i e ]
&.”A Hong Kong
=5 Arts Festival
th 28.1-8.3.2012
BT - BINEREREER S N
Martin Stadtfeld 4

Piano Recital

AREREERRS
o W% LA
W anjulo Ishizaka Cello Recital

with Kiyondo Ishizaka, Piano

CERNTIE TR -
Pavel Haas ypt '
Quartet ™ _4

%,
S



BRETEHER WS
RFETOMIXEERE - B
MBEZEMEE  SFRGIER

RIERUBBRR - BREFAM
K EANHRZE PR -

BREMBEESNHLUERIRE
FIREE  BEREMAE - 85
EMBARERR  HOEKE B
MEEAIRE EUHSAIE - A
[E1ER AR RPAS B R o

REEAZMBN+AE A=
A& - ERE U —ERRES
H9BE L -

oL,
R

BEEEITHRITHRE

The Hong Kong Arts Festival is a highlight of our
city's cultural calendar and a widely celebrated arts
event in Asia. Each year it presents a feast of exciting
programmes that draw arts lovers from near and far,
adding to Hong Kong's attractiveness both as a home
and a tourist destination.

The Festival is an important platform for showcasing
local talent alongside the best artists from around
the world. With a judicious mix of programmes,
it champions new and contemporary works while
celebrating great masterpieces, giving audiences
much to savour.

| congratulate the Hong Kong Arts Festival on its
40th Anniversary and wish you all a truly memorable
evening.

U

Chief Executive
Hong Kong Special Administrative Region
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| warmly welcome you to the 40th Hong Kong
Arts Festival.

Recognised for the quality and variety of its
programming, the annual Hong Kong Arts
Festival is keenly anticipated as the premier
event in Hong Kong's cultural calendar. This
year we again welcome top international and
local talent in dance, music, opera and theatre,
whose artistry will delight and inspire us.

| wish to acknowledge strong support of the
Government of Hong Kong SAR, the Hong
Kong Jockey Club, and sponsors and donors
who make this Festival possible. At this 40
year mark, | am particularly delighted that in
addition to presenting wonderful artists to a
discerning public, we can also nurture young
audiences through our Student Ticket Scheme
and Young Friends Scheme, thanks to the
contributions of donors and supporters who
generously share their own love for the arts
with audiences of the future.

Thank you very much for coming to this
performance. Your presence is paramount to
the success of the Festival, and | wish you a
very enjoyable experience.

HEBEMEEE Charles Lee, Chairman
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It is a pleasure and privilege to welcome you
to the 40th Hong Kong Arts Festival.

The array of artistic talent and programmatic
content presented at this year’s Festival is as
diverse and multi-faceted as the city which
has hosted this annual event in the course
of four decades. As we add to the roll call of
local and international luminaries who grace
our stages, we continue to draw upon the
impressive traditions available to us, and work
to augment a heritage for the future.

| am deeply grateful to many individuals
and institutions for their contributions to the
Festival's success over the years, informed by
a love for the arts and an appreciation of how
important it is for a major city worthy of that
description to have a rich cultural life.

Thank you for being here to celebrate
forty years of the Hong Kong Arts Festival.
The Festival would not happen without its
audience. The entire Festival team appreciates
your contribution to the 40th Hong Kong
Arts Festival and hopes that you enjoy many
wonderful performances.

Tisa Ho, Executive Director
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The Hong Kong Arts Festival is made possible with the funding support of:
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The Hong Kong Jockey Club Charities Trust  Leisure and Cultural Services Department
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23.2.2012
BT - BREBEHENESEEY
Martin Stadtfeld Piano Recital
EHEER P for programme details

24-25.2.2012
B - WY E R
Pavel Haas Quartet
FEER P21 & P33 for programme details

26.2.2012
ARE T RIEEREEE
HZ . ARiEA

Danjulo Ishizaka Cello Recital
with Kiyondo Ishizaka, Piano

#H &, P43 for programme details

BHEREBEHEEESEREZEIR
The Hong Kong Jockey Club Amphitheatre, HKAPA

BB /r Cover photographs: Martin Stadtfeld © Uwe Arens,
Danjulo Ishizaka, Pavel Haas Quartet © Marco Borggreve
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Please switch off all sound-making and light-emitting devices. Unauthorised photography or recording
of any kind is strictly prohibited. Thank you for your co-operation.
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Martin Stadtfeld Piano Recital

23.2.2012

B2 il (1685-1750)
Johann Sebastian Bach

(FrofEeRagahEE) 55—3B - BWV 846-869
The Well-Tempered Clavier Book |, BWV 846-869

EHRA1/NFF402$E - BE—HTSKE

Running time: approximately 1 hour and 40 minutes with one interval



Martin Stadtfeld Pianist
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Stadtfeld gave his debut recital at the age of nine, and was only 13 when he enrolled at
the Musikhochschule Frankfurt to study with Lev Natochenny. He created a stir in 2002
when he became the first German pianist to win the International Bach Competition in
Leipzig. First prize in this prestigious contest, which hadn’t been awarded for 14 years,
opened the doors to the leading Bach festivals (Ansbach, Stuttgart, Kéthen) for the
young artist, as well as to other important music festivals.

Concert tours have since taken Stadtfeld to all the leading music centres in Europe,
the US and Japan, and he has given solo recitals to full houses in major German
cities, in the Concertgebouw Amsterdam, the Sumida Triphony Hall in Tokyo and at the
Salzburg Festival. He has also played in orchestral concerts together with the Munich
Philharmonic, London's Royal Philharmonic Orchestra, the New Japan Philharmonic
Orchestra, Camerata Salzburg, the Residentie Orkest den Haag, the Salzburg
Mozarteum Orchester and the Dresden Staatskapelle.

