


House Rule

Dear Patrons,

In order to make this performance a
pleasant experience for the artists and
other members of the audience, please
refrain from recording, filming, taking
photographs, and also from smoking,
eating or drinking in the auditorium.
Please ensure that your mobile phones
and any other sound and lighting
emitting devices are switched off
before the performance. Thank you for
your kind co-operation.
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Preface

“Men judge generally more by the eye than by the hand, for everyone can see and
few can feel. Everyone sees what you appear to be, few really know what you are.”
- Niccolo Machiavelli

We live in a society starved of solitude, silence and privacy. Therefore, a moment of
self-reflection and meditation is of utmost importance in man’ s day-to-day life.

In reality, meditation is not an act of doing; it is a state of thoughtless awareness.
Deep reflective thought allows us to re-shape our mind and create our own reality
while bringing peace within ourselves. It breaks down and dissolves any negativity
that may have been holding us back. When we achieve this inner peace, a purer
form of happiness will emerge from within, even under the most difficult and
dramatic circumstances.

Music is a practical manoeuvre, a discipline in which true artists remake and
replenish themselves perpetually. High concentration and technical perfection
play a big part of artistic projection and perception, but the “soul” remains the
commander of every act. Artistry grows, and is cultivated, encouraged, fostered and
emphasized with the maturity of soul. In an organic manner, meditation improves
the quality of our life and musicianship. By stepping back, our mind sees clearer
visions and we rediscover new details. Cognitive awareness is indeed more subtle
and difficult to achieve than physical awareness. Yet, mindfulness and awareness
of our thoughts and sensations will allow us to stay in “now” and “here”, away from
every other distraction, and only by then could we fully utilize our technical and
creative potentials.

Tonight’s recital tells the story of growth: it metamorphoses from the purity and
innocence in Cinderella, to the awakened answer to life in Peer Gynt, after living
through the most adventurous episodes yet arriving at exhaustion and emptiness.
We sincerely invite you to take up any valuable chance to practice mindfulness in
addition to other daily necessities. On personal, social and historical levels, may we
all be at peace when dealing with uncertainty, and readily find ourselves when we
get lost.

(translated and adapted from the Chinese by Priscilla Law)
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Sergei Prokofiev

Born April 23, 1891, Krasne, Donets'ka Oblast, Ukraine
Died March 5, 1953, Moscow, Russian Federation

Adagio from the ballet “Cinderella”
for cello and piano, op. 97 bis

completed in 1944

Soviet composer Sergei Prokofiev spent a great deal of
time struggling with the Soviet powers. Almost all of his
compositions exhibit a battle between his visceral free
composing style and the Soviet Communist Party’s musical
propaganda. The composer sought creativity, or even a
carefree and innocent style in his music, which can be seen
in the famous Peter and the Wolf. However, its premiere on 2
May, 1936 only received a lukewarm response. According to
critics, the piece failed to attract attention’.

Yet, the piece which is most capable of conveying
Prokofiev’ s visceral desire for freedom, be it musically or
personally, is undoubtedly Cinderella, Op. 87. Regarding this
piece, the composer wrote,

‘What | wished to express above all in the music of Cinderella
was the poetic love of Cinderella and the Prince, the birth
and flowering of that love, the obstacles in its path and
finally the dream fulfilled. The fairy-story offered a number of
fascinating problems for the composer— [...].’

Cinderella is probably the most popular and melodious
work by Prokofiev. The work, which was composed less
than a century ago, has been choreographed into numerous
versions. It was written in the traditions of the classical ballet,
in which characters and scenarios were given characterized
motifs. In order to create a sense of unity, these motifs were
repeatedly used in subsequent scenes. The composition’s
choreography and beautiful melody is a delight for all men.

The ballet consists of the overture and forty-nine short
movements. Presented to you tonight is the thirty-

fiftth movement - Duet of the Prince and Cinderella , an
arrangement for cello and piano by the composer himself.

The music starts with a ‘do-mi-do’ motif which is repeated
throughout the piece, This gives a hint of haziness and
romance - suggesting that making Cinderella’s own wishes
come true is as unreal as a dream. The cello joins in by playing
the motif, mimicking the dance steps which exclusively
belong to Cinderella and the Prince. The composition fully
exploits the cello’s unique timbre, creating a sweet and calm
atmosphere, as if this dream can last forever. On the other
hand, the cello occasionally plays with rapid bow strokes,
which creates a fierce, or even bone-chilling sound. The
bow strokes resemble the midnight bell, pulling us back to
the reality. After all, dreams cannot escape from the reality.
Cinderella’s two stepsisters, her stepmother and the era she
was living in seemed to be making fun of her, stopping her
from pursuing her dream.

