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Message
from the Editorial

P

ianist Kristian Chong was in Hong Kong

confidence and to develop a positive attitude about

early in the year for a recording session

life. Established five years ago, MCF is attracting

with flautist Megan Sterling. He kindly

much attention and drawing supports from individuals

agreed to conduct a masterclass for our

as well as corporations. It is wonderful to know such

young musicians. Seizing this opportunity, we had an

programme available in Hong Kong.

interview with him to share his view about music in
Our readers may also enjoy an article on Art

general.

and Music written by Vantage’s U.S. correspondent
We have known flautist Matthew Wu,

Tamami Honma. A huge subject of its own, she

founder of the Hong Kong Flute Academy, and his

managed to give a comprehensive overview and

wife educator Monique Pong since many years ago.

readers may want to explore more in certain specific

In April, they agreed to meet us for a featured article

areas.

in Vantage. Our readers will be able to understand
more about how Matthew worked to become one of

Finally, our young musicians performed

the foremost flautists in Hong Kong. It was also on the

their spring recital. They also completed their very

same occasion, we realised, rather unexpectedly, that

first community concert, performing in a hospice. We

Monique has been involved in a charitable initiative

received encouraging feedback and may consider

called Music Children Foundation (MCF). Inspired by

similar performances in the future.

El Sistema, one of the core objectives for MCF is to
offer free quality music education to underprivileged
children in Hong Kong to improve their self-
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with my teacher in the final year of my law studies. We were rehearsing in a large hall and was so immersed with the music that I

I n t e rv i ew w i t h
Kristian Chong
In January 2018, Australia-based pianist Kristian kindly
hosted a masterclass for our young musicians while he was
visiting Hong Kong for a recording project with flautist Megan
Sterling. Despite his busy schedule, Vantage had a quick
conversation with him.

Photo credit: John Tsiavis Photography

The recording will take a few months to edit but we’re
hoping that will be finished by the end of this year.

did not notice a group of students enter, sit and listen. They broke
into spontaneous applause when I played the last chord and this
feeling of exhilaration combined with love of the music overcame

How did your career as a pianist develop?
I have been amazingly lucky and had some great oppor-

me. It was at this moment that I knew music had to be involved in

tunities to perform over the years, so it has just gradually built up

my life.

over time. Fortunately, I won a couple of major Australian competitions early in my studies, which provided professional engageOn recommendation, at the start of my undergraduate

ments, both in recitals and concertos, and over time it has just

music degree, I studied with an excellent German pianist in Ade-

built up with regularity and reliability. Chamber music has played

laide, Stefan Ammer, but needed a more challenging environment.

a great part of this and I think being a capable chamber player

I found Stephen McIntyre at the Melbourne Conservatorium and

has very much helped my career with exposure and experience in

followed this with further study at the Royal Academy of Music in

all sorts of ways. In fact, chamber music is probably the greatest

London with Piers Lane and the then head of keyboard Christo-

way to forge forward – playing with others not only expands the

pher Elton. Piers, Christopher and Stephen were very significant

scope for work opportunities but also opens up much repertoire!

in my developing professional musical life; all provided not only a

Overall, being a pianist does involve some level of self-promotion

teacher–student relationship but a mentor role as well, something

to ensure that people are aware of your own activities, but most

that does not always result between students and teachers!

important to me is to always adhere to your own musical princi-

Could you tell us more about your music learning when you

with many prominent worldwide artists, but all I wanted was to

were young? How did you come to learn the piano? What was

play more basketball than piano! As is the case with many kids in

your experience/feelings learning music at that time? What

Hong Kong, the time demands were extreme and I became quite

We know that the main purpose of your trip is to do a record-

was your mode of learning: driven by parents, teachers or

rebellious because I felt music was unnecessary! By the age of

ing with flautist Megan Sterling – how did it come about?

peers or self-motivated?

fifteen, I had stopped violin lessons and did the bare minimum for

Anything special about the programme to be recorded? When

Looking at your website’s biography, your early music educa-

y mother had always wanted to learn when she was

piano. This is surprising considering my career, but the input from

the album will be released?

tion was in Australia. Why and how did you decide to study at

much younger and never had the opportunity, so I

my teachers was substantial in that they instilled excellent musical

think she seized the occasion for me! At home, we

values whilst knowing that I had other focuses in my life.

M

had a medium-sized electronic organ and when I

was extremely young I used to muck around on it. That must have

My musical education was driven therefore by my

ples and standards, and, as long as one plays well, opportunities

Megan has been a long-time friend of mine from
Australia but we did not work together until I started to visit Hong

build on the ones already formed!

the RAM?
The Royal Academy of Music is one of the best music

Kong regularly from about 2003. She was appointed the principal

schools in the world. Of course, I considered many other places

flute of Hong Kong Philharmonic in 2002 and has been here ever

to study but really it was the choice of teachers that made me

seen something she noticed and enrolled me for piano lessons

teachers and my mother and I just coasted along without too

since. Hong Kong is the perfect place to stop over when travel-

choose the RAM over other great schools, as well as the opportu-

when I was three. At a younger age, I did not particularly enjoy

much effort. There was much success, but I never intended to be

ling between London and Australia for concerts (it’s one of my

nity to meet like-minded individuals. Also, in London there was no

being forced to practise, although I knew somehow that I was

a pianist.

favourite cities) and Megan suggested we playing some chamber

language barrier for me as opposed to places such as Germany or

music together. She won the Hungarofest International Flute

France and there are many Australians who end up in London.

certainly more able than some others around me when I went
for competitions and in examinations always passed with flying

When did you know that music and the piano would be your

Competition in Budapest in 2003 and as part of that prize she

colours. My teachers certainly helped and nurtured not only my

career? Who were your mentors and teachers?

was offered concerts in Boston and we played there in 2005. We

musical development but also my mind too. Keeping up enthusi-

This realisation about music as a career appeared later

loved collaborating together and as a result have played together

What have been the highlights of your performing career?
There are many performances and highlights that I am

asm, encouragement and interest from teacher to student is very

than most, in my early twenties. I was undertaking a double

many times since, in Hong Kong, Australia and China too. She has

proud of and these aren’t always related to locations in particular,

important and is often ignored by many.

degree in law and commerce and had almost finished it when

the most amazing sound and is a great musician.

but rather are memorable because they went well. An engaging
and satisfactory performance is always much more satisfying than

I became inspired by music and decided to undertake tertiary
From a young age, I was quite fortunate in that my musi-

musical studies. Being never been particularly enthusiastic in my

In this recording we are playing three major Australian

one in a high-profile venue that might have not gone as planned.

cal influences and training was from some of the finest Australian

earlier music studies, I was not passionate about music but luckily

flute and piano works, alongside three popular and mainstream

In the chamber realm, there are many groups and instrumental-

musicians. My violin teacher was Australian violinist Beryl Kimber,

my incredibly patient and dedicated influences at the Elder Con-

flute and piano works by Poulenc, Frank Martin and Gaubert.

ists whom I have been honoured to work with, for example the

herself a student of David Oistrakh and the piano Noreen Stokes,

servatorium in Adelaide instilled excellent musical values in me. I

The Australian works are Carl Vine’s Sonata for Flute and Piano,

Australian String Quartet, cellist Li-Wei Qin and violinist Natsuko

both of whom were on staff at the Elder Conservatorium of Music

started to listen to classical music towards the end of my teenage

Miriam Hyde’s 5 Works for Piano and Flute and a small composi-

Yoshimoto in piano trios and other violinists such as Dale Barl-

at the University of Adelaide and I was a student there from the

years, started playing a little and was immediately intrigued for

tion by Anne Boyd called Goldfish through Summer Rain. We are

trop, Vadim Gluzman and Ilya Konovalov (concertmaster of Israel

early age of nine.

the first time.

really fortunate to be recorded by producer Philip Rowlands, who

Philharmonic). Concerto performances are always memorable,

recently recorded the Hong Kong Philharmonic’s Ring Cycle and is

including Britten with the Adelaide Symphony and recently Saint-

an old friend from my time in London.

Saëns’s 2nd with the Melbourne Symphony Orchestra, Ravel’s

Noreen Stokes fostered my musical development
extremely well and was herself a great musician who had played
6 Vantage | MAY 2018 | Vol. 3 No. 3

A critical moment came when I decided to enter a small
concerto competition, playing Prokofiev’s third piano concerto

Piano Concerto for the Left Hand in New Zealand. Playing in great
MAY 2018 | Vol. 3 No. 3 | Vantage 7

locations such as the Forbidden City in Beijing, Sydney Opera

particular work, but if you wish to change this it will need to fit in

Do you think classical music has a big future? Will its populari-

House, the beautiful Isabella Gardener Museum in Boston is just

with the rest of that orchestra’s program for the evening! If I have

ty decline with time?

as exciting as playing in different and unexpected locations such

numerous programmes simultaneously, I will try to consolidate

as Zimbabwe, and more remote cities in China too. But I will quick-

them to some extent to be manageable!

ly move on in my mind from a performance to the next challenge

I truly believe that the music that has stood the test of
time speaks for itself and that if the elucidation is great, with a
captivating dialogue and storyline, it will satisfy anyone and be

that approaches: one must never rest and you are only as good as

Surely being experienced means you don’t get nervous any-

absorbing to all from the experienced concertgoer to a random

your last performance, which means your next performance needs

more, or do nerves affect you?

person pulled off the street! Simply being dedicated towards

to be better!

Nerves are part of almost every performer’s issues. I do

honest and interesting interpretation will result in the music being

not know one that is not slightly aware of the situation. Of course,

captivating. If you don’t interpret such music well, the attention of

some cope better than others, but if someone says they are not

the performer and audience dissipates rather quickly. If you do,

even slightly nervous, I always treat them with a little suspicion!

however, it is always enthralling. It’s like a movie: if it doesn’t tell

to pinpoint a particular thing. As long as it is great music I am

I am always nervous before a big performance and almost every

the storyline well, one switches off, and this is exactly the same

happy! Piano trios are a particular favourite, as are duo sonatas,

performance, as it means that you very much care for the music

in music – with every piece being a storyline. After all, music is

particularly for strings and piano. But playing great concertos is

and how it goes and, provided preparation has been proper, it

language!

always also fun, as is all good music. In my earlier days I was more

generally means that things will be great on the day. Nerves can

inclined towards virtuosity in composers such as Rachmaninoff

unsettle everyone, even the greatest of performers.

What is your favourite music?
There is so much music I enjoy performing; it is hard

Who are the pianists that you respect and why?

and Liszt; I was in fact obsessed with the third Rachmaninoff con-

The world has so many pianists and I respect many,

certo and I still am! I still absolutely adore Rachmaninoff but really

You must travel often. Do you enjoy the travel and how do you

but I truly admire the ones who place musical values first and

appreciate and enjoy Brahms chamber music and Schubert piano

manage to cope with this?

can deliver the storyline of the piece in such a great manner that

sonatas. In recent times I have been performing Schubert’s last

I really quite enjoy the travel although at times sitting

respects both the composer and the musical values they believe

Piano Sonata in B flat major and it transports me to another place

on an aeroplane for hours is mind-numbing. But it allows me to

in. Pianists that engage in visual theatrics I cannot stand, and es-

every single time. It is this type of music that truly inspires me.

have some time to myself during the actual travel and being in

pecially those that value virtuosity over musical quality! Those that

different places allows me to keep up with the many friends and

I really enjoy and respect include Radu Lupu, Sokolov and Maria

colleagues I have in different cities. For example, I have very spe-

João Pires. Martha Argerich is so exciting and human.

