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Message
from the Editorial

T

he members of the editorial board have known
pianist Julie Kuok for many years, but this was
really the first time we got a first-hand account of
her music journey and experience. Mezzo-soprano Carol Lin
kindly joined us for the interview and here we wish her every
success for their upcoming concert “Metamorphosis” together
with violist Ringo Chan.
Some of us also visited London during the Chinese
Lunar New Year holiday. Compared to Hong Kong, in the
month of February, the weather in London was cold, rainy and
daytime was relatively short. But, we were most fortunate to
meet some friends in the field of music and that made the trip
so exciting, getting to know all the wonderful projects that the
professional musicians have been undertaking.
We paid a visit to violinist So-Ock Kim and her
husband Steven Smith, co-Managing Director of John &
Arthur Beare, to understand more about the renowned
fine string instrument experts. Together, they set up the
Beare’s International Violin Society, the charitable arm of
the business, ten years ago. Over the years, the Society has
been connecting patrons and talented musicians, facilitating
opportunities for well-deserved artists to access the world’s
fine instruments.

On the other hand, we also met pianist Andrew West
who is a professor at the Royal Academy of Music (RAM)
and a performing artist with responsibilities across different
musical initiatives. Though he has been as busy as ever, we
seized an opportunity to have a forty-five-minute conversation
with him at St John’s Smith Square, right before a concert
organised by the Kirckman Concert Society of which Andrew
is Chairman and Artistic Director.
In December 2018, Dr Colin Huehns from the RAM
stopped over in Hong Kong during his regular trip for his
family in China. We had lunch with him and discovered that
he is an expert in Chinese arts and music. He accepted our
invitation to contribute an article to Vantage. Included in this
magazine release, Dr Huehns examined in detail the source
of reference to ancient music using two poems in the Book of
Songs, an important compilation of ancient Chinese poetry.
We must also highlight that some of our young
musicians had just performed a recital on Bach’s Goldberg
Variations. It was not at all a straightforward task, but we had
all the patience and support from the teachers, parents and the
performers to deliver the concert.
Vantage Music Editorial Board
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The Modern
Composer-Pianist
Vantage Music & Carol Lin
Hong Kong | Feb 2019

Grade Five Crisis
Learning the piano used to be all work and no fun. “When I
reached grade five, the piano lessons were boring, and I wanted
to quit. However, my mother encouraged me to persevere, asking
me to pass grade eight before stopping.” With this promise, Julie
begrudgingly continued the piano lessons.
As luck would have it, she mentioned the boredom to her
classmates in St. Paul’s Convent School, and they offered a gamechanging advice. “They invited me to go to their music centre and
study under their piano teacher.” Even though the qualifications of
the teacher weren’t terrific (she was only grade seven while Julie
was already grade five!), she re-ignited Julie’s interest in music.
“The teacher loved to make piano arrangements for popular pieces.
I remember she once made a simplified arrangement for the
Butterfly Lover’s Violin Concerto and asked me to play the piece
in her yearly student recital.” Julie was inspired by the teacher’s
passion, and she grew to love the piano again.

Role Models

It was a bright and sunny morning. Outside, droves of Marathon
athletes ran past as we interviewed Hong Kong-based composerpianist Julie Kuok on her equally eventful musical career.

I

Small Beginnings

t all started with a toy keyboard. When she was four, Julie
suffered from an unfortunate episode of contracting
chickenpox, measles and mumps at the same time. Forced to
stay at home, her mother bought her a toy keyboard to ease her
boredom. “It was only around three octaves long,” Julie recalled,
“but I had great fun playing with it, picking up the notes to tunes I
heard from TV.” Born in a non-musical background, Julie’s mother
initially thought nothing of it. It wasn’t until her neighbour
commented on Julie’s talent that she brought Julie to piano classes,
thus introducing Julie to the world of classical music.
We asked Julie what motivated her to practise when she was
young. She pondered for a while. “At first, I think it was more from
a sense of responsibility,” Julie concluded. The young Julie was
very obedient and viewed the piano classes as yet another school
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activity. “I would feel guilty if I forgot to practise a piece that was
assigned to me.”
This eventually drove her to develop a system of practice.
“For each new piece assigned to me, I would analyse the score
carefully. After grouping the similar parts together, I then divide
them into six parts, learning one part each day over the course of a
week.” With the maturity of an adult, Julie even started practicing
the harder parts first, reasoning that she can always sight-read the
easier parts on the last day if she fell behind schedule. It was no
small feat for an eight-year-old child!
The young Julie was sometimes frustrated with herself.
“There were often passages which I played wrong while practicing.
Whenever that happens, I would get angry and slap my own hand
as punishment. After a while, I realised that my hands weren’t
the ones to blame – it was a problem with the coordination of the
hand, so I tried to hit my head instead.” Fortunately, Julie didn’t go
forward with her plan. “I was worried I would damage my brain!”

As is with most teenage pianists, Julie was attracted to the dazzling
brilliance of virtuosity. “When I was sixteen, I started to study
under Professor Gabriel Kwok. For the first lesson, he asked me to
prepare Bach’s Prelude and Fugue in C-sharp Major.” Julie happened
to have a cassette recording of the piece by Sviatoslav Richter,
and she listened to it intently. “I was blown away by the technical
brilliance of Richter. It was like listening to a machine gun in
action.” Enthralled by the recording, Julie returned to Prof. Kwok’s
studio a week later, already playing at Richter’s speed.
Julie was quite satisfied with herself, but her teacher thought
otherwise. “You are quite a fast-learner”, Prof. Kwok conceded after
a few lessons, but cautioned her on the pitfalls of piano studying.
“There are two types of pianists in the world: the first type learns
pieces fast, while the second learns pieces slowly. After a while,
however, it is the latter who plays more beautifully.”
Of course, the young Julie could not fully comprehend the
message. To illustrate, Prof. Kwok played two notes, and asked his
student to describe the difference. “But they sound the same, they
are all ‘A’s!”, Julie would protest.
Over time, Julie gradually opened her ears, and noticed
the imperceptible differences in music. Whenever Prof. Kwok
demonstrated to her, Julie would wonder, “we are both playing the
same notes – why does his music sound so much more emotional?”
Her role models gradually shifted also. “At first, Richter was
some sort of a role model for me. I would often try to catch up to
his technique and speed.” As Julie grew up, however, she strived for
more. “People everywhere are playing at the same frenzied speed,
and it didn’t catch my attention anymore.” Julie finally found what
she was looking for when she went to a live performance of Martha
Argerich one day. “I was sitting there in the audience, dreaming

of other things, but as soon as Argerich played the first note, I
was immediately entranced. Every note she played took off with
a life of its own, and she held my attention throughout the whole
recital. It was so fresh and special.” Julie never forgot that magical
experience, and she cherished the quality of sound much more
since then.

One Word to Wish Them All
We asked Julie what she thinks today’s industry needs most. She
answered without hesitation, “love.” As a piano teacher, Julie came
across a lot of unmotivated students. “I wish that all my students
could find something that they love in music. That way, they could
face the challenges in music, and find sufficient self-motivation to
carry on.”
But love is only the first step to success. Even though it is an
invaluable first spark, one will have to sustain the emotion through
a deeper understanding of the underlying materials. “You have to
understand enough to know why you should cherish it.”
It was with this mindset that Julie designed her radio show
in Radio Television Hong Kong Radio 4. “The title of my show is
‘ABRSM piano exam’, but it is secretly much more than that.” Aiming
beyond the exam-takers to their non-pianist parents, Julie hoped
that she can show them how to appreciate music. “I used a lot of
analogies and comparisons to facilitate understanding, and I also
played the same phrases side by side, each time with different
emotions and shapes. It is like those Disney soundtracks, but only
in reverse – I am evoking a picture based purely on sounds. I want
to link abstract music to their daily lives, to show that music is
relevant to every one of us.”

A Liszt of Favourites
Throughout her performing career, Julie has developed a widely
diverse repertoire. As is with every musician, there are favourites
– for Julie, that piece is Liszt’s Piano Sonata in B minor. “I first
performed this piece in 2006. The sonata sounds so enigmatic. It
seems to be conveying a story, yet Liszt didn’t divulge what it is.”
In a textbook example of understanding facilitating love, Julie
decided to find out more about the piece. “I eventually came across
Alfred Brendel, who mentioned the Sonata as ‘a story of Faust’
in his book ‘Music Sounded Out’.” Brendel didn’t go into details,
so Julie took it upon herself to flesh out the story. She analysed
Liszt’s score intensively, identifying the multitudinous thematic
transformations and linking them to key scenarios from Goethe’s
play. “It was like completing a jigsaw puzzle. When I finally matched
them together, I was exhilarated.”
Liszt’s Sonata also appealed to the composer side of Julie.
“As a composer, I was amazed at how Liszt masterfully weaved a
fully-developed story into a highly virtuosic piece of abstract music,
altering the pitch and rhythm, sometimes even inverting the theme
to suit his storytelling needs.”
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Julie quoted the exposition of the first part for us. “The
descending scale at the start signifies a human corrupted at birth.
Angels and demons wage war against each other inside the human’s
mind, weakening him. When the human nearly collapses from
exhaustion, the devil tries a different approach, disguising as a girl to
seduce him. This is the second theme, which is transformed from the
demon motif.”

Budding Composer
Since the separation of composing and performing as a profession in
the 1900s, performers who compose well are rare, let alone those who

are successful in both. Julie is one of the fortunate ones, and she
is happy to tell us how this curious facet of her musical life came
to.
“I wrote my first composition in Form Six as a gift to a
classmate. It was a four-movement Schumann-eqsue piece with
heavy Japanese soundtrack influences, telling the story of a cat
and a fish. I remember binding it carefully, even illustrating
the story on the margins.” The gift was well-received, and
this bolstered Julie’s resolve to become a composer, pursuing
a minor in composition during her studies at the Oberlin
Conservatory in Ohio. Julie went on to study composition at
the Hong Kong Academy for Performing Arts, but her frequent
concertizing at that time prevented her from completing any
major works.
Julie’s break as a composer came in 2000, when she
partnered with Hui Ling to form the “HKDuo” (taken from the
initials of the two’s last names). “To enrich our repertoire, both
of us would take turns arranging famous classical or jazz tunes
for 2 pianos. Sometimes I would even compose original pieces
and ask Hui Ling to premiere it with me.”
HKDuo’s round-the-world concerts brought valuable
exposure to Julie both as a performer and as a composer,
eventually landing her exotic commissions such as ‘Ode to
Yardang’ for piano and orchestra (premiere with the Xinjiang
Philharmonic Orchestra); ‘Mahjong On Stage!’ for 4 pianists on
4 pianos and a video clip; ‘Tableau for 48 fingers’ for 24 pianists
on 4 pianos; and ‘Pomegranate’ for 24 pianists and a piano
technician on 4 pianos.

Fantasy of Little C
In 2017, Julie published a set of ten short pieces, titled ‘The
Fantasy of Little C’. As a testament to Julie’s compositional
standing, the second piece in the album, “Two Kids on
Horseback”, was selected as one of the set
pieces in the 2019 Hong Kong Schools Music
Festival.
Julie described the making of the piece.
“I actually have to thank Ms. Nancy Loo for the
inspiration. Whilst chatting with her one day,
she casually mentioned that I had composed
a lot for myself or my colleagues but had
yet to write any for my students.” Thus,
Julie set to work, and decided to start her
first pedagogical composition with a mix of
contemporary Chinese and Western styles. “I
googled some Chinese four-character idioms
that started with one to ten, then picked my
favourite one from each number.” Using the
descriptive titles as a starting point, Julie
wrote a series of exploratory pieces, detailing
8 Vantage | May 2019 | Vol. 4 No. 3

the journeys of a Chinese boy, Little C, through lands of sympathy
and love, worlds of evil and righteousness, and into the unknown.
The ninth piece, ‘Beyond the Clouds’, holds a special place in
Julie’s heart. “As I was beginning this piece, I received news that a
friend’s 90-year-old godmother passed away,” Julie recounted. “She
was particularly fond of Korean movies, so I modelled this piece
after their soundtracks.” The marked difference of this piece’s style
against the other nine pieces drew concerns from her teacher, but
Julie stood her ground, defending that “even the Garden of Eden had
an exception – let Beyond the Clouds be the Tree of Knowledge to
the Fantasy of Little C!”

each melody at least once in the piece. She also started to outline
the structure of each piece before writing any note, forcing herself
to rely less on improvisation and more on planning.
Another thing Julie learnt to appreciate as a composer is the
writing of transitions. “I used to think that they are merely filler
materials, a necessary evil for modulations or developments.” As
Julie started to compose, however, the transitions gradually made
sense. “They are like descriptive scenes in novels, like the birds
next to the lovers on a balcony – they exist to provide character and
contrast to the main themes, and of course to foreshadow and hint
at what is to come.”

