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Message

from the Editor

We would like to take this opportunity to wish our

The editorial board managed to convince Tamami to

readers a wonderful 2018, full of joy and success!

share her thoughts on Music and Arts in Vantage. Due to
its length, her piece is divided into two parts and will be

In 2018, we are excited to announce that Tamami Honma,

presented in two consecutive issues of Vantage. Music and

ARAM, an internationally acclaimed concert pianist, has

Arts are closely related to and mutually influencing each

agreed to be Vantage’s US correspondent. Together with her

other. One can perceive better the evolution of music by

associate violinist Julian Brown, they will strive to gather

examining the art forms of the time.

quality contents for our dear readers. We are particularly
grateful to them for their enthusiasm and willingness to

Thematic recitals dominated the Young Musicians Series

take on these additional responsibilities, along with their

concerts held in September 2017. Entitled Deutsche

musical endeavours in California.

HerKunft or German Heritage in English, they focused on
the great Germanic repertoire. In 2018, young musicians

Tamami has been instrumental in securing an interview

will be involved in a spring recital on Debussy to

with Grammy award winner, virtuosic violinist Maxim

commemorate the life and works of the influential French

Vengerov. Vantage’s editorial board visited New York purely

composer on the centenary of his death.

to participate in the interview. It is appealing enough just to
know of the fact that Vengerov’s mentor was legendary
cellist Mstislav Rostropovich. We are curious about his

Vantage Music Editorial

first-hand experience in working with the great master. For
us, it was such a pleasure to hear his views about music, to
share advice for the aspiring next generation of musicians
and to appreciate the journey he has gone through to reach
where he is now.
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VM: I remember your debut performance in Hong Kong in
2013. How has the Trio moved forward since then?
SY: We had a tour of South Korea in 2015. We also
released two albums; the first one, in 2015, Fauré, Salter and
Ravel, and the second one, in the following year,
Mendelssohn’s two piano trio masterpieces.
PJ: This year in May [2017], we gave a concert of
Beethoven’s Triple Concerto in Seoul, South Korea, then
afterwards we completed Beethoven’s trios cycle with three
concerts.
VM: Can you tell me something special about the Trio?
CY: We are named after the great French cellist Pierre
Fournier who taught Pei-Jee’s cello teacher. He was
regarded as “the aristocrat of cellists” and made many
important recordings in chamber music. We aspire to be
artists with his spirit and beliefs and be as sincere, honest
and profound as we can. As a trio, we have just celebrated
our 8th birthday without any personnel change and would
like to continue the journey together.

Interview with

SY: We want to be honest to the composer and have the
ability to sound versatile to make sense for the composer.

FOURNIER TRIO

VM: What sparked the idea of forming the Trio?
PJ: Luck and coincidence. We were all subconsciously
looking to form a chamber group at the time. The way we
came to form as a trio was a very fateful series of events. If
you want something, you will find a way to make it happen.
SY: Chiao-Ying and I first worked together as a duo.

On 6 April 2018, Vantage Music is proud to present Fournier Trio’s debut recital at Carnegie Hall.
Our editorial board previously had the pleasure of having a dialogue with the members of the Trio:
pianist Chiao-Ying Chang, violinist Sulki Yu and cellist Pei-Jee Ng.
VM: Can you tell us about the forthcoming programme at
Carnegie Hall? How did this come to be?
PJ: Tchaikovsky’s Piano Trio is one of the greatest trios in
the repertoire and we feel it will serve well as the centrepiece
for our Carnegie Hall debut. This will be the main work and
we shall then build the programme around that.

CY: It is a vibrant and energetic work to open the concert,
with the incredible “Ghost” movement in the middle. We
would like to make our debut truly special by presenting
one of our favourite Beethoven trios.
PJ: It’s a great way to open a programme, as it’s fresh and
striking.

CY: Beginning with Beethoven’s “Ghost” trio, the
programme will then be followed by a new trio written by
Hong Kong composer Fung Lam. We are all very excited to
have the world première of his work.

VM: Did you perform the Tchaikovsky trio before?

VM: I am really looking forward to that! Any particular
reasons to include the Beethoven piece?

SY: Performing Tchaikovsky Piano Trio takes you on a
journey. I personally feel as if I am experiencing “life”
whilst playing this piece. You become a different person at
the end of the performance!

PJ: A few years ago, we performed it in Dumfries during
our Scottish tour and also at St John’s Smith Square in
London.

***
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CY: After playing with Sulki, we immediately sparked the
idea of potentially forming a trio together.
SY: In 2009, due to the Park Lane Group, Pei-Jee and I
both had a solo debut on the same day, so we were aware
of each other. Then, the following year, Chiao-Ying and I
had an evening duo recital at Wigmore while he was
performing at lunchtime the following day. So, I went to
hear him play and wanted to say hello. After the concert, I
went to greet him backstage. Upon meeting him, he said it
would be great if we could play together. I didn’t even need
to be the first one to mention this.
CY: We then arranged to meet up and read trios the next
day. The rest is history!
VM: Any role models you wanted to work towards at that
time?

VM: Have you felt any differences compared to when you
were in Hong Kong?
PJ: We did discuss this amongst ourselves. Our distinctive
style and sound as Fournier Trio has remained consistent
over the past few years. The only kind of change we have
noticed perhaps is that we are becoming more flexible as a
group.
VM: Flexible, in terms of…?
PJ: In terms of musical exploration and performance due
to the number of years we have been playing together and
our improved understanding of each other.
VM: I have been told that an ensemble would need at least
three years for a unique style to emerge. Is that true in your
case?
PJ: I think it depends on the group. For some personalities,
you can immediately feel an accord, but some may take a
little bit longer.
SY: There is usually a reason when a group comes together.
There should be a special connection between the group
members. Throughout the years, we have come to know
each other better and thrived in finding a balanced “trio
sound.” I don’t know if one can set a definitive time for
this to be achieved. It may take only few months for some
whereas for others, this may take years.
CY: It also depends on the ages of the musicians. Younger
players would need more guidance while refining their
individual craftsmanship. Over the years the mutual trust
and understanding between us continues to grow and our
style most certainly becomes more distinctive gradually.
VM: That’s something quite precious!
***

PJ: When we were just starting as a trio, we informed
ourselves by listening to recordings of many other trios and
discovering the different unique style they each had. I
wouldn’t say we specifically had one trio group as a main
source of inspiration.
***
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VM: You have been involved in the Dartington Music
Festival for some time. Can you tell us more?

VM: Any experience in expanding your repertoire by adding
an extra member?

CY: We were first invited to the Festival in 2015. Aside from
daily instrumental workshops and chamber music coaching,
we worked intensively with young composers in the
advanced composition course.

PJ: It’s possible to add a viola to form a piano quartet. It is
quite natural and easy to do. We worked with renowned
British violist Lawrence Power during our tour of Norway.

SY: We worked with young composers to write piano trios.
Towards the end of the festival, we performed their works.
Thinking about it, it was actually something quite
challenging.

CY: Fauré’s Piano Quartet No. 2.

VM: What did you play?

***

CY: We had to learn five newly-written piano trios within
five days and be ready to perform in concert! Hugh Wood
led the course and together we gave comments and practical
suggestions to the student composers.
PJ: They came from all over the UK.

SY: We have had violinist David Takeno at the Guildhall
School of Music & Drama since the inception of the Trio.
He came to our concerts and provided moral support and
inspiration. We were very lucky.
PJ: Especially during our early years, where we spent many,
many hours studying with him.
CY: Also, we were fellows at the Royal Academy of Music
for two years. We had the chance to work extensively with
Thomas Brandis, the former chair of chamber music there
and a former concertmaster at the Berlin Philharmonic. He
was definitely influential in shaping our style over these two
years.
VM: Any repertoire you developed during that time?
PJ: German repertoire, including those of Mendelssohn and
Schumann. Sadly, he passed away in early 2017. He played
an important role in setting our foundation and our
discipline in approaching rehearsals.
SY: Of course, we had guidance from our individual
teachers including Christopher Elton and Ralph Kirshbaum
as well.
***

CY: Some travelled from continental Europe as well. Most
of them were students from music colleges in the UK and
selected by the course leader.

| JAN 2018 | Vol. 3 No. 2

***

VM: On top of that, you also gave individual lessons?
CY: Yes, we held workshops and sometimes group classes.
VM: How about their backgrounds. Did they know the
three instruments well?
CY: Most of these young composers knew how to play the
piano. They all tried to be creative and experimented with
various interesting effects and techniques on all three
instruments. Some were quite unusual and challenging.
VM: I notice that for two particular years Pei-Sian Ng
[Pei-Jee’s twin brother] was the cellist at the Dartington
Festival.
PJ: Yes. Unfortunately, on those occasions I wasn’t able to
join because of other commitments. So I asked my brother
to step in and he kindly took over my role there.
SY: Chiao-Ying and I enjoyed working with Pei-Sian very
much. The twins look very much alike although they are not
identical. We could have done the whole festival without
anyone noticing that it wasn’t Pei-Jee! However, in order to
give Pei-Sian credit for his hard work, I felt obliged to
announce this right after our concert. But even then, people
thought we were joking!
CY: The brothers are very different in terms of playing
style. Yet they are both easy to work with. Pei-Sian gave us
some fresh ideas while supporting our original
interpretations.
***
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We have been very fortunate that the composers we have
worked with were willing to allow us to explore their work,
resulting in a true sense of collaboration. It is a special
situation to work with living composers who are writing for
you. An opportunity for us to offer our insight as
performers.
I remember working with Gary Carpenter, one of the UK’s
foremost composers, for a Wigmore concert where we also
performed Ravel. It was very interesting to see the ways he
incorporated elements and techniques inspired by Ravel
into his trio. It made for a very cohesive programme.