Yet Cinderella was fortunate, the fairies and the prince were
there for her. No matter how the reality had been making fun
of her, encumbering her, she could still live happily ever after
with her prince. When we look back into our real life - a life
without fairies and the prince - are we brave enough to dream
big, and to work towards our dreams?

It is true that Prokofiev failed to make his dreams come true,
but what matters is the fact that he tried. The beautiful trails
he has left is the biggest proof. These trails still lead us to the
dream of music and freedom. As long as there is hope, our
dreams will never die.

(Programme notes by Ludwig from Die Muzikzeitung)
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Dmiitri Shostakovich

Born September 25, 1906, Saint Petersburg, Russian Federation
Died August 9, 1975, Moscow, Russian Federation

Sonata for cello and piano in d minor, Op. 40

completed in 1934

Dmitri Shostakovich, a Russian composer of the Soviet period,
was born in 1906. Having lived through the two World Wars,
the February Revolution and the October Revolution, the
composer admitted that many of his works were inspired
by societal conditions of his time. Shostakovich began his
composing career when he was nineteen. His graduation piece
at the Saint Petersburg Conservatory, Symphony No. 1 in F
minor, was a critical success such that it became his ticket
into the international music arena, and heralded the avant-
garde style of his later symphonies. Naturally, the rising-star
composer eventually got on the radar of the USSR government.

While Shostakovich had won a number of awards during
Soviet rule, he also twice experienced denunciation by the
authorities, the first time in 1934 and the second in 1948.
Shostakovich’s second opera Lady Macbeth of Mtsensk
District premiered in 1934 with the approval of the Soviet
Government despite the sensitivity of its subject at the
time. However, Stalin was furious after watching the opera,
claiming that the content had failed to meet the standards of
‘Soviet music’. The official paper Pravda likewise lambasted
the work as ‘coarse, primitive, and vulgar. Not only was the
opera pulled from theatres immediately, Shostakovich’s
other works were also banned. The composer’s second
denunciation was a result of the USSR’ s suppression of its
arts sector, which intensified with the appointment of a new
Chairman of the Ministry of Culture. Shostakovich, alongside
many other renowned composers, was accused of formalism.
His works were once again banned from performance and,
still more, he was dismissed from his position at the Moscow
Conservatoire and deprived of all corresponding welfares.

Cello Sonata in D minor is the only cello sonata ever
written by Shostakovich. Completed in 1934, it was one of
Shostakovich’ s early compositions, as its tonal structure
gives away his gradual shift of style during that period. This
sonata is evidently richer in emotion than any other piece of
chamber music Shostakovich had previously penned, which
can perhaps be attributed to the fact that the composer was
going through his first censure of his music by the state at the
time of composition. The rippling arpeggios from the piano
shore up the cello’s melody and help draw out the expressive
first theme. The piano then takes over the theme, as the cello
proceeds in imitative counterpoint. The cello drives the piece

to a climax with the first motif played an octave above the
original, and enters the key of B major as the music returns
to calmness. The second motif reappears, this time with
considerably more expressiveness. It is worth noting that
the conclusion of this movement shares curious similarities
with its counterpart in Shostakovich’s Symphony No. 5. The
second movement is a scherzo that starts off with a repetitive
and vigorous first motif, followed by a virtuosic section heavy
with overtone glissandos. After a series of swapping of lines
between cello and piano, the first theme reappears, as the
piece returns to the initial ostinato and dives into an abrupt,
eight-bar conclusion.

The beginning of the third movement is marked by an
atmospheric voidness. A lyrical theme played by the cello
is accompanied by leaden notes from the piano, before the
movement eventually dissolves into fainter notes. The piano
plays an ebullient theme that kicks off the finale, and is
promptly joined by the cello. The wild and fiery tune played
shortly after brings back the beginning theme. The piano
interrupts with a fast-paced melody comprising semiquavers,
and the cello presents the rondo theme before quieting
down. Finally, the piece draws to a close in a series of forceful
triplet-octaves played by the cello.