How do music and composers inspire you?
The music of Rachmaninoff inspires me in many ways

cial friends in Hong Kong that I love catching up with and I love

and I feel he is the perfect link from the past to the future. The way

eating out here; you can almost go anywhere and be guaranteed

How do you see your musical career evolving and changing

he utilises harmony and melody is unrivalled, yet one can hear his

an excellent time. But during the actual journey pleasures such

over the near future?

approach very clearly in the great earlier composers. If one listens

as priority access and airport lounges become quite important.

closely to an excellent rendition, you can hear his use of inventive

There is nothing worse than sitting up the back of an aeroplane

more performing and being able to maintain an active concert

harmony, hidden within romanticism. If Rachmaninoff sounds ‘nice’

waiting for the other people to disembark when you have to play

schedule. I’d love to record more solo, chamber and concerto

it is very much lacking something! The symphonies of Mahler also

complicated and difficult music later in the day.

repertoire, but I just hope that my concert career is maintained

are just staggering, as is the Shostakovich. Beethoven also is such

There are many plans for the future but they all involve

at a similar rate to what it has been in the last few years! Teach-

a great composer – I don’t think there is anything I don’t like. Just

Do you need to practise as much as you did beforehand? With

ing seems to be increasing as I become more sought after with

recently I came across a voice and piano work which made me

such a busy lifestyle how do you find time?

students and it is such an important thing to pass on knowledge

chuckle, his Op.98, but also his symphonies are just fabulous. And

At every stage in one’s career, you must practise, oth-

to those who will also pass on the same knowledge to the future.

one can never get enough of the optimism and charm of Mozart.

erwise things will simply not go as you want them to! There is no

With great music there is always more to be found in the score,

substitute for practice and you must put in the time every time for

How do you manage the time between teaching, practising

even after knowing something for many years.

every performance. Just because you have performed a particular

and learning new pieces?

work before does not allow you to just touch it up a few days beHow do you choose your concert repertoire?

fore, although occasionally with crazy travel schedules and other

hours and am often under tremendous amounts of pressure.

repertoire this may happen from time to time; these performances

However, over time it becomes manageable and when you love

that is true, but it really depends on the situation and perfor-

are often the most nerve-wracking! However, I don’t need to prac-

your job it is not as daunting as one would expect it to be. It is

mance. Often, certain works are requested; other times I have

tise as much as I used to but these days my practice is much more

important to organise one’s time so that one has the time to play

free rein towards programming. It will always lean towards what

efficient and I don’t waste time playing works from beginning to

in new repertoire, but often, realities of life mean that you do

I am performing at a particular point in time, the demands of my

end (as I used to do!). And I take a few weeks off; it doesn’t really

have to learn new works extremely efficiently and often at the last

schedule, or who I am playing chamber music with! With concer-

impact me in the massive way it did when I was studying, for

minute.

to repertoire, the orchestra’s artistic director often suggests a

example.

One often thinks artists choose their favourite works and

8 Vantage | MAY 2018 | Vol. 3 No. 3

Managing one’s time is extremely difficult. I work long
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Concerts You Have Missed

Fournier Trio
6 April 2018 | 8pm
Weill Recital Hall, Carnegie Hall, New York

A

lovely Friday evening concert at Weill Recital Hall
given by Fournier Trio with a programme consisted of
Beethoven’s “Ghost” Trio, Fung Lam’s world premiere
of “Traces III” and Tchaikovsky’s Trio.

Former fellow at Royal Academy of Music, Fournier Trio, with
exceptionally strong instrumentalists, demonstrated intonational unity right at the outset. The presentation of the involving
Ghost Trio was generous, vibrant and highly charged with
theatrically conceived inspiration. The ensemble aptly conveyed
the shadowy and romantic slow second movement.

Photo credit: Wong Nga Ting

Photo credit: Wong Nga Ting

Song is Being
5 March 2018 | 8pm
LUMP Studio, Wong Chuk Hang, Hong Kong

A

very interesting occasion to appreciate poetry and
early music together. Ancient Greek mythology has
often been associated with early music and along
this idea, two Greek love tragedies – that of Apollo
& Daphne and Orpheus & Eurydice – were portrayed.
Audience listened to German poems of Rainer Maria Rilke
(1875-1926) related to the myths and Alice Yu recounted
the stories in Cantonese. Musicians, including TSANG Yat
Ho (baroque flute), Alison Lau (soprano), Sean Lai (baroque violin), LAM Tim Wai (viola da gamba) and Stephen
Hung (Harpsichord), illustrated selected musical excerpts

from Bach, Monteverdi, Handel, Vivaldi, de La Guerre and
Telemann.
The programme flow was smooth. The arrangement
of poetry-storytelling-music was creative with all the three
parts mutually reinforcing each together, giving rise to an
experience that was engaging, stimulating and appealing. I
was marvelled at the abilities for baroque instrumentations to
express emotions given the right music.

Kelly Kim (kelly@vantagemusic.org)
10 Vantage | MAY 2018 | Vol. 3 No. 3

Motivated by the Allegretto movement of Beethoven’s
Seventh Symphony, Fung Lam’s “Traces III” was simply the
perfect piece to follow the Ghost Trio and wonderfully rendered
by Fournier Trio. Tchaikovsky’s only piano trio was written in
around 1881. The composer once expressed reservations to his
patroness Nadezhda von Meck about blending the sound of
piano with violin and cello. Yet, this trio became a masterpiece
of the genre (with which Rachmaninoff modelled his Trio élégiaque Op. 9).
Cellist Pei-Jee Ng led the trio opening into the main
theme with poise and then united with the piano. Violinist
Sulki Yu was natural and spontaneous. Certain piano parts are
known to be more demanding than the composer’s first piano
concerto, Chiao-Ying Chang executed that extremely well with
much sensitivity. In such a grand piece, both string players managed to present a perfect balance against the substantial piano
line, guiding audience into a journey of life, heroic, delicate
and yet intimate. Fournier Trio attempted the original version,
a seemingly daunting fifty-five minutes work at first glance.
Captivated by the genuine sentiment and musicianship of the
ensemble, one could only crave for more towards the very end
of the finale, reaching emotional climax!
MAY 2018 | Vol. 3 No. 3 | Vantage 11

A D ialogue with
M atthew W u and M onique P ong
I have known Hong Kong’s foremost flautist Matthew Wu and
his wife Monique Pong, co-founded of the Music Children
Foundation, since the days when I was studying in London,
when we briefly met at a social gathering event. This interview
was the first time we had a face-to-face conversation. It turned
out to be very interesting. The interview with Matthew is presented first, followed by Monique’s, although there are events
which involve both of them.
By Cindy Ho

W

Music during Childhood

hen asked about what exerted the greatest influence on his music during childhood, Matthew readily
answered, “The school!” He continued, “When I was
young, my father worked at a school in Jiangxi and our
family lived there. My days began at 5 or 6 o’clock in the morning
with music practice with many others.” Apart from some common
academic subjects, pupils were also assigned to specialised classes
in arts (which he attended) or physical education.

For the first two years of primary school, Matthew played
the erhu and the yangqin, although there were other musical instruments, such as flutes and violins, in the school’s Chinese orchestra. It

was shortly after the Cultural Revolution and resources were scarce.
One music teacher had to coach all the pupils who were learning
music. The teacher might not have excelled in any instrument but
had a basic working knowledge of how they should sound. Musical
instruments? They were passed down from generations and generations of pupils. “I was given a rusty flute to start with and its broken
parts were strapped together using elastic bands. But, apart from
that, I could make it sound,” he remarked. It was in Primary Three that
Matthew switched to the flute, fascinated by its beautiful sound.
Music exchanges during summers were treats. “Musical
practitioners from neighbouring counties would come to my town
to perform. Students immersed in music activities during day time,
enjoyed concerts in the evening – there were dances, singing and
instrumental music,” he recalled.
In his high school days, opportunities to perform music
were much reduced, owing to, perhaps, a change in governmental
policy. But that did nothing to dampen this devotion to music. When
Matthew finished his junior high school, he was offered two options:
“Either attending a key school with excellent academic track records
or an art school. I chose the latter without hesitation. My parents
were quite liberal in terms of my decisions,” he said. It was a board-

ing school where the fourteen-year old learnt to take care of himself.
He was allowed to return home only once per week. The journey
from the art school in Ji’an, a prefecture-level city in the Jiangxi
province of China, to home took about an hour by train. He spent four
years there, with a music major and minor in drama and acting.

Higher Education
After graduation, he worked in a theatrical company in
Jiangxi, playing mainly the flute and the Chinese dizi. It was a relatively comfortable time in his life, receiving regular income by playing
music.
Seeing that Matthew had developed a great talent in
playing the flute, his father introduced a qualified flute teacher to
him. “Those days, teachers, if willing to take on students, would not
expect to get anything in return at all; it was pure altruism. Just like
school days, when seniors readily assisted juniors to learn music. Students’ families who benefited might voluntarily present small tokens
of appreciations but that was it.” At that time, this teacher happened
to study at the Guangzhou Conservatory of Music, which in 1985 was
renamed the Xinghai Conservatory of Music (XCM).
Partly inspired by this teacher and partly due to the fact that
his role in the orchestra failed to satisfy his personal drive, Matthew
decided to pursue tertiary education. “My audition was successful
but then, I must sit for the National College Entrance Examination
and achieve the required results before allowing to study. I spent few
months after work self-studying high school subjects I never learnt
before, including Chinese, English, history and mathematics. In the
end, my results were good enough,” he explained. That also marked
the beginning of his training at XCM.
The best intakes at XCM, only two or three among hundreds in any year, would be supported by the state – tuition was free
together with a bursary towards living expenses. Matthew was one of
them. Those who fared less well needed to finance their own studies
and that could be a burden for many families. Although from the year
afterwards, this sort of state support faded out gradually.

When Two Paths Crossed
In 1988, Monique decided to study at XCM and she met
Matthew there during a visit. Monique left eight months afterwards
for the Central Conservatory of Music (CCM), another leading music
institution in China. But only a few months into the course of study
she experienced one of the most turbulent moments in the modern
history of China – the Tiananmen Square protests of 1989. Tertiary education institutions in China, including XCM and CCM, were
brought to a complete halt.
Back in HK, she was accepted by Hong Kong Academy for
Performing Arts (HKAPA) for an advanced diploma course, starting in
September 1989.

Opportunities in HK
Monique then had an idea of having Matthew joining a
week-long visit in HK. “It was when Margaret Crawford, the former
head of woodwind, brass and percussion at HKAPA, passed by.
Very much impressed by the sound he produced, she began to ask
Matthew questions. Feeling that Matthew could be a great asset for
HKAPA, Crawford, seconded by other professors there, wanted him
to be with HKAPA. This matter was brought up to Dr Lo King-man, the
new head of HKAPA in that year,” Monique recalled.
Even with the support from HKAPA, it was quite a challenge
for Matthew to obtain a permit to stay in HK owing to the situation in
China at that time.