VM: Where did these students come from?

VM: Any influential mentors for the Trio?

the score and historical context. However, when we are
working with a living composer on a brand-new piece, we
take it as an opportunity to make use of our creativity,
bringing forth new ideas.

VM: Any advice for the next generation who are looking to
form a trio?
VM: Any particular composer or era of work in which the
Trio does their best?
PJ: We are at our best with a piece from whichever
composer we are working with at the time! Just kidding! We
absolutely love and feel comfortable with the great
Romantic works, German repertoire, and I think the Trio is
also very good at taking on modern music. We are quick
learners and feel quite natural at exploring new sound
worlds.
VM: Can you share any experiences with us of working with
composers of contemporary music?
PJ: When you are working with the works of composers
who are no longer alive, you must interpret everything from

PJ: They need great determination and performance
experience. They have to find opportunities to work with
others, identify the sound they want and to be happy with
the people they work with. From then on, the hard work
actually starts.
SY: Being truthful to the scores is very important.
PJ: Having respect for the music.
SY: The score is your Bible, so don’t be lazy in studying
that.
CY: The beauty of chamber music is how the players
respond to each other and create a collaborative piece of art
harmonically. Ensembles with piano may encounter balance
issues and they should do their best to adjust accordingly
and be as sensitive as possible.
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(re)imagine: sonic frontiers

HKDuo Recital

The Helena May

27 October 2017 | 7:30pm

Hong Kong New Music Ensemble

Concert Hall,
Hong Kong Academy for Per
for

ming Arts

The Hong Kong New Music Ensemble opened

their 10th season (Re)imagine with a program
me that
mixes recent hits with new premières. Firs
t off was
the Asian première of American compose
r Eric
Wubbles’ life-still – it was the perfect piece
to start
the evening, with stage lighting kept to a min
imal
and a lengthy silence that precedes the first
utterances. That silence was enchanting; seld
om can
one find an audience that is so respectful of
and
attentive to the concept of silence, without
which
there can be no music. Much of Mr. Wubbles
’ music
is built upon the natural beating of sound
that result
from small discrepancies in intonation. Som
e of
those discrepancies are created by electron
ic means,
while towards the end the music seemed to
focus on
the uncontrolled higher frequencies of trian
gles.

e
When this writer first heard the HKDuo some twelv
r

or thirteen years ago, their four-hands Nutcracke
suite (especially the March) was so awesome that I had
to immediately seek out the music—that was before
IMSLP was set-up. Now, although the lure of
Tchaikovsky’s Nutcracker has not dwindled, it was a
very pleasant surprise to arrive at the Helena May’s
concert to find a different Nutcracker—Carl
Reinecke’s The Nutcracker and the Mouse King—as
the first item on the programme. Carl Reinecke
(1824-1910) can be easily confused with two other
equally peripheral names in classical music: Johann
Adam Reincken (1643-1722) whose keyboard pieces
,
were much admired and adapted by a young J. S. Bach
a
uced
prod
and Anton Reicha (1770-1836) who
.
comparable amount of music as his friend Beethoven
One thing that can identify Reinecke from the other
two though is his recorded legacy in the form of
a
piano rolls, which includes Haydn’s E-flat piano sonat

10 Vantage
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(No. 52) and his own Nutcracker (with his wife as the
other pianist); both are available on the internet. As
to the music, his Nutcracker is equally charming as
Tchaikovsky’s with its depictions of the ballroom
scenes and the clockwork music box and other toys.
His control of the high register is especially fine, and
credit must be given to the HKDuo here for bringing
to life his delicate four-hand writing, and the overall
impression is that the music really fits the four-hand
idiom—a quality that is not often the case.
The other items on the programme are Julie Kuok’s
composition The Fantasy of Little C and Gershwin’s
Rhapsody in Blue. Ms. Kuok’s Fantasy is a set of ten
pieces for children, and like the children music of
Prokofiev and Bartók, this is music written with great
wit and will surely be treasured by students and
teachers alike.

Charles Kwong’s Sonata/ dissipated in silen
ce is a
revised work from 2016. Its stated theme is
to
investigate the nature of sound, and thus forg
oes the
traditional boundar y between Western and
Eastern
instr uments, though one would be at the wro
ng
concert if one were expecting to find anyt
hing
‘traditional’. That said, it was a surprise to
find
Piazzolla’s music popping up in amongst the
much
more primordial soundscape of scrubbing
and
tapping, and it was also a revelation to find
that the
Chinese Sheng works very well as a substitut
e of the
accordion when playing Piazzolla.

28 October 2017 | 8pm

of the instr ument and offers another read
ing of the
myth of Orpheus and Eurydice. It was play
ed most
beautifully by Juan Manuel García-Cano Ruíz
, who
teaches at the Soochow University School
of Music.
The last piece on the programme was the
much
lauded Gougalon written by Korean compose
r
Unsuk Chin. Ms. Chin wrote the work after
a visit to
Hong Kong and Guangzhou in 2008 and 2009
, as
the trip reminded her of the scenes of pove
rty in
Korea just after the Korean War. Reading the
programme note after the concert (the audi
ence was
discouraged to read them during the concert),
it
stated that the composer intended the mus
ic to be
more than just street theatre music, though
this
writer was yet to be convinced. That said,
it is a piece
that will be worth hearing a second time.
Giovanni Ruscello

giovanni@vantagemusic.org

The first half of the programme was conc
luded with
the pre-eminent Japanese composer Toshio
Hosokawa’s Landscape V (1992). After the
inter val,
there was a world première of Chinese com
poser
Yao Chen’s The Supplicant. This piece is in
effect an
oboe concerto that fully exploits the plaintive
quality
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Conversation with violinist

Maxim Vengerov

In October 2017, violinist Maxim Vengerov performed the Brahms Violin
Concerto at Carnegie Hall with the Montreal Symphony conducted by
Kent Nagano. After the performance, pianist Tamami Honma and
violinist Julian Brown interviewed Maestro Vengerov to find out more
about how he approaches each individual concert, his thoughts about
how to make classical music more compelling to the internet generation,
and his plans for the future, which include conducting opera and his
commission of a new violin concerto by Qigang Chen.
Collaboration with Composer Qigang Chen
T: We know that you are going to Beijing very soon to give the
world première of a new violin concerto by Chinese composer
Qigang Chen. Can you explain how this collaboration with
Chen came about and what your thoughts were in asking for
this new work?
M: I heard for the first time Chen’s brilliant trumpet concerto
played by Alison Balsom three years ago. Maestro Long Yu
invited us all over to Shanghai to celebrate his anniversary and
there I met Chen. I marvelled at what he wrote for the trumpet.
I was particularly impressed by the division of harmony and
orchestration, the use of the whole palette of colours in his
composition. I then asked Chen to write a concerto for me.
Co-commissioned by the Beijing Music Festival, the Melbourne
Symphony Orchestra and the others, this new work for violin
and orchestra will be performed at Beijing Music Festival in a
week’s time. Chen really is a visionary. Inheriting the great
French music traditions, he presents his inner world of imaginative colouring adorned delicately with Chinese music elements –
a mélange of two nations, distinctively Qigang Chen.
T: You mentioned his orchestration; what do you find special
there?
M: He creates what great composers so often do – a great
illusion. While mixing different orchestral sections, brass,
woodwind and strings with solo instruments, he establishes an
illusion as to who was exactly playing what instrument. Chen
studied with Messiaen and that explains a lot the origin of his
style. This new concerto, La Joie de la Souffrance, or A Play of
Suffering, embodies these ideas. It’s also a virtuoso work for the
violinist. But it isn’t just an instrumental piece as the soloist is
challenged to listen attentively and fuse one’s colouring with the
orchestra.

12 Vantage
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J: I’m reminded of the way Joseph Joachim was deeply involved
in advising Brahms on how to write some of the more virtuosic
violin parts for the violin concerto. Have you gone through a
similar sort of collaboration with Chen?
M: We have exchanged emails about the work and he sent me
the violin part. After having studied the work, I decided that
nothing should be dramatically changed in the violin part as
everything can be performed. Besides, every note is part of one
or another harmony; if one note is altered, the same harmony
has to stay at the same place. Otherwise, the whole colour will
change and interfere with the composer’s vision.
Joachim gave a lot of advice to Brahms as they were friends
from childhood. But Brahms didn’t intend to write a violin piece
that merely posed technical challenges for violinists because it
was not a piece that would be performed like those written by
violinists such as Paganini, Wieniawski or Ysaÿe, who knew
exactly how to bring out the violin to its best. For Brahms’s
Violin Concerto, you wouldn’t call it a violin piece even though it
was perfect for it. The beauty of playing concertos by Brahms
or Beethoven is that you don’t just play the violin but use it to
connect to other instruments all together to express the
composer’s message. For instance, while playing the first
movement of Brahms’s concerto I sometimes have to imagine
I’m a flautist or a clarinettist, or a horn player in the middle of
the first movement and towards the end, after the cadenza.
Rostropovich taught me to act as if in a state of communion,
making connections to different instruments performing with
me. Sometimes I forget that I’m playing the violin! One of the
virtues of being a musician is to embrace all these colours to
create a grand musical illusion. After all, music should not
always be about reality but instead offer the audience the
possibility of a voyage.
T: This is very interesting because we are told about this all the
time as pianists but I’ve never actually heard people say to a
violinist that they should emulate and think of other instruments as well. That’s interesting, thank you!
M: When I play duo recital, say a Kreisler piece, I can be as
violinistic as possible and imagine Kreisler’s style with the
pianist being a perfect accompanist. But for Beethoven’s violin
sonatas I really have to forget the fact that I’m a violinist! These
sonatas are written for the piano and violin, where the piano is
the driving force, providing the structure and bass harmony, and
the violinist should feel this way too.