Stadtfeld’s debut CD with Bach’s Goldberg Variations was released in 2003 to effusive
praise from the critics, and rapidly rose to first position in the German classical charts.
In October 2004 he was awarded the Echo Klassik prize for this CD as Young Artist
of the Year. In autumn 2005, Stadtfeld released Mozart's piano concertos nos 20 &
24, recorded together with the North German Radio Symphony Orchestra under
Bruno Weil, which the music press praised as an "interpretation at once totally alert
and highly sensitive". February 2006 saw the release of the CD Kleine Stlcke with
16 Bach preludes and Robert Schumann's Bunte Blétter. He then went on to record
three keyboard concertos by Bach, with Achim Fiedler conducting the Festival Strings
Lucerne. This CD was released in autumn 2006, and was awarded the Echo Klassik
prize for the Best Concerto Recording in 2007. For his next CD, Stadtfeld turned his
attention to Schubert, releasing the two sonatas D960 in B flat major and D984 in G
major in September 2007. Echo Klassik once again honoured the new CD with an
award as its Best Solo Recording (19th century) in 2008.

The recording of the first part of Bach's The Well-Tempered Clavier was made in
the Dortmund Konzerthaus, and was released in October 2008. Stadtfeld has been
working together with the Dortmund Konzerthaus for many years now. In addition to
regular recitals there, he has tried to arouse interest in classical music among pupils
from problem schools: he visits schools, talks to the children about his work as a
pianist, presents music to them, especially music by Bach, and invites them to attend
one of his concerts.
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(FioiEseasme) 5—30 - BWV 846-869
The Well-Tempered Clavier Book |, BWV 846-869
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Not only does J S Bach rank among the
greatest of all composers: he is also one of
the supreme teachers in the history of music.
The influence of such achievements as The
Well-Tempered Clavier (INTC) has been
incalculable. It has served as a source from
which generations of later composers —
from the likes of Beethoven, Brahms, Verdi,
Debussy, Mahler and Schoenberg to jazz
masterminds — have learned many of the
secrets of their art. And of course this and
other keyboard collections by Bach have
played a key role in the training of countless
pianists, both amateurs and legendary
performers.

Bach himself wrote on the title page of the
first book of The Well-Tempered Clavier that
it was intended “for the use and practice
of young musicians who desire to learn, as
well as for those who are already skilled in
this study, by way of amusement”. What
an understatement this seems to us, when
we think of the inexhaustible revelations
this masterpiece contains — not just for
performers and composers, but for all music
lovers.

Bach perceived his own mission as an
artist — whether in the explicitly sacred music
which makes up such a large proportion



5
£
5
»n
c
g
o
<
©

of his surviving legacy or in such secular
works as the WTC — in terms of the all-
encompassing goal of glorifying God and
his creation. Indeed, the devotion generated
by the WTC itself often takes on spiritual
connotations. In one famous analogy, it
represents the musician’s O/d Testament
with the 32 piano sonatas of Beethoven as
the New Testament. The master cellist Pablo
Casals, who reintroduced Bach'’s neglected
Suites for Solo Cello during the last century,
wrote in his memoirs of starting every day by
playing a few preludes and fugues by Bach
“as a sort of benediction... Each day it is
something new, fantastic, and unbelievable.
That is Bach, like nature, a miracle!”

Yet this transcendent work had a very
practical origin. In addition to gathering
material he could use to teach students
who included his own family (several of
his sons would also become distinguished
composers and performers), Bach was
intent on providing a demonstration of
how new tuning systems which had been
proposed could expand the possibilities
of expression within the tonal framework
that had evolved in European music. All
systems of tuning — of how to divide the
intervals between the notes that make up a
scale — involve some kind of convention. In
the centuries before Bach, a conventional
system had evolved in Europe which made
certain keys “work” but which limited how
far a composer could wander outside that
key without everything beginning to sound
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horridly out of tune.

The compromise represented by a “well-
tempered” keyboard was to divide the
intervals more equally while retaining some
of the specific “moods” or characters
associated with an individual key. Many
similar systems had been proposed by the
time Bach came on the scene, and scholars
continue to debate the exact details of the
system he ended up favouring. It is now
thought, however, that this was not quite
the “equal temperament” which became
established as the standard convention in
Western classical music — as represented
above all by the modern piano. It's
interesting to note that Chinese music history
also includes significant pioneers who
addressed the issue of equal temperament,
above all, the 16th-century Ming prince Zhu
Zaiyu.

In any case, the development of a well-
tempered system of tuning, like equal
temperament, made it possible to wander
or “modulate” from one home key to any
other across all 12 notes of the chromatic
scale without the “going-out-of-tune” effect.
This made for a dramatic expansion of
expressive potential. You might think of it as
supplying a painter used to being limited to
primary colours with a full, rich palette. That
at least was the theory, and Bach set out
in the WTC to show how it could work in a
prilliantly systematic way by composing a
pair of preludes and fugues for each of the
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12 notes that comprise the entire chromatic
scale.

Since this systematic investigation covers
both the major and the minor modes based
on each note, the total number of such pairs
comes to 24. Starting with C, the preludes
and fugues are arranged in ascending order,
half-step by half-step, with major followed
by minor, so that the entire cycle ends in B
minor. This cycle is what Bach completed as
Book One of the WTC in 1722, near the end
of his period as music director in the court
of Leopold, Prince of Anhalt-Kéthen, though
some of the preludes recycle pieces he had
written for other contexts. 20 years later, the
composer repeated this traversal through
all the keys and compiled a second book.
Together, both sets of 24 preludes and
fugues are thus sometimes called “the 48”.
Yet it wasn't until a half-century after Bach’s
death that his painstaking manuscript of the
work was actually published.

Christoph Wolff, a leading Bach expert,
observes that the systematic exploration
of all 24 keys is only one aspect of the
WTC'’s encyclopedic scope. In addition, the
pairing of prelude with fugue contrasts “two
fundamentally different kinds of polyphonic
musical settings: improvisatory and free-style
scoring in the preludes versus thematically
controlled and strict contrapuntal voice
leading in the fugues”.