Creative Influences

Metamorphosis

We are interested in how being a composer affected Julie’s artistic
interpretations as a performer. Julie thought for a moment before
answering, “It is more than artistic interpretations. Through
composing, I learnt more about myself, especially on my thought
processes.”
Julie claimed that her young self didn’t have much plans.
“It shows in my compositions – ideas abound throughout the
piece, but they lack a coherent structure and development.
Sometimes, towards the end, they even run out of breath, ending
as if they had just finished a catastrophic marathon!” Julie noticed
her shortcomings and set out to improve her control. “I learnt
from Rachmaninoff, who kept repeating the same motives in his
preludes, yet never sounded boring and repetitive.” As a remedy,
Julie forced herself to take more time with each idea and develop

Julie will be partnering with mezzo-soprano Carol Lin and violist
Ringo Chan for a recital on 8th June 2019. She is excited to share
details of the programme with us. “The recital will be called
‘Metamorphosis’. There will be pieces by Schubert and Bridge, but
most importantly a lot of songs from Mahler.”
Julie also explained what the title is about: “Similar to
Fantasy in Little C, the recital is a story about the journey of a
Chinese protagonist, only this time our main character will be
Carol. Metamorphosis refers to Carol surrendering to the music and
coming out anew. I hope that the audience will also go along with
our music, and that everyone who come out of the concert will find
something memorable to take away.”

¢

Interviewed by Vantage Music, Carol Lin; written by Chester Leung.
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Concerts You Have Missed
Contrast Trio
12th Anniversary Concert
17 March 2019 | 7pm
S’way Music Studio, Hong
Kong

A
Photo credit: City University of Hong Kong

Chamber Music Recital
Blue Zone Music
15 March 2019 | 1pm
City University of Hong Kong, Hong Kong

I

n this occasion, US-based cellist Cara Cheung, cellist Eric Yip and pianist Zenan
Kwan joined together to perform a delicately-crafted programme. It began with
Vivaldi’s Concerto for two cellos in G minor, RV 531, one of the earliest well-known
works written for two cello soloists playing with other strings and a continuo setting,
which were altogether replaced by the piano here.
The second piece was a two-cello transcription by Werner Thomas-Mifune which
was originally a solo violin variation by Paganini. Here, each of the cello showcased
their abilities for seamless co-operation, taking turns to lead the melody and to
accompany without the piano.
Following that, the two cello solo pieces, Cassado’s Requiebros and CastelnuovoTedesco’s variations on Rossini’s ‘Figaro’ from the Barber of Seville brought
the concert to a climax. A cello student of Pablo Casals, Cassado also studied
composition with Maurice Ravel in Paris. Requiebros, meaning amorous compliments
in English, fused Spanish folk tunes with Impressionism, with the two instruments
expressing the mutual admiration of two lovers. Castelnuovo-Tedesco used to
collaborate frequently with great masters like Heifetz and Piatigorsky and often
arranged pieces for them. For this particular work, the virtuosic exchange between
the cello and the piano was a challenge for even the finest musicians.
Aaron Minsky is one of Mr. Yip’s favourite composers and the audience had the
opportunity to listen to one of his less-frequently performed and yet wonderful work.
The native American blues tunes also made a very interesting contrast to the first two
baroque and classical period pieces.
The concert concluded with Shostakovich’s Five Pieces for two violins and piano
whereby each of the two cellists arranged a few pieces into their corresponding cello
versions. A true teamwork spirit manifested throughout this wonderful event not
¢
only on stage but also offstage.
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double celebratory concert
– the twelfth anniversary
concert celebration of Contrast Trio
(Kitty Cheung, violin, Timothy Sun,
saxophone, and Jenny Ng, piano) and
the opening of the new S’way Music
Studio in Hong Kong. The Studio
is well-equipped and remarkably
appealing to chamber music events.
The concert itself was cozy,
merry, pleasant and yet sentimental,
especially when the trio members
recounted the days when the group
was started in London. Many
pieces had to be rearranged for the
particular instrumental combination
of violin, saxophone and piano.
Because of this, the genres of the
performed pieces were diverse,
comprising transcriptions of standard
classical repertoire, tango, Jazz, and
¢
even animation’s soundtracks.
Kelly Kim

Photo credit: Tsang Yat-ho

Guitar Project Concert
PRISM Chamber Music Festival 2018
10 March 2019 | 8pm
Concert Hall, HKAPA, Hong Kong

I

n this concert featuring guitarist Mr. Mario To, the audience
was treated to a rare selection of sonorities, including guitar
with string quartet, guitar with clarinet, and guitar with flute.
The flexibility shown by Mr. To in managing to work with such
vastly contrasting set-ups was remarkable, even more so when
considering the fact that he is still a student of the Academy for
Performing Arts.
Of these different combinations, this present writer felt it was
the guitar-clarinet piece ( Jan Freidlin’s Kafka Sonata) that worked
most wonders. The music was written in the modern style, and on
paper should be full of dissonances, yet somehow those dissonant
harmonies and angular melodies came across as quietly pleasing.
It was actually a mental challenge for this writer to consider that
piece of music as dissonant. Perhaps it has something to do with
the nature of the guitar’s sonority, with its ability to give out
the purest of tones, and with the clarinettist Ms. Stephanie Ng
weaving around the guitar in roughly the same register, we hear not
as harmonies or melodies but simply a most charming tone colour
combined.
With the guitar and the flute in Piazolla’s Histoire du
Tango, the roles of the instruments were more clearly defined as
accompaniment and melody, and so we became more aware of the
gap between the registers of the two instruments. Perhaps this
combination would have worked better in a non-concert-hallsetting. The string quartet pieces worked well, with the guitar being
aided by an amplifier. Mario Castelnuovo-Tedesco’s Quintet for
Guitar and String Quartet in particular had some very challenging
writing, which was brought off with incredible flair and passion. ¢
Giovanni Ruscello
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An Interview at John & Arthur Beare
with Steven Smith and So-Ock Kim

February 2019 | London

In February of this year, Vantage Music paid a visit to John & Arthur Beare (“Beare’s”) in London and met Steven Smith,
Co-Managing Director of J & A Beare, and his wife, violinist and professor at the Royal Academy of Music So-Ock Kim,
who is also the Artistic Coordinator for Beare’s International Violin Society, the charitable arm of Beare’s. We are
interested in knowing more about the fine instrument expertise and also So-Ock as an artist.

~ Part I – on Beare’s ~
VM1 : Your father was managing a violin dealing business
and you were studying the violin. Were you interested in the
business early on?
SS: Yes, I was always interested in instruments. I was brought up
in Nottingham with violins everywhere in the house. My father
serviced many of the local instruments around the Nottingham
area and nearby towns. My uncle, his business partner, was a
dealer in London involved in the more expensive instruments.
1

From a young age, I was already travelling to London with my
father and experienced aspects of the dealing world.

VM: Did you learn the violin with your parents?
SS: Yes, I practised with my father. My mother, a professional
violinist, was working in the City of Birmingham Symphony
Orchestra and was away from home during the week. We had a
family quartet with my sister who was a fine cellist. My father,
being an amateur viola player, was often in trouble with my

VM – Vantage Music; SS: Steven Smith; SO: So-Ock Kim; E: Eric Wang.
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SO: For many years we loaned instruments to players
through the company. When I was young, I was
fortunate enough to borrow several instruments
from Beare’s. During the London Symphony
Orchestra (LSO) Shell Competition, I was given the
use of a wonderful Goffriller violin which helped
me enormously. We decided to set something up
formally to help more players as there are so many in
need and we have a long waiting list.

mother for making mistakes!
I made a violin when I was fourteen whilst taking violinmaking lessons. However, I never finished it and was at that
time focused mainly on playing. At eighteen I went to study at
the Royal Northern College of Music.

VM: In one of the previous interviews, you mentioned the
Kronberg Academy. Could you tell us more about it?
SS: The Kronberg Academy is a cultural institution in a small
town called Kronberg, just half an hour from Frankfurt,
Germany. It attracts amazing young talents from all over the
world from the age of sixteen.
SO: The Academy students are comprised of prizewinners
of many international competitions and it nurtures young
musicians on the cusp of their careers to collaborate and

study with incredible mentors and artists. Previous students
are now renowned concert artists, including violinists Vilde
Frang, Alexander Sitkovetsky, Alina Ibragimova and cellists
István Várdai, Kian Soltani and Pablo Ferrández to name but
a few. Artists such as Simon Rattle, Christoph Eschenbach,
Tabea Zimmermann, Gidon Kremer, András Schiff and Steven
Isserlis come to Kronberg to work with the students and also
perform with them in concert.
SS: We have a partnership with the Academy. It is such a
magnet of talent; we love the association and try to lend
instruments to as many students as we can.
SO: We met cellist Kian Soltani when he was a student at
Kronberg and instantly loved his playing. He made his debut
recording for Deutsche Grammophon on a Strad cello that
we were able to lend him through our loan society. He played
many concerts and big debuts on the cello worldwide, and
we have now found a sponsor to lend it to him for the longer
term. We loaned Pablo Ferrández a cello for his debut with
the Israel Philharmonic Orchestra with Zubin Mehta. Bruno
Philippe, a French cellist who was recently featured on the
front page of the Strad magazine, borrowed a cello from
Beare’s for a competition, but the owner allowed us to lend
the cello for longer, so he has had the use of this cello for
several years now.

VM: Can you tell us about Beare’s International Violin
Society, the charitable arm of your business?
SS: We set this up about ten years ago. There is a great need
for many talented musicians at the start of their career to
have access to good instruments, so we wanted to create
something more official as a medium to attract more patrons.
Steven and violist Timothy Ridout (photo source: Beare’s).
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SS: We previously loaned Janine Jansen a Stradivari
violin for some time which developed into a two-year
Steven and violinist Janine Jansen (photo source: Beare’s).
project. A Norwegian Foundation, Dextra Musica
bought the violin for her to use long-term for the
through us.
rest of her career. We have developed relationships with many
SO: For example, there are several Guadagnini violins that have
patrons who are very interested in helping our Society’s artists.
been on long term loan to numerous young musicians. Recently,
SO: We still need many more new patrons to be part of our
the Salzburg-based Amatis Piano Trio, BBC New Generation
Society – people who own instruments already or people who
Artists, approached us and we loaned them a Vuillaume violin
will acquire one and allow us to lend to players.
and cello.
VM: So how do you select those young musicians who will be
lucky enough to use these instruments?
SS: I’d say by talent generally, where they really need a better
instrument for the level of work they are doing or to help them at
the start of their careers.
SO: We try wherever we can, but it is not always possible to
lend to everyone who asks. Demand is greater than supply and
we have a long list of players from young gifted students to
professionals. As the Artistic Coordinator, I’m involved in the
selection process between patrons and performers. Depending
on the owner and the instrument, sometimes we are allowed to
choose the player, but each case is different.