On Musicianship
T: We were at your concert last night. You brought out an
incredible amount of colour and drew in the audience extremely
well with Brahms’s Violin Concerto. I felt like you were approaching classical repertoire like new music. How would you say you
approach works that you perform, especially the famous ones
like the Brahms?
M: I came from a very important tradition of music making.
My mentor Rostropovich collaborated directly with the greatest
composers including Shostakovich, Prokofiev, Britten, Walton,
Dutilleux and many others. He always reminded me that no
matter how well-known the work is, like those of Brahms or
Tchaikovsky, I should treat it like a world première every time I
perform it. It’s true because, especially with the greatest music,
besides the composers’ scores, I could refer to various intellectual and spiritual aspects of the music to play in many different
ways. But in cases of Brahms’s concertos, where the line of the
soloist is well-integrated in the orchestra texture, it’s wrong to
treat the orchestra as an accompaniment. After all, it also
depends on the orchestra and the conductor.
Consistency vs Spontaneity
J: To what extent do you like to pre-plan things in what you
play? Do you like to leave a certain amount of room for
spontaneity at the last minute? I ask because different violinists
seem to have different approaches. Heifetz, for example, was
known to be incredibly consistent in his performances. In
different versions of the Beethoven Violin Concerto recorded
many years apart, for example, his sound and the way he
approached the work seem very similar.
M: With some performers, the ones that are really, really
brilliant, phenomenal instrumentalists like Heifetz, they are
amazing musicians because of the way they structure the sound,
the phrasing, the beauty of the tone, and the colouring. But, not
being negative, if you listen to Heifetz play Mozart you’ll hear
Heifetz. If you listen to a Beethoven violin sonata or Bach’s
Chaconne you’ll just want to hear Heifetz – whatever he did was
amazing. It’s so brilliant that the music really didn’t matter! Also,
there are a number of pianists and other instrumentalists for
whom you don’t particularly worry about their interpretation –
it’s secondary; mostly you like to enjoy them as their own
performers. We like Kreisler, his amazing style, which was
unique. No one can imitate that.

JAN 2018 | Vol. 3 No. 2 | Vantage
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But there are performers like Rostropovich whose approach was
that a musician should be secondary to the music. The performer should try to be the composer while working with the score
and audience should not “recognise” the musician at all. So, in a
recital consisting of two different works, say beginning with
Mozart’s followed by Brahms’s, that means, ideally, there should
be four different performers, including the pianists!
So, with the Brahms Violin Concerto, as I mentioned, my
performance yesterday felt like a world première for me. My
precondition for working on the concerto was that I’d need to
know every note, not only the violin part but also the orchestral
part. With my conducting experience, I was lucky that I knew
how the orchestra and the violin soloist should work together.
But I also needed a conductor to be there to create the right
balance together. What would be the right balance for the
Brahms Violin Concerto? This cannot be pre-planned. The right
balance was created for this concert hall. If I was in another
concert hall, there would be another “right balance” as acoustics
differ. The interpretation could change because you might feel
differently for one phrase or another or because of contrapuntal elements that overlay between instruments. In fact, how the
soloist plays will largely determine how the orchestra will
accomplish the counterpoints. It’s a very complex process but it
allows everyone to be involved, like chamber music, and just like
the Brahms I performed with Maestro Nagano.

On Eugene Onegin
T: I heard you have an upcoming conducting role for Eugene
Onegin.
M: Yes. It will be my first time with opera in Moscow.
T: That’s fantastic! How involved are you in shaping the
production?
M: I’ll just come in for some rehearsals and a performance. The
production has been running for a couple of years and the
orchestration will remain the same. I’ll try bringing my vision,
passion and interpretation to the musical part.
T: Having grown up in Moscow, you must be very familiar with
the Pushkin work.
M: Yes, absolutely. I’ve read Onegin many times. With so much
information about it available, we can interpret the texts from
multiple perspectives. But, for me, we keep to Pushkin’s original
texts. Moreover, Tchaikovsky had his own vision. Sometimes,
depending how music was written, there’s room for different
interpretations. You need to study the literature in depth, while
evaluating what is happening at the moment together with the
production and the orchestra.
J: Last night, you played an encore from Massenet’s Méditation
from his opera Thaïs. Would you have any plans to perform the
whole opera while also playing the solo?
M: Lately, I fell in love with French music, especially works
from the end of the 19th to the early 20th century. I’m currently
working on Ravel’s sonata and a sonata by Ernest John Moeran.
I’d be open to doing Massenet’s whole opera because it’s
remarkable.
J: What was the drive behind your interest in conducting opera?
M: Tchaikovsky’s Eugene Onegin marked my first attempt in
opera. In music, I’m full of curiosity – I want to learn much
more beyond my violin repertoire. When I was 22 years old, I
was attracted by the sound of early music and so I learnt to play
the baroque violin. That gave me valuable insight into how to
perform Bach’s pieces, not just on the baroque violin but on
ordinary instruments. In fact, I can now incorporate baroque
colouring well into my playing using a Strad. Similarly, I took on

14 Vantage
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the viola not because I wanted to become a professional violist,
focusing equally on violin and viola. Rather, I simply loved the
work by Walton and I recorded his viola concerto together with
Britten’s Violin Concerto with Rostropovich. I then started
teaching and eventually conducting. All of these have
contributed to me as a violinist.
Violin playing will always be the core of my life. It’s difficult to
focus at the same time on symphonies, operas, violin recitals
and orchestral performance as a soloist as well as teaching!
What is more important is the journey as a musician. In the
future, I may decide on anything that I feel passionate about.
Thus, I’d not say no to an opportunity to conduct opera. It’s a
new thing for me and I’m certain that I’ll have a different
perspective when I perform Tchaikovsky’s Violin Concerto again.
On Performing Bach
J: You mention your interest in baroque violin. I’m intrigued by
how you approach a work like Bach’s Chaconne, which has lots
of polyphonic textures where Bach simply wrote chords but
didn’t exactly describe how they should be articulated. Different
violinists have very different ideas on how to deal with these
passages. What do you think about this particular problem?
M: To be frank, I’ve yet to play in public all of Bach’s six
sonatas and partitas. I’ve told my students they are challenging
because I’m not a composer. It’s my belief that with Bach one
needs at least a good understanding of how to write a fugue
before being able to do great justice to Bach’s music. Any yet,
when you watch Rostropovich’s masterclasses, he performed
Bach fugues on the cello. However, unlike the piano or organ,
the cello is not a complete (polyphonic) instrument and thus the
fugue wouldn’t sound exactly the same on a cello; you have to
“imagine” the missing voices. It’s easy for him because he
studied composition with Prokofiev and instrumentation with
Shostakovich. That said, I’d love to perform Bach and I could
perhaps give you a good performance. But I’d need, at some
time in my life, to start composing, for practical reasons I just
mentioned.
J: You said you don’t compose but you did compose your own
cadenzas such as the one you played by Brahms last night and
the ones you use for the Beethoven Violin Concerto. Am I
correct?

