for the time doth change his nature.
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This is the language of an ardent music lover
with wonderful powers of imagination and
expression, in fact quite unexpected from the
character of Lorenzo in the previous acts of the play.
One is tempted to think it is Shakespeare himself
having a say on the subject, with a degree of
entertaining exaggeration.
The concluding lines of this speech reinforces
the impression:
The man that hath no music in himself,
Nor is not moved with concord of sweet sounds,
Is fit for treasons, stratagems, and spoils,
The motions of his spirit are dull as night,
And his affections dark as Erebus,
Let no such man be trusted: - mark the music.
“Let no such man be trusted” – music lovers
would enthusiastically agree!
The speech in fact offers a convincing basic
analysis of the effect of music, namely that sounds
produce effects on the nervous system. Listeners of
music will have no doubt that certain sounds
generate certain emotional responses. But before
arriving at a scientific and comprehensive answer,
“Let no such man be treated” is a useful guide to
bear in mind, and music might turn out to an art
which has practical uses!

- Peter Lo -
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Bastian Brook’s
Bookish Corner

thus the tragic tradition faded as Socratic (and Apollonian)
thought became the dominant force. However, a society that
relies entirely on reason and logic without the mitigation of
myth will inevitably lead to decadence, as Nietzsche implied
of the French people.

Friedrich Nietzsche’s

When writing The Birth of Tragedy in 1871, Nietzsche believed
that German culture, especially the operas (or music dramas)
of Richard Wagner might be able to recapture the artistic
impulses that gave birth to Greek tragedy. Music, on the one
hand, is a Dionysian art as it seduces the audience and
mysteriously lures them into a dimension that has no form

The Birth of Tragedy

T
he 19 Century German thinker Friedrich Nietzsche was
responsible for one of the most iconic phrases of all-time:
th

Gott ist tot—God is dead. Prior to these explorations of
religion and morality, he was trained as a philologist
(philology is a discipline that places its core focus on ancient
Greek culture). The Birth of Tragedy was his first published
work, written as a statement of intent by a young
philology professor at the University of Basel,
though its publication brought his reputation to
ruins.
Greek philosophy blossomed around the
5th century BC, led by Socrates, Plato and
Aristotle. In the period just before that,
their literature consisted of only two
forms—epic poetry and tragedy. Epic
poetry refers to stories told in
verse-form of epic proportions, such
as the Iliad which tells of the Greek
Invasion of Troy and the ploy of the
Trojan Horse. Tragedy on the other
hand, is essentially a play staged with
actors, costumes, masks (yes,
masks—the actors wear a mask all the
way through the play) and choruses. In
Nietzsche’s analysis, Socrates was a
watershed moment for Greek plays. Before
Socrates’ time, these plays only presented
the tragic downfalls of gods and heroes;
Socratic philosophy brought about the downfall
of tragedies and the genre of comedy rose to fill the
void. As such, Nietzsche’s enquiry is as much about the
death of tragedy as it is about its birth.
Tragedy is interesting as a subject of enquiry because on the
surface it is a phenomenon that does not make sense.
Watching a tragedy was one of the most popular forms of
entertainment for the ancient Greeks, yet why would the
Greek people, with their highly developed sense of culture
unparalleled even in modern times, be content to see the
depressing downfalls of their gods and heroes again and
again? What pleasure is there to be had?

Aristotle believed the answer lies in what he called the
catharsis—the rebalancing or cleansing of the soul by giving
the negative emotions an outlet. For Nietzsche it was
something deeper, relating to a desire to lose the sense of self
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(Translated by Douglas Smith)