VM: So how many of them are in the hands of these musicians,
and what kinds of instruments are they using?
SS: There are many different situations. There is a wonderful
gentleman who set up the Harrison Franck Foundation and
decided to acquire instruments very specifically for students at
postgraduate music college level. He bought quite a large number of stringed instruments, around forty or fifty, which we look
after – we source the instruments and look after the foundation
for him. These instruments are now part of his loan scheme.
SO: In our Society, we have a wide range of instruments from
French instruments, 20th Century Italian, to Stradivari’s.
SS: These are often instruments owned by our patrons to whom
we may have sold in the past. We encourage them to loan them

The violinist Baiba Skride has borrowed a Stradivari for the past
few years through wonderful patrons of our Society as well as
the violinist Emmanuel Tjeknavorian who recently made his
debut recording for Sony.
SS: We are currently lending a Stradivari and Guarneri del
Gesù owned by two of our patrons to the Shanghai Quartet.
We helped them make their Wigmore Hall debut for the Royal
Society of Musicians recently. That was a charitable concert
and all the proceeds went to musicians with financial needs for
their medical conditions. The Quartet had a year, playing on a
Stradivari, a Guarneri del Gesù, a Stradivari cello and a Goffriller
viola. We are trying to extend that for another year.
SO: In addition, we also make many short-term loans. For example, Vadim Repin needed a violin for a few months, while his
violin was being serviced. We also support many up-and-coming
artists: we lent some violins to the Arod Quartet, who are also
BBC New Generation Artists, for their debut recording. There is
a broad list of instruments – Guarneri, Storioni, Baldantoni and
Stradivari – on long-term loans.
We always encourage anybody who has an interest in classical
music, enjoys the arts, and has some means behind them to
purchase and lend their instruments. Our patrons have enjoyed
watching the careers of the players develop, going to their concerts as well as hearing the instruments they own and knowing
how much the artists appreciate them.
SS: At the same time, it’s a very decent investment. It works very
nicely – they are giving something to the arts in a charitable way
and at the same time, instruments are actually growing assets.
May 2019 | Vol. 4 No. 3 | Vantage 15

Steven and the Shanghai Quartet (photo source: Beare’s).

SO: It isn’t that easy to find generous patrons but the ones we
have found are wonderful people with whom we and the artists
have developed strong friendships. Sometimes, owners approach
us, or if somebody buys an instrument from us, we’ll ask them to
lend them through our Society.
SS: What we do find is that when somebody does it once, they
generally do it again as they enjoy it so much.

VM: In one of the interviews with Simon Morris2 published in
20143, he wasn’t aware of a single Strad being sold in mainland
China – has this situation changed now?
SS: There should be quite a few now. But it’s still in its infancy.
There is a lot of interest in China. In Hong Kong, we have a new
partnership with Premiere Performances (PPHK). Through that
platform, we are already meeting people with great interests in
supporting artists. The music festival was wonderful. Hong Kong
and the Far East are growing and thriving economies, people
are very interested on the investment side. Our interest is also
very much on the cultural side – finding people interested in
music and investment works terribly well. We are less keen on
selling purely speculatively and much more focussed on ensuring
that the instruments fall into the right hands. From a business
perspective, we would like to continue the relationship with
artists and patrons as ultimately, the instruments may come
back to us again for resale.

VM: Did artists in the Festival play your instruments?
SO: Yes, the wonderful Dover Quartet performed on our
instruments for the whole week and played superbly.
SS: We are thrilled to have the connection with Andrea Fessler
and the Premiere festival. Andrea is an amazing lady, having
built up PPHK over the last ten years. She’s very knowledgeable,
has tremendous energy and is really passionate about music.

I have known her for a long time, since she and her husband
Davide helped the violinist Ning Feng with an instrument, with
which we assisted. This partnership is something new and very
exciting for us.

SO: There is also the Piatigorsky International Cello Festival as
well as our collaborations with the Manchester Camerata and
Academy of St Martin in the Fields which Simon Morris, Steven’s
business partner, is very much involved with.

Andrea knows well what a difference a decent instrument makes
for an artist and their career. She very much encourages people
to help artists in the same vein.

SS: We support the Oxford Philharmonic Orchestra with
instruments and we just went to their 20th anniversary
celebration. There was a special concert with Anne Sophie
Mutter, Maxim Vengerov and Martha Argerich all performing
in the same concert. We are advisors to the Royal Academy of
Music (RAM) and the Royal Society of Musicians. In short, we are
involved in a very broad variety of institutions and festivals.

SO: It’s not only a great investment but also a significant
contribution to culture and history, as well as developing a
credible relationship with a growing and emerging artist. It’s
very gratifying and satisfying for the investor.

VM: Is it true that the more you play on the violin, the better it
sounds? What are the common issues with these instruments?

The music quality level is astonishingly high with wonderful
musicians. Jimmy Lin (Cho-Liang) does such an amazing job as
an artistic director and this year he invited the wonderful Dover
Quartet along with Yura Lee, Avi Avital, Paul Huang and many
others.

SS: When you pick up a violin that has been sitting for a while
in the safe, it needs an hour or two to come alive. And when you
take it for a week, it feels easier and more responsive, so it’s good
for them to be played. Sitting in a safe doesn’t do them any harm;
but they do tend to sound better once they are played on for a
few weeks.
SO: Also, in many respects, the player does influence the sound,
especially great players. If you really understand how to play the
instrument, for example, bringing out all the overtones, you can
transform the instruments. An instrument will sound completely
different from one player to another.

VM: What would you recommend to somebody who is interested
in what the Society is doing and would like to be involved?

Concert from Beare’s Premiere Music Festival (photo source: Beare’s).

VM: What other music festivals do you sponsor or partner as
well?
SS: We are involved in many different things. We sponsored the
Menuhin Competition, the Kronberg Academy as mentioned
before, and the Herrenchiemsee Festival in Germany. We also
have another plan in 2020/ 2021 for Germany for a chamber
music festival. In Italy, we supported the Pietrasanta In Concerto
Festival. In Korea, there is the Seoul Spring Festival and the
Great Mountain Festival which we have supported for many
years now along with some other music competitions.

2

Co-managing Director of J & A Beare.
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Wrathhall, C. 2014. Stringed instruments. Financial Times – how to spend it, 21 January 2014.
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A collection of bows.

SS: The festival has adopted the name “Beare’s Premiere Music
Festival”. It’s a wonderful promotion for the company and has
become a great platform for us in the Far East.

SS: If somebody is interested, a great way to learn more would
be to visit our premises in London but anyone can email and
get in touch with us through the Society’s email. We have an
extraordinary history within our beautiful premises: the walls
covered with our collection of signed photographs of historically
great artists, original manuscripts etc. Of course, we house our
own Beare’s records, but also Wurlitzer and Hill Records going
back to the 1870s’, with every purchase and sale the company
made. These handwritten volumes and diaries are fascinating
history. Menuhin and Kreisler visited Beare’s regularly. There
isn’t history for every violin but on the more important ones
such as Stradivari and Guarneri instruments, there is often a
great and comprehensive history. We have considerable sales
information for different eras, such as the 1950s’ ,1980s’ and now
the 2000s. Such knowledge is difficult to obtain unless you sold
the instruments yourself, which we did. We can offer very clear
evidence of how the market works and how the instruments
have performed historically as financial investments. That

combined with the history becomes a passion for people. And
if you are lending to some of the great modern artists, they will
have an influence on the future value. In the past it might have
been Vieuxtemps or Ysaÿe, Kreisler, Menuhin or Stern. Perhaps
now it’s Janine Jansen or Joshua Bell, who knows? But what’s
certain is that future generations will crave for the artistic
histories which is all part of the musical and romantic story.

~ Part II – on So-Ock Kim ~
Here, Steven left for another appointment and violinist Eric Wang
joined the interview. He has befriended So-Ock in his school days.
VM: Would you like to tell us something about your music learning when you were young? Was violin the instrument of your
choice?
SO: My mother brought home a violin one day, a year after I had
begun piano lessons. She liked the arts and studied painting
herself but for some reason she never tried to interest me in
painting. I started the piano at five, violin at six and entered the
Purcell School at the age of eight.

VM: Did you participate in concerts around that time?
SO: Yes, I was given a lot of concert opportunities from a young
age. My first concert with an orchestra was at the Royal Festival
Hall (RFH) when I was nine, playing the finale of the Tchaikovsky
concerto. Every Saturday, children’s concerts were held at RFH
with a symphony orchestra and I was asked to do it twice.

VM: Did you enjoy that?
SO: I think so, but it was such a long time ago! When I was twelve
or thirteen, I won the Emily Anderson prize from the Royal
Philharmonic Society, and then the Maisie Lewis Young Artist’s
Award which led to my Wigmore hall debut.
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VM: I remember you were
with YCAT4 – did you
audition as part of a trio
group?

I then won the LSO Shell Competition and a lot of work followed
– concertos, playing with the Philharmonia Orchestra, Seoul
Philharmonic, Royal Liverpool Philharmonic, and many others.

VM: How did you feel about winning the Shell Competition?
SO: It was a shock. I was fifteen and didn’t expect anything.
My only hope was to play with the LSO and I didn’t think about
winning: I didn’t even consider it a competition! Somehow, I got
through the rounds which involved chamber music, orchestral
excerpts, concerto and recital repertoire.
Sadly, the competition is no longer available which is such a
shame as it was such an amazing opportunity for young students
to play with such a great orchestra.

VM: What did you play at that time?
SO: In the final round, I played the big solo excerpt from Strauss’
Ein Heldenleben and then the first movement of the Tchaikovsky
violin concerto. I had never played an orchestral excerpt before,
so I had practised quite a lot at the time. During the rehearsal,
we played it through once and then the conductor said it was
perfect, so we didn’t really rehearse it.
When it came to the actual concert, I was quite nervous during
the Strauss: I was so upset that I didn’t play it as well as I knew I
could. By the time I played the Tchaikovsky, I just wanted to have
a good time and enjoy the moment. From the moment the first
violins entered, I was enthralled by the delicacy of the orchestra,
and after the exposition when the full orchestra plays the theme
and takes over from the violin, it was one of the best moments I
have felt on stage, and that sound remains in my memory to this
day.

SO: No, I didn’t audition as
a trio member – the trio
had a violinist and was
with YCAT already. At the
time, the violinist left the
group to lead the Australian String Quartet and I
received a call from the
cellist Li-Wei. I had met
him once in Prussia Cove
when I was thirteen. We
sight-read the Schubert
Cello Quintet together
and I had performed in
one solo concert, but we
barely knew each other.
Then he called me six
years later and said he remembered my playing and
asked me if I would join
his piano trio. I had never
even played a piano trio
before, but I knew he was
a wonderful cellist, so we
quickly got together and
played our first concert at
the Wigmore Hall broadcast live on BBC radio 3.
A year later, I auditioned as a soloist for YCAT and was on their
roster as a soloist and trio member.

VM: Speaking of Li-Wei, did you perform with him at the Beare’s
Premiere Music Festival just recently?
SO: Yes, it was with Li-Wei, the Dover Quartet, Lise Berthaud and
Tianwa Yang playing Louis Spohr’s “Double Quartet” – it was a
lot of fun.

VM: Do you still perform a lot these days?
SO: Unfortunately, not as much as I used to but I’m trying to play
a little bit more again. I miss making music as it isn’t the same
when you are teaching although it is rewarding to help students.
I do play some chamber music and I have played a few concertos
4
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here and there. I have a genetic problem with my joints and
tendons in the hands and I had an operation many years ago that
affected my shoulder. I was in pain all the time and that became
too much of a problem for me to play regularly. However, I am
hoping to find a way to manage to play more and I have been
seeking medical advice and things are improving.

