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Founded in Manchester by the pianist and
conductor Charles Hallé in 1858, Britain’s
longest established permanent professional
symphony orchestra gave its first concert
in the city’s Free Trade Hall on 30 January
of that year. Sir Mark Elder became Music
Director in 2000, and consequently the Hallé
has received increasing acclaim both in the
UK and abroad. The Royal Philharmonic
Society honoured Sir Mark with the Conductor
Award in 2006 and in 2005 the Hallé was
presented with the Ensemble Award. In early
2010, the Hallé and CBSO were awarded the
South Bank Show classical music award for
Nielsen: Inextinguishable, a collaboration of
his symphonies performed in 2009.

In 1996 the Hallé moved to The Bridgewater
Hall, where it continues to present over 70
concerts each year, alongside the 40 or more
appearances throughout Britain which attract
large and enthusiastic audiences.
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The Hallé’s studio recording CD label re-
launched in 2008 with Sir Mark Elder’s
interpretation of Elgar's The Dream of
Gerontius. The latest releases, conducted
by Sir Mark Elder, are the award-winning
recordings of Wagner’'s Goétterddmmerung
and Elgar’s Violin Concerto with Thomas
Zehetmair. In October 2010 the Hallé and Sir
Mark Elder released Elgar’s The Kingdom.

The Hallé Choir was founded alongside the
orchestra in 1858. The Hallé Youth Orchestra
was founded in 2002, followed by the Hallé
Youth Choir and 2008 saw the very first Hallé
Children’s Choir. Each year over 250,000
people hear the Hallé, of which more than
35,000 are young people inspired by the
Hallé’s pioneering education programme which
generates over 60 projects a year.
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Sir Mark Elder

oooo /oo
Music Director / Conductor
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Sir Mark Elder is Music Director of the Hallé
and works regularly with the world’s leading
symphony orchestras. In the UK he enjoys
close associations with both the London
Philharmonic (LPO) and the Orchestra of the
Age of Enlightenment (OAE). He was Music
Director of English National Opera (ENO) and
has been Principal Guest Conductor of the BBC
Symphony Orchestra and City of Birmingham
Symphony Orchestra (CBSO). Sir Mark has
appeared annually at the Proms in London
for many years, including the internationally
televised Last Night of the Proms in 1987 and
2006. He has appeared at the Proms with the
Hallé since 2003. He works regularly in many of
the most prominent international opera houses,
including Covent Garden, the Metropolitan
Opera New York, the Opéra National de Paris,
the Lyric Opera of Chicago and Glyndebourne
and was the first British conductor to conduct a
new production at the Bayreuth Festival.

Sir Mark has made many recordings with
orchestras including the Hallé, LPO, CBSO,
OAE, ENO, the BBC Symphony Orchestra
and the Royal Opera House. His Hallé
recording of The Dream of Gerontius received
a Gramophone Award in 2009 and in Octobe

2010, the Hallé and Sir Mark received
Gramophone awards for their live recor
of Gétterddmmerung and a recording of wi
including Elgar’s Violin Concerto which-was ‘ 4

performed by Thomas Zehetmai
Sir Mark Elder was awarded ﬂi& in1989

and knighted in 2008.
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Thomas Adés (1971-)

Three Dances
from Powder Her Face

Edward Elgar (1857-1934)

Cello Concerto in E minor, Op 85

Adagio — Moderato

Lento — Allegro molto

Adagio

Allegro — Moderato — Allegro ma non troppo

Cello Alban Gerhardt

—— Interval —

Ralph Vaughan Williams (1872-1958)

Symphony No 2, A London Symphony

Lento — Allegro risoluto

Lento

Scherzo (Nocturne): Allegro vivace

Andante con moto — Maestoso alla marcia
— Allegro — Maestoso alla marcia — Epilogue

Running time: approximately 1 hour and 50 minutes with one interval
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Cello Demonstration and Chat by Alban Gerhardt
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Concert Hall, Hong Kong Cultural Centre

Find out more about Festival PLUS in the Festival PLUS Booklet
or at www.hk.artsfestivalplus.org
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Three Dances
from Powder Her Face

One of the mostimportant and engaging figures
in contemporary music, the British composer,
conductor and pianist Thomas Adés has, in the
words of one commentator, “a genius for the
big miniature — the piece that lasts just a few
minutes, within which it thoroughly explores
some new sound combination or compositional
tactic, or else tackles an old one in a new way. ”
Here it is a ten-minute suite of three pieces of
music from his first highly successful chamber
opera, Powder Her Face (1995). Based on
the true-life scandals of Margaret, Duchess
of Argyll (1912-1993), the opera attracted
almost as much notice as the Duchess’ lurid
divorce proceedings and has had more than
30 international productions.