Life in HK
Matthew led a busy life once settled in HK. “Just months after arriving in HK in 1992, he was invited to join a European tour with
the Asian Youth Orchestra, in its second year of its establishment. He
was also assigned teaching roles while studying at HKAPA and even
after graduation,” Monique said.
Another person who was significant in Matthew’s life was
the former London Symphony Orchestra principal oboist and dean of
music Anthony Camden. At that time, he was looking for candidates
for a scholarship offered by the Guildhall School of Music and Drama.
All that Matthew had to do was to prepare a cassette recording for
the dean and the next thing was that he was told to leave for the UK
to study with the scholarship!

Music in Paris
By some intriguing coincidence, Monique had the opportunity to attend l’École Normale de Musique de Paris with the late
French pianist and music educator Germaine Mounier. After being a
primary school teacher in HK for two years after graduation, Monique
thought of further studies overseas. She recounted, “My idea was just
to attend a Paris-based language course. Upon arrival in the French
capital, one day, I was on my way to Rue de Rome for the famous
music shops. I heard piano sound from a nearby building. Driven by
curiosity, I walked over and peered through the oversized key hole
and observed what was going on inside. All of a sudden, someone
patted my back and shouted, ‘You are late!’. It was actually Mounier’s
masterclass!” She carried on. “I was forced to enter the classroom
and I was looked upon as one of her students from Japan. ‘Would
you like to join my class?’ she asked. I gladly accepted the offer. I
spent two years at the school studying piano with the great master.”
But her French expedition came to a stop in 1996 when
she had to return home for urgent family matters. On the other hand,
Matthew just received his one-year scholarship and would leave for
the UK the year afterwards. We still remembered meeting each other
in London at a social gathering event.
MAY 2018 | Vol. 3 No. 3 | Vantage 13

Matthew’s Views
Matthew would not expect students to be professional
musicians. But several of them did change course during
their university studies, perhaps due to his influence.
One with a major in architecture switched to music,
while another carried on with music education even after
graduating with a master’s in finance.
He enjoys teaching very much; the challenge is that
there could be many different ways to teach the same
thing, depending on the learners’ attitudes, preferences
and learning capacities. There are rarely one-size-fits-all
solutions.
Any advice for students? Practise consistently, every day,
no matter how long: a few hours or a few minutes are just
fine. Work very hard to get a thing right but repeat that
right thing many times!

Music Endeavours
Matthew returned to HK in 1998 and they sought a more
settled life in the city. Both of them have been teaching music since
then. Furthermore, Matthew has enjoyed an active performing
career, collaborating with renowned orchestras including the Hong
Kong Phil and the Hong Kong Sinfonietta as well as being a soloist.
He established the Hong Kong Flute Academy (HKFA) in
2004. “It not only provided an established location for teaching but
also a permanent platform for students to have music collaborations.
There, rehearsals and run-throughs prior to public performance took
place and visiting music scholars could host classes,” he explained.
Matthew is particular keen on broadening music students’ exposure. With Monique’s connection with Paris, exchange
programmes were organised in France, the United Kingdom and
Australia.

Looking Forward
Matthew has established himself internationally. Flautists
around the world who want to come to HK to explore music opportunities often get in touch with him.
2019 will be the 15th anniversary of the HKFA. Matthew is
contemplating setting up a Europe Asia flute society and planning for
music activities in Korea, Malaysia and even Romania. We are looking
forward to more international programmes that could benefit local
music learners.

***

Music Children Foundation
Monique, with her elder sister Annike, co-founded the
Music Children Foundation (MCF) in 2013, a registered charitable
organisation with the IR 88 status, which was granted tax exemption
14 Vantage | MAY 2018 | Vol. 3 No. 3

under section 88 of the Inland Revenue Ordinance. MCF’s mission is
to offer early music education to underprivileged children in HK. Its
benefits are multifaceted, including building the children’s self-confidence, developing their talents in tandem with academic studies,
improving family relationships and nurturing a lifelong interest in arts
and music.
Before the interview, I read some of the press releases related to MCF. The sisters had an impressive track record of developing a school from scratch to something very well established. Together with their qualifications in child education and entrepreneurship,
they could have established a profitable education institution of her
own.

An Idea was Born
“My mentality changed after having children – I became
more empathised with people, especially children and there is a natural urge to care about them. In particular, children in Sham Shui Po
attracted my attention.” According to governmental statistics, Sham
Shui Po in HK has the highest population of low-income families of
any area in HK.
“One day, while travelling on a plane, I watched an
introduction to El Sistema, a non-profit programme founded in 1975
in Venezuela with an aim to create social change via music,” she
described. In fact, Gustavo Dudamel, current music director of the
Los Angeles Philharmonic, had his early music education through
El Sistema. “One core feature I found is their collective learning
approach led by volunteers who are professional musicians. Striking
similarity to what Matthew and I experienced in China when we were
young. The virtue is that monetary reward is out of the picture while
teaching music – this is extremely honourable.”
She then masterminded the seemingly impossible charitable initiative, partnering with the Society for Community Organization
(SoCO) to source targeted students, inviting qualified music teacher
volunteers, looking for space for music training, promoting MCF to
wider audiences and engaging with potential donors.

Monique enthusiastically showed images of past music
activities at SoCO, “Literally, each of us was given a square foot-size
space and that was where they play the instruments, nothing more.
Spaces in toilet and kitchen were never wasted neither, ideal for
self-practice and rehearsals.”
The first few months were crucial for student retention.
She made use of different strategies, including personal calls to
families to remind them about the lessons and conducting interviews
for each family. “Some of the parents were educated in China and
they recognise how precious is this opportunity for them, to enable
their children to learn music for free. Unless they have specific health
issues, these are the ones who are more likely to keep up with lessons.” Motivational behaviour also applied to parents in order to fully
engage with the families. “Everyone was so touched when students
performed on stage in front of their families, showcasing all their hard
work,” Monique marvelled.

MCF recently obtained funding from the HK Jockey Club
(HKJC) and it planned to expand to six locations in HK with two more
in the next year. Working with the HKJC required an elevated level of
professional non-governmental organisational management, with its
projects being scrutinised in fine detail.
Photo credit: Jeff Lee

Photo credit: Poon Ka Fai

Meanwhile
Ever since Monique identified the founding sponsor and
principal patron, she has received donor referrals while her good
causes are known to others. The media also helped. Local press
published their stories, drawing attention from wider audiences. Professional volunteers from financial institutions also assisted the MCF.
Some of the students taught by Monique also offered their support.
And, just looking at the recent annual report on the website, the list
of sponsors is impressive, spanning a variety of local and multinational corporations. “Over the years, we received great interests from
different corporate donors willing to support MCF.” In addition to
financial support, some sponsors even offer free space to MCF; given
the high land prices in the city, it is something really quite extraordinary.
Photo credit: MCF

Photo credit: Wu Chau Yuet

Photo credit: MCF

Photo credit: Wadee

Remarks
Since its inception, MCF has been a major focus for Monique. “I would rather hope to spend more time on my family and on
devising creative strategies for MCF. Annike can now devote more to
the organisation. She is very smart. Her academic performance was
excellent. But due to family circumstances she had to leave school
earlier to work to support the family. I am no good in maths, computer skills. But she is complementary to me. She is well-equipped with
training in entrepreneurship and child education; we will be doing
very well together.”

Music Training
The initial reaction from others was full of doubts and a lack
of belief that families who struggled to get fed would have time for
music. “We proceeded nevertheless, making use of SoCo’s premises
to conduct classes. The only requirement for students was that they
must be from low-income families,” Monique said. In the intake of
twenty-seven children in the first year, behaviour challenges including
attention deficit hyperactivity disorder and dyslexia were not uncommon. “They do have huge potentials, just that they don’t have the
opportunity with music education!” Monique asserted.

Monique then added, “The critical element here is infusing
hope into these families. We explain to them academic performance
is only a small part of life. We never expect them to be musicians
after all – no examinations, no competitions and our purpose is just
to offer them possibilities and for them to open up themselves.”
Photo credit: KK Chu
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In Séraphita (1834), Honoré de Balzac wrote, “… like Beethoven
built his palaces of harmony with thousands of notes …”5 and, on
the Fifth Symphony, “after this sublime musical poem, there is
nothing more to say, we can only bow our head and mediate”.

B e e t h ov e n
Readers of this magazine may be aware of the concert series
Viennese Legacy, where musicians present chamber works
by composers Mozart, Haydn, Beethoven and Schubert. Its

in

France

barbaric dissonances and employing bursts of every instrument of
the orchestra. Sadly, this only loudly tortured our ears, without any
emotional appeal…”1

opening concert is an associated programme of this year’s Le
French May, an annual arts festival organised by the Consulate
General of France in Hong Kong and Macau to promote French
art and culture. I was curious about the relationship between

And on a performance of the First in 1811:
“… he creeps along grotesque paths. … He seems to harbor doves
and crocodiles at the same time.”2

these Austrian/German composers and France.

W

ith a quick Google and online library search, I
realised that it was not as simple a subject as I
expected – it concerned musical and cultural
history as well as musicology. Owing to the limited space here,
I will only focus on Beethoven, in particular on how he became
known in France.

Prior to 1828
Before 1800, Beethoven was not known among the
French, but details of concert programmes between 1800 and
1822 can be found in archives of concert reviews. Beethoven’s
works were performed much less frequently than those of his
contemporaries Haydn and Mozart. His trios, string quartets
and early symphonies were presented but, by and large, the
composer’s works failed to arrest persistent interest from French
concertgoers during these years.
The First Symphony was premiered in Paris in 1807,
but it was close to a failure. Here is an excerpt of a concert
review: “It is believed to produce an effect by giving the most
1
“On croit produire de l’effet en prodiguant les dissonances les plus barbares et en employant avec fracas tous les instruments de l’orchestre. Hélas! on ne fait que déchirer bruyamment l’oreille, sans jamais parler au Coeur.” Tablettes de polymnie, May 1810, p. 9.
2
Schrade, L. (1942). Beethoven in France, New Haven, p. 3.
3
Schindler, A. (1842). Beethoven in Paris, Aschendorff, p. 4. Cited in Wallace, R. (1986).
Beethoven’s Critics: Aesthetic Dilemmas and Resolutions during the Composer’s Lifetime,
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Responses from audience, unfortunately, were
lukewarm for the following seventeen years. The first two
symphonies were performed only twice, in 1813 and 1814,
until the First was presented again, many years later, in 1819.
When the Third Symphony, Eroica, premiered in 1815 in
Paris, audiences laughed loudly3 after the orchestra had played
just the first few bars. The only works received better were his
string quartets, probably because they were often performed by
the renowned composer violinist Pierre Baillot from the Paris
Conservatory.

The Change
In contrast, by 1828, the year after the composer’s
death, French attitudes towards Beethoven’s music had taken
a dramatic turn. One music critic wrote, “a revolution has just
occurred in the musical world”4 after the newly founded Société
des Concerts (SDC) gave a concert featuring Eroica on 9 March
in that year.

In the next concert by the SDC that included Eroica,
the audience shouted “Divine! Delicious! Admirable!” towards
the end. One spectator reportedly offered three thousand
francs (ticket prices ranged from two to five francs in those
days) to have the orchestra perform the same programme
again at l’Opéra – but it was duly rejected. Writers also joined
in to blame the earlier carelessness of the French for ignoring
Beethoven.
Between 1828 and 1859, Beethoven’s music was much
loved by the French. Among the 200 or so concerts given by the
SDC, there were 280 performances of Beethoven’s symphonies,
compared to 58 of Haydn’s and 37 of Mozart’s.
The question then is what happened during these two
decades that caused such seemingly sudden enthusiasm towards
Beethoven?