Across the board, Shostakovich’s works seem to perpetually
attract controversy. After all, he shared all kinds of self-
contradiction as you and me. Living within a community, we
face the world with consciousness, playing given roles and
fulfilling given functionalities in an undeniable hierarchy.
Every word and every act is a work of caution and emotional
reservations. Only in our comfort zones, often accompanied
by solitude, do we truly allow ourselves to be functionless,
creative and expressive. The publicized symphonies and the
privately conceived chamber works of Shostakovich lay out
this honest duality. Regardless of how one judges the former,
they remain a product of thoughts, and a solid record of his
time, its social dimension and political situation. The latter,
however, capture his boldest ideas and most humane feelings.
These works, demanding communication and listening, are
the containers of expressivity and sensations. What role arts
truly serves, and what roles artists ought to take? Humans
have frequently revisited these questions since the dawn of
civilisation, and will continue to do so as time goes by.

(Programme notes by Gustav from Die Muzikzeitung)
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Witold Lutostawski

Born January 25, 1913, Warszawa, mazowieckie, Poland
Died February 7, 1994, Warszawa, mazowieckie, Poland

Grave: Metamorphoses for cello and piano

completed in 1981

Grave: Metamorphoses for Cello and Piano was composed
in 1981 and premiered on 21 April at the National Museum
in Warsaw, during a memorial ceremony dedicated to Stefan
Jarocinski (1912-1980), Polish musicologist and music critic.

Jarocinki spent the better part of his life on studying
impressionist music, symbolism, and works by the French
composer Debussy, with significant contributions to music
scholarship. Many of his numerous publications concern
Debussy.

Grave: Metamorphoses, in Lutos awski’s own words, was
written "to honour the memory of Stefan Jarocifski. As is
known, he devoted a great part of his activity to Debussy’s
music. So | considered it appropriate to use the first four
notes (d-a-g-a) from Pelléas et Mélisande at the beginning of
my piece. The composition takes the form of metamorphoses,
the rhythmic values undergo a gradual breakup, which
creates the illusion of an ever faster tempo. Before the very
end of the composition, the four notes from Pelléas return”.

The Polish composer and conductor Lutos awski, born in
the capital Warsaw in 1913, was greatly influenced by Polish
folk music. He witnessed both World Wars, and was even
enlisted in signalling and radio operating in World War I,
during which he persisted in composition. The postwar
desolation in Warsaw permeated the artistic scene, as
many of Lutos awski’s works were destroyed, including the
manuscript of his Symphony No.1. In the wake of Stalin’s
ascension, the composer even quit the Union of Polish
Composers after pro-government occupants began censoring
the arts.

Even though Lutos awski eventually rewrote the Symphony
No.1 from memory, earning him rave reviews at the
1947 premiere, the work was labelled by the regime as
formalist and at odds with the Soviets’ socialist cultural
standards. Unwilling to subject his art to political and social
circumstances, Lutos awski decided to take his ideals in a
new direction.

During this period, Lutos awski constantly explored new
possibilities with compositional techniques. His later works
commonly employ serial and aleatoric techniques, such as
his Symphony No.2. 1t was with his Concerto for Orchestra,
completed in 1954 and dedicated to the newly established
Warsaw Philharmonic, that the composer secured a key
position in the Polish contemporary music scene.

Grave: Metamorphoses was completed between Symphony
No.3 and Epitaph for Oboe and Piano, another work of
lamentation commissioned by oboist Janet Craxton.
The ‘metamorphoses’ in the title stems from the second
movement of Lutos awski’s Musique funébre for String
Orchestra. Like Grave: Metamorphoses, this piece was also
written to mourn a musician, namely Hungarian composer
Béla Bartdk, who, like Jarocinski, was a close friend of
Lutos awski’s. Not only did Jarocifiski share the composer’s
artistic sense; he also inspired his compositions through his
research on Debussy.

Art is a living entity with a soul that changes and conforms
to new environments and creative restrictions with new
possibilities and transformations. Whether a creative
restriction is an impediment or an inspiration will remain an
open question for the foreseeable future.

(Programme notes by Gustav from Die Muzikzeitung)
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Arvo Part

Born September 11, 1935, Paide, Jdrva maakond, Estonia
Now Tallinn, Harju maakond, Estonia

Spiegel im Spiegel

completed in 1978

Arvo Part, born in Estonia on 11 September 1935, was one
of the most successful composers in the 20th century. The
style of his early works involved neoclassicism and serialism,
influenced by composers including Shostakovich and
Schoenberg. The focus on the complexity of counterpoint
instead of the melody was its main difference compared with
traditional music. He then began to compose using twelve-
tone technique and serialism . This, however, not only
provoked the Soviet Union (Estonia was occupied by the
Soviet Union in 1940, and gained its second independence in
1991), but also proved to be a creative dead-end to himself.

