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To make this performance a pleasant experience for the artists and other members of the
audience, PLEASE switch off your alarm watches, MOBILE PHONES and PAGERS.

Eating and drinking, unauthorised photography and audio or video recording are forbidden
in the auditorium. Thank you for your co-operation.
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Marc-André Hamelin

French-Canadian pianist Marc-André Hamelin
was born in Montreal and studied at the Vincent
d’Indy School of Music and Temple University
in Philadelphia. His principal teachers were
Yvonne Hubert, Harvey Wedeen and Russell
Sherman.

At the age of 13 he discovered the music of
Charles Ives and became interested in the less
conservative composers. Moving from Montreal
to Philadelphia he earned his Bachelor and
Master’s degrees in music from Temple
University and came onto the world concert
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scene when he won first prize in the 1985
Carnegie Hall International American Music
Competition.

Marc-André Hamelin’s interest in exploring both
traditional and little-known repertoire is reflected
in his extensive discography. His 36 recordings
include concertos by Alkan, Bernstein, Bolcom,
Henselt, Korngold and Joseph Marx, as well as
solo discs of Alkan (Canadian Juno Award 1996),
Catoire, Grainger (Soundscapes Award 1997,
Australia), Liszt, Reger, Roslavets, Rzewski,
Schumann, Villa Lobos, the complete sonatas
of both Medtner and Scriabin and 7he Composer-
Pianists: from Alkan to Hamelin, for which
he received the prestigious Deutschen
Schallplattenkritik Prize in 1997 and 1998. His
recording of Busoni’s Piano Concerto in C major,
Op 39 with the City of Birmingham Symphony
Orchestra under Mark Elder received resounding
critical acclaim, while the double album of
Godowsky’s The Complete Studies on Chopin’s
Etudes won the 2000 Gramophone Instrumental
Award and a Grammy nomination.

In 2001 Hamelin was the only classical artist to
play live at the Grammy Awards ceremony in
Los Angeles and in 2002 he received another
Grammy nomination for his recording 7he
Composer-Pianists: from Alkan to Hamelin.
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Meet-the-Artist (Post-Performance)

If you would like to meet Mr Hamelin, please stay
behind in the auditorium after the performance.
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Bach-Busoni
Chaconne from Partita No 2 in D minor
for solo violin, BWV 1004

Schubert-Liszt

Trauermarsch — Grande Marche funébre
(from Miirsche fiir das Pianoforte
tibertragen, S 426)

Franz Liszt
Fantasia and Fugue on the theme
B-A-C-H, S 529

15 minute interval —

Alexander Scriabin
Sonata No 7, Op 64, Messe Blanche

Leopold Godowsky
Seven Studies from The Complete
Studies on Chopin’s Etudes
No 7 (after Op 10, No 5)
No 13 for the left hand alone
(after Op 10, No 6)
No 18 (after Op 10, No 8 —
imitation of Op 25, No 2)
No 33 (after Op 25, No 5)
No 44 for the left hand alone
(after Posthumous Etude No 1)
No 45 (after Posthumous Etude No 2)
No 1 (after Op 10, No 1)

Applause

Longer pieces of music are often divided into
sections called movements. Between movements
there is a pause in the music; however, the
audience doesn’t usually applaud at this time.
Instead, they save all their applause for the end
of the entire piece.
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Chaconne from Partita No 2in D
minor for solo violin, BWV 1004

Johann Sebastian Bach (1685-1750)
arranged by Ferruccio Busoni
(1866-1924)

When Bach originally composed the opening of
his Chaconne, probably sometime in the early
1720s, his intention was to try to suggest, as
closely as was possible on the four strings of a
violin, the denser texture of a work scored for
keyboard or full orchestra. In the ensuing
variations (built around a continually repeated
implied four-bar harmonic pattern), he allowed
the violin to be its virtuoso self; in a sequence of
ever more rapid divisions.