The Dominant View
German-born American musicologist Leo Schrade
first produced a comprehensive account of Beethoven’s music in
France by examining literary texts. Romanticism, he suggested,
first arrived in French literature, ideas then spread to critics
and journalists alike and, in turn, to the concert audience. In
a separate article6, Newman developed similar conclusions:
the French Romantic writers, among them Hugo, Balzac,
Deschamps, Gautier and Sand, began to appreciate Beethoven’s
music in their writings and convinced readers and audiences
to accept Beethoven and furnished them with expressions to
articulate Romanticism. Overall, this dominant view appears
plausible; the French were well known for the influence of their
literature.
Yet, in a more recent publication7, Johnson highlighted
some issues with the arguments of the dominant view. The first
was timing and the second was the essence of French attitudes
towards Beethoven’s music before 1828.

French literature also appraised the composer’s works.
Cambridge, p. 106.
4
Revue musicale 3 (1828), 145-48; Journal des Debats, quoted in Prod’homme, Les Symphonies de Beethoven, pp. 124–5.
5
“… comme Beethoven a bâti ses palais d’harmonie avec des milliers de notes …” Séraphîta, August 1835, p. 261.

Newman, W.S. (1983). The Beethoven Mystique in Romantic Art, Literature, and Music,
Musical Quarterly, 69, pp. 354–87.

6

An Interpretation
On timing, Romantic writers in favour of Beethoven
praised the composer only after the 1828 performance by the
SDC and Romantic texts prior to 1828 were not considered
mature. On the second point, evidence indicates that it was not
simply a love–hate relationship by the French – they spoke of,
for example, symphonies “filled with barbarous chords, incoherent
progressions in lack of meaning”. It was not simply the misuse
of instrumentations or the unexpected rhythms or harmonies.
It was more as if one travelled to a foreign country listening to
locals speaking a completely incomprehensible language – what
meaning would that have?
Moreover, Johnson postulated an alternative
explanation related to cognitive science in psychology – the way
audiences organised their musical meaning and made sense of a
new category of music that they could not understand.
According to this theory, humans construct mental
structures, called schemata, of preconceived ideas to assist
with interpreting the world. Yet, schemata can influence and
hinder the uptake of new knowledge/information because of
existing stereotypes, prejudices, biases and expectations. Upon
encountering new information, humans try to fit them into
their own schema, reinterpreting contradictions to the schema
as exceptions or distorting them to fit.

The Transition
Returning to the current context, French listeners’
change of heart can be seen as a broadening of musical
experience from programme music in the late eighteenth
century, which was about imitating natural sounds and painting
images, to Beethoven’s pure music in 1828.
By 1811, programme music, such as works by
Haydn and Mozart (especially his Italian operas), were already
sought-after in France. There was indeed evidence to support
the notion that French audiences were expecting music that
expressed concrete ideas of sounds and images, such as storms,
laughing and birdsong.

Johnson, J.H. (1991). Beethoven and the Birth of Romantic Musical Experience in
France. 19th-Century Music, 15(1), pp. 23–5.

7
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Classical Music in a
Classical Building
Presents

Bach’s volcanic Temperament
Piano Recital by
Stephen Hung
Programme
Bach: Keyboard Partita No.3 in A minor
Beethoven: Piano Sonata in A-flat major, Op.110
Bach: Keyboard Concerto in D minor (arr. two
pianos, guest pianist Clarence Lam)

The Helena May – Garden Room
8th June 2018 | Friday | 6:30pm

35 Garden Road, Central, Hong Kong
Cocktails & canapés | 6:30 p.m.
Performance | 7:00 p.m.
$280 for members | $330 for guests
(One complimentary drink & canapés included)
For reservations, please call 5345-5235 or e-mail to
info@vantagemusic.org.
Last booking date: Friday, 1st June 2018

Manuel de l’homme du monde, a 1761 Parisian
publication on general world knowledge, defined music in this
way: “Same as Poetry, all music must have meanings, in accordance
with the things it expresses. Besides the general tone of expression, all
expressions, in particular, must be clear, just, vivid, delicate, easy
and simple.”8
The music of composer Jean-Philippe Rameau
was much loved by the French at the time and was deemed
meaningful for its ability to paint images and imitate sounds.
His operas also conformed to listeners’ expectations.
It was no surprise, then, that around 1800 the most
popular works of Haydn were those associated with concrete
representations – “The Hunt”, depicting hunting scenes, “The
Military”, imitating marches, “The Hen” and “The Queen of
France”, just to illustrate a few examples.
In contrast, here was a review of Haydn’s more abstract
oratorio “Die Schöpfung” (The Creation):
“Haydn had taken aback on its artistic boundary: he claimed to
describe what could not be described with music. His Creation was
a piece of chaotic music.”9
Even in the music of Mozart, who was one of
Parisians’ favourite composers at that time, “the harmonies were
so rich that the effects were complicated and scientific such that
audience could only manage to follow and conceive the details with
tiring attention, in order to form the vast images Mozart wanted to
draw”10, as a reviewer commented on his symphony No. 41.

Organiser

These examples gave some support to the notion
that poor reception from the early audiences of Beethoven in
Paris was due to their difficulties in coming up with concrete
imageries with absolute music.
Later on, by the time the SDC performed Eroica in
1828, critics and audience were already familiar with symphonic
music, without the need to reference specific perceptions.
This was a crucial step for French audiences towards accepting
Beethoven’s music.
In 1827, two months after the composer’s death, a
reader submitted a letter to Revue musicale, a music periodical,
to express his remorse. He wrote, “… the new musical regime is
so powerful and so ineffable”11.
Our readers may ask: as human minds were very
unlikely to alter overnight, what cultivated the change in
attitude leading to Beethoven’s triumph in 1828? Johnson
explains that, in fact, the idea of pure music had been
developing gradually over a number of years while the French
were being exposed to more such types of music. For instance,
audiences used to the programmatic music of Haydn’s moved
on to that of a more abstract form, such as The Creation, as
mentioned before. Another factor was the chamber music
performed by established musicians, such as Pierre Baillot, who
drew admirers for his performance of chamber works including
those of Bocherini, Haydn, Mozart and Beethoven (e.g. Op.
18), which were themselves beyond imitation. This could
account for the development, over a period of some twenty
years, of appreciation for Beethoven in the minds of audiences.

Nikita Niconov
nikita@vantagemusic.org
Sponsor
“Toute Musique doit avoir une signification & un sens, de même que la Poésie; anisi les
sons doivent être conformes aux choses qu’elle exprime: outre le ton général de l’expression,
toutes les expressions en particulier doivent être claires, justes, vives, fines & delicates, aisées
& simples.” Manuel de l’homme du monde, 1761, p. 398.
9
“Haydn a voulu reculer les bornes de son art; il a prétendu décrire ce qui ne peut être
décrit par la musique. Sa Création est une espèce de chaos music.” Journal de l’Empire, 19
April 1811, p. 4.
8
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“Sa symphonie en ut offer de tells richesses harmoniques, les effets en sont compliqués
si scientifiquement que ce n’est qu’avec une attention fatiguante qu’on parvient à suivre
et à concevoir les détails de l’orchestre, et à former une idée des masses de tableaux que le
compositeur a voulu tracer.”, Tablettes de polymnie, May 1810, p. 13.
11
Letter from P. Porro to Revue Musicale, 1(1827), p. 425.
10
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Music Matters
Tamami Honma

The Living Dialogue Between Art and Music (Part II)
In the previous article in this two part series, we
explored how music and art have been jointly influenced
by Nationalism. Stylistic trends are clearly shaped by
the cultural forces that work within geographical and
political boundaries. However, there have been even
more influential and groundbreaking transformations
in the aesthetics of art and music that have cut across
such boundaries: artistic and musical revolutions arising
from the evolutionary changes brought about by social
progress and new intellectual developments.

THE RENAISSANCE (c 1300-1700)
A New Dawn of Western Art and Music
Italy was the home of the Renaissance, a cultural
movement that began in the 14th century leading to a remarkable
period of intellectual development in literature, philosophy,
art, music, politics, science, and religion. The influence of the
Renaissance, which literally means “rebirth” in French, spread
across Europe aided in part by the invention of the printing press

to new social conditions that facilitated capitalism and made it easier
to break away from the feudalism of the past. Writers such as Dante
(1265–1321), Petrarch (1304-1374) and Giovanni Boccaccio (1313-1375)
sought to reignite the intellectual traditions of the Roman Empire
and Ancient Greece which valued scholarly learning. Another more
surprising factor may have been the Black Death that led to one
of the most devastating pandemics the world had seen. Reaching
a peak between 1346 and 1353, it’s estimated between 75 to 200
million people across Europe and Asia were killed by the disease,
representing a third or more of the population. As it was common
practice among rulers of nations to keep the masses uneducated
in order to make them more easily manipulated, millions of people
died from unhygienic practices brought about in part from their
inability to learn from one another.
So it is one of the great ironies that terrible though
it was, the Black Death may have helped create conditions for
the Renaissance to flourish. Among the biggest casualties of the
disease, were the monks who often visited the sick. As they were
also responsible for copying religious texts, with their numbers
much reduced, there was strong demand for more efficient printing

trained as their predecessors. The Church’s reputation suffered and
secularism spread. The philosophy of humanism, a belief in rational
and critical thinking while rejecting the supernatural, took hold,
accompanied by new interest in painting and music that sparked the
development of oil-based paint, and new compositions including
secular dance and other non-religious subject matter.
The lower class also became wealthier as they inherited
property from the dead. More could afford to purchase books and
they could sell old clothing for rags, which could then be used
to make paper. Before the invention of the printing press, only
parchment and vellum were used to make books. These required
an enormous amount of resources and time. 170 calf skins and 300
sheepskins cleaned and made thin enough were needed to make
just one copy of the Bible.
The center of the Renaissance was in Florence, which
was home to the creation of many celebrated artworks, thanks in
large part to the strong support of the Medici family. The family
accumulated wealth and power during the 13th century but the
peak of their dynastic influence began in 1434 with the rise to power
of Cosimo de’ Medici and continued for three centuries until 1737
when the family finally lost its grip after failing to produce an heir.
During this period, the family produced no less than four popes, and
consistently supported the arts, science, literature and music. They
were the patrons of such outstanding artists as Donatello, Raphael,
Michelangelo and Leonardo da Vinci.