and become united with a mystical entity he called the will. The
ancient Greeks had a name for this desire, or rather, a
god—Dionysus, the god of wine and rituals and theatre.
Apollo—leader of the muses, who always carries with him his
lyre—stands as the opposite of Dionysian desire. Whilst
Dionysian art instils a cultish fervour in its beholders,
Apollonian art promotes the clarity of self, the
beauty of form and rationality.
The subjects of Greek tragedies are
mythological in nature—gods and
heroes belong always to the bygone
ages. Nietzsche adopts Schiller’s
proposition that a Greek tragedy
constructs a wall around its
mythological world when it allows
its chorus, which is also
constructed in mythological terms,
to assume the role of the
populace; the spectators are then
fused into that idealised populace,
leaving reality behind (Friedrich
Schiller was the influential poet and
playwright who wrote the Ode to Joy
that was set to music by Beethoven
in the 9th Symphony). The play
elevates spectators from mundane
reality to fantasy wherein the immortal
gods and the fantastical beasts dwell,
without having to judge whether these
mythological events of an idealised world are
plausible or not. “[T]he Greek has erected the scaffolding
of an invented state of nature and placed upon it invented
creatures of nature. Tragedy has grown up on this foundation
and has of course from the very beginning dispensed with an
embarrassing counterfeiting of reality.” (The Birth of Tragedy,
Chapter 7.) This works very much like fairy tales, except for
the Greeks’ inclination towards tragic endings, and it is this
tragic nature that leads the spectator to become united with
the will.
Anything that is of the world is destined to perish over time,
yet there is a will to exist nonetheless. Nietzsche sees in Greek
tragedies a pessimistic acceptance of that struggle, an attitude
that is overturned by Socratic rationality, which is optimistic
in its belief that pure logic will provide the answer to
everything. Myth cannot withstand the scrutiny of reason,

Concert Diary

and no meaning—the will. Yet the word music is itself
Apollonian—Apollo being leader of the muses. In a sense,
The Birth of Tragedy serves as a plea to the practitioners: do not
let music slip into an “embarrassing counterfeiting of reality”
when pursuing the beauty of form. Despite all the baggage
associated with German culture and with Wagner, this
vindication of music as an art that is free of the constraints
of everyday life is a point shared by Vladimir Jankélévitch in
Music and the Ineffable. (Jankélévitch’s book was discussed in the
May 2016 issue of Vantage.)
Sebastian Brook

(Hong Kong)

4 May 2017 (Thu) 8pm
Chamber Music Evening with Thymos Quartet
Concert Hall, Hong Kong City Hall
Organised and supported by Vantage Music and RAMHKAA
5 May 2017 (Fri) 6:30pm
Mostly Debussy IV: In Black and White (Lecture-Recital)
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU
21 May 2017 (Sun) 3pm
From Mozart to Ligeti: Minguet Quartett (Lecture-Recital)
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU
27 May 2017 (Sat) 8pm
Evening String Concert by Gordon College, Massachusetts
All Saints’ Cathedral, Mongkok, Hong Kong
1 June 2017 (Thu) 7:30pm
An Evening of Brahmsian Romance
Tsang Shiu Tim Arts Hall, HKUST, Hong Kong
Organised by The HKUST Center for the Arts and supported by
Vantage Music and RAMHKAA
6 June 2017 (Tue) 8pm
Poetry in Music
The TimeCrafters
Fringe Dairy, Fringe Club
18 June 2017 (Sun) 3pm
Father's Day Special: The Magic of Daedication
Family Concert to promote emotional wellness by soprano
Shirley Whing Chow & pianist Julie Kuok
together with a sundae of special guests Soujit Ghosh, Farley's Angels,
Raymond Chung and singers @ Fine Voices HK
All Saints’ Cathedral, Mongkok, Hong Kong
21 June 2017 (Wed) 8pm
Bel Canto Singers – When Mozart Meets Da Ponte
Concert Hall, Hong Kong City Hall
Organised by RhapsoArts