M: Yes. I used my own cadenzas. Of course, I’ve a basic
knowledge of composition as I studied harmony, music theory
and instrumentation. I wrote a fugal choral when I was around
the age of 16. After all these years, my basic knowledge should
be reinforced but I need to revisit all that. Speaking about my
predecessors, I always feel very humble. Take George Enescu,
for instance. He was not only a brilliant violinist but also a
celebrated pianist. He started conducting when he was at the
age of 40 and five years after that he was a candidate for New
York Philharmonic’s chief. You can appreciate his level of
knowledge and ability. But above all he was a remarkable
composer. His violin sonatas, chamber works and symphonies
are incredible. Especially the third symphony, you can really put
it alongside Mahler’s. He was also an extraordinary teacher,
inspiring many genius violinists, such as Menuhin, Grumiaux,
Ida Haendel and others.
From composers/instrumentalists like Enescu, Rachmaninoff
or Myaskovsky, we learn that there is always room to grow and
the sky is the limit. I was very lucky. I started my musical
education very early and that’s why I’ve been able to experience
so many things. But there are still new things for me to continue
my expedition.
On Rostropovich
T: You studied with Rostropovich on an one-on-one basis.
Could you share with us any specific examples of things that
influenced you?
M: I met Rostropovich for the first time at Avignon Festival in
France. It was an introduction through Teldec, my record
company at that time, which is now part of Warner Music
Group. He was a maestro who had known and befriended
Shostakovich and Prokofiev. To me he was a musical god. But I
wasn’t sure how I should start the conversation. Should I say,
“Maestro, good morning!” or should I just keep silent? Anyway,
when I arrived at his doorstep he opened the door, hugged me
dearly and said, “I’m so sorry but I’ve to feed my dogs.” Then I
saw these two little dogs, looking more like rats, making so
much noise!
They looked very hungry so he opened a can of dog food and
started feeding his “babies”. He said, “It look so delicious I
could be eating this!” So, he was humble in a way that he put
himself on the same level as the people he was meeting with,
not above. When he was teaching, he was like a senior colleague
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or elder brother; on stage, he’d offer me extensive compliments
and support. He was, indirectly, leading me while opening new
doors for me in music. The precious time I spent with him
enlightened my life: it will never be forgotten and will stay for
the rest of my life.
Working with Pianists
J: How do you choose your pianists when you are doing violin
and piano repertoire?
M: For me, it’s important to stay with the people I’m familiar
with – it’s a bit like creating my own quartet. Of course, there
are many wonderful people who would get together and
rehearse in a short period to give marvellous performances. But
I really want to build a duo that “breathes” together in all
musical occasions. Consistency is what it needs. From that
perspective, I work very often with three renowned pianists: Vag
Papian and Roustem Saïtkoulov from Paris, and in 2018 I’m
going to give quite a few performances with a wonderful
Russian pianist Polina Osetinskaya.
On Recording
T: You are still doing many live performances. How about
recordings?
M: Live experience is indispensable, there is no doubt about
that. But sometimes, it’s more important to record in studios. If
you can make a studio recording sound as vivid as live, then it’s
quite an achievement. I remember my first LP recording with
Melodia when I was 10 years old. I spent three full days to record
a one-hour programme with a producer. Emerging from the
studio and playing in a concert in Moscow, I was a different
violinist, not just technically; my sound production and musical
interpretation were also suddenly more mature! In the studio,
I’d a chance to listen to my edited recordings, figuring out how
to improve the sound of my violin. Later, as I brought this
experience I acquired in the studio to the concert hall, my
performances became more focused, energetic and passionate!
I’ve recorded with different record companies and wonderful
people in studios and I’ve evolved as a musician. The value of
studio recording lies not only in creating a clinically clean
product but also making it come alive – so that every time you
listen you could discover something new.
Messages for Young Musicians
T: Would you have any advice or messages you’d like to deliver
to the young people who are currently learning string
instruments?
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M: Yes, the message is not just to young kids but also to their
parents and adults who play the instrument! I’m now a father of
two young girls, Polina and Elizabeth, named after
Tchaikovsky’s duet from Pique Dame (the opera Queen of Spades).
They have been learning to play the piano and the cello for
more than a year and they love it! Now their concentration has
improved, vitality is enhanced and they have become more
disciplined and creative while having so much fun with music.
Music is making a positive impact on their lives and it doesn’t
matter whether they become professionals or not. I just think
it’s so important for kids to learn musical instruments!
I became a professional due to special circumstances – my
parents were musicians; my mother was a choir conductor and
my father was an orchestral oboist. Today, kids have incredible
choices to become what they’d like to be but I think music
provides the basic foundation, development of creativity and
their awareness of their body and mind. Life is a play – when I
go on stage I feel like I’m a child. Even today, I feel the same.
On Popularising Classical Music
T: We recently interviewed my former teacher, pianist Byron
Janis, who studied with Horowitz. He suggested that in order to
make concerts more popular, first of all, let’s stop calling them
“classical”.
M: “Classical music” has somehow become negative – the word
is not great anymore.
T: That word itself is a killer.
M: Absolute killer.
T: He suggested one way to bring back the former glory was
maybe in the second half of the concert having the soloist
improvise – let the audience offer a few starting notes and the
soloist will continue.
M: If I had a magic wand and I could be granted extra abilities
as a musician, my first wish would definitely be composition.
I’ve no time for the moment, but let me acquire the knowledge
to compose; and if I could have a second wish, it would be to
be able to improvise. To me, composition and improvisation
should be integrated into a musician’s primary studies. When I
came to Moscow, at the age of seven, I could play
Mendelssohn’s violin concerto and, a year later, Lalo’s Symphonie

Espagnole. However, I missed out on composing and
improvising. Sometimes when I was at home, though, if I had
one hour or so, I’d just play spontaneously. That freedom is
important, we should not lose it.
T: How would you recommend that other people try to
re-popularise this kind of music back into mainstream as we are
competing with so many other genres of music?
M: I think one needs not to popularise classical music – the
word “popularise” does not sound as if there is much passion.
At the end of the day, the best music will survive – it doesn’t
matter what name it has, classical or pop. In rock and pop, there
is also wonderful music and less good music – that goes for
classical as well. But fans of Bach, Mozart, Tchaikovsky and
Ravel will always be there. It does take time for people to
appreciate the level of complexity in music such as
Shostakovich symphonies or works by Mahler as these demand
a certain degree of concentration. Unfortunately, generally
speaking, the concentration period of young people is short.
For example, a survey recently found that on average people
spend no longer than 20 seconds on each internet page! How
do you expect them to listen to Bruckner’s symphony, which
last for more than an hour? It’s almost impossible. But then, we
have to ask ourselves: what are our values, where are we heading
to, do we want to become slaves to something or do we want
music to perhaps serve a more meaningful purpose? For
instance, we could turn to the therapeutic power of music.
During a concert, it’s the time for us to go offline for two hours,
switch off our mobile phones, be without email or internet and
set our souls free. We have to care for our body and emotional
state. Time will come when humanity will appreciate all of this.

Tamami Honma is US
correspondent for Vantage and an
internationally acclaimed concert
pianist based in Saratoga, California.
Vantage thanks Ms Honma for making
the interview with Maxim Vengerov
possible. Ms Honma received her
undergraduate degree and performance MMus at the Manhattan
School of Music in New York, and an honorary ARAM from
the Royal Academy of Music; she was a lecturer as a member of
their academic faculty for a number of years before moving to
the US, where she now works as vocal coach at the San
Francisco Conservatory of Music as well as maintaining a full
concert schedule. For more information see
https://www.tamamihonma.com

Don’t get me wrong, though, I think it’s amazing what internet
has already done for humanity, how it has affected our lives and
its capability to bring value to the whole world. But, as with
every good thing, some other things such as music may be
devalued.
Nowadays, it’s expected by the majority of the population that
when you come to a concert you have to watch the
performance and not just listen. We want to watch how the
soloist interacts with the conductor in a recital. It would be
better if there were screens to assist us to “visualising” the
music. Having said that, today, everything becomes too visual
and that turns out to be a big problem, in my opinion. Often,
the performer is judged more on how he or she looks, what he
wears, how he goes on stage, how he presents himself, his
image, his website and even internet popularity – but what do
all these have to do with music? Would you imagine
Rachmaninoff or Horowitz have time to write their blogs, given
that they had to play the piano, compose, conduct and meet
different people? I think at some point we have to go back to
basics and examine what can we learn from the past. How can
we recover these qualities? At least, it’s with music that we, as
musicians, can really make a difference. But yet, our “club” is
very exclusive – we must include more people and affect them
in positive ways with this “virus” of music by offering
something of great humanistic value to society.
Vengerov will return to North America in 2018 to give recitals
at the Kennedy Center in Washington, DC, and other cities in
the US.

Julian Brown is a writer and
violinist based in Mountain View,
California. Born in the UK, he lived
for many years in London and has
performed in both London and the
San Francisco Bay Area. He and
Tamami are co-founders of the Cal
Arte Ensemble, which performs over 30 chamber concerts a
year in the Bay Area, aiming to make great music available to
a wider audience. He is also concertmaster of three
orchestras including the Cambrian Symphony and the Palo
Alto Philharmonic. For more information see
https://www.julianrbrown.com
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Sometimes daydreamers like to speculate about “what if ”
scenarios such as what if there had been no Einstein? The
answer is, astonishing and seemingly miraculous though
Einstein’s breakthroughs were, someone else would have almost
certainly come up with the theories of relativity and his ideas
about quantum theory instead of him. It might have taken
longer but in science, ideas are often nascent, as if ready for
plucking – to the extent that often multiple scientists make the
same discovery almost at the same time independently.
With that in mind imagine what classical music would be like
without Mozart, Haydn, Beethoven, and Schubert. This is
actually a much, much harder thing to envisage. There’s no
certainty at all that others would have stepped in to fill their
place. In fact, the very opposite is true. Music, unlike science, is
not there to be discovered pre-existing in some Platonic realm:
each of these composers made unique contributions to the
musical world that would never have been created without them,
so much so that their absence would leave a gaping hole in the
repertoire and in our hearts. So try putting yourself in the mind
of people who rarely or never listen to classical music. They are
effectively in the same place as the culturally impoverished
people in our fictitious “what if ” scenario and yet they need not
be there at all!
Given this, what better way to revel in our good fortune that we
have the fruits of these composers’ immense labors bestowed
upon us than listen to these concerts? Our music series
“Viennese Legacy”, which will span a two-year period, will
celebrate the contributions of these illustrious composers to the
world of chamber music where they made some of the greatest
contributions of all time. It is not only a chance for some of us
to refresh our memories about some of the marvelous works
they wrote but also an opportunity for people not so familiar
with the repertoire to become acquainted.
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The series opens with two violin sonatas, one each by Mozart
and Beethoven, and the Piano Trio in B flat by Schubert. Mozart
wrote some 16 violin sonatas in his childhood years and another
20 as an adult. The earlier sonatas are rarely performed these
days because they are basically piano sonatas with violin
accompaniment as are many of Haydn’s works for violin and
piano duo. Meanwhile, given Haydn’s importance to the
advancement of chamber music it would have been amiss to
neglect him entirely so we will also feature two of his most
famous works in this genre.
The Mozart Sonata in C major K. 296, with which our series
begins, is the first of the composer’s mature works for the duo.
It belongs to what is known as the composer’s “Mannheim
period”, written while he was visiting the city after leaving his
home town of Salzburg in search of new employment and better
prospects. The mature sonatas can be divided into three main
periods, the Mannheim and then two phases while the composer
was living in Vienna. Key works will be featured from all three
periods.
It is worth noting that Mozart and Beethoven both called their
violin and piano duos, Sonatas for Keyboard and Violin, as if the
violin were the secondary instrument. Such was the custom of
the day to see the keyboard, whether it was harpsichord or piano,
as dominant and given the virtuoso keyboard skills of both
composers it would not be surprising if they had been happy to
leave things this way. Yet both took important strides to reducing
the gap between the role of the two players, so much so that
these sonatas are often performed today with the violinist getting
headline billing even though the pianist’s role is often more
taxing and virtuosic.
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– Chamber Music Concert series in 2018-2020