3

1
2

in 1440 by Johannes Gutenberg in Germany, leading to a burst of
intense learning and dissemination of ideas unlike anything that had
ever happened previously in human history.
The origins of the Renaissance can be traced back to a
number of factors. Increasing political stability and rising prosperity
in parts of Europe particularly in Central and Northern Italy gave rise
20 Vantage | MAY 2018 | Vol. 3 No. 3

methods. The advent of the printing press came at just the right time
to fill in the gap and to facilitate the spread of information. Also with
so many deaths, the public’s confidence in the Church fell especially
as the new priests who came in as replacements were not as well-

The most notable supporters of musicians were Lorenzo
the Magnificent, his son Giovanni, and Ferdinando de’ Medici.
They contributed significantly to how music was presented by
creating musical festivals for private or official occasions, and
by retaining musicians and dancers at court. Also Catherine de’
Medici (1519-1589), through marriage, became Queen of France
and for three decades held famously lavish court festivals known
as magnificences that would each last for days and feature dramas,
music, scenery, and dance including early forms of ballet. These
festivals were not only widely influential in the French Renaissance
movement - today there are dance and opera companies that
can trace their beginnings back to her - but news of them also
reverberated back to Italy. In 1597 Florence saw the world’s first
opera, Dafne, which was an attempt to recreate Greek tragedy

but now set to music by Jacopo Peri with the help of poet Ottavio
Rinuccini. Although the libretto survives the music was lost but a
surviving opera Euridice (1600) is still performed today. Following
this, Claudio Monteverdi (1567-1643) also in Italy pioneered the
further advancement of opera. Although many of his scores have
also been lost, his opera L’Orfeo (1607) is still widely performed. He
simultaneously did much to bring the secular influences into ‘old’
church music.
Ferdinando de’ Medici, Grand Prince of Tuscany (16631713) is remembered today primarily as a patron of music. An
excellent musician himself, he attracted the best musicians to
Florence and thus made it into an important musical center. He
recruited the talents of Bartolomeo Cristofori who is attributed to
have subsequently invented the piano through his innovations in
keyboard action. Among other musicians that Ferdinando invited
to Florence were Alessandro Scarlatti, Domenico Scarlatti and G.F.
Handel. Handel’s opera Rodrigo was first performed in Florence
in 1708. Ferdinando kept up correspondence with Alessandro
Scarlatti and hosted five of his operas in his private theater. In 1711,
he received the dedication of Antonio Vivaldi’s L’estro Armonico
while Arcangelo Corelli in 1714 dedicated his 12 Concerti Grossi to
Ferdinando’s sister Anna Maria Luisa de’ Medici.
There were many other celebrated Renaissance
composers but mention should also be made of Giovanni Palestrina
(1525-1594) in Rome, Orlando de Lassus (1532-1594) in the
Netherlands, and Thomas Tallis (1510-1585) were among some of
the most famous and influential composers in Europe during the
16th century. There was much change occurring in England after
the Protestant Reformation to help establish a stronger identity for
the Anglican Church. Queen Elizabeth I granted Tallis and his pupil,
William Byrd the exclusive rights to use England’s printing press to
publish music. Byrd had won her favor by writing many works for her
favorite instrument and also by setting into song Queen Elizabeth’s
poem that thanked God for defeating the Catholic Spaniards.
Another remarkable feat of human ingenuity that arose
during the Renaissance could be seen in the building of great
cathedrals. They were constructed on ever more grandiose scales
to evoke feelings of exaltation to any who walked in. Everything
was done to exemplify the power of the higher realms including
elaborate ornamentation with stained glass effects that were like
none that any had seen before and acoustics that would make
sounds appear to emanate from the heavens filling the listener with
a feeling of glorification. Where music is performed has always been
a major consideration even more so in days without any means of
artificial amplification.
(1) Tiziano Vecellio, Bacchus and Ariadne (c. 1520-1523) - National Gallery,
Public Domain, https://commons.wikimedia.org/w/index.php?curid=611549;
(2) Giotto di Bondone, Kiss of Judas (c. 1304-1306) - Web Gallery of Art:
Image, Wikimedia Commons, Public Domain, https://commons.wikimedia.
org/w/index.php?curid=29521850; (3) Michelangelo Buonarroti, Doni Tondo
(‘Holy Family’) (1506) - Google Cultural Institute, Public Domain, https://
commons.wikimedia.org/w/index.php?curid=13514988
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BAROQUE AND THE AGE OF REASON (c. 1600-1750)

4

Over time, numerous instrumental combinations and
sound effects were exploited in these cathedrals. Wind instruments
and vocal ensembles were sometimes separated into multiple
groups strategically positioned in different parts of the building
creating new opportunities for blending and countering sonorities.
Thus architecture began to play an interesting role in the
compositional process sometimes resulting in astonishing results.
A wonderful example is Spem in alium by Tallis, a motet, which
calls for no less that forty distinct voices divided into eight choirs.
The magnificent cathedral of San Marcos Basilica in Venice with its
multiple lofts gave rise to what is known as Venetian polychoral
style, that too involved separate choirs singing in alternation with
works by Adrian Willaert, Giovanni Gabrieli and Claudio Monteverdi.
The importance of music to San Marcos, was underlined in Gentile
Bellini‘s painting, Procession della croce in piazza di San Marco,
that features a large religious procession in San Marcos square but
one that includes groups of wind instrumentalists with cornets and
trombones, and a vocal group with viol and lute.
All in all, the Renaissance represented a crucial bridge
between the Medieval era and the modern age, a period when
new ideas transformed art, music, science, philosophy, and human
thinking in general, often in ways that involved the interaction
between these different disciplines. One wonders why more people
of money and influence do not look back in history on this hugely
fertile period of human creativity and recognize more fully the need
for sponsorship and patronage today in order to enhance the culture
in which we live.

The German Baroque composer Johann Sebastian
Bach (1685-1750) learned his craft by playing musical instruments
including the violin and clavichord, and copying other people’s
works meticulously by hand. Born into a family of musicians, he
became a prolific composer who while he adopted many of the
musical conventions of the day, stretched things to new limits. His
suites incorporated lay dance movements and adopted elements
and ideas from other countries.
His works were, at times, an
amalgam of styles, illustrating
an ever expanding knowledge
and a willingness to embrace
the new, much in the spirit of
the Enlightenment that some
historians mark as having
begun in 1715.
Bach’s various posts
as church organist, cantor,
and Kapellmeister included
6
teaching humanities in addition
to music so he was very aware of the philosophy of the Age of
Reason, a.k.a. The Enlightenment. The arts at this time embraced
complexity and nature including particularly objects in their organic
states. J.S. Bach was able to illustrate these concepts in his works
in such profusion and sophistication, that he is often held up as one
of the greatest composers of all time. Being scientifically minded,
he famously incorporated the mathematical formula of the Fibonacci
sequence in his works. His use of fugue, canon, and passacaglia
forms took on a new level of architectural thinking in music. But,
above all, his music often expressed the deepest sentiments
elevating listeners to higher planes.
Yet in his own time, even though critics recognized his
Passions and Chorales had taken the art form to a new standard,
many viewed his style as old-fashioned. It was not until Mendelssohn
revived his works two centuries later, that Bach’s works finally
received the recognition it deserved.

5

Some of the paintings of Bach’s time depict scenes of
scientific discovery and innovation. Order and reason were idealized
and were accepted methods to lead to a higher truth including to
solve social problems. Everything was subject to cause and effect.
As the Enlightenment movement was taking place over all
of Europe, the stylistic element of the Baroque was also emerging in
the visual arts. Michelangelo Merisi da Caravaggio, Michelangelo di
Lodovico Buonarroti Simoni (the famous Michelangelo of the Sistine
Chapel) and Federico Barocci were reflecting the religious tensions
happening at this time: extravagant ornamentation vs. austerity, mysticism, the play on dark and light. The Palais de Versailles, extended
by Louis XIV into a royal palace, is a good example of the ornate
architecture favored at that time and painters that worked in a similarly florid style included Caravaggio and Peter Paul Rubens. 1685
was a good year for the Baroque composers: Antonio Vivaldi, G.F.
Handel and Johann Sebastian Bach were all born in that same year.
Though different in styles, the composers considered to epitomize
the Enlightenment philosophical ideals the most include G.F. Handel,
J.S. Bach and later Christoph Willibald Gluck, Wolfgang Amadeus
Mozart and Franz Joseph Haydn. Other highly influential composers
included Jean-Philippe Rameau and François Couperin in France.
CLASSICISM and NEO-CLASSICISM (c. 1730–1820)
While J.S. Bach was writing in what was regarded as the
‘old style’, his sons, Wilhelm Friedrich and Johann Christian Bach
were proponents of a ‘new’ style known as Rococo that emphasised
elegance and melody in place of the more serious baroque style.
Indeed, in France the style is called galant meaning ‘elegant.’ In
paintings, Rococo is characterized by the use of delicate colors with
many decorative details, creating a graceful and intimate mood.
Over time, though, there was a reaction against the style, with the
feeling that it lacked depth and relied too much on decoration for its
own sake.
Composers gradually transitioned to Classicism, which
favored greater clarity of texture where lines of melody would
be supported but not overwhelmed by chordal accompaniment.
Contributing to the classical style were numerous composers
including Carl Philipp Emanuel Bach, Wolfgang Amadeus Mozart,

Joseph Haydn, Ludwig van Beethoven, Christoph Willibald Gluck,
Luigi Boccherini, Muzio Clementi, Tomaso Albinoni and Antonio
Salieri. With Mozart, Haydn, and Beethoven and many others in
Vienna, this Austrian city became the capital of the music world.
As classicism came into fashion, music moved out of
churches and cathedrals and into royal courts, private homes, and
public halls, the harpsichord was replaced by the fortepiano, and
amateurs took more interest in playing the keyboard at home, often
with friends in ad hoc ensembles. This opened up new markets
for composers and music publishers leading to a proliferation of
new types of chamber music including works for string quartet.
Orchestras grew in size and became more powerful. The use of
classical sonata form that imposes a ternary structure - exposition,
development, and recapitulation - in contrast to the baroque binary
form became the established norm in symphonies and concertos.
At the same time as these trends were transforming
music, there was a neoclassical revival in the arts including painting,
sculpture, architecture, and drama. Architects took renewed interest
in the classical architecture of the Greeks and Romans returning to
the use of, among other things, the Golden Ratio as a key proportion
for buildings, the “classical orders” of columns that have sometimes
been likened to musical keys or modes, and the ornamental detail
associated with artefacts from antiquity. There was also a revival of
the plastic arts such as the use of bronze and natural white marble
favored by Greek and Roman sculptors as opposed to painted
sculptures created by Baroque artists. In drawing and painting
there were far less surviving artefacts from classical antiquity to
use as models, but in their attempts to fashion neoclassical works,
artists favored clarity of form, the use of sober colors and strong
horizontal and verticals to render their themes in a timeless way. In
these different artistic endeavors, the trend was toward restraint,
9
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8
(4) Inside St. Mark’s Basilica - By Par Keete 37 - Travail personnel, CC BY 4.0,
https://commons.wikimedia.org/w/index.php?curid=42786383; (5)
Michelangelo Merisi da Caravaggio, The Musicians (c. 1595); (6) Federico Barocci, Madonna del Popolo (1579) - By AgFEhERCzsNS0A at Google Cultural
Institute, zoom level maximum, Public Domain, https://commons.wikimedia.
org/w/index.php?curid=13511735; (7) Joseph Wright of Derby, A Philosopher
giving a lecture at the Orrery (1765) - europeana.eu, Public Domain, https://
commons.wikimedia.org/w/index.php?curid=1292995; (8) Lorenzo bartolini,
La Table aux Amours (1845) - By I, Sailko, CC BY-SA 3.0, https://commons.
wikimedia.org/w/index.php?curid=11768545; (9) Jacques-Louis David, The
Death of Socrates (1787) - http://www.metmuseum.org/collection/the-collection-online/search/436105, Public Domain, https://commons.wikimedia.
org/w/index.php?curid=28552; (10) Jean Auguste Dominique Ingres, La
Baigneuse Valpinçon (1808) - rGallerix.ru, Public Domain, https://commons.
wikimedia.org/w/index.php?curid=38286798
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orderliness, and predictability as exemplified by the rational
philosophy embraced by the Enlightenment.
The classical period was also a time when schools for
art and music began to appear. The Paris Conservatory opened in
France in 1795, which is now the oldest music school still running
in the world, followed by the Royal Academy of Music in London,
founded in 1822. Because many of the great classical composers
worked in Vienna, this period is also known as Viennese Classicism,
and the composers are referred to as the First Viennese School.
While the term neoclassicism is used for the contemporaneous
movement in the visual and architectural arts that sought to revive
ancient Greek and Roman ideas, neoclassicism is used in music to
describe the revival of classical music that occurred in the early 20th
century with composers such as Sergei Prokofiev, Igor Stravinsky,
Paul Hindemith, Ottorino Respighi, Maurice Ravel, and many others.
Important artistic Neoclassicists include the sculptors
Antonio Canova, Jean-Antoine Houdon, Bertel Thorvaldsen, and
painters Jean-Auguste-Dominique Ingres, Élisabeth Louise Vigée
Le Brun, Jacques-Louis David, Anton Raphael Mengs, Gheorghe
Tattarescu and Anselm Feuerbach.