VM: Even when you were young?
SO: Yes, it was the same condition, but I wasn’t diagnosed till
much later. When you are young, you are more flexible and can
play through pain without realising the damage that’s being
caused.
I’m careful with my students: the moment they feel that something is wrong physically or if they have pain, I send them to
a doctor and tell them to stop playing. I wasn’t given the right
advice when I was younger and was often told I was imagining
the problems as it didn’t sound like there was anything wrong in
the playing itself. Had I begun then to build up muscles and correct all the alignment issues, maybe I would not have had to stop
playing for so long. Now, I try to exercise every day to avoid pain,
and my son who has similar problems has to do the same.
E: She even ran a Yoga class! I joined it for a bit. That was tough!
SO: I did for a while. But I wasn’t teaching the class; I had a
trainer to guide us. The way we move and breathe with the music
is so important. A lot of the principles in yoga are very similar
to playing so I try to encourage my students to understand how
to be more in tune with their breath, body and mind. I’m still
learning it myself!

VM: Would you like to share some interesting stories for live
performances?
SO: There was a time when I was very ill: I just had an emergency
operation which ruined my shoulder. I had eleven or so trio
concerts within fourteen days. In between, I had a performance
of the Penderecki violin concerto in Poland. Before the operation,
I was sent the music from the publishers and learned the piece.
I received a call from a friend while on the trio tour who sent me
a link of a recording that Maestro Penderecki particularly liked
of the concerto. I started listening on the train heading north
towards Scotland… but I didn’t recognise the music at all! It
then dawned on me that I had learnt the wrong concerto which
was absolutely terrifying because it was five or six days before
the concert, and we were in the middle of nowhere in Scotland,
travelling to a different venue every day. It was the most stressful

Young Classical Artists Trust – a UK charity founded in 1984 that assists the careers of young musicians.
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even professional players who just want a pair of ears and some
advice. I’m less keen to teach very young children. I will listen to
them, but I often recommend them to other teachers. But if they
are really exceptional and I feel I am the right teacher for them, I
will make an exception.

few days, just trying to organise a courier to send the music to
the next location and somehow trying to learn it on a train. I
couldn’t practice much due to the trio concerts and the pain but
luckily, I am a very quick learner! I didn’t tell anybody before the
concert what had happened and soldiered on but apparently,
the concert went well, and I eventually had the courage to tell
Maestro Penderecki. His reply was, “Well, let’s play the other
one you learnt together, I will conduct next time.” We didn’t
quite manage to perform the first concerto, but we did play the
Szymanowski concerto together soon after!
On another occasion, I was playing the Bruch concerto with
Vladimir Ashkenazy and the Philharmonia Orchestra one night,
and the next day, I was scheduled to play the Tchaikovsky concerto with Vasily Petrenko and the Royal Liverpool Philharmonic
Orchestra. I hadn’t managed to play through the Tchaikovsky
before the concert as I had to be careful not to overplay in case
my joints flared up, so I focused on the Bruch and expected a run
through of the Tchaikovsky on the day of the concert as scheduled. But lo and behold, half of the orchestra were stuck on the
motorway in Manchester and Vasily didn’t want to rehearse with
just a few players and decided that there would be no rehearsal,
which was terrifying as it was my debut with the orchestra. I
thought, that was it, I would never be asked to come back. Steven
was also there, very nervous, and he couldn’t even look at me
during the performance. But to my surprise, the audience in
Leeds Town Hall kept clapping and the leader said I had to play
an encore and apparently it went well. The orchestra asked me to
perform three more concertos after that. Sometimes, a stressful
situation can turn into a positive experience!

E: You did it before for the Korean girl who went to Curtis?
SO: At that time, I was associated with Millfield School and
they were offering nearly full scholarships. I brought over two
young students who were fourteen and sixteen from Korea and
as the school provided lessons for them and allowed them to
come to my home weekly, we were able to make it work. They
both developed well over the years and were hard working and
very dedicated. I am in touch with both students and see them
regularly as they come back for lessons.

SO: Oh, where to start? It is already a challenge to learn an
instrument, and to find the right teacher to teach the correct
principals and fundamentals. At the same time, one has to learn
the fundamentals of music, rhythm, harmony, genres, styles and
how to interpret the notes and project them on the instrument.
Then you have to put them together and learn how to perform
and how to prepare for performances. There is so much
involved: hours of study and dedication and mental and
physical preparation towards a concert. Even after becoming a
professional musician, it is still a constant challenge to continue
to evolve as an artist, to learn how to manage a career, one’s time
and finding the right balance.
I always encourage people to take lessons and play to people at
whatever stage of their career. It’s so important to have great
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SO: The general standard and level of playing is extremely high
these days with students from all over America, Asia and Europe
playing exceptionally well. In my youth there weren’t so many
good violists (hence all the viola jokes!) and now there are so
many wonderful players. When you then come across players
with extreme intelligence, a keen sensibility and awareness,
desire and passion for music and music making and an individual
voice, it is extremely exciting. We have watched some of these
students flourish into wonderful artists in the last few years
through the Society and watched them develop with every step.
The owners of the instruments have loved to be a part of their
development as have we.

VM: Any future projects?
VM: Did you help her with a violin?

Violinists Eric Wang and So-Ock Kim.

mentors and people whom you can always turn to for advice and
play to.

SO: When she participated in the BBC young musician of the
year competition string final and Curtis audition, we did lend
her something for a short period as she was able to handle a fine
instrument and her playing level warranted it. Generally, people
think that all my students will have access to our instruments –
but not at all! Only if the students’ playing level merits it and if
it is for a big concert or competition or recording would we then
approach an owner.
In general, we’re very impartial when it comes to the loans. It has
to do purely with talent and ability, not where they are from and,
of course, it depends if the patron is happy to do so.

VM: How has been your teaching at the RAM?
VM: What do you think the challenges are as a professional
musician?

VM: What do you think of the music students nowadays?

SO: I have been teaching at RAM for six years. I officially started
a month before I gave birth to my son! I only took two weeks
off despite it being a difficult birth and started teaching again
immediately as my students had auditions and needed help.

VM: Do you have a lot of students there?
SO: It depends on the year and how many I feel I can manage
as I can’t take on everybody. I try to keep my class as small as I
can so I can focus on each individual student. This year I have 5
students at RAM and two students from Cambridge University
who study under the CAMRAM scheme .

VM: How about other private teaching commitments?
SO: I also have private students that I see, sometimes often,
sometimes occasionally, ranging from former students, students
who just want some advice before a competition or audition and

VM: If you look back, would you do what you are doing, concertizing, making music?
SO: I think I’d like to have different options. Because I cannot
play as much, perhaps I should have pushed myself to explore
different things when I was younger. Now, with hindsight, and
as a mother I would want my son to explore as many things
as possible and to have a very well-rounded education so
that anything he would want to do is possible. I should have
been made to do more sports as playing is also a very physical
endeavour and one has to keep fit for good health, but I was so
unaware of these things in my youth. So many music students
are stiff: they don’t know how to move and how to breathe as
they lead very sedentary lifestyles. I often see people suffer from
burnout as they are not physically fit enough to cope with the
demands of touring life or they don’t know how to cope with
stress mentally. We were often not taught these things while we
studied which I feel is detrimental to many people’s future lives
and careers.

SO: There’s a lot of work involved with the Society as Steven,
Simon and Maja (our Head of Sales) work very hard to find new
buyers to purchase instruments for our Society’s artists. I will
play some chamber music with friends soon (next concert will
be with Ning Feng and the Sitkovetsky Trio) and I will be giving
some masterclasses in a new festival in Jeju Island in Korea in
August.

VM: Given your experience in music thus far, if you’ve something that you’d like to tell your students, what’d that be?
SO: Work really hard. It doesn’t matter how much talent you
have, without determination, grit, sheer hard work and making
smart decisions, you will not fulfil your full potential. When you
do your utmost and stretch yourself to the furthest limits and
set your standards high, you will hopefully reach your goals and
do the work that you desire. It’s about dedication and hard work,
acquiring knowledge, curiosity and having passion for the music,
and then “luck” will follow.

The interview came to a close as So-Ock went to play chamber
music with her violist friend from the Berlin Philharmonic
Orchestra and a cello professor from RAM.
¢
For all general enquiries regarding Beare’s, please get in touch via the
company’s email: violins@beares.com
For more information, please visit:
Beare’s website: https://www.beares.com/
Society website: https://www.beares.com/beares-international-violin-society
For the violin masterclasses in Korea in August: https://www.gatimusic.com
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I was learning the piano with a lady called Margaret Martin. Then
I went to the Junior Academy for two years. After that, I only had
piano lessons at Charterhouse, my high school. I had lessons
there with a lady called Rosemary Dines.
VM: I suppose you had a lot of music there?
A: Amazing music and really amazing chamber music. I received
a music scholarship at school and that meant I had to be involved
in all sorts of music activities, including music making in groups.
At school, there was a lot of encouragement, but I never felt
pressurised – I did music because that’s what I wanted to do.

A C o n v e r s at i o n
with
A n d r ew W e s t

February 2019 | London

There was also a very inspiring director of music called William
Llewellyn (M.B.E.). He was an amazing man – offered many
performing opportunities to me – I played two piano concertos,
lots of piano sonatas, trios and quintets. It was really the
inspiration to carry on with music. The Junior Academy, in fact, I
found a little bit frightening.
VM: Too competitive?
A: No, I didn’t feel competitive at all! Living down in the
countryside where I came from every Saturday, the Academy
ceilings were just so high!
VM: Ah! There was also the hassle of coming to London on
Saturdays.

Vantage Music has known pianist Andrew West for some
time. In February 2019, during our short stay in London,
he had time for a conversation with us, before a concert
at St John’s Smith Square, London. It was a concert
organised by Kirckman Concert Society where Andrew is
Chairman and Artistic Director.

When You Were a Child
VM: During your childhood, why did you pick the piano, this
particular instrument?
A: I don’t remember picking the instrument. When I was very
young, about five, my dad’s sister had an upright piano in the
sitting room. I think I probably just had a go and then started.
VM: Without any help from anyone?
A: Yes, I think so. I was always playing since then. I don’t
remember when I didn’t play, or when anyone said to me that I
must go and play. In fact, my grandfather bought it for my aunt,
but not until she was about twenty-one. She didn’t learn as a child
22 Vantage | May 2019 | Vol. 4 No. 3

and could play a little bit, but she didn’t play a lot. It’s nice that my
brother keeps that piano now.
VM: Did you get any musical influence from your parents?
A: My parents aren’t musicians. They like music and sang in
a choral society. My father was a timber merchant, and his
grandfather started the business, which has been going well over
a century now. He sang in church, but my mother knew more
about music and different composers as well. The crucial thing
I’d say is that they both were always encouraging, and never said
that music would be a risky career or anything like that – they
always made me feel music was a good thing to be doing. When I
was ten, I was a junior at the Royal Academy of Music.

A: I quite liked that, getting on a train on my own, when I was
ten. My parents put me on the eight o’clock train in the morning.
After arriving at Waterloo, I got on the underground to Regent’s
Park, walked alone to the RAM, and back again. I knew the route
I had to take. My parents came along two or three times and then
decided not to come to London every week.
VM: So, it seems that your inspiration actually came from
school.
A: I really loved music at school because we had such an
inspiring Head of Music. But, as a postgraduate student, my real
inspirational teacher was Christopher Elton at the Academy. He
was much more vigorous in teaching me technique, and made
me learn things in proper detail. He has had so much influence on
many pianists as well. I studied with him from 1984 to 1987, and
he is still there! I was teaching one of his students chamber music
yesterday.

VM: Did you request that?
A: No, my mother heard about that and the possibility. She
somehow got me the audition.
VM: Did you have a teacher to prepare you for the audition?
A: Yes. It was a local teacher in Midhurst, Sussex, near Chichester.