Major performing venue: Hong Kong University of Science and Technology

Interestingly, Beethoven’s cello sonatas, although he wrote only
five, span a wider period of time than the violin sonatas with the
first two Op. 5 Cello Sonatas coming earlier than the Op. 12
Violin Sonatas and the two Op. 102 Cello Sonatas marking for
many scholars the true beginning of his revolutionary late
period. The series will give audiences a chance to hear all of
these remarkable works in their chronological order and thus an
opportunity to hear how Beethoven’s style evolved within the
compressed time frame of our series.
The trend to equality is particularly evident in the set of ten
violin sonatas by Beethoven which will be presented in their
entirety over the run of our series. The early group of three Op.
12 Sonatas reflect the composer’s initial approach where he
picked up from Mozart and Haydn. But as he evolved, his
approach became more sophisticated and innovative. While the
Sonata Op. 24 in F “Spring” remains one of the most popular in
the set given its abundance of sunny melodies and uplifting
spirit, the contrasting Sonata Op. 30 No. 2 in C minor represents
Beethoven at his stormiest, writing in the same key as his Fifth
Symphony and the Pathétique Piano Sonata. The famous
“Kreutzer” Sonata Op. 47 represents a new level of virtuosity
for the violinist which by now has fully caught up with demands
made on the pianist. The last Sonata in G major Op. 96 borders
on Beethoven’s late period style, where the composer’s textures
reached their most complex, integrated and condensed form yet.

The series opener also features one of Schubert’s two
masterpieces for piano trio, a chamber ensemble form which
includes both violin and cello. The Piano Trio in B flat is the
lighter of the two and although written at about the same time as
the second, the latter is a much darker work as if pre-shadowing
his untimely death at the age 31 that was less than a year away.
This second work, the Piano Trio in E flat, which features a
hauntingly sad cello solo in the slow movement and a finale
conclusion that reiterates the same theme but in a brilliantly
transfigured form, will make for a powerful close to the series. In
contrast, Schubert’s violin sonatas, although written after
Beethoven’s, represent a curious throwback to Mozart’s works in
that they are on a more modest scale than Beethoven’s violin
sonatas, and are almost a little naive in their style. The composer,
of course, wrote them in his youth and one wonders how much
he knew about Beethoven’s titanic achievements in the same
form yet they still possess a fundamentally Schubertian charm.
However, in the penultimate concert we will have a chance to
hear Schubert pulling out all of the stops with his Fantasy for
Violin and Piano, a much more virtuosic work that makes the
steepest technical demands on both instrumentalists. In totality,
the series will give audiences the opportunity to perceive
something of the immense and beautiful soundscapes opened
up by these Viennese composers and to appreciate how far
reaching their legacy truly was.

Concert I (Grand Opening) May / June 2018 in Hong Kong;
July 2018 (Vienna)
Mozart Sonata in C major, K. 296
Beethoven Sonata in A major, Op. 30 No. 1
Euna Kim, violin; Evelyn Chang, piano
Schubert Piano Trio in B flat major, Op. 99
Kitty Cheung, violin; Joanne Kim, cello; Cindy Ho, piano
Concert II – October 2018
Mozart Violin Sonata in G major, K. 301
Beethoven Sonata in D major, Op. 12 No. 1
Euna Kim violin; Evelyn Chang, piano
Beethoven Cello Sonata in F major, Op. 5 No. 1
Joanne Kim, cello; Cindy Ho, piano
Concert III – November 2018
Mozart Violin Sonata in E flat major, K. 302
Beethoven Violin Sonata in A major, Op. 12 No. 2
Euna Kim violin; Evelyn Chang, piano
Beethoven Cello Sonata in G minor, Op. 5 No. 2
Joanne Kim, cello; Cindy Ho, piano
Concert IV – January 2019
Mozart Two Violin Sonatas in C major, K. 303 & E minor,
K. 304
Beethoven Violin Sonata in E flat major, Op. 12 No. 3
Kitty Cheung, violin; Cindy Ho, piano
Concert V – February 2019
Mozart Two Violin Sonatas in A major, K. 305 & D major,
K. 306
Beethoven Violin Sonata in A minor, Op. 23
Kitty Cheung, violin; Evelyn Chang, piano
Concert VI – March 2019
Mozart Two Violin Sonatas in F major, K. 376 & K. 377
Beethoven Violin Sonata in F major, Op. 24 “Spring”
Euna Kim, violin; Cindy Ho, piano
Concert VII – April 2019
Mozart Two Violin Sonatas in B flat major, K. 378 & G
major, K. 379
Beethoven Violin Sonata in A major, Op. 30 No. 1
Kitty Cheung, violin; Evelyn Chang, piano

Concert VIII – June 2019
Haydn Violin Sonata No. 2 in D major
Mozart Violin Sonata in E flat major, K. 380
Beethoven Violin Sonata in C minor, Op. 30 No. 2
Kitty Cheung, violin; Cindy Ho, piano
Concert IX – June 2019
Schubert Violin Sonata in D major
Mozart Violin Sonata in B flat major, K. 454
Beethoven Violin Sonata in G major, Op. 30 No. 3
Euna Kim, violin; Evelyn Chang, piano
Concert X – October 2019
Schubert Violin Sonata in A minor
Mozart Violin Sonata in E flat major, K. 481
Beethoven Violin Sonata in A major, Op. 47 “Kreutzer”
Kitty Cheung, violin; Cindy Ho, piano
Concert XI – November 2019
Schubert Sonata in G minor
Mozart Violin Sonata in A major, K. 526
Kitty Cheung violin; Evelyn Chang piano
Beethoven Cello Sonata in A major, Op. 69
Joanne Kim, cello; Cindy Ho, piano
Concert XII – January 2020
Schubert Violin Sonata in A major
Mozart Violin Sonata in F major, K. 547
Euna Kim, violin, Evelyn Chang piano
Beethoven Cello Sonata in C major, Op. 102 No. 1
Joanne Kim, piano; Cindy Ho, piano
Concert XIII – February 2020
Haydn Violin Sonata No. 7 in F major
Schubert Fantasy for Violin & Piano in C major
Beethoven Cello Sonata in D major, Op. 102 No. 2
Euna Kim, violin; Joanne Kim cello; Cindy Ho, piano
Concert XIV – (Finale) March-May 2020 in Hong Kong,
June 2020 (overseas)
Beethoven Violin Sonata in G major, Op. 96
Euna Kim, violin; Evelyn Chang piano
Schubert Piano Trio in E flat major, Op. 100
Kitty Cheung, violin; Joanne Kim, cello; Cindy Ho, piano

Program notes by Julian Brown
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Music Matters

The Living Dialogue Between Art and Music (Part I)
By Tamami Honma, MMus, ARAM

In our age of increasingly compartmentalized areas of
expertise, it’s easy to get lulled into the idea that dedicated,
rigorous study within a field will be sufficient to realize
your maximum potential. It is the case, however, that
collaborations and ideas often cross disciplines. So much
so that for example in Finland, one of the world leaders in
public education, there’s a trend towards project-based
learning and doing less with strictly separate subjects of
study.
This article in two parts will focus on the world of art and
its relationship to the world of music because I believe
musicians can benefit enormously by expanding the scope
of their interpretations and understanding of
contemporaneous performance practice to embrace the
visual arts. The more we know about the cultural context in
which composers worked, the more tools we have as
performers to interpret what is on the written page long
after the composers and any of their contemporaries, who
could have given us more clues, have passed on.
Whether aiming for historical accuracy or searching for
inspiration, among the clues we can examine to feel closer
to the composer’s intentions are his/her own sketches,
contemporaneous writings, and their state of mind and
affairs at the time of writing. Already by the late 1800s
Ferruccio Busoni was criticizing traditional music notation
and advocating that the notation of music was already a
transcription of the music in the composer’s mind, and that
it was the performer’s job to complete the compositional
process. For much of the period in which ‘classical music’
was being written there were no movies, TV, internet or
even photographs. However, there was art – drawings,
prints, paintings, and sculpture – which must have all had
an enormous impact on how people perceived the world.
One important way in which we can identify cultural trends
that may have acted as cross winds between the arts and
music is to consider the labels we attach to different period
styles. The terms classicism and romanticism, for example,
are both applicable to the arts and music so it seems
reasonable to consider whether the shared attributes
between these movements can deepen our understanding
of their meanings. But we have to be a little careful: when
we classify groups of artists, philosophers, authors,
composers and architects, there is a danger of watering
down individual traits for the sake of imposing tidy
categories.
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As a musician, I believe it is crucial to at least have some
awareness and understanding of the dialogue that has
shaped artistic and musical movements. In both arenas,
borders and rules are still today constantly challenged,
examined, and then further explored to make progress
beyond the status quo. Through these efforts we can reach
a better reading of the score and bring better informed
interpretations to performances.
NATIONALISM
IN ENGLAND
By including traditional folk tunes from a particular
country, or by basing works on local historical figures or
myths and folklore, art and music can both wave national
flags high. Since the advent of music long, long ago - voices
and songs were critical to help convey the individual
identity, to mark social celebrations and to actualize
ritualistic events, and to narrate and pass along news and
stories. It is no wonder that politics seeps into every
biography of our known composers and compositions in
some form. In 16th century England there was an explosion
of art to glorify the reign of Elizabeth I (largely due to her
patronage), preceding the Age of Enlightenment. Art,
poetry and music were dedicated to her and members of
her court in abundance and there were many portraiture
commissions during this time. A prominent example is the
Armada Portrait, an allegorical painting that depicts her in
resplendent dress, surrounded by symbols of her power
against a backdrop representing the defeat of the Spanish
Armada, a momentous historical event that was her
country’s greatest military victory. During her reign,
William Shakespeare immortalized earlier events of British
history in his plays, while William Byrd composed
prolifically for the virginal, an early version of the
harpsichord that was Queen Elizabeth’s favorite instrument
to play. Such developments among many others laid the
foundations for a new British sensibility in the arts,
literature, and music.