an early example of this new focus on the emotional realm in his
1774 novel The Sorrows of Young Werther which featured a young
artist with a very sensitive and passionate temperament. Werther
exhibited the typical trait of a romantic figure - a person struggling to
overcome an inner or outer turmoil where there is an idealization of
something that is unattainable. Goethe’s novel provided an example
of the emotional struggle that characterises the style known as
Sturm und Drang meaning literally “storm and drive”:

In paintings, we see artists attempt to be true to their
own nature - anxiety, loneliness, alienation and even insanity were
embraced and depicted. The
end of the Napoleonic Wars
(1792-1815) also provided
an impetus to establish a
unique German style. The
representative painters of
the time include Caspar
David Friedrich, Philipp Otto
Runge, Adrian Ludwig Richter,
Ferdinand Victor, Eugène
Delacroix, William Blake and
12
Carl Spitzweg.

13

ROMANTICISM (c. 1780–1910)
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faithful

“A dim vastness is spread before our souls; the perceptions of our
mind are as obscure as those of our vision... But alas! when we
have attained our object, when the distant ‘there’ becomes the
present ‘here,’ all is changed; we are as poor and circumscribed as
ever, and our souls still languish for unattainable happiness.”
-- Sorrows of Young Werther, Book 1

11

Considered to be, in part, a reaction against the rationality
of the Age of Enlightenment and the beginnings of the Industrial
Revolution, Romanticism was an artistic, literary, musical and
intellectual movement that began in the mid-18th century and which
sought to emphasize the role of the individual and the importance of
emotions, while also glorifying nature and the past.
In literature, Johann Wolfgang von Goethe provided

by

The Pre-Raphaelite painters founded in 1848 also belong
to the Romantic era. They began as a secret society of English
painters including most famously Dante Gabriel Rossetti who
were opposed to what they regarded as the stale conventions
at the English Royal Academy of Arts with its idealization of the
Renaissance master Raphael, famed for his utopian depictions
of classical beauty. They sought instead to be “true to nature”

becomes the central theme in many works. Robert Schumann’s
weaknesses, as we may call them today, were, in his time, attributed
to genius and the idealized romantic tortured soul - his obsession
with Clara Wieck even many years into marriage, his suicide attempts, the introspective Eusebius versus the extroverted Florestan
in his music and in writings, fragmented ideas - all were celebrated
and accepted traits attributed to the romantic artistic genius. The
supernatural and the super ego may be best represented by Gustav
Mahler, Anton Bruckner, Richard Wagner, Aleksandr Scriabin and
Richard Strauss whose works take romanticism right to its precipice,
to the furthermost extreme reaches of the possibilities of tonality
and traditional compositional forms.
IMPRESSIONISM (c. 1875–1925)

14

attention to detail while emulating the art of late medieval and early
Renaissance Europe using a luminous palette of bright colors and
subject matter of a noble and religious nature. As an equally gifted
poet, Rossetti also encouraged the development of links between
Romantic poetry and art. In the meantime on the German front, the
Romantic movement was gaining momentum with emphasis on
transcendence. Many of these Romantic developments could also be
seen as a reaction to the rationalism of the Enlightenment.
Although Romanticism came to music somewhat later it
proceeded to transform compositional style over the next century
and provide what was perhaps its greatest exemplar. The writer
E.T.A. Hoffman identified its origins in the later music of Mozart and
Haydn leading to the early Romantic composers such as Ludwig van
Beethoven, Franz Schubert, Robert Schumann, Frederic Chopin,
Felix Mendelssohn, Vincenzo Bellini, Hector Berlioz and Carl Maria
von Weber. Weber is often credited as being the father of the
leitmotif in order to create scenarios with characters and events in
absolute music, unaided by any visual sets or narration. With these
and especially later Romantic composers such as Johannes Brahms,
Franz Liszt, Camille Saint-Saëns, and Pyotr Tchaikovsky the soloist
executed daring études and featured in concertos personifying a
romantic super human figure with works exhibiting powerful chords
and breathtakingly fast passages. The extroverted performerhero would juxtapose at times with the sensitive introverted
poet, wrestle with vast dynamic ranges, display florid arpeggios
spanning many octaves, and showcase complex passages that
were almost impossible to play to reach a spiritually transcendent
realm. Late Romantics such as Richard Strauss wrote tone poems
that exemplified some of the greatest Romantic themes with Ein
Heldenleben literally describing a hero’s life and Don Juan depicting
the rise and fall of an anti-hero.
By the late stages of this movement, the struggles of
the creative genius in his imaginary universe versus the real world

The Impressionist painters such as Pierre-Auguste Renoir,
Alfred Sisley, Edgar Degas, Claude Monet, William Turner and
Winslow Homer broke away from the accepted school of Realism.
By taking painting outdoors to capture the light at particular times of
the day, using dabs of pure unblended paint colors, working without
strong lines and suggesting forms and movement of subjects, they
sought to reproduce impressions of moments in their depictions
of everyday scenes. These developments were deemed radical
and were not welcomed by the public and critics. Although it was
initially an unapproved style, the artists who were either friends or
came from the same teachers’ studios, persisted along their path
regardless, experimenting with ever more innovative perspectives
15

(11) Marguerite Gérard, Artist Painting a Portrait of a Musician (1803) - Web
Gallery of Art: Image Info about artwork, Public Domain, https://commons.wikimedia.org/w/index.php?curid=15394057; (12) Eugène Delacroix,
Clorinda Rescues Olindo and Sophronia (1856) - https://www.sammlung.
pinakothek.de/en/bookmark/artwork/A9xlB5gGWv, Public Domain, https://
commons.wikimedia.org/w/index.php?curid=66327771; (13) John William
Waterhouse, The Lady of Shalott (1888) - 1. The Athenaeum: Home - info pic2. Unknown3. Unknown, Public Domain, https://commons.wikimedia.
org/w/index.php?curid=22414821; (14) Caspar David Friedrich, Wanderer
above the sea of fog (c. 1817) - By The photographic reproduction was done
by Cybershot800i. (Diff), Public Domain, https://commons.wikimedia.org/w/
index.php?curid=1020146; (15) Edgar Degas, The Ballet from “Robert le Diable” (1876) - Own work Sitris, Public Domain, https://commons.wikimedia.
org/w/index.php?curid=13975082
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and heartily supporting each other’s efforts. Eventually, there came a
point when it was no longer even an issue of whether the movement
was accepted by the establishment. Theirs became the new
standard.
By using whole-tone scales, the pentatonic scale and
diminished seventh chords, composers around the same time in the
late 19th centurey started to obscure tonal centers and avoid the
more traditional harmonic progressions so that we, the listeners,
would sense ambiguity. In addition, they started to use more complex
meters and subdivide the beat to blur the effect of the bar line.
Claude Debussy remains to this day perhaps the best
known of these so-called Impressionist composers. He developed
an approach that evokes mood and atmosphere using instrumental
timbres that created shimmering soundscapes, exotic harmonies
and scales, ambiguous tonalities, large unresolved chords, and
an avoidance of traditional musical form. Diminished seventh
chords were employed as gateways to distant key centers, and the
traditional function of harmonies were subdued. However, he disliked
the label ‘impressionism’ when applied to his music, writing in a
letter: “What I am trying to do is something different — an effect of
reality, but what some fools call Impressionism, a term that is usually
misapplied, especially by the critics who don’t hesitate to apply it
to Turner, the greatest creator of mysterious effects in the whole
world of art.” The ‘Impressionist’ label stuck nevertheless to Debussy
16

Concert Diary (Hong Kong)
15 May 2018 (Tue) 8pm
The TimeCrafters: Revolution Sonores (Le French May 2018)
Hong Kong Fringe Club

8 & 9 Jun 2018 8pm
Organ Symphony with Jaap
Concert Hall, Hong Kong Cultural Centre

18 & 19 May 2018 8pm
The Macallan Bravo Series: Chopin & Brahms
Concert Hall, Hong Kong Cultural Centre

14 Jun 2018 (Thu) 6:45pm
Music in Words with David Greilsammer
My University Spotlight Encounters (MUSE)
Rehearsal Room, LG1/F, Run Run Shaw Tower, HKU

25 & 26 May 2018 8pm
Ashkenazy’s Pastoral
Concert Hall, Hong Kong Cultural Centre
17

shadows can add greatly to the overall effect.
Maurice Ravel often gets put into the impressionist
category too, but defying the clean categorization this implies, some
of his music such as Le Tombeau de Couperin reflects neoclassical
tendencies which were something of a polar opposite in that they
aimed for clarity and order. Also just because composers lived in
the same time period does not necessarily mean they subscribed
to the same aesthetic realms. Nevertheless, Ravel was a brilliant
orchestrator and his orchestrated version of Debussy’s piano works
are a testament to his understanding and respect of the musical
impressionist style. Gaspard de la nuit by Ravel is a masterwork with
fantastic imageries, beautiful depictions of events, movement and
settings.
Other notable composers associated with this style include
Isaac Albéniz, Frederick Delius, Paul Dukas, Erik Satie, Enrique
Granados, Alexander Scriabin and Jean Sibelius, but yet again one
can see a huge variety of individualized styles in their work.