Becoming A Professional Pianist
VM: Do you still remember your first serious public
performance?
A: It would definitely be when I was a postgraduate student.
That was my first full solo recital with two halves. I was probably

twenty-two or something and was down in Midhurst, Sussex, the
town where I grew up. My parents hired a piano and the school
hall for that.
VM: Very supportive parents! What did you play there? How
was it?
A: At that concert, I played Chopin’s first Ballade, Schoenberg
Three Pieces Op. 11, Brahms Fantasies, Op. 116 and [Beethoven’s]
Appassionata. At that time I probably thought it went well. But
now I’d think, “Oh, it was terrible…”
VM: So, from there, were you happy and motivated, and
thought that was what you wanted to do going forward?
A: I was certainly motivated, but one has to have luck and be a
little bit naïve too. Afterwards, I did some competitions and it went
ok. Several years later, I was taken on by YCAT (Young Concert
Artists Trust). All of a sudden, I was getting concerts, meeting
people and setting off from there really. I got all solo concerts
at first and then there was a mixture. And I went to Banff Centre
in Canada for a year where I did much more chamber music –
something that I remember thinking that I wanted to do much
more. I think if you worry too much about how you’re going to get
things going you can easily get disheartened.
VM: Were there fewer people doing music at that time?
A: It seemed a lot! In those days, there were people from Hong
Kong and Japan, but not so much from Korea, certainly not from
China nor Eastern Europeans. So, in that sense, people seemed
to come from fewer areas of the world. But there were still a lot of
people who were good.
VM: Were you involved in YCAT during your postgraduate
studies at the Academy?
A: No, it was several years after that. After my postgraduate
studies, I was lucky that I got a couple of jobs that paid well
enough that I didn’t have to quickly do a lot of teaching and
I could afford to just practise. For example, I was the music
director for the production of the Peter Shaffer play, Amadeus;
and I fumbled around on the harpsichord with two oboists and a
bassoonist on a tour of the Channel Islands.
VM: Was Amadeus your first job after postgraduate studies?
A: Yes. There were three of us, musicians, who performed live
music during the play. Also, I had a friend who worked in a drama
college in Sidcup in Kent, and I worked on their musical theatre
productions for two or three weeks in each autumn. It must have
been for four or five years. I combined that with other concerts. It
was around three years after I left college that I got taken on by
YCAT. Of course, that made a difference as I began to get more
concerts.
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VM: Were these YCAT concerts quite intensive?

VM: What do you think is the biggest challenge as a pianist?

A: Yes, there were many recitals. Also, around that time, I became
pianist-in-residence at Lancaster University. It was a great job; I
had to teach one day a week for a ten-week term. Besides one
full day of teaching per week, I did four concerts per year - for
example, a concerto, a chamber music concert, a song recital and
a solo recital. That job lasted for five or six years, and it gave me
a salary! The first and last one I have ever had! Sadly, Lancaster
no longer has a music department. Then straight from there, I
was doing some teaching at the Academy and a little bit at the
Guildhall too.

A: That’s a very big question! When you get older, you take on
other responsibilities - such as chairing the Kirckman Concert
Society, which is why we are here at St John’s Smith Square this
evening! And in the old days, before computers, there were no
emails to answer which all takes so much time.

VM: Did you try Charterhouse for teaching?
A: No. I kept in touch with the music teachers whom I knew there,
and two of the most influential ones have now died. But my piano
teacher and the director of music are still around. Although I like
doing teaching, I always wanted it to sit alongside my playing, I
didn’t want it to be the whole thing. I’ve really enjoyed teaching at
different places and classes.

Keeping It Up
VM: Generally speaking, performing artists have to give up a
lot, but what keeps you doing that?
A: It was always the playing that I particularly like – it’s
tremendously satisfying, challenging yourself to keep going. It’s
so rewarding to work with someone on a piece you are actually
going to play. And it’s surprising how important the actual physical
contact with the piano is, the production of the sound - perhaps
for that reason I was never attracted by conducting.
It’s also wonderful to teach students and to give those classes –
you get a lot of energy from those students when they are keen
and very excited about what they are doing. They also come from
absolutely everywhere, I don’t think I know the exact figures, but
I know roughly the percentages at the Academy for the piano
faculty. Last year, it was 45% from the E.U., 45% from non-E.U.
and 10% from the U.K. They are all inspired to make this journey
and to dedicate themselves to music, so there’s a very rewarding
atmosphere. But I never wanted to specialise in just one area and
stop doing other things. That’s why I do solo, chamber music and
accompanying, alongside teaching.
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Of course, the more different things you do, the harder it is to
focus on learning a new piece. When you are younger perhaps
you have fewer things to do, and you can focus all the time,
practising much more and having a sense of continuity of concert
engagements. In some sense, performing is easier when you’re
further on, as you know how to make the performance work, and
are less nervous - but you still have to work to make sure that
concerts keep coming in with enough interesting challenges.
Then it’s about finding new repertoire you want to do. Of course,
there are great works where you discover new things each time
you play them, but still I love playing new and interesting works
too. That’s also one of the reasons I like to play contemporary
music. For example, I played a new song cycle by Harrison
Birtwistle at the Aldeburgh Festival a few years ago. That was a
very big piece with a lot of effort involved. I certainly also perform
Lieder and more traditional repertoire, with the singers I work
with. But I like to mix that with more contemporary songs. I’ve
been running a chamber music festival in Nuremberg in Germany
where we mix traditional and more contemporary repertoire
together, and we’re always looking at different angles to bring
people in. Attracting concert audiences is a competitive business,
and if you’re just repeating things, then the audience don’t have
to come and they could just listen to a CD at home.
VM: Any worries, any fears as a musician?
A: There is always the nightmare that every musician has of
learning the wrong piece. You are being told you have to play
something and I am usually thinking, “Oh, I know how the
beginning goes, so I will be able to go on and improvise through
the rest of the piece” – but then you can’t! Luckily, I usually wake
up before anything too bad happens!
I suppose I don’t do as much solo as I used to. I found that
therefore, I have to be very sure to trust myself and my memory.
Because one can become less confident without constant
exercise of your memory, I think. I used to love playing Bach. But
now I would be very wary about playing preludes and fugues, for
example, in public, because if you lose where you are in a fugue,
you can’t really get back again.

English at Cambridge

Music Matters

VM: You were reading English at Cambridge University. Why did
you decide to do music in your postgraduate studies?

VM: Any performance-related interesting stories you can share
with us?

A: Like I said before, I was interested in doing other things.
Nowadays, I’m much more likely to read a book in the evening
than to put on a CD. I used to think that the reason I like song
accompanying was that I did a final dissertation at the University
on songs of Benjamin Britten with words by W. H. Auden. That was
mainly about how the music and the words fit together.

A: I was once in a Grieg Concerto rehearsal and in the big
cadenza in the first movement, the pedal mechanism just
completely fell off, and the next thing I knew, someone was
frantically fiddling about under the piano at my feet trying to fix it
back again. It was a good test of my legato!

VM: A music topic for a degree in English?
A: One paper only. It was more about the poetry and how that
and music fit together. The main interest was how they [music and
words] interacted. But now I realise it was a broader connection
than that. Because the whole English degree at Cambridge is
very much about really looking carefully at the poems, even if
there are only two or three verses, and to examine why a poet
has chosen to use exactly this word rather than another word of
similar meaning. It’s about finding details of tone and voice inside
the text. And that’s what you do with a score of music. You look at
all the notes and all the markings, thinking why this accent is here,
why other things are put there. There isn’t much instruction on a
page, but through these instructions we have to search for the
thoughts and feelings of the composers. And that’s what you have
to try to communicate in a performance! So looking into what is
inside the texts is very much something that I got from the English
degree. That way of searching for something else beyond the
marks on the page and the notes was a very important training.

I also remember getting on a plane to Aberdeen with three friends
- we were a piano quartet. They had put their music in their
suitcase, but at Aberdeen it didn’t arrive, and it wasn’t on the next
plane either. We had to drive to Inverness from Aberdeen where
we were doing the concert - we called the organisers to explain
what had happened, but Inverness is quite small, and they could
only find the music for one of the three pieces. In the end, we just
did the concert in our jeans.
VM: What are your favourite pieces?
A: I love playing preludes and fugues, but to myself probably. But
I like playing the classical repertoire more. I definitely least enjoy
playing the big Romantic repertoire. I would never choose to pick
up Liszt, Schumann or Rachmaninoff. I do love playing Chopin;
clear texture, counterpoint, refinement of melody and harmony.
And of course, song repertoire which is such a big part of my
performing career.
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VM: How do you select your programme?

VM: Do you select performers for the concerts?

A: If I am doing solo things, nowadays, it’s usually combined
with something else in the concert. Last year, I was doing a
programme of Czech and French flute music with some solo
Janáček pieces in there. At our festival in Germany, we did a
chamber music programme of memorial pieces, so I played
Debussy’s Hommage à Rameau because it fitted in with the
theme.

A: Yes, that’s right, through auditions, for young musicians
up to thirty years of age. This Sunday, we’ll have auditions in
Manchester and then the following Sunday, we’ll have auditions
in London.

Geneva International Piano Competition
VM: You won the Geneva International Piano Competition in
1990. Do you remember how it went and what you played?
A: Actually, I came second! There were three rounds. I played
Fauré Theme and Variations, the three Schubert Klavierstücke,
Bach 4th Partita, Ravel Concerto and Beethoven G major
concerto among other things.
VM: Did it help you to secure more concert engagements?
A: No, it didn’t really lead to more concerts directly. There are lots
of competitions around and people are mainly only interested in
the winner. It was nice to put on the CV but there wasn’t a really
big direct influence. YCAT was much more important. And even
before that, I won a competition run by an organisation that was
then called the National Federation of Music Societies - the prize
was thirty recitals, in eighteen months, around the country. That
was brilliant - the hardest thing is always when students leave
college - what’s next?!
VM: Absolutely, these opportunities are important.
A: The concerts weren’t well paid, but it didn’t matter because
the point was to get used to standing up on your own and doing
a whole recital. And then gradually you aren’t nervous because
you’ve lots of these concerts. The difficulty is that the fewer
concerts you have, the more important each one becomes.
The pressure comes to make it perfect, it’s a real danger for a
performer.
Current Endeavours
VM: Can you tell us more about the Kirckman Concert Society?
A: The Society was founded by a harpsichord player and
conductor called Geraint Jones. His wife Winifred Roberts taught
Sharon Choa (now Dean of the School of Music, Hong Kong
Academy for Performing Arts). I played chamber music with
Sharon, and that’s how Geraint heard me; he was interested
in my playing and offered me some concerts. After his death
Winifred asked if I’d come to join the Board. So, I was on the
Board first and then was asked to become the music director.
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VM: Will the audition lead to a concert?
A: Yes, mainly to a London debut recital. The main concerts are
held here [St John’s Smith Square] now but they also take place
in the Purcell Room, Kings Place and at the Wigmore Hall.
VM: Could you tell us more about the Nuremberg International
Chamber Music Festival?
A: It was started by friends of mine who lived there, one of
them, Peter Selwyn, worked at the city’s opera house. His wife,
a wonderful pianist called Emily Segal, wanted to do something
more beyond taking care of the family. So, she said she would
start a chamber music festival – it was really ambitious! It was
supposed to be a one-off event only, but it has carried on for
seventeen years.
VM: Are you the artistic director there?
A: One of them. We were a team and there were different
programmes. We have performed Benjamin Britten operas,
contemporary repertoire, traditional repertoire in lots of beautiful
venues around the city. There are around four or five concerts
and a big event towards the end. It’s been a really great festival
to be part of.
VM: We were looking at your biography - there were recitals
with violinist Sarah Chang?
A: Yes. That came through YCAT. She was very young, sixteen at
the time. Her agent heard me and said, “Fine. We would like you
to do these concerts.” So, I flew to just outside of Philadelphia for
the rehearsals; the concerts were back in Europe.