1. Anonymous, Armada Portrait (1588)

A century later Purcell furthered the sense of British
identity in music with his settings of Shakespeare’s plays
and commemorative works for Queen Mary. In the 18th
century JMW Turner and John Constable were capturing
visions of quintessential English landscapes including
stormy seas, fog over the River Thames in London, and
country scenes. In the 20th century, Ralph Vaughan
Williams, one of Britain’s most important modern
composers, wrote that ‘The art of music above all the other
arts is the expression of the soul of a nation.’ Vaughan
Williams’ Fantasia on a Theme by Thomas Tallis not only
quotes a much earlier English composer but conveys an
unmistakable pastoral quality that evokes the rolling hills of
the English countryside. Other examples of salutes to
Britain are Edward Elgar’s ‘Enigma Variations’ and
Benjamin Britten’s ‘Young Musician’s Guide to the
Orchestra’ which quotes a theme by Henry Purcell.

Mussorgsky’s Pictures at an Exhibition also represents one
of the best known and most direct influences of art on the
world of music. Mussorgsky was inspired by his visit to an
art exhibition of paintings by Viktor Hartmann and his work
aurally evokes the images as though walking past them by
also including ‘promenades’. The images were scenes from
Russian folklore making them ideal examples of the Five’s
nationalistic movement. Pyotr Tchaikovsky was not so
closely affiliated with the Five’s ideas but Russia wins the
battle every time in his enduring 1812 Overture.
In the world of art, Viktor Vasnetsov, Fyodor Vasilyev, Ivan
Bilibin and Alexey Savrasov are considered some of the
best representatives of the Russian romantic nationalist
movement. Artist Isaac Levitan searched for the ‘soul of
Russian nature’ and another, Ivan Shishkin famously said,
‘My motto? To be Russian. Long live Russia!’

2
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4b
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IN RUSSIA
Just as Queen Elizabeth’s patronage is credited with fueling
the golden era of new works of art and music in England,
Catherine the Great in 18th century Russia also glorified
her crown and court and ensured her legacy lived on in art
and music. Robust state support continued long after her
passing and was largely responsible for the wealth of art
and musical works that continued to come out of Russia in
the 19th century and beyond. Some nationalistic fervor was
also home-grown. The group of amateur Russian
composers known as ‘the Five’ that consisted of Mily
Balakirev (mathematician), Alexander Borodin (chemist),
César Cui (military officer), Modest Mussorgsky (member5
of the Imperial Guard and later in the State Forestry
Department), and Nikolai Rimsky- Korsakov (naval officer)
all worked to create a distinctly Russian sound in classical
music. It may have been their jobs in the military which
added even more fuel to their nationalist spirit. Indeed,
Rimsky- Korsakov wrote his first symphony while
circumnavigating the globe.

4d

4c

4e
2. Joseph M.W. Turner, The Fighting Temeraire (1838);
3. John Constable, Salisbury Cathedral from the Meadows (1831);
4. Viktor Hartmann, a) A Rich Jew, b) A Poor Jew,
c) Plan for a City Gate in Kiev, d) The Paris Catacombs,
e) Sketch for the ballet Trilby
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IN THE UNITED STATES
In the early 20th century the United States was still a
young country compared with Europe looking for its own
cultural identity, and it’s perhaps not surprising that artists
and composers there sought to define something
prototypically American. Aaron Copland integrated Shaker
hymn melodies into Appalachian Spring and included
American western themes in Rodeo; Norman Rockwell
captured the American home theme in his writings,
paintings and illustrations, Edward Hopper painted modern
everyday American rural and urban scenes. George
Gershwin brought African American influences such as
jazz into the classical arena, including the actual characters
in his opera Porgy and Bess. The development of the
‘Hudson River’ and ‘Rocky Mountain’ schools were a result
of artists’ attempt to depict landscapes of the great
American wilderness. A new country needed its own story
and art and music were the most powerful vehicles for
creating this new vision.

5. Viktor Vasnetsov, The Flying Carpet (1880)

IN SPAIN
No discussion of Nationalism in music could forgo mention
of Spain, a land where impassioned flamenco dancers flash
brilliant red costumes, bullfighters proudly fire up the
crowds in controversial contests between man and beast,
and people regularly celebrate fiestas late into the night.
With fiery colors, intense romanticism, and implied
strumming of guitars, images of Spanish landscapes
abound in Isaac Albéniz Iberia and in works by Joaquín
Rodrigo. References to the national dances Bolero,
Fandango, Flamenco, Jota, Sevillanas and Zarzuela add an
unmistakable Spanish signature to numerous artistic and
musical works. The influence of these nationalistic traits
has sometimes been deliberately fostered. Joaquín Turina
studied in Madrid and then in Paris where he fell under the
spell of Debussy and Ravel, only to be told by Albéniz, that
he should eschew French influences and return to his
Spanish roots. Enrique Granados needed no such
encouragement in writing Goyescas, a magnificent piano
work considered his crowning achievement that was
directly influenced by the paintings of Francisco De Goya.

IN OTHER COUNTRIES
Of course, these are a just few examples of nationalism in
music and art. There are numerous other examples
including such works as the Peer Gynt Suite by Edvard
Grieg in Norway, Finlandia by Jean Sibelius, the Polonaises
of Frédéric Chopin, Toru Takemitsu collaborating with
Akira Kurosawa on Japanese films, George Enescu Two
Romanian Rhapsodies, Johann Strauss’ waltzes that remind
us of the gala balls in Vienna and the winding Danube River.
Also many of Béla Bartók’s works feature Hungarian folk
tunes that he made a mission to collect by capturing on
recordings in remote villages, and in China the Yellow River
Piano Concerto, which appeared during the Cultural
Revolution, was intended to be a statement about the
Chinese national character.

6a

7. Edward Hopper, Chop Suey (1920)

Parts II of this series will be published in the next
issue of Vantage. Tamami will further explore the
interaction of art and music in Impressionism,
Baroque and the Age of Reason, Classicism,
Romanticism, Modernism, Dadaism and the
Avant-garde movements.

Image credits:
6b
6. Francisco De Goya, a) Bullfight in a Divided Ring (1816),
b) San Francisco de Borja y el moribundo impenitente (1788)
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1. By formerly attributed to George Gower - http://www.luminarium.org/renlit/elizarmada.jpg, Public Domain, https://commons.wikimedia.org/w/index.php?curid=28313
2. By J. M. W. Turner - National Gallery of Art, Public Domain, https://commons.wikimedia.org/w/index.php?curid=37144597
3. By John Constable - ArtDaily.com, Public Domain, https://commons.wikimedia.org/w/index.php?curid=2597946
4a. By Viktor Hartmann - Transferred from en.wikipedia to Commons. Transfer was stated to be made by User:Telrúnya., Public Domain,
https://commons.wikimedia.org/w/index.php?curid=3271647
4b. By Viktor Hartmann - wikipedia, Public Domain, https://commons.wikimedia.org/w/index.php?curid=2145065
4c. By Viktor Hartmann - eng wiki, Public Domain, https://commons.wikimedia.org/w/index.php?curid=2147741
4d. By Viktor Hartmann - http://www.geocities.jp/tatsuyabanno/Bilderausstellung/Bilderausstellung-e.html, Public Domain, https://commons.wikimedia.org/w/index.php?curid=827969
4e. By Viktor Hartmann - [1], Public Domain, https://commons.wikimedia.org/w/index.php?curid=820552 By Viktor Hartmann - [1], Public Domain,
https://commons.wikimedia.org/w/index.php?curid=820552
5. By Viktor Vasnetsov - belygorod.ru, Public Domain, https://commons.wikimedia.org/w/index.php?curid=1374733
6a. By Francisco de Goya - Unknown, Public Domain, https://commons.wikimedia.org/w/index.php?curid=1226502
6b. By Attributed to Francisco de Goya - Metropolitan Museum of Art, Public Domain, https://commons.wikimedia.org/w/index.php?curid=55329762
7. Fair use, https://en.wikipedia.org/w/index.php?curid=9254357
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CONCERT DIARY (HONG KONG)
2 & 3 Feb 2018 8pm

24 & 25 Mar 2018 (Sat) 8pm (Sun) 5pm

The Young Prodigies
Concert Hall, Hong Kong City Hall

Makrokosmos Quartet
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

13 Feb 2018 (Tue) 8pm
Valentine's Special
The TimeCrafters
The Dairy, Fringe Club

30 & 31 Mar 2018 8pm

14 Feb 2018 (Wed) 8pm

6 & 7 Apr 2018 8pm

14 Feb 2018 (Wed) 1pm

8 Apr 2018 (Sun) 3pm

3 Mar 2018 (Sat) 8pm
Music for Life: Recital by the TimeCrafters
Lecture Theatre, Jockey Club Home for Hospice

13 Apr 2018 (Fri) 8pm
La Galanía: Soprano, Baroque Guitar and Theorbo
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