The opera is scored for a small orchestra
of 15 players but Adés has extracted the
Overture, Waltz, and Finale, restoring them
for a much larger orchestra. In the opera
Adés had parodied the popular 1930s music
of the Duchess’s time, playing metrical and
stylistic games with the genre conventions
of hotel lounge music of the period. The re-
orchestration — the glittering, jazz-scented
Overture, twinkling Waltz and drunken
Finale — “transforms the original’s sparse
textures into a pointillistic phantasmagoria, its
exuberance finally collapsing into shards of
disillusionment,” as The Guardian put it.
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Cello Concerto in E minor, Op 85

The Cello Concerto was the last major work
that Elgar wrote. Its first performance, in 1919,
with the composer conducting the London
Symphony Orchestra, was not a success. One
leading critic wrote: “The orchestra was often
virtually inaudible, and when just audible was
merely a muddle. No-one seemed to have any
idea of what the composer wanted.”

He did, however, continue: “Some of the colour
is meant to be no more than a vague wash
against which the solo cello defines itself.” He
also perceived thatthe work was “the realisation
in tone of a fine spirit’s lifelong wistful brooding
upon the loveliness of earth”. As Elgar himself
remarked, it is “a man’s attitude to life”.

The Cello Concerto also refers back to Elgar’s
last symphonic work, Falstaff (written in
1913), which contrasts bluff rhetoric and
wistful reverie, and under which also “runs
the undercurrent of failings and sorrows”.
Shakespeare’s Falstaff was a man left behind
by events, and by the end of the 1914-18 War
Elgar felt the same had happened to him.
One Elgar biographer notes that the Cello
Concerto “is a fairy-tale, full, like all of Elgar’s
larger works, of meditative and intimate
passages; full also of humour, which, in the
second movement and finale, rises nearer to
the surface than Elgar usually permits”.

Cast in four movements instead of the
conventional three, the Concerto contains
a wealth of varied expression within its
relatively concise dimensions. The solo
cellist doubles as narrator and protagonist,
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introducing and interrupting the course
of events by way of linking them. The
work opens with a flourish for the soloist
which recurs twice in later movements.
This dramatic gesture gives way to a long,
world-weary melody, introduced by violas,
and taken up by the soloist, then by the full
orchestra. The second-movement scherzo is
a shadowy, fantastic moto perpetuo, while
the brief Adagio, a passionate lament in its
distant key of B flat major, remains apart,
like a dream that reaches no conclusion.
The Falstaffian last movement runs a jovial
course until the music broadens in a tide of
lyrical passion which brings back the mood
of the Adagio.
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Symphony No 2, A London Symphony

In an essay written in 1912, “Who wants
the English Composer?” Vaughan Williams
observed that the artist “should take the forms
of musical expression all around him and
purify and raise them to the level of great art”.
The second of his nine symphonies, A London
Symphony, is exactly that, conjuring what was
around the composer — the sights, sounds
and moods of London. It includes a good deal
of local colour, painting a portrait of the great
metropolis as it was before the First World
War. The symphony was completed in 1914
and premiered in London.

The opening slow introduction suggests a misty
daybreak over the city, “all that mighty heart
lying still”, leading, again in the composer’s
words, to a “memory of Bloomsbury Square on
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a November afternoon”. The Allegro risoluto
section is “alive with the noise and scurry of
street traffic...and the distant chiming (harp
and clarinet) of Big Ben” illustrating “the noise
and hurry of London, with its always underlying
calm”.

The slow movement, once described as “an
idyll of grey skies and secluded byways...
the feeling of the music is remote, mystical”,
is more often associated with “Bloomsbury
Square on a November afternoon”, the mood
interrupted by a Chelsea lavender seller’s call,
and by two passionate outbursts by the full
orchestra.

Vaughan Williams himself wrote of the scherzo-
nocturne third movement: “If the hearer
will imagine standing on the Westminster
Embankment at night, the distant sounds of
the Strand with its hotels on one side and the
New Cut on the other, it may serve as a mood
in which to listen.” The main section alternates
with two contrasting trios, the second including
the sound of the buskers’ harmonica and
accordion (imitated by muted horn and strings)
in the E major middle section. The movement
ends with a long, slow fade into darkness.

The magnificent finale opens with an
impassioned cry from the full orchestra that
winds down, dramatically, to a cello solo which
introduces an Elgar-like march tune comprising
all the cellos. A London Symphony is crowned
by the elegiac closing pages — Big Ben is an
audible chiming presence.

Programme notes co-ordinated by EdgeWise © 2010
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Over the past decade, Alban Gerhardt has
established himself among the greatest
cellists of our time. His sound is unmistakable
and his interpretations of the repertoire are
distinguished in their originality. After early
success at competitions and his debut with the
Berlin Philharmonic Orchestra under Semyon
Bychkov, Gerhardt has gone on to perform with
more than 170 different orchestras worldwide
under some of the world’s most celebrated
conductors such as Kurt Masur, Sir Colin Davis
and Andris Nelsons.