This “improvisatory” quality is immediately
apparent in the most-famous of them, the
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one in C major which launches the cycle
and which consists almost entirely of waves
of broken chords. Gestures from popular
music of the day, especially dance forms,
are gathered into the mix. The fugue, by
definition, is a stricter form. Essentially, it
involves the presentation, development
and recombination of a theme — called the
“subject” — which appears in a canon, as
one voice is followed by another. Often a
counter subject accompanies the statement
of the subject by another voice, while each
recurrence can be lengthened or shortened
or intensified by a closer overlapping of
voices. The number of voices itself varies:
only two — Fugue No 10 in E minor, the
only such example here; three — Fugue
Nos 2, 3, 6-9, 11, 13, 15, 19, and 21; four —
Fugue Nos 1, 5, 12, 14, 16-18, 20, 23, and
24; and the most in the WTC, five — Fugue
Nos 4 and 22. As you listen to the entire
cycle, it becomes clear how powerfully
Bach uses rhythmic character, too, as
part of a subject’s identity. A wide range of
meters is meanwhile explored. Like sonata
form for later composers, the fugue, in
Bach’s hands, is endlessly malleable in its
expressive richness. And there are surprises
in the relation between prelude and fugue
as well: Prelude No 7 in E-flat major includes
a double fugue, one with two subjects, while
the formal fugue that follows is shorter. Time
and again, Bach’s intricate counterpoint
astonishes in its marriage of logic and



(CPomRBRMmE) BBk
PR ERNCRFASER - EFIE
T UBINHAF ERRAE R AV
mi (BERRRN—EF) - EARX
RFTH - ERMERRBEBEEE
BETEEMZEM - A EMEN
—f RERASTRMNBREEY
B WERETY FERRENKAIFRR
PR °

LENE  HHET -
FHEE | SRIEE

expression — all the while being “woven
strong as a spider’s web”, in the phrase of
pianist Rosalyn Tureck, one of the grand
lineage of interpreters of this music.

The entire journey of this first book of the
WTC leads from the calming simplicity
and innocence of the C major pair to the
chromatic complexity of the Fugue No 24 in
B minor which is also the longest. As Wolff
explains, Bach’s encyclopedic masterpiece,
which balances maximum variety with
overarching unity, shaped the future course
of Western music and helped push the
limits of musical composition as well as of
performance.

Programme notes by Thomas May
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Pavel Haas Quartet

24.2.2012

LeT] K Hr & Pyotr Il'yich Tchaikovsky (1840-1893)
DARFAE—ZLNESE - /A1
String Quartet No 1 in D, Op 11
BERAITHR  Moderato e semplice
WEAIATHR  Andante cantabile
SEIER | BMBBARAIRAIRIT  Scherzo: Allegro non tanto e con fuoco
#Hh C BRISAYIRIR  Finale: Allegro giusto

Fig{RE Interval

25 B E S 422 Dmitri Shostakovich (1906-1975)
FFGRECRENES - /£4108
String Quartet No 7 in F sharp minor, Op 108
/NVBRHR - Allegretto
#EIR Lento
R Allegro

£%{Aa4%F Franz Schubert (1797-1828)

D/\REE+IUsZ4EMESR - D810 » (FEifEad2c)
String Quartet No 14 in D minor, D 810, Death and the Maiden

iR Allegro

TSAYTHR  Andante con moto
SEIEMR  Scherzo
Z1R Presto

EHRMVNRASDE - BRE—ETIHRE

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

SEiTENFIET B Festival PLUS

23.2.2012 (70) 23.2.2012 (Thur)

EZIMHNEHEEEF2RBMEHMBEESE  Find out more about Festival PLUS in the Festival PLUS Booklet
9+ SURIEEAZYS | www.hkartsfestivalplus.org  or at www.hk.artsfestivalplus.org
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Pavel Haas Quartet

BRER - HEMRIE =
Veronika Jaruskova Violin
RiE - T8 NRE
Eva Karova Violin
B - BRE hizE
Pavel Nikl Viola

w5 - HEHR KRE
Peter JartiSek Cello
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“The world’s most exciting string quartet? Well, they suit the tagline better than most.
Their tone is large, quasi-orchestral. They take risks. Above all, they play with passion.”
The Times, January 2010

Since winning the Paolo Borciani competition in Italy in spring 2005, the Pavel Haas
Quartet has performed at the world’s most prestigious concert halls and recorded four
award-winning CDs, receiving great acclaim from audiences and critics alike.

In 2011/12 the Quartet performs concerts at the Concertgebouw Amsterdam, Theatre
des Champs-Elysées Paris, Zurich Tonalle, Vienna Konzerthaus, Southbank Centre
and Wigmore Hall in London, as well as major venues in Brussels, Munich, Stockholm,
Copenhagen and Madrid. The Quartet is planning a tour to Hong Kong and Japan,
visiting Tokyo, Osaka, Nagoya and Yokohama and then a two-week tour of the US
culminating in a performance at Carnegie Hall. A further project for 2011/12 will be
the Quartet’s first collaboration with mezzo-soprano Magdalena Kozen4, who they will

record and tour with.
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Recent highlights for the Quartet include performances at the Rheingau Festival,
the Schubertiade, San Francisco and the Auditorio Nacional in Madrid. In 2007, the
Cologne Philharmonic nominated the Quartet as ECHO Rising Stars, resulting in a tour
to major concert halls worldwide. The Quartet took part in the BBC New Generation
Artists scheme from 2007-2009, and in 2010 was awarded the 2010 Special Ensemble
Scholarship of the Borletti-Buitoni Trust. The 2010/11 season saw the Quartet begin a
three-year residency as Atrtists in Residence of Glasgow Royal Concert Halls.