Märkl’s Debussy
Concert Hall, Hong Kong Cultural Centre

Valentine’s Concert
Concert Hall, Hong Kong Cultural Centre

Scottish Fantasy
Concert Hall, Hong Kong Cultural Centre

Music at City Series: Recital by Contrast
4/F, Academic Building, City University of Hong Kong

Great Music to Great Britain
Concert Hall, Hong Kong Cultural Centre

4 Mar 2018 (Sun) 3pm
The Trinity Western University Chamber Choir
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

13 & 14 Apr 2018 8pm
Tchaikovsky & Shostakovich
Concert Hall, Hong Kong Cultural Centre

10 Mar 2018 (Sat) 8pm
Lecture-Recital on Music and Literature with Yuan-Pu Chiao
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

27 Apr 2018 (Fri) 8pm
Project 42: Concert for voice, flute, oboe and multimedia installation
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

23 Mar 2018 (Fri) 8pm
Lecture-Recital: The Orfeo Trio
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

27 & 28 Apr 2018 8pm
Songs of the Earth
Concert Hall, Hong Kong Cultural Centre
28 Apr 2018 (Sat) 1:15pm
Music for Life: Concert by Young Musicians Series
Lecture Theatre, Jockey Club Home for Hospice

Kristian Chong Piano Masterclass
28 Jan 2018 (Sun) 2pm
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In Pursuit of the Bach Urtext
The six suites for solo cello of Johann Sebastian Bach are
now part of the standard cello repertoire. They are believed to
have been composed during Bach’s Köthen period 1717-23.
There was no publication by Bach, and a performing edition by
J.F. Dotzauer did not appear until 1826. There is no extant
manuscript in Bach’s hand. A number of manuscript copies
preceded the 1826 publication. The most well-known of these
copies is that of Anna Magdalena Bach, whom Johann
Sebastian married en secondes noces in 1721.
Since then numerous editions have appeared. In 1996
Dimitry Markevitch, a scholar and cellist, counted a total of 93
editions, including his own.
For these suites there could be no Urtext in the strict sense
because there is no Bach manuscript. The Anna Magdalena
manuscript is taken by most editors as the primary source.
Some have preferred another manuscript as being the work of a
more reliable copyist, but in terms of personal circumstances
Anna Magdalena was closest to Johann Sebastian. The other
manuscripts might have originated from musicians working
with the composer, but we don’t really know. The latest
Barenreiter edition contains facsimiles of all known 18th
century manuscripts. With this material conveniently in hand, it
is at least theoretically possible for anybody who so wished to
prepare a personal “Urtext”.

1

The idea is not as wild as it sounds. There is substantial
agreement on the notes of the suites. There are variants but they
could be identified without difficulty from available material.
An informed choice could be made by the performer to
constitute a personal Urtext.
A much more difficult question is how the notes should
be played. The suites consist of dance movements preceded by
a prelude. There are some slurs over the notes. The character of
the dances should be observed, but how are the slurs to be
regarded in performing the music? Are they to be religiously
followed or should the performer follow the musical sense of
the notes as they appear to him?
Some editors reproduce the slurs as they appear in the
manuscripts, others ignore them and set out their preferred
bowing and fingering.
These are two radically different approaches. Is there a
“correct” answer?
It must be accepted that in turning symbols on a page into
sound, a degree of interpretation is inevitably required. Even if
the music were to be produced by mechanical or electronic
means, the device has to be manipulated in a particular way to
produce a particular sound effect. When a musician performs a
piece of music, his entire personality is brought into play: his
taste, his musical training, his response to sound, his
apprehension of the musical structure, and so forth.
It follows that there is no such thing as absolute
correctness, because the realization of the sound must vary
from musician to musician, and because if there could be no
variety in the performance of the music, the effect would be
deadening. But then is there any common standard by which
interpretations may be judged? Similarly, is there a common
standard by which musical compositions may be judged?
Samuel Johnson suggested an empirical test in his
Preface to Shakespeare.
He wrote:
To works, however, of which the excellence is not absolute
and definite, but gradual and comparative; to works not
raised upon principles demonstrative and scientific, no
other test can be applied than length of duration and
continuance of esteem. What mankind have long
possessed they have often examined and compared: and if
they persist to value the possession, it is because frequent
comparisons have confirmed opinion in its favour.

1
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The Bach cello suites are still healthily holding their own
300 years after they were composed, and are now commonly
accepted as “classic”.
There is however a healthy diversity in the manner of
their performance. Some play them on period instruments and
follow Anna Magdalena to the letter, some consider they could
freely interpret and employ all the resources of the technique
and instruments of a later period. Some adopt a middle course,
such as holding a Tourte style bow like a baroque bow some
distance away from the frog while playing on a “modern” cello.
This free-for-all produces some interesting, but not always
convincing results, and audiences and performers have had to
make up their own minds as to how they would like to hear or
play the music.
This causes a peculiar difficulty for young cellists
entering competitions. There is no commonly accepted right or
wrong regarding performance practice, and opinions one way
or another are often strongly held. It is believed that if a jury
member considers that a competitor is playing the music the
“wrong” way it would jeopardize his chances in the
competition. It is already hard enough for a musician to achieve
an interpretation that he personally finds convincing; how much
more difficult and frustrating it must be to seek to accommodate
the uncertain tastes and prejudices of those who sit in judgment
over his performance! Béla Bartók said that competition was
for horses and not musicians. The horses have an easier time
because at least the object of the competition is clear: the fastest
one will win!
But even for those who do not enter competitions, the
interpretation of the suites is a monumental task.
As counted by Dimitry Markevitch, there were 93
editions of the Bach cello suites in 1996. Facsimile copies of
18th century manuscripts are readily available. What is a cellist
to do? Ideally he should form his own independent judgment
from available materials, but this is more easily said than done.
A musician who did that with revolutionary effect was
Pablo Casals. Born in 1875, he is believed to have found an old
copy of the suites in a second hand bookstore while still a young
man. He studied them for a number of years and in 1909 “a
startled London audience” heard for the first time the entire C
major suite performed by him.
According to Casals up to that time the suites were played
like an exercise, without any real musical meaning. What he did
was to apply a then “modern” cello technique to articulate the
sounds inherent in the notes. People had never imagined that
the suites contained the musical effects that he produced. When
he first started he generated much controversy, but successive
generations of cellists up to the present day were convinced to
follow his approach.

Within the confines of the musical notation there is room
for infinite variety, and this is the fascination of great music.
Casals did not publish an edition of the suites. Until late in life
he was continually having new ideas about their performance.
Probably he did not wish to prescribe a formula to be rigidly
followed.
There are ways and ways of playing the notes on the page.
For most people aspiring to play the music, some kind of
guidance would be helpful and probably necessary. Music of
this depth and complexity could not be learnt and understood
purely by instinct. What in practice happens is that a pupil will
follow the teacher. Eventually he might find his own way,
sometimes changing teachers along the way. Sometimes people
think that with an Urtext it is possible to start with a clean sheet.
This is not really possible. A musician is constantly absorbing
experiences, for better or for worse. By the time a cello student
gets to the Bach suites, he would have ingrained habits and
preferences. What one could best hope for is that an intelligent
and open mind is still retained, ready to rethink and renew.
The advent of the Urtext has made positive contributions
to the performance of the music. In times past printed editions
were accepted without much question. But on a closer study of
the sources many readings become open to question. In the
older editions the editors, often musicians of note themselves,
did not hesitate to present the text as they thought it should be
played, and effected additions and alterations in accordance
with their own judgment. Wanda Landowska made this
observation on Hans von Bulow’s edition of Bach’s Chromatic
Fantasy and Fugue:
“he added several bars to the Chromatic Fantasy,
changed the answer of the Fugue, and doubled the
basses; thus he impregnated this work with an emphatic
and theatrical character.”
This and other similar editions presented interpretations which
are considered questionable. We are free to accept or reject
them, though they are of at least historical interest. The trouble
was that previously there was no easy access to the original text,
and the available editions often became accepted as the norm
without critical examination. Independent thinking musicians
such as Wanda Landowska found this unacceptable. Over time
certain styles favoured by pedagogues became the “tradition”,
which prompted Toscanini to declare: “tradition is the last bad
performance!”
There were also problems at a more mundane level. For
one reason or another errors would creep into scores and parts
and stayed there. At a first rehearsal with an orchestra the
conductor Victor de Sabata was said to have corrected a wrong
note in the bass part which had been played for years. When
Riccardo Muti recorded the Schubert symphonies he asked a
member of the Vienna Philharmonic to check the orchestral
parts against the manuscripts. Many differences were
discovered, some significant.

German word meaning original text
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Publishers and scholars have made efforts to present true
musical texts by scrupulous reference to the best sources and
the “Urtext” has become the badge of respectability. Even so,
Jonas Kaufmann and Helmut Deutsch in their recording of
Schubert’s Die Winterreise said that in certain places they
preferred to follow the manuscript rather than the Urtext!
A reliable text free from unspecified editorial
encrustations must certainly be a desirable end. However, it
should not be supposed that a good text is everything. The
presentation of original sources has given rise to a sort of
fundamentalism in performance. To play the notes “as written”
and on instruments from or approximating those of the period
of the composition was thought to result in an “authentic” and
definitive performance. This cannot be true as it assumes that a
good musical effect could be mechanically produced and
ignores the human and artistic elements in music.
Notwithstanding the improvements in the presentation of
musical texts, some questions remain unanswered.
The Anna Magdalena manuscript indicated that the Sixth
Suite is to be played on an instrument with an additional E
string above the four strings of the cello. Philipp Spitta said the
intended instrument was a viola pomposa which Bach invented.
Some question the statement that Bach invented such an
instrument, and no such instrument from Bach’s days has
survived. Some say the intended instrument was a violoncello
piccolo with an additional E string. Uncertainly still surrounds
the subject.
Notwithstanding the historical uncertainties, the Sixth
Suite contains music of overwhelming impact, and has been
called the Ninth Symphony of the cello. Succeeding
generations of cellists have therefore worked to master the
extraordinary technical difficulties created by the one string
handicap, and to make it sound on the four string cello as if
originally written for this instrument.