Highlights of the 2010/11 season include
performances with the NHK Symphony,
Cleveland Orchestra, BBC Philharmonic,
Sydney Symphony, London Philharmonic and
the Rundfunk Sinfonie-Orchester Berlin. He will
perform the Unsuk Chin Cello Concerto with
the Seoul Philharmonic, Tampere Philharmonic
and the Boston Symphony Orchestra. The
concerto was written for him and premiered
at the Proms in 2009 to great acclaim. Alban
Gerhardt's repertoire includes almost 60
different cello concertos, and he relishes
rescuing lesser-known works from undeserved
obscurity. Chamber music plays an important
role in Gerhardt’s life and he is a frequent
performer at international festivals and venues
such as the BBC Proms, Edinburgh Festival,
Wigmore Hall, Berlin Philharmonie, Suntory
Hall Tokyo and the Chatelet in Paris.

Gerhardt is also a highly acclaimed recording
artist and has won three ECHO Classic
Awards, most recently for his all-Reger double
CD (2009).
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Arnold Bax (1883-1953)

Tintagel

Benjamin Britten (1913-1976)

Four Sea-Interludes and Passacaglia
from the opera Peter Grimes, Op 33
Dawn: lento e tranquillo

Sunday Morning: allegro spiritoso
Moonlight: andante comodo e rubato

Storm: presto con fuoco — largament

—animato

Passacaglia: andante moderato

—— |Interval —

Jean Sibelius (1865-1957)

Symphony No 1 in E minor, Op 39
Andante ma non troppo — Allergo energico
Andante (ma non troppo lento)

Scherzo: Allegro — Lento (ma non troppo)
—Tempo |

Finale (Quasi una fantasia):

Andante — Allegro molto

Running time: approximately 1 hour and 45 minutes with one interval
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Tintagel

Dedicated to “Darling Tania with love from
Arnold”, Tintagel was inspired by an illicit love
affair. “Tania” was the nickname for the 22-year-
old pianist Harriet Cohen who had bewitched
Bax at a time when his marriage was under
stress. During August and September 1917
he and Harriet spent six weeks together at
Tintagel in Cornwall in the far south-west of
England where he began this tone poem. He
orchestrated it two years later and it received
its London premiere in 1923.

While it is an evocation of the ancient castle of
Tintagel set dramatically above the Atlantic,
the work is also a celebration of their passion.
Significantly, the quotation from Wagner’s Tristan
und Isolde that Bax interweaves into the score
is the “sick Tristan” motif. Bax aimed to “evoke a
tone-picture of the castle-crowned cliff of Tintagel,
and more particularly the wide distances of the
Atlantic as seen from the cliffs of Cornwall on a
sunny but not windless summer day”.

From the opening bars the image of swelling
waves flecked with foam is unmistakable. The
ruined castle “now so ancient and weather-worn
as almost to be an emanation of the rock upon
which it is built”, appears in the brass; the “serene
almost limitless space of ocean” is evoked by
an expansive melody on the violins. “With the
increasing tumult of the sea” shadowy figures of
history and legend are conjured: King Arthur, King
Mark, Tristan and Isolde. The many “passionate
and tragic incidents of their times” are unleashed
in tempestuous music which incorporates the
Tristan quotation and surges with rich colours. At
the end of his dream, Bax brings to this splendour
a mood of exhilaration with exultant horns leading
the way to a majestic conclusion.
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Four Sea-Interludes and Passacaglia from
the opera Peter Grimes, Op 33

Perhaps the most inspired aspect of Peter
Grimes is its distinctive, salty, fishing-village
atmosphere. Much of the atmosphere is in
the orchestral interludes which were written to
allow changes of scenery to be made behind
the curtain and to prepare for the mood of the
following scene.

Dawn comes between the Prologue and Act |,
Scene 1, which is set by the sea before the
community is up and about. It is difficult not to
associate the opening melodic line drawn by
flutes and high violins with a seagull floating
on the wind at first light, the rising and falling
arpeggios on harp and clarinets with eddying
seawater and the low brass chords with the
deeper undertow.

Sunday Morning precedes Act Il, Scene 1,
which is also set by the sea but now on a sunny
and bustling Sunday morning outside the
parish church. On one level it is an imitation of
church bells, while at the same time the activity
of the sea continues, in animated rhythms on
woodwind or strings. The broad melody that
emerges on cellos and violas and passes on
to violins is an anticipation of Now that the
Daylight Fills the Sky, the arioso sung by
Grimes’s faithful friend Ellen Orford.