Using the pianist’s capacity to fit many more
notes under the hand, Ferruccio Busoni’s
transcription for piano (dating from the late
1890s) realises much of the harmonic richness
latent in Bach’s more sparsely scored original, as
well as, occasionally, expanding imaginatively,
but respectfully, on Bach’s conception.
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Trauermarsch — Grande Marche
funébre (from Mérsche fiir das
Pianoforte (ibertragen, S 426)

Franz Schubert (1797-1828)
arranged by Franz Liszt (1811-1886)

Schubert composed his Grande Marche Funébre
in 1826, in memory of the recently deceased Tsar
of Russia, Alexander I. It is not, however, the
same work that Liszt transcribed here. Rather,
the work Liszt chose, and gave the same title,
was Schubert’s March No 5 in E flat minor from
another set for piano 4-hands, the 6 Grand
Marches, Op 40 (D 819), probably composed
around 1825.
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Liszt made his virtuoso transcription, in which
he reworked Schubert’s 4-hand original for just
2-hands, in Paris in 1846, and dedicated it on
publication to his friend, the pianist Mortier de
Fontaine. There is also a suggestion that it was
intended as an amusing “tribute” to one of Liszts
other friends at the time, the Viennese banker
Simon Léwy, who, because of his dour
demeanour, was nicknamed “the undertaker”.

==

(B-A-C-HZ) 78 il 2 fRA% b)) -
S 529

ZHT45 (1811-1886)

(B-A-C-H ZJA8 1 K& WS ) B it
18554F9 H26H » HE BB R a1
K- MR EE - SR ERH
R AR 0 RO S A R R
2l R B A0 30 5 R o A JE AR 1A A%
MR A MR — e
2 iy T — AR (R 2k
F 55 BRI KR o

(B-A-C-H ZJHEHy F A% i) 8 A 7 75
M H BT > Wik1856 S H13HH
oo MR G TFEBIREA (B > A%
[ B ARy TH - I 3 o 4 il st ol
i [F&B-A-C-12 JEB | 41 AL 8/ = 8
B TR B o

(B-A-C-H ZJAELH K H A% i) B i 45
SRS RN > IR EI R
ERSE TR B e NI A i
18594T JH4 2= Hr il 11 DA 3R T A it
4% > A (B-A-C-H %J48 il Jz ik ks
i) A5 RERE A > T TR R
(RS R A8 A ) -

— KB T T

Fantasia and Fugue on
the theme B-A-C-H, S 529
Franz Liszt (1811-1886)

This work was to have been first performed by
the organist Alexander Winterberger at the
inauguration of a new organ in Merseburg
Cathedral on the 26 September 1855. It was
not completed on time, however, and
Winterberger substituted another work by Liszt,
already in his repertoire, the great Fantasy on Ad
nos ad salutarum.

The B-A-C-H fantasy was finally finished six
months later, and first performed on 13 May
1856. It is based on a short theme whose notes
spell out “BACH?”, according to the German
system of note naming: B flat-A-C-B natural.

A difficult work to play even on the organ, it is
more challenging still in Liszt’s own arrangement
for piano. Moschelles heard Liszt himself play it
at the piano in 1859, describing it as “a piece
full of dazzling combinations, and stupendously
played”.

15 minute interval —
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Sonata No 7, Op 64
Messe Blanche
Alexander Scriabin (1872-1915)

Scriabin was a classmate of Rachmaninov at the
Moscow Conservatory, and like Rachmaninov
Went on to pursue a career as a Concert pianist.
His large output for the piano centres on ten
sonatas, dating from 1892 to 1913.

Though he usually performed his own
compositions, Scriabin avoided playing the Sixth
Sonata in public. Some said that the wide
stretches it required were beyond the grasp of
his small hands. He himself claimed to have other
misgivings about the piece, which he regarded
as “nightmarish, murky, and unclean”. Partly to
exorcise its “evil” influence, he composed this
“radiant, pure, clean” Seventh Sonata, which he
subtitled Messe Blanche (White Mass). It was to
sprout another “dark” double, two years later, in
the Ninth Sonata, unofficially dubbed “Black
Mass”.
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Seven Studies from The Complete
Studies on Chopin’s Etudes
Leopold Godowsky (1870-1938)

A self-taught prodigy, Godowsky claimed to have
had no lessons from any teacher at all after his

fifth birthday.