The Pavel Haas Quartet has released four discs on the Supraphon's label. Their most
recent recording of Dvorék’s String Quartets No 12 in F major American and No 13in G
major was released in autumn 2010 and has already won critical acclaim: The Sunday
Times awarded the recording five stars, commenting: “Their account of the American
Quartet belongs alongside the greatest performances on disc. In this repertoire,
they are simply matchless today.” They won the Diapason d’Or de I'’Année for their
disc featuring Prokofiev’s String Quartets No 1 & No 2 and Sonata for Two Violins,
with Diapason commenting: “This is now the definitive recording of the Prokofiev
quartets... to be discovered without hesitation.” Their first two recordings were equally
well received. Their first recording of Janac¢ek Quartet No 2 Intimate Letters and Haas
Quartet No 2 From the Monkey Mountains was voted one of the CDs of 2006 by The
Daily Telegraph and received a 2007 Gramophone Award. The Quartet's second
disc saw them complete their recordings of the string quartet works by Haas and
Janégek. Gramophone commented, “To describe a CD as musically important is
to court a certain level of controversy but I'll stick my neck out and claim extreme
importance for this particular release.”

Based in Prague, the Quartet studied with some of the masters of the quartet world
including members of Quartetto Italiano, Quatuor Mosaiques, Borodin Quartet and
Amadeus Quartet, as well as with Walter Levin in Basel. The Quartet has worked
particularly closely with Milan Skampa, the legendary violist of the Smetana Quartet,
and continues to enjoy a close relationship with him.

The Quartet takes its name from the Czech composer Pavel Haas (1899-1944) who
was imprisoned at Theresienstadt in 1941 and tragically died at Auschwitz three years
later. His legacy includes three wonderful string quartets.
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Pyotr Il'yich Tchaikovsky: String Quartet No 1 in D, Op 11
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Tchaikovsky wrote the first of his three
string quartets rather quickly, in February
1871. As an emerging young composer, he
needed something fresh to keep his name
before the public, and an orchestra was out
of the question for financial reasons. But
from this practical beginning Tchaikovsky
created one of his best-known pieces and
the Quartet’s slow movement became a
hit. Even more, with this work he helped to
lay the foundations for chamber music in
Russia. His fellow Russian composers had,
for the most part, neglected the medium as
too Western and abstract.

At the same time, a Russian sensibility is
closely associated with the First Quartet. The
first movement deftly combines Russian-
flavoured thematic material with the sonata
form so closely identified with classical
music from the West. The ensemble begins
with a series of softly wheezing, syncopated
chords. The entire first movement grows out
of this simple texture. The folk-like character
of the opening was thought to mimic the
harmonic flow of a squeezebox, so the First
Quartet acquired the nickname "Accordion”.

The Andante cantabile became extremely
familiar as an often-excerpted piece and,
the composer proudly noted in his diary,
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even moved the novelist Leo Tolstoy to
tears. The main theme is artfully based on
a Ukrainian folk tune, first heard on muted
violin, that Tchaikovsky was said to have
overheard being whistled by a worker on his
sister’s estate.

Tchaikovsky shifts to the minor for a Scherzo
which he asks to be played “fast, but not too
fast, but all the same with fire”. Its rhythmic
accents give the music an especially earthy
character. The Quartet’s folk-like aspects
especially come to the fore in the finale.
The composer, who idolised Mozart, also
includes a nod to Haydn’s humour with a
false ending that is followed by a mad dash
to the finish line.
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Dmitri Shostakovich: String Quartet No 7 in F sharp minor, Op 108
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Even after Tchaikovsky’s contributions
to the genre, the string quartet sparked
only occasional interest among Russian
composers until Shostakovich took it up in
earnest. He composed a total of 15 quartets
that span from his early 30s up to the end
of his career, becoming one of the leading
masters of the string quartet. In some
ways, these works resemble an intimate,
confessional diary, in contrast to the more
public voice of the composer's symphonies,
of which he also wrote 15.

Certainly the Quartet No 7 conveys a sense
of deeply personal reflection. Shostakovich
completed it in March 1960 and dedicated
the work to the memory of his first wife, Nina,
who had died in 1954 of an unsuspected
cancer. When the American novelist
and critic Wendy Lesser discovered the
Shostakovich string quartets, she found
the experience life changing and even
published a recent book about the entire
cycle: Music for Silenced Voices. The
Seventh Quartet, she observes, is at heart
“about the comfort of truly mourning” for
one’s dead.

The Seventh represents the first time
Shostakovich chose a minor key (F-sharp)
for his quartet cycle. It is also his shortest.
Yet the composer’s treatment of musical
motifs and texturesinits three brief
movements, each of them linked to the
next, concentrates so many contrasting
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and even enigmatic emotions that the piece
never feels like a “miniature”. Lesser aptly
compares this concision to the way a “long-
cooked sauce” becomes reduced, noting
that it “has the effect of condensing and
therefore intensifying the content — in this
case, the emotional content”.

The Quartet begins with fragmentary
attempts at a melody by the violin. These
are abruptly and repeatedly halted by a
persistent three-note rhythm: for many
listeners, it evokes the sound of ominous,
fateful knocking at the door. The use of
pauses and whispering phrases creates
nervous tension, while the cello at last
contributes a more substantial melody. Yet
the atmosphere is ambivalent: what seems
playful and light-hearted quickly becomes
severe. These ironies pervade the music.
After the first movement comes to an uneasy
rest with the knocking motif, Shostakovich
gives us a slow movement of chilling,
haunted grief. All the instruments are muted,
and a repetitive accompaniment threads its
way through this hazy landscape of memory.

Then comes a dramatic shock: the suppressed
tone of the Lento is cast aside by a brutal
series of chords, and a fierce and violent
short fugue launches the final movement.
Shostakovich intensifies the drama, which
reaches a climax with a return to the idea
that opened the quartet, at full volume. The
harsh knocking subsides with a return to the
veiled mood of the second movement, now
as a surreal waltz. Like ghosts, ideas from
both of the earlier movements return. Those
fateful knocks, now very quiet, bring the
Quartet to a subdued close.
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Franz Schubert: String Quartet No 14 in D minor, D 810,

Death and the Maiden
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As a teenager, Schubert was a prolific writer
of string quartets. But these early efforts
were mostly trial works or were intended for
comfortable at-home music making by his
family’s string quartet in which the composer
played viola. Aside from a projected quartet
in 1820 where only one movement was
completed, Schubert composed no more
string quartets until 1824, when he produced
the first two of his final three quartets (Nos
13 and 14)in close succession. Both
reveal an astonishing new mastery of the
genre. The Quartet No 14 in particular has
become recognised as one of the central
masterpieces of the quartet repertory and
has also inspired a rich cultural afterlife,
appearing frequently in movie scores.