When his early works were banned by Soviet censors, Part
entered the first period of contemplative silence. As Pért’s
biographer, Paul Hillier, had mentioned, ‘He had reached a
position of complete despair in which the composition of
music appeared to be the most futile of gestures, and he
lacked the musical faith and willpower to write even a single
note.” Thereafter Part studied early music, such as choral
music from 14" to 16" centuries, as well as church music,
and composed the transitional Third Symphony. He also
studied religions and renaissance apart from music, in which
his biggest interests lay in Gregorian chant, polyphony and
Russian Orthodox.

Part's contemplative silence continued until the late 1970s.
The style of his music that began after the period was
radically different. Part described the music of this period
as tintinnabuli, which was developed based on his previous
studies. Tintinnabuli was characterised by simple harmonies,

often single unadorned notes, or triads, and the ringing-
bells-like melody. Most of his known works were composed
during this period; people described his work as ‘antique yet
progressive’.

Spiegel im Spiegel, one of the earliest compositions in
tintinnabuli style, was composed in 1978, just before Part’ s
departure from Estonia to Berlin. The piece was highly
regarded as an exemplar minimalist piece, by its tranquil
melody and concise structure. It has been adopted by
televisions, films and even ballet over the years.

The piece was originally written for a single piano and violin,
though it could also be replaced by viola, cello, double bass,
clarinet, or even French horn and percussions. The F major
piece was in 6/4 time, with the piano continuously playing
a group of six rising crotchets. Differences were only seen
between intervals of combinations, this was also the reason
why people often compare the piece with Beethoven’s Piano
Sonata No. 14 in C* minor "Quasi una fantasia", Op. 27, No.
2. A long note was played every two bars in piano’s phrase,
serving as an ornament and reminded people of refined
ringing bells. Cello entered in the fourth bar by playing
meditative long notes, slowly driving the piece forward via
cycles of ascending and descending notes.

The composer gave no dynamic or phrase marking, the
utmost tension of the piece lies in the stillness - unchanging
pace, unchanging figuration and unchanging emotion, seeing
the ever changing world in a mirror.

(Programme notes by Gustav from Die Muzikzeitung)
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Alfred Schnittke

Born November 24, 1934, Engels, Saratov Oblast, Russian Federation

Died August 3, 1998, Hamburg, Germany

Epilogue from the ballet "Peer Gynt"
for cello, piano and chorus (on recording)

completed in 1992

Soviet composer and music theorist Alfred Schnittke was
influenced by Shostakovich and boasts a diverse portfolio
ranging from tape music, serial music to collage music. One
of his most representative works is the Peer Gynt, composed
between 1986 and 1987. The chamber version in tonight’s
programme was arranged in 1992 and premiered on 20
May the following year, with cellist Mstislav Rostropovich
as soloist. The work was originally composed for American
choreographer John Neumeier’s ballet Peer Gynt, adapted
from the play of the same name by the renowned 19th
century playwright Henrik Ibsen.

Schnittke, known for his ability to adopt various compositional
styles, pays tribute in this work to Norwegian composer
Edvard Grieg’s Peer Gynt Suite. Despite his intention to imitate,
Schnittke was worried during composition that Grieg’s work
would impose bounds on his creativity.

Peer Gynt, in the composer’s eyes, is a peculiar character,
no less enigmatic than Goethe’s Faust. Peer is a carefree
farmer, whereas Faust is a knowledgeable academic; Peer
is a despicable character, apathetic to the truest of love,
whereas Faust is a well-read scholar who sacrifices love
and life for intellectual pursuit. Peer has an unyielding life
partner in Solveig, whom he not only fails to treasure but
also cheats on. Faust, just for a taste of true love and a hint
of the true essence of life, banks on a trade with the Devil
Mephistopheles. Despite their contrasting personalities, the
two protagonists experience a similar trajectory: venturing
into the complex world, facing a malevolent devil, and finally
returning to their starting point, but in repentance.

At the end of Peer Gynt, the protagonist is informed by a
button-moulder, God’s messenger in disguise, that he has
not been a ‘man’ his whole life, and hence unfit to enter both
heaven and hell. In desperation, he attempts to demonstrate
his sin through Solveig, a long-time victim of his selfishness,

so that he can at least enter hell and leave his meaningless
life behind. Yet unexpectedly, Solveig does not regard Peer as
sinful, but an existence that completes her life. The messenger
vanishes as Peer realises the meaning of his life. Confused, he
asks Solveig, ‘where has Peer Gynt been since we last met? She
answers, ‘in my faith, in my hope, in my love.’