8 July 2017 (Sat) 2pm
World Harp Congress 2017: An Associated Project
Trio Recital for Harp, Zither & Flute
(Li Li, Bojie Li and Anqi Song)
Duo Recital for Harp & Thermin by Duo Jørgensen - de Leuw
A Lecture-Concert by Celtic Coloratura Soprano-Harpist Zoe
Vandermeer
All Saints’ Cathedral, Mongkok, Hong Kong
27 July 2017 (Thu) 8pm
Melodies of Gabriel Fauré – A Tribute to the Grand Master of
French Art Songs
Theatre, Hong Kong City Hall
Organised by Musica Viva and supported by an HKADC Project
Grant
8 August 2017 (Tue) 8pm
Animals in Music
The TimeCrafters
Fringe Dairy, Fringe Club
12 August 2017 (Sat) 2pm
Hong Kong Gospel Choir "All-Soul" Concert
All Saints’ Cathedral, Mongkok, Hong Kong
13 August 2017 (Sun) 8pm
Mahler's Des Knaben Wunderhorn with Baritone Yiu
Yun-Kwan and Pianist Stephen Hung
Recital Hall, Hong Kong City Hall
Supported by Hong Kong Bach Collegium and RAMHKAA
20 August 2017 (Sun) 7:30pm
Romer String Quartet and Alan Harris
Lecture Hall, Sheung Wan Civic Centre
Organised and supported by Vantage Music and RAMHKAA
26 August 2017 (Sat) 3pm
Violin & Piano Duo Recital by Chiu Sin Tung & Nancy Loo
All Saints’ Cathedral, Mongkok, Hong Kong
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Chiao-Ying Chang Piano Masterclass

Student Submissions
Selected programmes notes from

As a sequel to her last year’s masterclass on Chopin Etudes Op. 10, we are grateful

YMS 2017 – Class of 1810
Prelude in F sharp major, Op. 28, No. 13

Frédéric Chopin (1810-1849)

Frédéric Chopin was born on March 1, 1810 in Żelazowa Wola, Poland. He left his native country and
journeyed to Vienna, Italy, Germany, Austria and Paris where he later settled down in. He travelled to so
many places for more opportunities to get exposed to music.

to Chiao-Ying Chang for giving our young musicians another unique masterclass on
Chopin Etudes Op. 25. Everyone was once again inspired by her spectacular
demonstrations on one of the most challenging pieces in the piano repertory.

Prelude means a short piece of music, a piece preceding a fugue or some other music. Chopin wrote a total
of 24 but his preludes did not fulfill the whole function of an actual prelude because his ones go from
prelude to prelude, whereas other preludes are supposed to go from prelude and then to something else.
None of his preludes last for more than 90 bars.
In the theory of European music there are twenty-four musical keys - twelve major and twelve parallel minor
keys (the main difference between them is that the major scale usually sounds brighter and happier than the
minor scale). Chopin wrote 24 preludes because there are 24 musical keys and each of his preludes uses a
different key.
Ferruccio Busoni and Alexander Scriabin both wrote 24 preludes. Alexander Scriabin in particular was
influenced by Chopin’s beautiful pieces of music.
Leanne Nguyen, 11

Violin Concerto in E minor, Op. 64

Felix Mendelssohn (1809-1847)

Etude in A-flat major, Op. 25, No. 1

Frédéric Chopin (1810-1849)

Mendelssohn was a German composer, pianist, organist and conductor of the early Romantic period. His
violin concerto in E minor was premiered in 1845 by the Leipzig Gewandhaus Orchestra which still exists
today. Mendelssohn dedicated the concerto to his friend, Ferdinand David, a violinist of the Gewandhaus
Orchestra. The third movement of this concerto is light and fast with busy runs and semiquavers. It has a
“fairy-like” mood which resembles some other works Mendelssohn wrote such as ‘Spinning Song’ from his
‘Songs Without Words’ and ‘Midsummer Night’s Dream’.

Etude in A-flat major is the first piece among the twelve etudes in Chopin’s Op. 25, with the nickname
‘Aeolian Harp’. In this etude, the beautiful singing melody is played by the little finger of the right hand.
Both hands play arpeggios in contrary motion under the melody as the accompaniment. The difficulty of the
etude is to form a nice legato melody by connecting the notes using only the little finger in the right hands,
as the other fingers are all busy playing arpeggios underneath. Good pedalling is therefore required in order
to achieve such smooth tone.
Ernest Li, 9
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