26 May 2018 (Sat) 7pm
Music for Life: Viennese Legacy - Chamber Music Recital
Lecture Theatre, Jockey Club Home for Hospice
31 May 2018 (Thu) 6:30pm
Music in Words with Denk
My University Spotlight Encounters (MUSE)
Rehearsal Room, LG1/F, Run Run Shaw Tower, HKU
1 Jun 2018 (Fri) 8pm
Notes of Profundity: Jeremy Denk in Recital
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU
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“Color is the keyboard, the eyes are the hammers, the
soul is the piano with many strings. The artist is the hand
that plays, touching one key or another purposely, to
cause vibrations in the soul.”
Wassily Kandinsky ‘The Effect of Color’ (1911)

15 Jun 2018 (Fri) 8pm
Piano Recital by Virginia Black
Parsons Recital Hall, Times Square, Causeway Bay
15 & 16 Jun 2018 8pm
Jaap & Jian Wang
Concert Hall, Hong Kong Cultural Centre
22 & 23 Jun 2018 8pm
Jaap, To The New World
Concert Hall, Hong Kong Cultural Centre

2 Jun 2018 (Sat) 2:30pm & 4:15pm
A Platter Of Great Classics
Auditorium, Tsuen Wan Town Hall

23 Jun 2018 (Sat) 8pm
Viennese Legacy - Grand Opening Concert
Concert Hall, Hong Kong City Hall

7 Jun 2018 (Thu) 7:30pm
Viennese Legacy - Grand Opening Concert
Tsang Shiu Tim Art Hall, The Hong Kong University
of Science & Technology

25 Jun 2018 (Mon) 7:30pm
Classic Chic Duo & Romer String Quartet
Lecture Hall, Sheung Wan Civic Centre

8 Jun 2018 (Fri) 6:30pm
Bach’s Volcanic Temperament: Piano Recital by Stephen Hung
Garden Room, The Helena May

THE MODERNISTS (c. 1890–1975)

and not to his disadvantage.
One reason for the popular appeal of Debussy’s music
is precisely because people feel some resonance with the idea of
visual impressionism when they hear his works. He also remarked,
‘Music expresses the motion of the waters and the play of curves
caused by changing breezes’ - which showed his keen awareness
of depicting movement in art which is again, a characteristic of this
style. It’s helpful to remember how the ambiguities we see in the
great impressionistic works of art enhance the mystique and intrigue
of their subjects. Similar feelings may be evoked when we listen to
the enigmatic and uncertain sonorities inherent in impressionistic
music. In both art and music, things that are left unstated or left in the

14 Jun 2018 (Thu) 8pm
Viktoria Mullova & Geneva Camerata
My University Spotlight Encounters (MUSE)
Grand Hall, Lee Shau Kee Lecture Centre, HKU

The beginnings of an anti-realist movement were already
apparent in the works of Paul Cezanne, Vincent Van Gogh, Paul
Gauguin and Georges Seurat. In music the departure point appears
to have been in the late works of Claude Debussy or in the very
last works such as Nuage gris by Franz Liszt. These artists and
composers began obscuring the lines of realism by applying blurring
techniques such as pointillism and causing ambiguity through
symbolism. By emphasizing emotions, moods, ideas, and subjectivity
in contrast to the more direct representational methods from the
classical period, Symbolists developed new means to express their
dreams and visions. Their themes often dwelt on the occult, on
the erotic, on evil, and on death. The approach of various PostImpressionist artists led to geometric Cubism and the less structured
Abstract Expressionism.

29 & 30 Jun 2018 8pm
West Side Story in Concert
Concert Hall, Hong Kong Cultural Centre
6 & 7 Jul 2018 8pm
Celebrate Bernstein On Broadway!
Concert Hall, Hong Kong Cultural Centre

As we touched on in the previous article on Nationalism
with the Russian Five, the adventuresome spirit of artists can
sometimes be attributed to a lack of rigorous training. The painter
Wassily Kandinsky is another good example. In 1896 at the age
of 30 having worked as a lawyer and economics instructor, he
suddenly changed course to become an artist. Kandinsky was
initially influenced by the pointillist technique employed by Claude
Monet which depicts objects using contrasting dots of paint, but
he gradually transitioned into completely abstract depictions that
took the idea of points in space to a whole new level. Kandinsky
held the belief that painting could evoke sounds the way music
called to mind certain colors and forms. In 1911 he wrote a short
book ‘Concerning the Spiritual in Art ’ that had a profound impact on
Arnold Schoenberg, Alban Berg and Anton Webern, who attempted

(16) Claude Monet, Impression, Sunrise (1872) - art database, Public Domain, https://commons.wikimedia.org/w/index.php?curid=23750619; (17) Pierre-A Renoir, Le Déjeuner des canotiers (1881) - au XXe siècle : catalogue de l’exposition à Paris, Galeries Nationales (Grand Palais, Champs-Élysées), 23 septembre
2009 - 4 janvier 2010 , à Los Angeles, Los Angeles County Museum of Art, 14 février - 9 mai 2010 et à Philadelphie, Philadelphia Museum of Art, 17 juin - 6
septembre 2010. ISBN 9782711855872, Public Domain, https://commons.wikimedia.org/w/index.php?curid=12314857; (18) Wassily Kandinski, Composition 8,
huile sur toile (1923) - http://www.ibiblio.org/wm/paint/auth/kandinsky/, Public Domain, https://commons.wikimedia.org/w/index.php?curid=37610963;
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to incorporate his ideas into their music leading to what became
known as the Second Viennese School.
Here again, just as we saw with the emergence of
numerous Nationalistic styles, we see how Schoenberg and his
followers reinforced each other’s efforts establishing a new style.
Schoenberg pioneered a structured approach to atonality using
the idea of a twelve-tone row in which some sense of unity in a
piece of music could be retained by the use of a set sequence of
the twelve notes of a chromatic scale. The technique of serialism
and in particular the twelve-tone method has had huge influence
on many modern composers that still holds sway even today. Igor
Stravinsky was initially averse to serialist ideas although he was
much influenced by the Cubism of Pablo Picasso, with whom he was
good friends. But after the death of Schoenberg in 1951 he started
taking more interest in twelve-tone techniques and started applying
them in his later works such as the ballet Agon.
DADAISM, AVANT-GARDE AND ‘ANTI-ART’
The aesthetic aim in modern art movements was no
longer simply a pursuit of ‘beauty’. The artists meant to upset
the audience’s
perception of their
existence and
expectations. Their
work sought to
raise questions and
doubts about the
20
society in which they
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lived and continually questioned ‘What is the role of the artist?’ and
even the ultimate question of ‘What is art?’
In the well-known work ‘4’33” by John Cage, the score
instructs the performer(s) not to play their instrument(s) during the
entire duration of the piece throughout the three movements. The
idea is that the listener is there long enough during its performance
to start questioning in his mind ‘is this actually music?’ but that
was intended to be exactly a part of the experience. Another of
his works, Water Music, is one in which I had a very hard time
hunting down a slide whistle and a venue where an organizer
felt comfortable with water on the stage. Others went their own
individual ways to find ways to break with convention: Darius
Milhaud and Karlheinz Stockhausen were each unique and have
left their indelible mark on the world while searching for their own
answers to how they each defined art. These composers found
ways to challenge what was the
accepted norm - because the
place society was heading to
and how it was thinking was not
working: people living in Europe
in this time period witnessed and
experienced the ravages of the
world wars. Even in our minds
today, if we were up close and
experiencing a war first hand, we
21
would probably also wonder how any of it makes any sense.
The composers and artists during this time were each creating their
own art movements, perhaps as a mirror of the nonsensical world
they saw around themselves.
Out of the dozens of art modern art movements that have
arisen, the ones most often cited include the following which I have
summarized using thumbnail descriptions courtesy of The Art Story
(theartstory.com):
Abstract Expressionism:
A tendency among mainly New York painters after
World War II, all of whom were committed to an expressive
art of profound emotion and universal themes. Abstract
Expressionism embraces the spacial breakthroughs of Jackson
Pollock, color field painting of Mark Rothko, as well as the
gestural abstraction of Willem de Kooning. Most were inspired
by Surrealism and abstract art to create a new style fitted to the
post-war mood of anxiety and trauma. Their success set the
22

stage for America’s post-war dominance of the international art
world.
Political instability in Europe in the 1930s brought
several leading Surrealists to New York, and many of the
Abstract Expressionists were profoundly influenced by
Surrealism’s focus on mining the unconscious. It encouraged
their interest in myth and archetypal symbols and it shaped
their understanding of painting itself as a struggle between selfexpression and the chaos of the subconscious.

Neue Sachlichkeit painters in the 20s and 30s. Many German
Expressionists used vivid colors and abstracted forms to create
spiritually or psychologically intense works, while others
focused on depictions of war, alienation, and the modern city.
New technologies and massive urbanization efforts altered the
individual’s world view, and artists reflected the psychological
impact of these developments by moving away from a realistic
representation of what they saw toward an emotional and
psychological rendering of how the world affected them.

Bauhaus:

Minimalism:

A style and movement associated with the Bauhaus
school, an extremely influential art and design school in Weimar
Germany that emphasized the functionality and efficiency of
design alongside its material properties. Prominent teachers
include Josef Albers, Walter Gropius, Wassily Kandinsky,
Ludwig Mies van der Rohe, and Paul Klee.
The motivations behind the creation of the Bauhaus
lay in the 19th century, in anxieties about the soullessness of
manufacturing and its products, and in fears about art’s loss of
purpose in society. Creativity and manufacturing were drifting
apart, and the Bauhaus aimed to unite them once again,
rejuvenating design for everyday life.

Minimalism emerged in the 1960s in response to the
gestural and autographic excesses of Abstract Expressionism. Its
early practitioners constructed huge geometric objects, serial
structures, and simplified gridded planes.
The new art favored the cool over the “dramatic”:
their sculptures were frequently fabricated from industrial
materials and emphasized anonymity over the expressive excess
of Abstract Expressionism. Painters and sculptors avoided overt
symbolism and emotional content, but instead called attention
to the materiality of the works. By the end of the 1970s,
Minimalism had triumphed in America and Europe through a
combination of forces including museum curators, art dealers,
and publications, plus new systems of private and government
patronage.

Dada:
Dada emerged in the early
twentieth century as a literary and artistic
movement that celebrated random chance,
ready-made artworks, and outrageous
performances. Its practitioners, including
Hugo Ball, Tristan Tzara, and Marcel
Duchamp, scorned bourgeois conventions
23
of high culture, especially the appreciation
for artistic intention and skill.
Dada was the first conceptual art movement where
the focus of the artists was not on crafting aesthetically pleasing
objects but on making works that often upended bourgeois
sensibilities and that generated difficult questions about society,
the role of the artist, and the purpose of art.
Expressionism:
Expressionism
is a broad term for a
host of movements
in early twentiethcentury Germany, from
Die Brücke (1905)
and Der Blaue Reiter
(1911) to the early

24

(Definition credits: The Art Story, theartstory.com)