Yet the Death and the Maiden Quartet,
like so much of his music, remained
unpublished until after Schubert’s death.
The familiar subtitle, which was not the
composer's own, was added later because
the second movement recycles music from
a song of the same name which Schubert
wrote in 1817. Lack of recognition for his
serious compositions was just one of the
causes for despair that Schubert confessed
in a letter written in the spring of 1824,
the period of the quartet. He had recently
recovered from a devastating illness caused
by syphilis but feared that his health would
“never be restored”.

Alongtradition has developed that
interprets the tragic character of Death and
the Maiden as an expression of Schubert's
own anxiety in facing the spectre of death
and hopelessness. The song alluded to
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in the slow movement, after all, involves a
folk legend of Death personified: he tries to
persuade a terrified young maiden whom
he has come to visit that he is her friend
and comforter. The striking fact that all
four movements are in minor keys makes
it tempting to sense Death’s presence
throughout the work. Other commentators
are more reserved, reminding us that such
hidden “programmes” tend to oversimplify
the actual musical details and their
relationships.

This large-scale work begins with bold
dramatic gestures. They immediately
introduce a triplet figure that will play
a significant role throughout the piece.
Schubert exploits powerful contrasts
between loud and soft and between the
violent compression of the first theme and
the lyrical sweetness of the second, both of
which become combined as the movement
progresses. The Andante presents five
variations on the march-like introduction to
the song Death and the Maiden. This theme
is not so much a melody as a harmonic
progression. An oasis opens up in the fourth
variation, which turns to the major — Death’s
promise of peace?

Fans of Wagner’s Ring cycle sometimes
hear a foreshadowing of the Nibelung
blacksmiths’ motif in the pulsating drive of
the Scherzo, which even intrudes in subtler
form into the relaxed melody of the middle
trio section. The finale returns to the urgent
mood of the first movement, but even more
relentlessly. As in the first, a stark contrast
between the harried first theme and the
chorale-like second one is central to the
musical argument. The tempo speeds up
even more in the coda, hurtling toward a
final, ominous conclusion that confirms the
dark D minor where we began — the most
fateful of exits.
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Pavel Haas Quartet
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String Quartet in G minor, Op 10
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String Quintet in C, D 956
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Running time: approximately 1 hour and 40 minutes with one interval
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Claude Debussy: String Quartet in G minor, Op 10
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Late in his career, Claude Debussy wrote
a series of hauntingly beautiful chamber
pieces, but the early String Quartet — the
only work he completed in this genre — is a
fascinating example of a young composer
approaching inherited traditions with a fresh
new spirit. This composition, which was
premiered in Paris in 1893, looks squarely
at the noble tradition inherited from the
German masters as if to say, “l| can do this
too, but in my way.” The Quartet is the only
work to which Debussy assigned the “old-
fashioned” designation of an opus number.

New ways of thinking were part of the air
Debussy breathed as a young Bohemian in
Paris, inspired by the ideas he shared with
fellow painters, poets and musicians. While
working confidently within one of the most
respected genres of the classical tradition,
Debussy already reveals a number of the
unique stylistic traits that would later become
his musical signature: unconventional,
subtle transformations of harmony, a vivid
rhythmic sensibility, and an approach that
treats musical textures as an essential part
of a composition’s content rather than merely
as its surface.

The Quartet is conventionally divided
into four movements but revolves around
a single thematic idea which returns in
different guises to unify the entire structure.
Debussy introduces this easily recognisable,
restless motif within the opening measures.
His use of a recurrent “cyclic” motif had
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been pioneered by both German and
French composers and was familiar enough
to audiences of the late 19th century. At
the same time, the Quartet’s astonishing
novelty emerges in Debussy’s use of rich,
sensuous textures and rhythmic shapes to
design the actual musical conversation in
this movement.

The scherzo-like second movement
continues in this spirit of exploration. The
sonority of plucked strings is contrasted with
the throbbing eloquence of the viola (which
is based on the “cyclic” theme), while
supple rhythmic alterations bring delightful
new surprises. Debussy’s biographers
point to the lasting impression made when
Debussy encountered the sound of the
Javanese gamelan at the Paris Exposition
in 1889, and many commentators hear in
this movement an attempt to recapture the
gamelan’s complex interplay of layers in the
format of a string quartet.

Following the restlessness of the first two
movements comes an Andantino of veiled
beauty. Here, too, notice how the viola
acquires unusual prominence. Debussy’s
harmonies are both succulent and somehow
archaic in character, making reference to
earlier modes before the binary division
into major or minor. In some ways, the
elusiveness of this sound world resembles
that of his opera Pelléas et Mélisande, to
whose composition he would soon turn. The
final movement resumes the driving energy
of the earlier movements (which are directly
cited), while the central motif reappears in
new disguises. With the suddenly excited
rush of the coda, Debussy’s music shakes
off any lingering fantasies encountered
along the way.
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Franz Schubert: String Quintet in C, D 956
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Schubert composed the String Quintet in
C during his final summer as part of an
incredible outpouring of creativity. It's difficult
to resist associating this music with “swan
song” gestures of farewell, but we should
remember that Schubert had already been
suffering for years from the effects of syphilis
and could not have predicted the sudden
decline in health that led to his early death
in November 1828. The Quintet draws
together the most significant aspects of
the composer’s musical explorations from
his last few years: the epic scope of the
“Great” C Major Symphony and the final
piano sonatas, the intimacy of music-making
among friends, and the sense of spontaneity
as well as harmonic experimentation that
looks ahead to the romantic age.