What’s Next?
VM: Do you have any upcoming music projects?
A: Yes. I’m working on another CD with baritone Roderick
Williams on songs by Stanford – that’ll be in June this year. And
five appearances at this year’s Aldeburgh Festival, which feature
the song cycles of Britten - interesting events in that we will
discuss the poetry first and then perform the cycles - just the sort
of thing I like!
¢
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Two Poems from the Book of Songs
Colin Huehns | London | April 2019

“Jian!” 簡兮 and “Strike the Bells” 鼓鐘; Two Poems that Mention Music in The Book of Songs
The ancient Book of Songs 詩經, said to have been edited by Confucius (551—479 BCE) himself, contains 305 poems,
of which 54 mention of music. An eclectic collection of verses about a variety of topics, including rich coverage of
everyday life, its subject matter spans a range from governance and regal sacrificial ceremonies to love and friendship. As
such, it represents the most substantial text for delving into the social organisation of ancient China, and the vivid and
detailed language with which musical performance is portrayed is unparalleled in other contemporary written sources.
One such poem is “Jian!”, the thirty-eighth of the sequence:
[The original Chinese is given next to my translation of the relevant line.]
38 “Jian!” 							簡兮

5

10

15

Jian! Jian! sounds the drum 					
The Ten Thousand Dances is about to be performed 			
The sun is in the middle of the sky 					
And who is at the front of the dancers! 				

簡兮簡兮
方將萬舞
日之方中
在前上處

A tall, strong man, sturdy and powerful 				
At the royal ancestral temple performing The Ten Thousand Dances
He has the strength of a tiger 					
And manipulates the reins like silken thread 				
[And controls the dancers like the warp and weft of silken thread]

碩人俁俁
公庭萬舞
有力如虎
執轡如組

In his left hand, wielding a yue bamboo flute 				
In his right hand, grasping a pheasant’s tail-feather 			
In ruddy health, as if smeared with ochre 				
The ruler gives word: bestow on him a goblet of wine 			

左手執籥
右手秉翟
赫如渥赭
公言錫爵

In the mountains are hazel trees 					
In the fens are liquorice herbs 					

山有蓁
隰有苓

Of whom is she thinking?						
A handsome man from Zhou, far to the West 			

云誰之思
西方美人

That handsome man! 						彼美人兮
A man of the West! 						西方之人兮
Poems 1–160 in The Book of Songs are subsumed under the title “The Poetical Styles of Different Countries” 國風
and tend to be folksy, shorter, stanzaic, and use vernacular patterns of word repetition from verse to verse. Inside this
category, poems are ordered according to where in the Zhou dynasty Empire they were gathered, “Jian!” coming from
the subsection “The State of Bei’s Poetical Style” 邶風 that comprises poems 26—44.
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It describes a sacrificial ceremony performed in front of the royal ancestral
temple. The poems in The Book of Songs can be hard to interpret and
conflicting readings of the same poem abound. I have chosen to regard
this poem as written from the perspective of a woman in the audience
admiring the lead dancer who plays the yue 籥 bamboo flute. The first
verse begins boldly telling of the crisp intoning of a drum accompaniment
and how a complex dance called The Ten Thousand Dances 萬舞 is to be
performed, led by this man, perhaps a shaman, positioned at the head of
an assembled corps de ballet. She clearly appreciates his physique:
(line 5) A tall, strong man, sturdy and powerful
碩人俁俁
his strength:
(line 7) He has the strength of a tiger 		

有力如虎

Concert Diary
(Hong Kong)
17 & 18 May 2019 (Fri & Sat) 8pm
JAAP | Mahler 2
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong Cultural Centre
20 May 2019 (Mon) 7:30pm
HK Phil x Tai Kwun: Chamber Music Series |
Interpretation of Dream (Mixed Ensemble)
Presented by Hong Kong Philharmonic Orchestra
JC Cube, Tai Kwun

and his masterful leadership:
(line 8) And manipulates the reins like silken thread 執轡如組
[And controls the dancers like the warp and weft of silken thread]

24 & 25 May 2019 (Fri & Sat) 8pm
Quotation of Dream
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong Cultural Centre

This last line could be given the alternative, more metaphorical
interpretation that is given in square brackets.

25 May 2019 (Sat) 3pm & 8pm
Messiaen’s Quartet for the End of Time
Co-Presented by The TimeCrafters and University
Museum and Art Gallery, HKU
Drake Gallery, University Museum and Art Gallery,
HKU

She even ogles the colour of his skin:
(line 11) In ruddy health, as if smeared with ochre

赫如渥赭

Whilst dancing he grasps the flute in his left hand, and the character for
it 籥 indicates that it is made of bamboo as it carries the bamboo radical
竹 at its top. Not satisfied with simply playing whilst dancing, in his
right hand, he also holds a pheasant’s tail-feather. This was evidently a
vigorous dance with multiple props that had both a complex narrative
and a musical structure, and was a vibrant spectacle performed for the
appreciation of a substantial audience.
Lines 13—14, however, take our poetic journey in another direction
entirely:
山有蓁
In the mountains are hazel trees 			
In the fens are liquorice herbs 			
隰有苓
These two lines appear to have nothing in common with what has
already been described in the poem. They are in fact a xing 興, a common
rhetorical device by which an image from nature is taken and inserted
into the poetic form simply to set the mood. Unusually, the xing here
occurs towards the end of the poem, whereas they are more commonly
found at the opening of the entire composition or each verse, as is the case
with “Strike the Bells” quoted below. Their effect is always radical, and
the lovely world of plants and scenery that lines 13—14 of “Jian!” evoke
takes the reader quickly from the ritual the lady is witnessing and deep
into her inner psychological state. She is not just admiring an energised
performance, but deeply in love with its chief protagonist.

31 May - 2 Jun 2019 (Fri 7:30pm; Sat 2:30pm &
7:30pm; Sun 2:30pm)
HK Ballet × HK Phil: The Rite of Spring
Presented by Hong Kong Philharmonic Orchestra
Concert Theatre, Hong Kong Cultural Centre
6 Jun 2019 (Thu) 7:30pm
Viennese Legacy - Concert VIII
Tsang Shiu Tim Art Hall, The Hong Kong University
of Science & Technology
7 & 8 Jun 2019 (Fri & Sat) 8pm
DAVID ATHERTON | The Planets
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong Cultural Centre
8 Jun 2019 (Sat) 7pm
Metamorphosis
Classical Music in a Classical Building
Garden Room, The Helena May
9 Jun 2019 (Sun) 7pm
Metamorphosis
S’way Music Studio
9 Jun 2019 (Sun) 3pm
Early Music Concert - Viol Consort Music &
French Baroque
The Celeste Series
All Saints’ Cathedral, Mong Kok
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Concert Diary
(Hong Kong)

By contrast, poem 208 in The Book of Songs, “Strike the Bells”, translated in
full below, strikes a different note, and comes from the “Little Elegance” or
“Lesser Songs of the Court” 小雅 section that comprises poems 161–234.
Poems in this section tend to employ more complex language and are often
related to courtly life.

D

About the Author

r Colin Huehns studied violin
with Emanuel Hurwitz. His first
experience in music from outside
the Western Classical tradition came at
King’s College, Cambridge, when he wrote
a dissertation on the music of Hunza Valley
and Gilgit, Pakistan, an interest which
culminated in a PhD thesis awarded by
Cambridge University for ‘Music in Northern
Pakistan’ in 1992.
He studied composition at the Royal
Academy of Music and has remained active
as a composer. Following a three-year
British Academy Research Fellowship at
Cambridge, Colin spent three years as a
student at the Xi’an Music Conservatoire,
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virtuoso Jin Wei.
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taught electives in non-Western, traditional,
and folk music at the Academy. He has also
taught electives, which include learning the
erhu, and Chinese and British members of
the dulcimer family. As well as continuing
to play the viol, viola, violin, rebec,
Renaissance fiddle, and various dulcimers,
his main teaching, research, performance,
and composition interests now centre on
his Chinese instruments, which include
some twenty different members of the erhu,
yangqin, and Mongolian horsehead fiddle
families.
Colin’s erhu performances have included
recitals in Munich, Leeds, Cambridge, and
Edinburgh, but he is particularly proud of
having recorded two CDs of erhu music
written especially for him.
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5

208 Strike the Bells 				

鼓鐘

Strike the bells “jiang-jiang” 			
The waters of the Huai River rush and churn
My anxious heart is wounded 			
I think of that virtuous person, a true gentleman
Reminiscing, I cannot forget 			

鼓鍾將將
淮水湯湯
憂心且傷
淑人君子
懷允不忘

10

Strike the bells harmoniously “jie-jie” 		
The waters of the Huai River swiftly flow 		
My anxious heart is deeply sad 			
I think of that virtuous person, a true gentleman
His morals, so upright, not twisted in any way

鼓鐘喈喈
淮水湝湝
憂心且悲
淑人君子
其德不回

15

Strike the bells, beat the big bass drum 		
The Huai River has three islets 			
My anxious heart is wretched 			
I think of that virtuous person, a true gentleman
His moral conduct not deficient in any way 		

鼓鍾伐鼛
淮有三洲
憂心且妯
淑人君子
其德不猶

20

Strike the bells “qin-qin” 				
鼓鐘欽欽
Pluck the se, pluck the qin 				鼓瑟鼓琴
The sheng and qing chimes sound together 		
笙磬同音
Play the ya drum, the nan bell 			
以雅以南
Play the yue flute, with no discord 			
以籥不偕

In this poem, a veritable orchestra is introduced, including the yue bamboo
flute mentioned in “Jian!”. At its heart is the magnificent bell set indicated
at the start of each verse which has been excavated from the tomb of
the Marquis Yi of Zeng 曾侯乙 in Hubei Province. This bell texture is
punctuated by drums (line 11) and supplemented by qing chimes (line
18). As the poem and musical performance move to a climax in the fourth
and final verse, the plucked zithers qin and se join (line 17), as does the
sheng piped mouth organ (also line 18), sounding together 同音 (perhaps
in unison) with the qing chimes. Smaller percussion in this multi-layered
timbral heterophony includes the ya drum and nan bell (line 19). Crucially,
when the yue flute enters in the final line (20), the whole effect is “with no
discord” 不偕. This “concordancy” is the essential feature of ancient Chinese
music with the bell and drum ensemble at its core, and represented a social
ideal of stability and moral rectitude rooted in political orthodoxy.

The poem is rich in onomatopoeia describing the resonances of the bells.
Using modern Mandarin pinyin, they are variously described in the
opening lines to each of verses 1, 2, and 4 respectively as “jiang-jiang” 將
將, “jie-jie” 喈喈, and “qin-qin” 欽欽. The xing occurs on the second line
of each of the first three verses and its recurring theme of the Huai River
serves perhaps to emphasise the magnificence of the spectacle:
(line 2) The waters of the Huai River rush and churn 		
(line 6) The waters of the Huai River swiftly flow 		
(line 12) The Huai River has three islets 			

淮水湯湯
淮水湝湝
淮有三洲

Yet the poet is sad, as is revealed in the third line of each of the first three
verses:
(line 3) My anxious heart is wounded 			
憂心且傷
憂心且悲
(line 8) My anxious heart is deeply sad 			
(line 13) My anxious heart is wretched 			
憂心且妯
The reason for this is made clear in the fourth line of each of the first three
verses which is identical in all cases:
I think of that virtuous person, a true gentleman 		
淑人君子
The final line of each of the first three verses summarises the poet’s
appreciation of the gentleman’s character:
(line 5) Reminiscing, I cannot forget 			
懷允不忘
(line 10) His morals, so upright, not twisted in any way
其德不回
(line 15) His moral conduct not deficient in any way 		
其德不猶
Who is this deceased person, so deeply mourned? The answer most
commonly given is that he was a music master at the royal court,
responsible for the orchestra so richly described in the poem.
Confucius himself seems to have regarded The Book of Songs as of
profound philosophical significance, and in his Analects, chapter 2, “The
Practice of Government” 爲政, saying 2, gives:
子曰：《
“ 詩》三百，一言以蔽之，曰：‘思無邪’。”
The Master said: “In The Book of Songs there are three hundred poems, yet
one phrase can summarise them all, which is: ‘In thought, no perversion’.”
There is more, however, to the mentions of music in The Book of Songs
than that. They tell instead of a vivid world of performance of many types,
and the verve of their narrative style takes us close to the heart of what it
¢
was like to be actually there.