Moonlight, which introduces the third and last
act, is the nocturnal equivalent of the preceding
interlude. Again light is reflected on the sea,
which swells with gathering and receding force
in the heaving harmonies on lower strings
and woodwind, but this time it is a silvery light



Programme Notes O 000

goooooooooog —
goooboboboobobgoo
oooooooooooooooo
gooo

gboooboobooboooboon
oooooooooooooo
gooobooooooooboo
gboooboobooboooboon
gooobooboooooboon
gboboobooboooooboon
oboooooobooooooase
gboboooooboobooooon
gboboobooboooooboon
gboboobooboooobooboon
gooooooooboogog——
gboboobooboooooboon
oooooobooooooboon
oooooooboobooo

suggested first by flutes and harp and later by
xylophone and trumpet.

Storm, which links the two scenes of Act |, is
much the most dramatic of the four interludes,
intended to reflect in its rhythmic cross-current
and conflicting harmonies something of Grimes’
unsettled state of mind. Towards the end,
comes a moving reminiscence of his prayer for
deliverance, What Harbour Shelters Peace? —
which, however, is engulfed by the continuing
turmoil, just as Grimes himself will be.

The Passacaglia is not about the sea but is
about Peter Grimes himself and his desperate
situation as an intemperate misfit in a small,
hypocritical community. It is based on a seven-
note motif associated with the fisherman and
presented here on pizzicato lower strings
and timpani in the opening bars. During the
course of the piece that motif is heard no
fewer than 39 times in the bass line, always
in the same rhythm and always at the same
moderate tempo, while a set of variations on
a related theme proceeds above it. Introduced
by a melancholy solo viola — representing the
voice of Grimes’ boy apprentice, who is about
to plunge to his death down the cliff — the
theme goes through many increasingly fraught
transformations until the ghostly reappearance
of the solo viola at the end.
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Symphony No 1 in E minor, Op 39

When Sibelius wrote his First Symphony,
in 1899, he was still very much under the
influence of Romanticism, particularly that of
Tchaikovsky. There are several Tchaikovskian
touches in the work and his decision to end
the symphony tragically and — unusually for
a symphony at that time — in the minor key
suggests the impact of Tchaikovsky’s Sixth
Symphony (Pathétique). But there were other
influences at work: Bruckner in the craggy
brass writing and the pounding dance rhythms
of the scherzo; and Berlioz, whose Symphonie
fantastique Sibelius had found overwhelming
at a performance in Berlin in 1898.

The scoring of the First Symphony shows a new
confidence and imagination, the emergence
of the intensely personal and highly original
voice of the Finnish composer. Its haunting
opening is like nothing else in the 19th-century
symphonic repertoire: above a sustained
drum-roll, a solo clarinet intones a long lament.
The clarinet finishes its musings alone, and the
rest of the strings develop a striking new motif.
This — along with a chant-like figure for wind
and timpani and a string theme — builds to a
rock-like climax, with the original string motif
now hammered out by brass and timpani.
Quietly shimmering strings and harp introduce
the second main theme on flutes and this too is
whipped up to an exciting crescendo, leading
to a turbulent section. The movement ends in
another imposing loud brass passage after
which Sibelius springs a surprise, suddenly
cutting off the music with two chords from
plucked strings and harp.
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The slower second movement, Andante
(moderately slow tempo), begins with two
themes: alanguishing, Tchaikovskian tune, and
a more resolute chordal theme for woodwind
and horns. Sibelius soon shows his own hand
in the bare writing for woodwind alone; in the
eerie passage for flutes, oboes, timpani and
solo cello which follows the first big climax; and
in the rising and falling string figures (wind in
the tree-tops? waves on a storm-tossed sea?)
which accompany the final flare-up. At last the
Tchaikovsky tune returns, bringing with it a
kind of tranquillity. This uneasy peace is blown
away by the beginning of the Scherzo with
throbbing plucked string chords and a sharply
rhythmic motif for timpani soon taken up by
the other sections of the orchestra. Contrast
comes with the slower and quieter trio section,
introduced by a chordal motif from horns, tuba,
bassoons and cello. But soon the elemental
dance begins again, this time building to a
brusque conclusion.

The finale, marked Quasi una fantasia (Almost
Like a Fantasy) opens with an ardent theme
for strings — actually the clarinet melody
which began the first movement, now strikingly
rescored. The music is carried forward on a
flood of ideas, the momentum unmistakably
tragic. Eventually the impassioned second
theme returns on full strings, with rich orchestral
accompaniment. This leads to a forceful, brass-
dominated passage, strongly reminiscent of
the end of the first movement. As if to underline
the connection, the symphony concludes,
rather grimly, with two plucked string chords,
only now more quietly. It's a dramatic stroke of
immense originality and daring.
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