The opening music only sounds like a slow
introduction but is already part of the first
movement Allegro. From the uneasy stasis
of the beginning, Schubert’s clever scoring
generates tension. The dramatic first theme
is followed by a second theme of radiant
loveliness introduced by the two duetting
cellos. This ambitiously proportioned
movement covers a wide emotional range,
alternating between passages of desperate
urgency and unhurried leisure that brings
to mind a curious traveller exploring a
new landscape. The coda recombines the
static opening with the dramatically driven
main theme. Overall, the familiar tonality of
C major is imbued with an unusually rich
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ambience: instead of the straightforward
brightness typically associated with this key,
a deeper emotional ambiguity prevails

The Adagio is written on a similarly big
scale. The principal melody, one of
Schubert’s most ravishing creations, is given
a magical accompaniment by first violin
and second cello to create a nocturne-like
atmosphere. A violent mood swing leads to
the passionate, wrenching middle section, in
which Schubert shifts the key up a half-step
and into the minor, from E major to F minor.
When it returns, the serene opening theme
also absorbs something of the intervening
restlessness.

The Scherzoabounds in contrasts.
Extremely fast and aggressive in its pulse,
the main section slows and veers from
triple to duple meter for an andante trio in
which some commentators discern hints
of a funeral march — another aspect of
the Quintet’'s extraordinary ambiguity. Just
like the Adagio’s turbulent middle section,
the key here is likewise pushed up a half-
step from C to D-flat. The earthy, dance-
like maintheme of the sonata-rondo
finale is given an unexpectedly agitated
minor cast before settling into the major. A
second theme makes another attempt at
cheerfulness, but the music proceeds to
take melancholy detours. Near the end, the
tempo accelerates as Schubert rallies all his
players in an effort to dispel these pervading
emotional ambiguities — and adds a jarring
harmonic surprise just before they agree on
a single, unison C to conclude the Quintet.

Programme notes by Thomas May
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Danjulo Ishizaka Cello Recital with Kiyondo Ishizaka, Piano

26.2.2012

£72 Robert Schumann (1810-1856)
A/)GRKIRZEASRE S8 » {Em73
Fantasiestticke in A minor for Cello and Piano, Op 73

ZMBEZAEFRIEN  Zart und mit Ausdruck
SEREIR  Lebhatft, leicht
BAtR « & Rasch und mit Feuer

SAHE Zoltan Kodaly (1882-1967)
B/\RAEHEEXIZEBEEGH - /48
Sonata in B minor for Solo Cello, Op 8
B EEVSHIRIR  Allegro maestoso ma appassionato
8% Adagio
JEESEANIRM  Allegro molto vivace

FIZ{K A Interval

HZ%5 Ludwig van Beethoven (1770-1727)
CRIAFEMARE MBS - /FR102 F—8
Sonata No 4 in C for Cello and Piano, Op 102 No 1
BRI Andante teneramente
SEERYIRIR  Allegro vivace
1842 Adagio
SERRVIRIR - Allegro vivace

o hitfHr Johannes Brahms (1833-1897)

FARE KR ZMMIMZERISH - /FM99
Sonata No 2 in F for Cello and Piano, Op 99

SERAIRIR  Allegro vivace

TSR Adagio affettuoso

MIBRYRIR  Allegro passionato
FRERHR - Allegro molto

EHRA1/NFF402$E - BE—HTSRE
Running time: approximately 1 hour and 40 minutes with one interval
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Violoncello
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German-Japanese cellist Ishizaka was born in 1979 and received his first cello lessons
at the age of four. From 1998 until 2004 he studied with Boris Pergamenschikov at the
Hanns Eisler Conservatory in Berlin. He completed his studies there in 2006 under
the tutelage of Tabea Zimmermann. Furthermore, he has been strongly influenced by
Bernhard Greenhouse and Menahem Pressler.

Among many other major prizes Ishizaka won the first prize at the renowned ARD
international music competition in 2001 in Munich, Germany, and the Grand Prix
Emanuel Feuermann in 2002.

Ishizaka had his international breakthrough in November 2003, playing concerts in
the Musikverein in Vienna with the Vienna Symphonic Orchestra under the baton of
Krzysztof Penderecki. Following a performance at Frankfurt's Alte Oper, the Frankfurter
Allgemeine Zeitung raved, “Genius breaks new ground.”

He performs at many important music festivals such as the Kronberg Cello, Schleswig
Holstein and Rheingau Music Festivals; the Kissinger Summer, the Chamber Music
Festival Lockenhaus, The BBC Proms, the Ljubljana Music Festival, the Lucerne
Festival, the City of London Festival, the Manchester Cello Festival and the Salzburg
Easter Festival. His international concert schedule takes him to Spain, the Netherlands,
Italy, USA, Poland, Russia and Japan.

He has played with well-known artists including Gidon Kremer, Lisa Batiashvili,
Tabea Zimmermann, Viviane Hagner and has performed as a soloist with renowned
orchestras such as the Bavarian Radio Symphony Orchestra, Baltimore Symphony
Orchestra, NHK Symphony Orchestra, Vienna Symphony Orchestra, the RSO
Frankfurt, the Leipzig Gewandhaus Orchestra, and the London Philharmonic Orchestra
under the baton of conductors such as C Eschenbach, C Poppen, M Rostropovich, L
Foster, V and M Jurowski, L Slatkin and K Penderecki.

In 2010/2011, in addition to numerous repeat invitations, he performed for the first
time with, among others, the Dresden Philharmonic Orchestra, the Mariinsky Theater
Symphony Orchestra and the BBC Philharmonic Orchestra.

Ishizaka was chosen for the renowned "New Generation Artists scheme" by the BBC in
2006-2008. In 2011 he was appointed to a professorship for cello at the Carl Maria von
Weber University of Music in Dresden.