14 & 15 Jun 2019 (Fri & Sat) 8pm
Swire Denim: Jazz with Michel Camilo
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong City Hall
21 & 22 Jun 2019 (Fri & Sat) 8pm
Gil Shaham Plays Dvořák
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong Cultural Centre
23 Jun 2019 (Sun) 3pm
Swire Sunday Family: Ode to Shakespeare
Presented by Hong Kong Philharmonic Orchestra
Concert Hall, Hong Kong Cultural Centre
24 June 2019 (Mon) 7:30pm
HK Phil x Tai Kwun: Chamber Music Series |
Nordic Memoria (Wind Quintet)
Presented by Hong Kong Philharmonic Orchestra
JC Cube, Tai Kwun
26 Jun 2019 (Wed) 8pm
The Bach Jukebox | Stephen Hung, piano
Presented by Hong Kong Bach Collegium
The Dairy, Fringe Club
26 Jun 2019 (Wed) 8pm
Le French May Arts Festival 2019: Philippe
Entremont + CCOHK
Presented by City Chamber Orchestra of Hong Kong
and Le French May Arts Festival
Concert Hall, Hong Kong City Hall
27 Jun 2019 (Thu) 7:30pm
Viennese Legacy - Concert IX
Tsang Shiu Tim Art Hall, The Hong Kong University
of Science & Technology
28 & 29 Jun 2019 (Fri & Sat) 8pm
Swire Maestro Series: OSMO VÄNSKÄ | Finnish
Adventure
Concert Hall, Hong Kong Cultural Centre
4 & 6 Jul 2019 (Thu 8pm; Sat 3pm)
Star Wars: A New Hope in Concert
Concert Hall, Hong Kong Cultural Centre
5 & 6 Jul 2019 (Fri & Sat) 8pm
Star Wars: A New Hope in Concert
Concert Hall, Hong Kong Cultural Centre
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6 Jun 2019

Programme Preview

Sonata for Violin and Keyboard No. 2 in D Major
I. Allegro; II. Larghetto; III. Tempo di Menuetto

A

ustrian composer Joseph Haydn (1732-1809) was, during his
long lifetime, considered the leading composer of Europe.
Although ultimately outshone by Mozart and Beethoven, he is
recognized as having done much to develop chamber music, especially
in his compositions for string quartets, piano trios and solo works
for piano. His symphonies were also hugely successful and important
in setting the standard for others to follow. His contributions to the
violin and piano duo repertoire though, are more modest and much
less known. There are eight published sonatas and of these, all but
one were arrangements of piano sonatas, string quartets and other
works. Nevertheless, given Haydn’s pivotal role as one of the pioneers
of chamber music in Vienna, it’s worth hearing at least part of his
contribution to the oeuvre.

Joseph Haydn (1773)

The Sonata No 2 in D major was based on his Keyboard Sonata
No. 22 in D Major, Hob.XVI:24 which dated from 1773 with a violin
part thought to have been added by Haydn’s friend, the English music
historian and composer, Dr. Charles Burney. In the original keyboardonly version, the first movement features two-part writing that
alternates with snappy toccata sequences. Some of this brilliance is
lost in the violin sonata arrangement, perhaps because the violin part
is given slower lines that have the effect of smoothing out the passage
work on the keyboard. Nevertheless, the dialogue is often charming
and the violin sounds particularly at home in the minor key sonority of
the soulful slow movement Larghetto. The final minuet-like movement
retains much of the character of the original keyboard work, with the
violin taking a supporting role in places where the pianist is called upon
to execute passages of filigree, but the violin comes to the fore with the
main theme on which the movement begins and concludes.

Sonata for Violin and Piano in E flat major K. 380
I. Allegro; II. Andante con moto; III. Rondeau. Allegro

Mozart (1778)

T

he Sonata in E flat K. 380 was the last of the group that became
Mozart’s first publication in Vienna after his arrival there when he
embarked on his new life as a freelance musician and composer. The set
of six included four he wrote in 1781 shortly after his arrival and two more: K.
378 written probably in Salzburg and K. 296 written while he was in Mannheim
in 1778. He dedicated the set to Josepha Auernhammer, daughter of a Vienna
Councillor and a pupil of Mozart’s, who according to one of his many letters to
his father, fell in love with him. He, on the other hand, uncharitably described
her as ugly and fat but she was apparently a good enough pianist to partner
with the composer in concerts featuring the two-piano Concerto K. 365 and
again in the two-piano Sonata in D minor K. 448. While Mozart was often
unsparing in his criticism in his letters, he was sufficiently grounded to know
when to ingratiate himself with people of influence.

A 14-ConCert SerieS FeAturing
ChAmber muSiC by mozArt,
hAydn, beethoven And SChubert
June 2018 - mAy 2020
Cindy ho, piAno | evelyn ChAng, piAno | Kitty Cheung, violin | eunA Kim, violin | JoAnne Kim, Cello
Tsang Shiu Tim Art Hall
The Hong Kong University of Science and Technology
Clear Water Bay, Hong Kong
7:30pm Free Admission
For more details, please visit: http://www.hkustcfa.net/
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The Sonata opens with a series of declamatory chords that act as
punctuation points throughout the movement, often prefacing surprising
changes of key. Interest is further sustained with flourishes of sparkling
passage work. The opening G minor tonality of the slow movement amps up
the emotional heat of the work, and while Mozart soon moves into a major
key in the first half of the movement, the sense of yearning returns in the
second half more resolutely. The last movement is a jaunty Rondeau featuring
a haunting horn theme first announced by the piano and then by the violin.
While the mood is generally fun and jovial, Mozart provides an agitated minor
mode episode lest we somehow forget that life is not always without strife. The
contrast helps to reinforce the feeling of optimism in the rousing ending.

Kitty Cheung, violin | Evelyn Chang, piano
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Sonata No. 7 for Violin and Piano in C minor Op. 30 No. 2
I. Allegro con brio; II. Adagio cantabile; III. Scherzo: Allegro;
IV. Finale: Allegro; Presto

T

he key of C minor is an iconic key for Beethoven as he used it
repeatedly for some of his stormiest and most dramatic works
including the Pathétique Sonata for solo piano, the Symphony
No. 5, his String Quartet No. 4 Op. 18, and the Piano Concerto No. 3 Op.
37. This violin sonata, which belongs to a set of three, lives up in every
way to its C minor billing and represents a huge contrast with its much
more congenial sister works within Op. 30. The Sonata, built on an
almost symphonic scale, is grand, powerful, and full of passion.
It begins quietly with a darkly mysterious theme that leads up
to some explosive chords. A second more cheerful march-like theme
appears in E flat major but again this is the lull before the storm as
Beethoven deploys fast passages that gradually build up to one of the
great climaxes of the movement. A dreamlike third theme appears and

Concert IX
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while seemingly tranquil, is latent with tension. Using these motifs
again, Beethoven builds the whole movement into an unforgettable
blockbuster. The contrasting second slow movement in A-flat major is
both beautiful and heavenly, yet it features towards its conclusion some
hints of the C minor troubles that came before it and still to come, with
sudden explosive scales in C major played alternately and then together
on both piano and violin. The third Scherzo movement cast in C major
sounds bright, witty, and almost oafish with strong accents on offbeat
notes. But the relentless pull of C minor, like some menacing black hole
sucking up anything that strays near it, reasserts itself in the fourth
and last movement with uncompromising gravity and power. Unlike the
fifth symphony which concludes in a blaze of C major joy, this work ends
in the grip of doom cast in its minor key tonality.

27 Jun 2019

Sonata for Violin and Piano in D major D. 384
I. Allegro molto; II. Andante; III. Allego vivace

I

Of the three, the Sonata in D major is the closest to deserving
the title Sonatina, as it is the most compact being in three movements,
all of them surprisingly short. The other two sonatas are more
expansive and are each comprised of four movements. The opening
thematic statement announced in unison by violin and piano bears
a superficial resemblance to the uprising figure in Mozart’s E minor
Violin Sonata K. 304 except in Schubert’s case, the tonality is in the

O

f the 30 or so Sonatas For Pianoforte and Violin written by
Mozart, the Sonata in B flat K. 454 is often cited to be his
greatest. Mozart’s biographer Alfred Einstein wrote that “one
cannot conceive of any more perfect alternation between the two
instruments than that of the first Allegro,” while praising the central
Andante (originally marked adagio) for its perfect fusion of “feeling and
concertante brilliance.” Mozart explained the sonata’s genesis in a letter
of 1784 to his father saying that he had written the work for the debut
recital of a visiting 20-year old Italian violinist, Regina Strinasacchi. She
had studied at the famous Ospedale della Pietà in Venice where, many
decades earlier, Vivaldi had served as music director. Mozart noted
that she was “a very good violinist” adding that “she plays with lots of
taste and sensitivity.” On April 29, 1784, she performed a concert with
Mozart for Emperor Joseph II, where they debuted the sonata although
once again, like the premiere of Mozart’s Violin Sonata K. 379, he pulled
off the feat of playing a piano part that only existed in his head, having
left the sonata’s composition, as he so often did, until the last minute.
The manuscript shows the violin and piano parts each written out in

Franz Schubert (1816)

Mozart (1784)

different colored inks with barely enough room to squeeze in all of
the piano notes. Mozart’s wife Constanze reported that the Emperor
noticed the blank sheet of paper on Mozart’s piano through his opera
glasses and sent for the composer with his manuscript whereupon
the composer was forced to confess, most likely to the monarch’s
bemusement.
The sonata opens unusually with a slow introduction, not unlike
the opening of Sonata K. 379 although in that work the slow section
serves more like a complete movement in its own right. In this Sonata,
the brief portentous introduction serves, as Einstein puts it, as a
“triumphal arch” through which we are led into a sprightly Allegro.
Here, violin and piano unite in presenting the opening theme and
then exchange riffs in a lively dialogue that makes both players equal
participants. The second movement, Andante, too, is a masterpiece of
duo composition which has the feeling of a richly embellished aria that
visits some remote keys in its development. The Allegretto finale is a
spacious rondo that’s as playful as it is inventive.