IN CONCLUSION
Although the many art movements are commonly linked to
other art forms including architecture, other plastic arts, philosophy
and literature, the connection with parallel or similar movements
in music is often curiously absent or downplayed in many writings.
However, the importance of these links is strewn throughout studies
of music history so it is useful to put these ideas together here in
one place. Where art has canvas, the composer has the manuscript
page; where there is structure and images in art there are the basic
building blocks of harmony, scales, rhythm and form. So just as
(19) Vincent van Gogh, Die Kirche von Auvers (1890) - repro from artbook, Public Domain, https://commons.wikimedia.org/w/index.php?curid=9521996; (20) Cathy Berberian - In 1966, composed her first musical
work, Stripsody for solo voice. Stripsody is an exploration of the onomatopoeic sounds of comic strips illustrated by Roberto Zamarin, which are used
to convey a succession of engaging vignettes; (21) Tom Phillips’ Six of Hearts
- Written in 1991, represents an artist’s fusion of the visual and sonic world.
The resulting six pieces are a contemporary manifestation of ornamented
medieval illustrated manuscripts, captivating to explore as visual art and
composition; (22) Cornelius Cardew - Score for ‘Treatise’ (1963-67); (23)
Wadada Leo Smith’s Luminous Axis for trumpet and electronics is, in the
composer’s words: “an Electronic Sonic Garden of Delights and Transformations.”; (24) Ligeti’s 1958 Artikulation was one of his only two experimental
electronics compositions.
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artists have broken with conventions of the past to create something
new, so too for composers and sometimes these different spheres
of activity have reflected on one another and inspired artists and
musicians to cross paths in their pursuit of new experimental effects.
This brings us to today, the 21st century composers. As
time passes the responsibility of interpretation becomes more
challenging and the choice between faithfully executing what would
have been acceptable according to contemporary aesthetics and,
alternatively, reinventing the presentation of a work according to
modern day sensibilities lies with the performer.
This article is in no way meant to replace a fuller
investigation of any one musical or artistic style or movement, nor
indeed a visit to an art museum. It is only meant to be a starting
point to stimulate more interest in this extra-musical arena. My
aim has been to highlight the wealth of fascinating interactions
between music and art in a way that can inform our thinking when
approaching works as performers. Furthermore, we can see how
the collaborative spirit permeates through artistic and musical
communities and how the people behind the many movements that
have marked the progress of these two intertwined forms of human
expression were almost always fierce advocates for the flight of the
creative spirit.
Concerts work extremely well in a museum environment.
I work with both living artists and composers to share their work in
our programs, and engage in other creative collaborations. The Cal
Arte Ensemble that I direct, based in the San Francisco Bay Area, is
the ensemble-in-residence at the beautiful Triton Museum of Art in
Santa Clara (rated as one of the top ten museums in the Bay Area).
Last year we presented over thirty concerts including our well known
Sunday Gallery series at the Triton Museum. CAE’s versatility has
made possible performances of the entire Beethoven Concertos,
Beethoven Piano Sonatas, Beethoven Violin Sonatas as well as many
famous works by other composers written for piano trio, quartet and
quintet. Some performance highlights for this coming year include
a premiere for voice and piano quintet by New York composer Luis
Andrei Cobo, Mozart’s Requiem (with distinguished international
operatic soloists and members of the San Jose Symphonic Choir)
and L’histoire du soldat (with dancers and narrators) by Stravinsky.

Pictured (left to right): Members of the Cal Arte Ensemble based in
California, USA Goetz Leonhardt, viola; Tamami Honma, piano/
artistic director; Julian Brown, violin/co-founder; Yong-zi Ma, cello

Art and music have a symbiotic relationship that has not
only reinforced their mutual development but also the experiential
effect they have on us as listeners and viewers. Our eyes and ears
send signals to visual and auditory processing centers in the brain
but from there information is passed on to overlapping cognitive
areas that rapidly permeate our consciousness.The reception takes
less than a second and yet we may be communicating with people
who were creating works five days ago or hundreds of years ago.
The act of performing, contemplating and listening to musical
compositions, like viewing artistic works can act as an immersion
into another time - the closest we can get to time-travelling. I
close this article with high hopes that the sun will never set on
the continued growth and development of art and music, and the
continued dialogue between them.

About the author: Tamami Honma is US correspondent for Vantage and an internationally
acclaimed concert pianist based in Saratoga, California. 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 maintains a full concert schedule while
also working as a private teacher and as a vocal coach at the San Francisco Conservatory of Music.
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Young Musicians Series 2018 Spring Recitals

			

n 1 May 2018, our young musicians gave a concert dedicated to the centenary of the French composer Claude Debussy (1862-1918).
Programme included solo piano and chamber music by Chopin, Wagner, Franck, Fauré and many more who shaped Debussy’s musical

À Debussy

style. Two days earlier, some of them performed at a community concert at the Jockey Club Home for Hospice (JCHH) in Hong Kong.
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At that day, over 100 audiences showed up, among them, there were four JCHH patients and their
family members. One of the patients was in coma state, but her family said she reacted well to the
music and they felt that she tried to open her eye. It meant so much to end-of-life patients and carers
that they could enjoy social life and music through this wonderful initiative.

”

-- Staff from JCHH
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Performers (pianists unless stated otherwise): 1. Peter Chan, Vera Ho, violins; Nathan Tsang, viola; Ho Tin Loke, cello; 2. Shan Ga Mak; 3. Megan
Chong; 4. Chris Tang; 5. Xinran Tong; 6. Gloria Au; 7. Nicoletta Bien, violin; Lynn Tokoyoda, cello; Alex Clay, piano; 8. Elroy Li, Gabrielle Lee; 9. Gwyneth Suen; 10. Nicoletta Bien; 11. Adrian Yip; 12. Laura Yong; 13. Madeleine Fung; 14. Angela Zhao; 15. Arlene Cheung; 16. Natalie Lui; 17. Ho Tin Loke;
18. Ernest Li; 19. Chloe Chung; 20. Xinran Tong, violin; Bibiana Bien, cello; Wai Tin Lam, piano; 21. Peter Chan; (Community concert) 22. Bibiana Bien;
23. Gwyneth Suen; 24. Xinran Tong, violin; Bibiana Bien, cello; Wai Tin Lam, piano - They are the Vantage Music Academy’s Advanced Chamber
Course participants who performed the complete Lalo Trio I; 25. Xinran Tong; 26. Gloria Au; 27. Nicoletta Bien; 28. Chun Ho Mak; 29. Chloe Chung
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Recital Programme
Bach: French Suite no. 5
Johann Sebastian Bach (1685-1750) was a well-known
Baroque period composer. Bach composed a total of 45 suites
which are sets of instrumental pieces performed at a single sitting
consisting of several movements in the same key based on the
forms and styles of Baroque dances. The standard Baroque suite
consists of mainly four dances: Allemande, Courante, Sarabande
and Gigue.
Bach wrote the six French Suites for keyboard between
1722 and 1725. His French Suite no. 5 is with seven movements,
including the standard four dances together with Gavotte, Bourrée and Loure, all written in G major. The opening movement Allemande is set in a moderate tempo in quadruple meter, characterized by the constantly moving legato semi-quavers. It is followed
by Courante (meaning ‘running’ and ‘flowing’ in French) which is
a fast triple-meter dance. The third dance Sarabande is a slow
dance in triple meter with emphasis on the second beat. It is with
legato phrases and heavy ornamentation. The Gavotte which
comes after is a steady duple-meter dance. It starts at the halfbar and has a moderate tempo, whereas the fifth piece Bourrée
is written in a faster and livelier duple time which begins with a
shorter upbeat. The sixth movement Loure, is characterized by its
interesting dotted rhythm. It is slow and elaborately embellished.
The closing Gigue is written in compound duple meter. It is a fugue
with a light and energetic mood and fast rhythmic flow.

Beethoven: Piano Sonata Op. 14, No. 2
Ludwig van Beethoven (1770-1827) was a German composer and pianist who was considered an influential figure in the
transition period between the Classical and the Romantic. Among
his large body of piano compositions, his 32 Piano Sonatas are
the most significant. His sonatas show his success in combining
the Classical tradition from his predecessors and his exploration
especially in modulations and expansion of the classical form.
Beethoven’s late piano sonatas, which are with greater length and
contain characteristics such as the declamatory opening of op.111
and the thematic recurrence among movements, paved the way
for Romanticism.
Piano Sonata Op. 14, No. 2 was composed in 1799 and
it is one of Beethoven’s early works. The first movement - Allegro
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Piano Recital by

Virginia Black
15 June 2018 (Fri) 8pm
Parsons Recital Hall
14/F Times Square
Causeway Bay
Hong Kong

is written in sonata form. The exposition starts with G major as its
main theme. The key moves to its dominant – D major with a lyrical
second theme before it reaches the development section where
modulations take place, bringing the piece to various keys with
A-flat major as the most remote and exploratory. The key finally returns to G major in the recapitulation and coda. The second movement is a slow march in C major, written in theme and variations.
The three variations emphasise the syncopated rhythm. The final
movement is in rondo form, with a lively rondo theme in G major
and contrasting themes set in E minor and C major.

Chopin: Fantaisie-Impromptu
Op. posthumous 66
Frederic Chopin (1810-1849) was a Polish composer and
pianist. He moved to Paris in 1831 and spent his remaining years
there. He was probably the one usually regarded as least influenced by Beethoven among composers of his generation. Chopin had a gift for melody and an adventurous harmonic sense. He
was also a good improviser who was influenced by the expressive quality of the vocal bel canto in the melodic Italian arias. With
his legato and ornamentation in his melody supported by widespread arpeggiations, Chopin’s music represents the essence of
the 19th-century Romantic piano tradition.
Chopin wrote 4 impromptus, works which suggest improvisation. His fourth impromptu, tilted ‘Fantaisie Impromptu’,
was written in 1834 but was published posthumously in 1855. The
title implies the more rhapsodic nature of his fourth impromptu
than the other three. It was written in ternary form with the two
A sections in C sharp minor and a contrasting B section in D flat
major – a parallel major. The outer sections are in allegro agitato
with fast running chromatic passages, while the middle section
is quiet and dreamy in the bel canto style. The piece ends with
a coda which incorporates themes from both A and B sections.
In this impromptu, Chopin’s expressive improvisational quality can
be seen in his heavy use of chromaticism and ornamentation in his
legato melody over an arpeggiated accompaniment with the use
of sustaining pedal.
Programme notes by Ernest Li
(Vantage Music Academy Writing Class participant )

V

irginia started playing the
piano aged 7. She was lucky
enough to be given her first
grand piano at age 12 – a
Bechstein – which she still has and plays
with pleasure. Aged 17, she played Beethoven’s 3rd piano concerto with the City
of Birmingham Symphony Orchestra in
Birmingham Town Hall.
Having won numerous piano
competitions, she then won the F E Beckett piano scholarship to study at the Royal
Academy of Music in London.
At the Royal Academy she
studied piano under Gordon Green and
harpsichord under Geraint Jones. Virginia
studied piano for 4 years as principal
study, winning both the Lillian Davies
Beethoven Prize and the Dove Prize; she
also gained the inter-college Raymond
Russell prize for harpsichord performance
and was awarded DipRAM for her final
recital.

Virginia made her debut as a
solo recitalist, aged 20, at the Wigmore
Hall, London and has given numerous
performances on the South Bank in the
Royal Festival Hall, Queen Elizabeth Hall
and Purcell Room.
She has played at many international festivals, including the Göttingen
and Carmel Bach festivals, and the Herne
and York early music festivals. She has
pursued a worldwide concert schedule
including the Paris Festival D’Été, the
Prague Spring Festival and a series of
recitals in the United States.
Virginia has continued to nurture many talented musicians at the Royal
Academy as professor of harpsichord,
chair of postgraduate diploma studies and
senior postgraduate tutor. She has also
given numerous external master classes
and performance classes including Oxford
University, Eton College and the Ivy
League Universities.

In addition to live performances,
she has made many recordings for both
radio and television around the world and
in England has been featured as ‘Artist of
the Week’ on BBC Radio 3. Her library
of CD recordings has been recognised
through Editor’s Choice in The Gramophone and Critic’s Choice in Classic CD.
Virginia is rediscovering her
roots as a pianist, with recent recitals in
England and Europe of baroque and classical masterworks. In September 2012,
at the David Josefowitz Recital Hall,
London, she gave the World Premiere
performance of ‘The calm, the storm’ a
piano piece specially written for her by
Oliver Davis.
In December 2013 she released
a double CD of the six Bach Partitas
(BWV 825–830) played on the piano and
is currently recording a series of Scarlatti
Sonatas.
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