He performs on the Wolfgang Schnabl cello, formerly played by Pergamenschikov
and provided by the Kronberg Academy, as well as the 1696 Stradivarius Cello “Lord
Aylesford”, on loan to him from the Nippon Music Foundation.
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Kiyondo Ishizaka was born in 1978 in Germany. He began his musical studies on
the piano at the age of four. His violin studies began at the age of five. An exclusive
focus on one instrument proved elusive for Ishizaka, as his strong artistic draw to the
violin kept him deeply engaged with that instrument as well. The dual focus proved
itself fruitful as Ishizaka claimed the national prize at Germany's Jugend musiziert
competition in the categories of violin solo, piano solo and chamber music.

He has always been deeply involved with chamber music, in particular the piano trio
repertoire, where he excelled as the violinist in the Ishizaka Trio, a group in which he
has played with his siblings for over 15 years.

He studied piano with Rosemarie Zartner from 1991 to 1997. In this period he
performed regularly as the piano partner with his brother, cellist Danjulo Ishizaka.
This partnership has led to many successes, including prizes at the international
Tchaikovsky Competition for Young Musicians (Moscow), and first prize at the Cassado
Music Competition (Zaragoza).

Ishizaka then studied violin from 1997 to 2000 at the Hochschule fur Musik, Kéln,
Germany. Here he worked closely with the Alban Berg Quartet and with members
of the Amadeus Quartet. Another prominent influence from this period on Ishizaka's
development as a pianist and violinist was Menahem Pressler, with whom the Ishizaka
Trio studied in Bloomington, Indiana.

Successes from this period include first prize at the Deutschen Musikwettbewerb (Piano
trio, 1998), as well as prominent performances at festivals such as Scheswig Holstein,
Beethovenfest Bonn, Braunschweiger Kammermusikpodium, Rheingau Musikfestifal,
and Bad Kissinger Sommer.

Following studies with Professor Christoph Poppen at the Hanns Eisler music school
in Berlin, Ishizaka completed his violin studies with the Master of performance
(Konzertexamen) in 2005 under tutelage from Professor Tomasz Tomaszewski.

Ishizaka's career as an orchestral musician began as principal of the 2nd violin section
in the Staatsoper Hamburg. In 2006 he played in the same position for Opera Australia
in the famous opera house in Sydney. As a guest he has collaborated with prominent
conductors and orchestras like Riccardo Muti with the London Philharmonia Orchestra,
and Zubin Mehta with the Bayerischen Staatsoper. He has been a member of the
Essen Philharmonic since 2010.
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Robert Schumann: Fantasiestticke in A minor for Cello and

Piano, Op 73
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In 1849, the revolution against the old
regime that was sweeping through Europe
at last arrived in Dresden, where Robert
Schumann was living. Even so, this turned
into what the composer described as his
“most fruitful year”, adding: “It seemed as if
the outer storms drew people to look inward,
and only therein did | find a counterforce
against the forces breaking in so frightfully
from without.”

The Fantasiesticke count among his
tremendous outpouring of creativity during
this year and took just two days to compose.
Originally Schumann scored these “fantasy
pieces” for clarinet and piano. But in an
effort to increase their marketability, he
allowed for alternative instrumentation, with
either violin or cello replacing the clarinet
part. The title refers to a concept which held
great significance for the early Romantics,
and for Schumann in particular: that of the
fantasy, or the power of imagination, when
it is channelled into musical form. In this
way fantasy becomes an essentially poetic
vehicle that can transport the listener to a
higher, more enraptured state of awareness.
Although there is no particular programme
to this composition, Schumann, an avid lover
of literature, was intent on evoking the kinds
of intimate emotions that he also associated
with lyric poetry.
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Overall the Fantasiestticke do, however,
trace a recognisable emotional arc. And
despite their seeming spontaneity of
gesture, the three pieces in this set are
linked through subtle thematic connections.
Each piece likewise unfolds in the simple
but robust pattern, with contrasting middle
sections, familiar from song form (ABA) —
another lyrical dimension to the work. All
three share the tonic of A, with the first
starting in A minor and suggesting a tender
melancholy. The second two shift to A major,
as the second piece lightens in attitude
and trades the spotlight between cello and
piano. “Quickly, with fire” is Schumann’s
indication for the third, which echoes
some of the melancholy from the first but is
dominated by unbridled passion.
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Zoltan Kodaly: Sonata in B minor for Solo Cello, Op 8
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Another period of violent change
surrounded the composition of the next work
on our programme. In 1915, while the First
World War was raging across Europe, Zoltan
Kodaly wrote his Sonata for Solo Cello, a
remarkable milestone in the repertory for
this instrument — because of the war, its
premiere was delayed until 1918. In fact,
Kodaly’s Sonata is considered the first
significant piece written for unaccompanied
cello since the six suites by J S Bach from
nearly two centuries earlier which Pablo
Casals would later popularise through his
legendary recording.

Kodéaly had spentthe past decade
intensively studying and collecting the
music of his native Hungary. This influence,
along with his focus on chamber music
since he had been appointed a professor
at the Music Academy in Budapest in 1907,
is deeply embedded in the Cello Sonata.
The composer, who had taught himself to
play cello as a youngster, makes brilliant
use of all this instrument’s resources: not
only its melodic soulfulness, but harshly
accented chords made of three or even
four notes, plucked strings, extremes of
range, sliding between notes, and more.
The result creates the illusion that the soloist
is somehow capable of subdividing into
alarger ensemble, an effect Bach also
achieves in his cello suites. Listeners might
also be reminded at times of the Chinese
erhu fiddle, which with merely two strings
can produce such a wealth of expression.
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Like the piano sonata by his great Hungarian
predecessor, Franz Liszt, Kodaly anchors
the sonata in the key of B minor, although
much of its language is flavoured by folk
song elements (melodic and rhythmic) and
even “exotic” Eastern-sounding scales
that evoke gypsy music. The work is also
similarly epic in scope, spanning three
large movements that vary dramatically
in character. Kodaly has the instrument
retuned in an unusual way — a technique
known as “scordatura” — so that its lowest
note is B, a half-step below C, which alters
the overall colour of its sound.