He was only 23 when, in New York in 1893, he
composed the first of his Studies on Chopin’s
Etudes. Tn an attempt not to brood on a family
tragedy (the death of his brother-in-law and his
wife in a railway accident), he threw himself into
a close examination of one of Chopin’s studies,
developing a new method of fingering which he
found especially freed up the left hand.
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Godowsky pointed out that the left hand,
“commanding the lower half of the keyboard”,
allows the player to produce with less effort and
more elasticity a fuller and mellower tone, superior
in quantity and quality to that of the right hand”,
and several of the ensuing Studies were composed
for it alone. By 1914, when his project reached
its conclusion, Godowsky had completed 53 new
studies on Chopin’s original studies.

The No 7 is a Vivace on the black keys and
reverses the role that Chopin originally gave to

the left and right hands.

In No 13, a reworking of all of the elements of
Chopin’s 2-hand original for the left hand alone
makes this, in Marc-André Hamelin’s opinion,
“one of the most intractable” of all the studies.
In No 18 (Allegro risoluto), which Hamelin calls
“a grandly imposing creation”, Godowsky again
reverses the role of the hands.

In the case of No 33 (Allegro ma non troppo),
Hamelin remarks: “Clothing Chopin’s creations
in such sumptuous textures would be unusual
for any other transcriber ... this transcription is
one of his loveliest, despite the multiplicity of
double-notes and counter-melodies”.

No 44 (Allegro con moto), again for left hand
alone, is perhaps closest of this selection to
Chopin’s original, and also one of the most
accessible of Godowsky’s treatments.

No 45 (Allegretto) is “a true marvel”. Chopin’s
opening is the subject of “four hyperflorid,
beautifully complex variations ... in the last
section, a gorgeous counter-melody soars above
the main music”.

No 1 (Allegro maestoso) now involves the left hand
in the sweeping figurations that Chopin reserved
for the right hand. Hamelin remarks: “A truly grand
setting that matches the majestic sweep of its model,
although rendering it somewhat more turbulent”.

All programme notes by Graeme Skinner
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A Curious Repertoire

Marc-André Hamelin was described by The New
York Times as “making a career of playing the
seemingly unplayable, unleashing maelstroms of
sound with astounding poise and precision”.

by Harry Rolnick

While not especially known for playing
“contemporary” music, he can take music
of the late 19th century that never quite
fits into any category by the most obscure
and difficult composers and create the most
expressive depth.

Yes, he does play Beethoven and Chopin
and Mozart. But give him more uncommon
names, like Ives, Alkan or Godowsky, and
he feels equally at home.

In Hong Kong, his recital will be Bach —
but Bach arranged by Busoni. Chopin —
but Chopin arranged by Godowsky.
Schubert — arranged by Liszt. Why the
change?

“Oh, these are sterling transcriptions. The
Busoni is absolutely masterful, Godowsky
has turned Chopin’s original exercises
into concert pieces. Yes, I would love to
play the Schubert Trauermusik in the
original. But I don’t have four hands.”

As for the Scriabin Seventh Sonata,
Hamelin goes into quiet ecstasies. Known
as the “White Mass”, it is possibly the most
mystical of all this mystic composer’s works.

“But don’t listen to it this way,” warns
Hamelin. “Think of it as an incredible
journey. Scriabin was such an incredible
groundbreaker. Except for his pale
imitators, his expression was totally his own.

“Mind you, I don’t force people to listen to
this music. But I do believe that people —
especially young people — are tired of
hearing the same Beethoven’s Appassionata
or Moussorgsky’s Pictures at an Exhibition.

“Instead, listeners should imagine
themselves walking in a small town with
little shops. And here is one shop with
antiques. Wonderful objects on the shelves.
Beautifully bound books. Why not take
them home? That’s what I do when I play
works not heard before.”

The full version of this article first appeared
in FestMag 2003
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