The conclusion to be drawn is that ultimately it is the
music that matters. The professional musician has to resolve
numerous issues of style, taste, scholarship and technique, with
a view to producing on his instrument sounds which, in the
lively language of John Dryden, achieve philosophical
significance and explain the mystery of creation:
“From harmony, from heavenly harmony
This universal frame began:
When Nature underneath a heap
Of jarring atoms lay,
And could not heave her head,
The tuneful voice was heard from high:
‘Arise, ye more than dead.’
Then cold, and hot, and moist, and dry,
In order to their station leap,
And Music’s power obey.
From harmony, from heavenly harmony,
This universal frame began:
From harmony to harmony
Through all the compass of the notes it ran,
The diapason closing full in Man.”
Music is an affirmation of faith in humanity!
_______________

Peter Lo

November 2017
Note
William Shakespeare died in 1616. In 1623 the players’
company to which he belonged published a volume of 37 of
his plays. The volume is now known as the First Folio.
The First Folio may be regarded as an early attempt to
establish an “Urtext” in respect of the plays.
In their address “To the great variety of readers” the
publishers made the following observation regarding the
publication of Shakespeare’s plays prior to the First Folio:
“where, before, you were abused with divers stolen and
surreptitious copies, maimed and deformed by the frauds and
stealths of injurious impostors that exposed them, even those
are now offered to your view cured and perfect of their limbs,
and all the rest absolute in their numbers, as he conceived
them.”
Hopefully, we will find in Urtext publications of music
the works of a great composer “absolute in their numbers, as
he conceived them”.
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Young Musicians Series 2017 Recitals (September 2017)
Deutsche Herkunft (German Heritage)
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Performers (pianists unless stated otherwise): 1. Vera Ho; 2. Anton Au Yeung; 3. Gloria Au; 4. Candy
14

15

16

Lam; 5. Gabrielle Lee; 6. Sonia Chan; 7. Conrad Lynch, Lucas Kwok, violins; Anna-lee Lynch, cello; 8.

18

17

Anton Nguyen, Leanne Nguyen; 9. HaiCheng Lai; 10. Antonia Sun; 11. Declan Lo; 12. Margaret Tam;
13. Arlene Cheung; 14. Mong Yung Fung; 15. Gwyneth Suen; 16. Laura Yong; 17. Nicole�a Bien,
35

36

violin; Nathan Tsang, viola; Bibiana Bien, cello; Angela Zhao, piano; 18. Elroy Li; 19. Alex Clay; 20.
Natalie Wan; 21. Noemi Kang; 22. Sophie Leung; 23. Reyna Takahashi; 24. Hannah Kwok; 25. Wai Tin

19

20

21

Lam; 26. Chloe Chung; 27. Anthea Sun; 28. Keira Luk, Alvin Hung, violins; Larry Zheng, viola; Daniel

23

22

Kim, cello; 29. Hayley Zheng; 30. Madeleine Fung; 31. Vera Ho, Evelyn Wong, violins; Joel Park, cello;
32. Vera Ho, Evelyn Wong, violins; Marc Woo, cello; 33. Mia Pao; 34. Chun Ho Mak; 35. Alyna
Takahashi; 36. Hailey Kwok; 37. Mark Wu, ﬂute; Ki�y Lee, violin; Lynn Tokoyoda, cello; Ernest Li, piano
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Student Submission
Full Recital Programme:
Bach Prelude in E-flat Minor and Fugue in D-sharp minor

Johann Sebastian Bach is a well-known composer of the Baroque
period. Throughout his life, he took up many roles, first as an
organist in Weimar, where he played music at the chapel, then the
director of music in Köthen, and later on as cantor at Leipzig. Bach
wrote many famous pieces for the keyboard, namely the two books of
Well-Tempered Clavier, the Inventions and the dance suites. The
Well-Tempered Clavier is a collection of two series of Preludes and
Fugues in all 24 major and minor keys, composed for solo keyboard.
Apart from being a composer and an organist, he was also a highly
respected organ inspector. The Prelude and Fugues can be seen in the
light of his awareness of the mechanical construction of different
instruments, addressing a major issue of the time about how an
instrument can be tuned such that each of the 24 keys of the
keyboard can be used without some keys sounding unacceptably out
of tune. And in around 1722, Bach wrote Prelude and Fugue No. 8
in E-flat minor (BWV 853).
This prelude and its fugue is written in E-flat minor and D-sharp
minor respectively, indicating that the fugue might have been
transposed from D minor instead of composed in D-sharp minor.
Both pieces have a rather slow and steady tempo which brings out a
grave feeling overall. The prelude is made up of minim arpeggiated
chords for its bass, while a singing tone is formed on the top line.
Throughout the entire piece, almost all of the harmonic centers
remain in minor modes, and along with the dotted rhythm in the
melodic line, it contributes largely to the seriousness and lamenting
character of the prelude. The fugue on the other hand has a unique
style of its own. It is occupied entirely with different varieties of its
one subject and does not have countersubjects. It has 3 voices and is
divided into 4 sections. The first section is free counterpoint, where
the subject is played multiple times with other voices freely weaving
around. Then it is followed by a stretto with two voices and a stretto
with three voices. Lastly, the fourth section is the stretto with
augmentation, in which the subject is rhythmically stretched out.
This use of augmentation is an antiquated technique borrowed from
the Renaissance polyphonic style and is the only fugue that uses it in
Book 1.

Haydn Sonata in C Major Hob XVI:50

Joseph Haydn is an Austrian composer who is considered by many to
be the pathfinder for the classical style. Haydn is notable for his wit,
as seen in compositions like the ‘Joke’ string quartet and the
‘Farewell’ symphony and for his originality of form. For a large part
of his life, he was employed at the Esterhazy court, an isolated
environment where he only answered to the prince of the place. It
was a perfect place for him to experiment and innovate as he did not
need to face the critical public and publishers except the prince. After
the prince died in 1790 he left the court and made several trips to
London where he composed the last three piano sonatas there.
Throughout his life, he made great contributions on many musical
forms like the symphony and string quartet. Between the three major
composers of the classical period (Haydn, Mozart and Beethoven), he
wrote the greatest number of pieces, among them, over 50 were
piano sonatas.

This Sonata in C Major Hob XVI:50 was composed in 1794 and was
one of his later compositions. In the first movement, the exposition
starts off with an outline of the C-major chord as its main theme,
which then undergoes different variations such as switching to the
left hand and using it as the de facto subordinate theme, where the
same outline of a major chord is used. The theme appeared again
later on for multiple times, switching to minor modes briefly,
decorated by broken octaves, and a stroke of genius that removes the
dotted rhythm and staccato resulting in a smoother and seemingly
slower subordinate theme in the recapitulation. The second
movement has two unexpected modulations, giving it a hint of
seriousness, first to C minor at the start of the development and to F
minor in the subordinate theme of the recapitulation. And to add
humor to the piece, Haydn put in several accents at metrically wrong
places/at unexpected off-beats. The last movement is a short and
lively piece. It contains many pauses stopping on problematic chords
unrelated to the home key, and thus is a prime example of Haydn’s
innovative approach of adding humor by problematizing the music.

Debussy Estampes

Achille-Claude Debussy is a French composer from the 20th century.
He was well associated with impressionist music, though he was
somewhat ambivalent about this term applied to his pieces. Debussy
enjoyed nature, poetry and paintings of different culture which
deeply inspired and influenced many of his compositions. Some of
the titles, like Estampes, which translates as ‘prints’, even had a close
relation to the visual arts, indicating his closeness to it. Many
generations of composers that followed was profoundly influenced by
Debussy’s harmonic innovations and style of music, listing him as
one of the most influential composers of all times.
Estampes is a collection of three pieces namely Pagodes, La soirée dans
Grenade and Jardins sous la pluie that was finished in 1903. Debussy
dedicated the collection to the portrait painter Jacques-Émile
Blanche, whose works included the portrait of novelist Marcel Proust
and a gathering of Les Six. In Pagodes, the pentatonic scale was used
frequently while traditional eastern style music like Chinese and
Japanese tunes were mimicked throughout the piece. Above all, the
Javanese gamelan percussion imitation was the most distinctive,
bringing out the Far East traditions. Although it was not strictly
Javanese, the differently pitched percussion instrument was very well
brought out. The second piece, La soirée dans Grenade describes the
images of an evening in Grenada, Spain. Through using a distinctive
dotted-quaver habanera rhythm, it evokes the images of a Spanish
dance. It also uses a soft and subtle Habanera dance rhythm to open
the piece, quietly maneuvering itself into our consciousness with the
repetition of the C-sharp. The use of the gypsy scale, the mimicking
of the strumming of a Spanish guitar further evokes images of
admirable Spain. While on the other hand, Jardins sous la pluie talks
of a garden under a violent rainstorm. Debussy included two French
folk tunes inside, letting us know the rain soaked gardens of the piece
is set in France, and closer to home for him. The chromatic howling
of the wind, the relentless falling of the rain can be brought out
vividly by the piano, and it isn’t till the change in tonality from major
to minor that the sun breaks through and calms the storm.
Programme notes by Gloria Au

(Vantage Music Academy - Theory Course and Writing Class participant 2016-2017;
Advanced Piano Performance Course)
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