The sonata begins with a bold statement,
serious and muscular, that suggests an
attitude of defiance but is then calmed
for a reflective, lyrical second theme. This
majestic opening movement explores and
contrasts the implications of both ideas,
reaching frenzied heights of trills but
eventually ending with quiet resignation and
one last defiant stroke. The following Adagio
begins in the lower depths but explores
both ends of the cello’s range, with gentle
pizzicati to accompany this haunting night
music. A more-animated interruption in
the centre adds further contrast, while the
desolation of the final measures underlines
the sense of a lonely, internal monologue
that characterises this longest of the three
movements.

It makes the animation and momentum
of the finale all the more striking, as if the
composer was returning from introspection
to the vitality of the community. Here the
evocation of folk sources is most obvious.
In improvisation-like episodes and with
virtuosic, swirling figures, Kodaly conjures
images of dance and even of small gypsy
bands as solo players step forward.
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Ludwig van Beethoven: Sonata No 4 in C for Cello and Piano,

Op 102 No 1
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Beethoven wrote the last two of his sonatas
for cello and piano in 1815, a century before
Kodaly’s solo sonata. This was a period in
the composer’s career in which he produced
fewer new compositions than usual. A sense
of testing the waters, of working toward new
ways of expression, informs the Cello Sonata
No 4. Although he published a total of only
five cello sonatas versus 10 for violin and 32
for piano, Beethoven used the medium as a
way to explore structural and stylistic ideas
that were preoccupying him.

This is especially the case with the two
sonatas of the Op 102 set. His previous
effort in the genre, the beloved A major
Sonata (Op 69), had been written at the
height of his “middle style” while he was
working on the Fifth and Sixth Symphonies,
while the two Op 102 sonatas foreshadow
the radically experimental attitude and
originality of his late-period style. Biographer
Maynard Solomon observes that this is
music “which quietly opens the door to
romanticism”.

Yet Beethoven continues here to rework the
classical forms he had inherited. The Sonata
in C uses the format of a slow introduction
leading into a fast sonata-form movement
for each of its two movements. The first
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opens with a radiantly lyrical Andante which
makes it clear that the cello and piano are to
play equal roles — Beethoven had had little
precedent for the model of a sonata in which
the cello would play more than a merely
accompanying role. With its impetuous main
theme, the Allegro vivace arrives with an
abrupt shock and, even more surprisingly, a
switch to the relative minor key (A minor).

Yet Beethoven's careful construction ensures
an underlying unity to the entire work. The
second movement mirrors the pattern of the
first — slow introduction followed by fast
main section — and even works a subtle
recall of the first introduction back in, just
before the second Allegro vivace takes off.
The latter opens with a passage in which the
composer playfully dramatises the way the
simple four-note motif “evolves” right before
our ears. His newfound fascination with the
“old-fashioned”, counterpoint of the Baroque
masters — another feature of the late style
— discovers rich possibilities as this material
is developed throughout the finale.

© Marco Borggreve
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Johannes Brahms: Sonata No 2 in F for Cello and Piano, Op 99
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While the Beethoven sonata treats the
cello and piano as equal partners making
chamber music, the second of the two
sonatas Brahms wrote for this combination
conveys a symphonic grandeur and scope.
Not surprisingly, perhaps, the Cello Sonata
in F is of a later vintage, completed in the
summer of 1886, after Brahms had already
written his four symphonies. The work, which
he composed in an idyllic Swiss Alpine
setting, is large and ambitious and is cast in
four movements.

Indeed, the sonority generated by the two
instruments at times even verges on the
orchestral. Although Brahms was known
as a leading pianist of his era, he had also
studied cello in his youth. The powerful
presence of the keyboard in this work
announced with the tremolo figurations
of the opening requires a countervailing
boldness on the part of the cellist in order
to achieve the necessary acoustic balance.
According to biographer Walter Niemann,
Brahms wrote the part especially for the
esteemed cellist Robert Hausmann, who
was celebrated for his unusually large tone.
Hausmann gave the premiere, with Brahms
at the piano, and also performed as solo
cellist to premiere the Double Concerto for
Violin and Cello composed in the following
year.
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A restless mood pervades the opening
measures, with the cello introducing the
main theme in fragmented bursts of energy.
Two more themes are gathered into the
mix, which Brahms elaborates with great
sophistication and unpredictability. The
Adagio, possibly originally sketched for the
First Cello Sonata — a much earlier work
completed in 1865 — but then set aside and
reworked, finds Brahms in his most movingly
reflective vein and makes atmospheric
use of plucked cello to vary the texture.
Unusually, the key here moves up a half-
step, to F-sharp major, with a contrasting
middle section in F minor. The memorable
main theme echoes the yearning lyricism of
Schumann, Brahms’s mentor from long ago
days.

Needed contrast comes with the scherzo.
The storminess from the first movement
takes an even darker turn here, while the
middle trio provides poignant relief from the
surrounding F minor. Brahms ends this big-
boned sonata with a relatively brief rondo
based on a catchy, almost folk-like melody.
The moodiness heard earlier in the work
makes another appearance in the passing
episodes, but Brahms concludes with
irrepressible cheerfulness.

Programme notes by Thomas May
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The Hong Kong Arts Festival has commissioned many excellent new works that have delighted, excited and
inspired audiences over the years. In the 40th Hong Kong Arts Festival, new works such as Of Mountains and Seas —
Lin Zhao-hua/ Gao Xingjian; The Wild Boar — Cancer Chong and Olivia Yan; and Show Flat - Paul Poon,
are being presented. Without our donors’ generous support, it would be difficult to commission so many
new works. To ensure that our local arts scene continues to flourish please support the New Works Scheme.
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