Schnittke’s Peer Gynt adds another layer of meaning to
the character. Finding ample room for imagination in the
original play, the composer depicts the intangible connection
between Peer Gynt and his true love Solveig, in an ‘Epilogue’
true to the story’s ending note.

The heart-wrenching tone in the Epilogue conveys a unique
flavour of Romanticism, with noticeable references to
Wagner’s Leitmotif technique. An interesting feature of this
section is the use of pre-recorded material in performance,
in addition to the piano and the cello. The recording consists
of an incomplete D-major scale sung by a choir from start
to end, intended to create a mystic, surreal atmosphere to
add colour to the work. The opening frenzied passage on the
piano could be read as a retrospection of his wrongdoings,
while the emergence of the choral recording could signify
his journey towards repentance, with the cello depicting the
dialogue, argument and reconciliation between Peer and
Solveig.

The Epilogue grinds to a halt after a long trek towards the
finishing line, as the taciturn piano, the cello’s stepwise rise
to sanctity, and the fading chorus all point to a weary Peer,
finally at his true home, arriving at his last resting place in
Solveig’s soothing lullaby. Indeed, in the glory of the truest
love, why should the meaninglessness of life even matter?

Amazing grace! How sweet the sound. That sav'd a wretch
like me!

| once was lost, but now am found, Was blind, but now | see.

(Programme notes by Gustav from Die Muzikzeitung)
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Kilian Chan

Cello

Kilian Chan had cello lessons with Laurent Perrin under the
Junior Programme of Hong Kong Academy for Performing
Arts. He has been studying with Artem Konstantinov since
2012 and also has lessons with Stefan Popov and Richard
Bamping. Kilian has played in various orchestras in Hong
Kong including the Hong Kong Festival Orchestra, the Ponte
Orchestra and the Pan Asia Symphony Orchestra.

Besides cello playing, Kilian is also active in the arts
administration field. He has been a member of the Hong Kong
Festival Orchestra Management Committee since 2012. He
currently serves as the Director of Finance and Development.
Through special concert designs and formats with different
channels and methodologies, Kilian hopes to promote
classical music in Hong Kong.
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Helen Cha

Piano

Currently Music Director of Musica del Cuore and Artist-
In-Residence at Academia de Musica S Pio X, Helen Cha
has given concerts in the USA, UK, Italy, Belarus, Moldova,
South Korea and mainland China. She has performed under
the baton of Yip Wai-hong, Yip Wing-sie, Mikhail Sechkin,
Takuo Yuasa, Neil Varon, Emil de Cou and Patrick Souillot,
among others. Awards she has won included top prizes at
the Hong Kong (Asia) Piano Open Competition Open Class
(2002), Piano Texas Concerto Competition (2006), Eastman
School Concerto Competition (2007) and Thousand Islands
International Chopin Competition (2009).

Helen earned the Performer’ s Certificate and her Doctorate
of Musical Arts with Professor Nelita True at Eastman School
of Music upon the Hong Kong Jockey Club Music and Dance
Fund. She is a regular adjudicator at local and international
piano competitions, and was a presenter of RTHK Radio 4
programmes Chamber Fragrance, Debussy Recollection and
Non-Stop Classic.
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SHEUNG WAN SHOP HILL ROAD SHOP

33 HILLIER STREET, SHEUNG WAN, HONG KONG 1POTUCK STREET, SAI WAN, HONG KONG
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Brand Building . Graphic Design . Photography . Film Production

O

+852 6306 9741
(Andy Tang)

@) attasolution

Suite 706], 7/F, Conic Investment Building, 13 Hok Yuen Street, Hunghom, KLN, H.K.



Inspire - Express - Connect

Fridays 6:00-6:45 pm
Upper Ground Floor
Three Garden Road, Central
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Hong Kong Shop Shop K, G/F., Lucky House, 20-24 Jordan Road, Kowloon

(Jordan MTR Exit A, facing Parkes Street)

#iah Tel: +852 2376 2022 F-$¢ Mobile: +852 6323 0883

{4iEL Fax: +852 3743 5853 T E-mail: boncuijewellery@gmail.com

www.boncuijewellery.com
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