Sonata No. 8 for Violin and Piano in G major Op. 30 No. 3
Beethoven (1802)
I. Allegro assai; II. Tempo di minuetto, ma molto moderato e grazioso;
III. Allegro vivace;

major key. The opening is decidedly happy and upbeat, though, as is the
case with many of Schubert compositions, he soon flickers back and
forth between major and minor mode, saving this work from cheerful
banality. The slow movement also begins in A major and then switches
to A minor, giving the violin a chance to take wing with a bittersweet
lament. The last movement restores the first movement’s carefree
mood with a simple 6/8 tune that is alternated with episodes of more
contrapuntal vigor which propel us to the final conclusion.
Cindy Ho, piano (left) | Euna Kim, violin (right)

n 1816, at the age of 19, Franz Schubert wrote three violin sonatas
that to this day, remain something of an enigma. Like many of
Schubert’s lesser known works, these sonatas were not published
until after his death and the publisher, Diabelli, decided to rename
them “Sonatinas” in order to reach what was then a lucrative market
of amateur players. Although Schubert had called them “Sonatas”, the
diminutive label stuck, which may have given the erroneous impression
that these works were intended more for students than for serious
performance. It’s true that the works lend themselves more to the world
of Mozart rather than Beethoven, and they make much less technical
demands on the players than Beethoven’s sonatas. Indeed, 1816 is
several years after Beethoven had written all ten of his groundbreaking
violin sonatas including the astonishingly rich and original final sonata
in G major op 96. Although Schubert revered Beethoven, he seemed
to have written his violin sonatas as if he were blissfully unaware of
Beethoven’s works for violin and piano duo. Even so, in the same year as
he penned these sonatas, Schubert wrote his Fourth Symphony entitled
“The Tragic” so he was by no means a jejune teenager.
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Sonata for Violin and Piano in B flat major K. 454
I. Largo - Allegro; II. Andante; III. Allegretto

Beethoven (1802)

T

his sonata was the last in a set of three composed while
Beethoven was staying in the town of Heiligenstadt just
outside Vienna where he had been suggested by his doctor
to rest. Whilst there, Beethoven wrote his famous Heiligenstadt
Testament, a letter to his brothers, which reflected his despair over his
increasing deafness. Somehow he found the fortitude not to give up
on life but dedicate himself to his artistic destiny. Given this historical
background, the third member of this set is a surprisingly charming
and witty work. Overall it’s a huge contrast from the previous sonata
Op. 30 No. 2 in C minor, which like many of his works in the same key
(the Pathétique Sonata, Symphony No. 5, and the last piano sonata op.
111) is full of storminess and brooding. Perhaps the G major sonata
was some kind of confirmation that Beethoven had indeed accepted
his fate concerning his health while seizing life with a renewed vigor
and intention to make the best of what he could do with his boundless

creativity. Music now had become his dominant means of interacting on
an emotional or personal level with other people, and his whole raison
d’être.
The first movement begins on a classic Mannheim rocket,
an uprising arpeggio motif that was first pioneered by Mannheim
composers. What follows is full of good humor with sudden, almost
comical offbeat sforzandos and interesting harmonic diversions. The
middle movement initially takes on the form of a minuet but extends
into something more intricate with a series of beautiful variations
on the thematic ideas. The final movement, a lively rondo, features
a catchy melody that Beethoven uses to great effect accompanied by
what could be peasant’s bagpipe droning away in the bass. The abrupt
transition to E-flat major in the coda provides an unexpected change of
direction - a typically Beethovenian touch just before for the short but
rousing ending.		

¢

About the author: Julian Brown is a writer and violinist based in Mountain View, California. Born in the UK, he lived
for many years in London and has performed in both London and the San Francisco Bay Area. He is the co-founder of
the Cal Arte Ensemble, which performs numerous chamber concerts a year in the Bay Area, aiming to make great music
available to a wider audience. He also serves as concertmaster for several orchestras including the Cambrian Symphony
and the Palo Alto Philharmonic. For more information see https://www.julianbrown.xyz.
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2019 marks the 10-year anniversary of the Young Musicians Series. We had our first
celebratory concert on 1 May 2019 where our young musicians performed J. S. Bach’s
Goldberg Variations and his fifteen Two-Part Inventions, together with works by
Rameau, Scarlatti and other Baroque composers.

Goldberg Variations

J. S. Bach (1685-1750)

Bach’s three Periods
Audrey Shuen*
On March 31, 1685, Bach was born in Eisenach, Central Germany. His works are very important in
the history of music: some pieces are for students to practice, some are written for fun, some are
dedicated to the nobility, and some are written for the church.

YMS 2019 Spring Recital - The Goldberg Variations
Hong Kong | May 2019

He had three brilliant creative periods: The first stage was the “Weimar Period” (1703-1717),
the second stage was the “Köthen Period” (1717-1723) and the third period was the “Leipzig period”
(1723-1750).

1

2

3

During 1740-1750, Bach went to Berlin and was treated as an honourable guest of King
Frederick II of Prussia. Bach composed “The Musical Offering” and dedicated it to Frederick. He
was also appointed as a royal composer. Unfortunately, he was blind after having two eye surgeries.
Finally, Bach died on July 28, 1750 in Leipzig. During this period, Bach completed famous pieces
including “Goldberg Variations”, “The Well-Tempered Clavier Book 2”, and the “The Art of Fugue”.

4

The origin of Goldberg’s name
Christine Pang*
9
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15

This piece was named Goldberg as Johann Gottlieb Goldberg, a servant in the old days, performed
it for the ambassador of Russia. -The ambassador had trouble with sleeping, so he asked J.S. Bach
to write a few songs that are soft but vivid. After he listened to the songs, he was very happy with
them. He gave Bach money as a reward. Goldberg only performed the pieces that Bach composed,
yet the pieces were named after him. The reason for using his name might be because he was the
first person who played the songs, or his performance was extraordinary that people decided to use
his name. However, the accuracy of the story has been questioned. It may just have been a legend
that Bach’s biographer, Forkel, made up. Researchers think the title of the piece should be named
after the ambassador if it were written for him. It was also not possible for Goldberg who was only
14 years old, to play such a difficult piece.

21

The Clavierübung and the Goldberg Variations
Ernest Li**
16

17

18

19

Performers (pianists unless stated otherwise): 1. Bibiana Bien. 2. Xinran Tong, violin; Daniel Kim, cello; Leanne Nguyen. 3. Nicoletta Bien. 4. Audrey Stock (L), Annabel Yong (R).
5. Audrey Shuen. 6. Vera Ho, violin; Anusha Cho Girish, cello. 7. Chun Ho Mak. 8. Ernest Li (L), Natalie Lui (R). 9. Elroy Li. 10. Arlene Cheung. 11. Gabrielle Lee.
12. Declan Lo (L), Jeff Lam (R). 13. Laura Yong. 14. Anton Nguyen. 15. Madeleine Fung. 16. Hailey Kwok (L), Margaret Tam (R). 17. Hayley Zheng. 18. Christine Pang. 19. Sophie Lo.
20. Shan Shi Mak. 21. Ryan Lam (L), Nicole Lam (R).
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Clavierübung was a German title widely used for collections of keyboard pieces in the late 17th and
early 18th centuries. It was first adopted by Johann Kuhnau in 1689. Later, other composers started
publishing their works too under the title Clavierübung. The title however, was mostly associated
with Johann Sebastian Bach’s four Clavierübung publications. All of them were published during his
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lifetime. The first volume of Bach’s Clavierübung
was written for harpsichord which contains the six
partitas he composed.
The six partitas were first published
separately from 1726 to 1730 before they were
grouped in one volume in 1731. The second volume
of Clavierübung includes his Italian Concerto
and French Overture written for two-manual
harpsichord, bringing out the contrasting effect of
forte and piano. The volume was published in 1735.
The third volume was sometimes referred to as the
German Organ Mass published in 1739. It contains
Prelude and Fugue in E flat major, a series of
chorale preludes and the four duets for organ. The
fourth volume of Clavierübung is Aria with Diverse
Variations, known as the Goldberg Variations
written for harpsichord, published in 1741.

Goldberg’s Structure
Natalie Lui*
The Goldberg Variations is one of the longest sets of
variations in classical music. Usually, a normal set
of variations lasts 20 minutes with 12 variations.
However, the Goldberg Variations consists of 30
variations and lasts around 38 minutes. With
the Goldberg Variations being such a long work,
it requires a strong and tight structure to hold
it together, just as any large building requires a
strong structure to prevent it from collapsing.
Therefore, in the Goldberg Variations we can find
analogies with architectural structure in order to
navigate around the piece and also to construct a
mental image of the piece as one unified work and
not as some random mass of music piled together.
For example, in the Goldberg Variations we
can find the equivalent of columns in buildings in
the form of canons, which appears systematically
in every third variation. These act as the main
supports for the set. Scattered around these canons
are decorations such as the virtuosic variations
that involve a lot of hand-crossings, or the less
frequently encountered gems that are the slow
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variations and minor variations. Last by not least,
there is a front entrance and a back entrance in
the form of the aria theme that appears at the
beginning and the end.

The canons in Goldberg
Nicoletta Bien**
Bach is one of the greatest canon writers. Every
third variation of Goldberg is a canon, and there
are in total nine canons. Even though canons are
said to be the strictest composition technique,
it still has a very wide variety. Canons involve a
leader and a follower. The leader is the main melody
where the follower will then appear with the same
melody in the middle. Variation no. 3 in Goldberg
is exactly the case, the melody repeats even with
the same pitch. But the form of the follower can
also be changed. For example, Variation no. 6 is a
canon where the melody rises up a key every time
it repeats. For Variation no. 9, it has an interval of
a third for the canon. It has a more supportive base
when compared to the other canons. Variation
no. 12, also the fourth canon of Goldberg, is a
bit unusual, and is a little bit more difficult to
recognize as a canon. It is separated by an interval
of a fourth and the follower moves in the opposite
direction of the leader, which is also known as
contrary motion. The fifth canon, variation no. 15
also uses contrary motion, but it has an interval of
a fifth instead of a fourth. It is also the first minor
variation in the Goldberg, making this variation
both beautiful and severe. Variation no. 18, the
sixth canon, has an interval of sixth. The next
canon is the second variation that is in the minor
key, with the canonic parts separated by a seventh.
It starts with a low note, and is followed by the
right hand, with a feeling of sorrow. The next canon
Variation no. 24 is with gentle tunes using octaves
as the interval. It is the only canon where the leader
changes in the middle of the piece. The last canon
is Variation no. 27. It is very special as it does not
have a bass line, and is the only pure canon in the
Goldberg Variations.

Goldberg’s performance history

Goldberg on harpsichord vs on piano

Hayley Zheng**
Bach’s Goldberg Variations had been neglected by people
for a long time. It was not well known after Bach’s death
and took some 100 years before it was finally performed
in public by Liszt in the 1840s, but even that performance
was most likely only of a selection of the variations.
After Liszt, one of the first persons to seriously promote
the Goldberg was the female harpsichordist Wanda
Landowska, who played and recorded it in the early 20th
century.
In 1955, Canada pianist Glenn Gould held a public
performance of Goldberg in Washington. By this time,
the Goldberg had become mainstream repertoire for the
harpsichord, but not for the piano Gould’s performance
on the piano was such a success that he and the Goldberg
became world-famous overnight. After that, Gould
signed with Columbia Broadcasting System (CBS) and
recorded the Goldberg. This was the first CD of Gould and
boasted remarkable sales numbers and because of this,
Goldberg truly became well-known in the world and is
now considered one of Bach’s most important works.

Differences of the harpsichord and the piano
Bibiana Bien**
Made and used in different times, the harpsichord
and piano are full of differences. At a physical level,
the harpsichord produces sound from the plucking of
strings, while that of the piano is done by the striking of
hammers on strings. Naturally and therefore, the sounds
produced are different. Music from the harpsichord
shows less flexibility as pressure exerted on the keys
by the player has no effect on its dynamics; the length
of notes (articulation) can also only be detached to a
certain extent and is relatively uniform. Both mediums
have shorter strings as the notes become higher, so
the volume decreases as the pitch increases, and in the
harpsichord, the difference is more obviously so.

Having said that, Goldberg Variations, composed in
the Baroque period was originally made to be played
on the harpsichord. On the piano, dynamics are easily
controlled and have larger variations, whereas the
harpsichord is only capable of having different volumes
by adjusting the distance the string is plucked from the
bridge. Apart from this though, in order to compensate
for the lack of dynamics when playing the harpsichord,
more articulations and rubato are used. Some people
might also occasionally play the notes in a way that the
right hand and left hand aren’t played exactly together,
such that the music does not sound as rigid as written
in the score. It is notable that many ornaments are used
in the Variations, so they add colour to the piece when
played on the harpsichord, but on the piano, one has to
be careful that the excess use of ornaments may lead to
bulky melodies.
Another major difference during playing comes
from the difference of number of keyboards. The double
keyboard harpsichord consists of two keyboards,
one on the top and one on the bottom whereas the
piano consists of only one, albeit with a larger range.
As the cross-hand playing technique often occurs
in the Goldberg Variations, these double keyboard
harpsichords enable easier playing as one does not have
to cross hands playing in a narrow space, but separate
hands playing on two keyboards, making cross hand
parts easier to be played without much hindrance.
In short, there are evident differences between
the two instruments, while certainly the piano allows
a larger range of musical effects, Goldberg on the
Harpsichord has its own style too.
¢
* YMS concert participant.
** Participant in Vantage Music Academy’s Music Theory
class/ writing class
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