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Since 2005, the biennial World Cultures Festival series 
has started its wonderful journey from Latin America, 
crossing the Mediterranean, the Silk Road and Asia, 
and arrived at Eastern Europe this year. Riding on 
the theme of ‘Lasting Legacies of Eastern Europe’, 
this year’s Festival will feature some of the most 
representative artists and art forms from the Eastern 
European region, showcasing its rich and diversified 
cultures and traditions as well as contemporary arts 
development.

Opening the 2013 Festival is the modern ballet Anna 
Karenina by the internationally acclaimed Eifman Ballet 
of St. Petersburg, which brilliantly decodes Russian 
literary giant Tolstoy’s classic with its innovative and 
original choreography. We are also honoured to have 
two great theatre masters and their companies taking 
part in the Festival. Prominent Russian director Lev 
Dodin and his world-renowned Maly Drama Theatre 
of St. Petersburg-Theatre of Europe will perform 
Chekhov’s signature play Uncle Vanya, while Polish 
contemporary theatre luminary Krystian Lupa will 
present his popular and intriguing work Persona. Marilyn 
with the Dramatic Theatre of the City of Warsaw. 
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A strong line up of traditional Eastern European 
programmes is another notable achievement of the 
Festival’s curatorial pursuit. These include the military 
songs and saber-wielding dances by the Don Cossacks 
State Academic Song and Dance Ensemble in honour 
of Anatoly Kvasov, and the captivating performance by 
the Terem-Quartet with their traditional Russian folk 
instruments. Furthermore, the exuberant charm and 
energy of Roma culture is set to enchant audiences 
through the music and dances by the Budapest Gypsy 
Symphony Orchestra and the Romafest Gypsy Dance 
Theatre of Romania. The divine voices of Serbia’s Divna 
and Melodi have extended the art of sacred singing 
and injected new vitality into ancient Byzantine chant. 
Local productions to be staged at the Festival include 
the rendition of the late Czech Republic President 
Václav Havel’s The Memorandum by Class 7A Drama 
Group, Uasiankrainian Jam by JohnChen Ensemble and 
the Eastern Europe Postcards concert by the Hong Kong 
Philharmonic.

Apart from stage performances, the Festival also 
offers a rich array of extension activities, such as 
the arts criticism mentorship programme, film and 
video screenings, exhibitions, arts salon series, 
masterclasses, workshops, talks, backstage tours, 
meet-the-artist sessions and school tours, with the 
aim of capturing a full landscape of Eastern European 
cultures.

May I invite you all to join us on this cultural journey to 
Eastern Europe.



VAN ZWEDEN  
The eighth Music Director
of the Hong Kong Philharmonic 
香港管弦樂團第八任音樂總監 

1  	 Musical America’s Conductor of the Year for 2012  

《音樂美國》二零一二年度指揮家 

2 	 The youngest Concertmaster ever of the Royal Concertgebouw 

	 Orchestra

	 荷蘭皇家音樂廳樂團史上最年輕團長

3 	 Music Director of the Dallas Symphony Orchestra  

	 達拉斯交響樂團音樂總監

4 	 Works regularly with the Chicago Symphony, Cleveland Orchestra, 
	 Philadelphia Orchestra, New York Philharmonic, London Philharmonic, 

Orchestre de Paris and the Royal Concertgebouw Orchestra. Recently 
conducted the Berlin Philharmonic.

 	 與芝加哥交響樂團、克里夫蘭管弦樂團、費城管弦樂團、紐約愛樂、

	 倫敦愛樂、巴黎樂團及荷蘭皇家音樂廳樂團合作。最近受邀指揮

	 柏林愛樂樂團。 

”The orchestra (HK Phil) responded to 
van Zweden’s grip on the soul of the piece 
with an impressively disciplined performance.” 
Sam Olluver, South China Morning Post
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”The orchestra (HK Phil) responded to 
van Zweden’s grip on the soul of the piece 
with an impressively disciplined performance.” 
Sam Olluver, South China Morning Post
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THE NOON WITCH DREW ITS PROGRAMMATIC CONTENT 
FROM THE GARLAND, CONTAINED IN ERBEN’S SECOND 
SET OF BALLADS, KYTICE, PUBLISHED IN 1853. THE NOON 
WITCH IS A FIGURE FROM ANCIENT FOLKLORE WHO, 
MUCH LIKE THE ERL-KING IN GOETHE’S POEM, DESIRES 
THE SPIRIT OF A YOUNG CHILD – AND IN THIS CASE SEEKS 
FOR IT AT NOON.

One result of the Romantic movement was a renewed 
interest in the arts practised outside major metropolitan 
centres. Wordsworth and Coleridge revivified English 
poetry with their Border Ballads; the brothers Grimm 
collected the folk tales of rural Germany. As the 19th 
century progressed, composers throughout Europe 
revisited the songs and folk tales of their native 
countries, reflecting both a Romantic interest in 
‘unspoiled’ cultures and the related local nationalisms 
which had grown up particularly in the wake of the 1848 
revolutions.

Despite international fame, Antonín Dvořák always 
thought of himself as a ‘humble Czech musician’, and 
towards the end of his life wrote five major symphonic 
poems, four of which – The Golden Spinning Wheel, The 
Wild Dove, The Water Goblin and The Noon Witch – were 
based on a collection of Czech ballads by Karel Jaromír 
Erben (1811-1870).

Allegretto
Andante sostenuto e molto tranquillo
Allegro
Andante – Lento – Maestoso
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With its explicitly programmatic or descriptive intent, 
the symphonic poem flourished during the 19th 
century; Liszt is often credited with its invention. While 
Brahms, and Dvořák himself, continued to compose in 
the ‘abstract’ and non-representational genre of the 
symphony, many composers felt drawn to the relative 
formal freedom of the symphonic poem, as well as its 
ability to reflect current literary ideas and images. In 
some respects Dvořák represents a bridge between two 
musical and philosophical extremes.

The Noon Witch (1896) drew its programmatic content 
from The Garland, contained in Erben’s second set of 
ballads, Kytice, published in 1853. The Polednice (or 
Noon Witch) is a figure from ancient folklore who, much 
like the Erl-king in Goethe’s poem, desires the spirit of a 
young child – and in this case seeks for it at noon.

Dvořák begins with a setting of tranquil domesticity. The 
opening Allegretto melody is graceful and charming – we 
can almost picture the farmer’s cottage in all its rustic 
simplicity with a hard-working mother attending to the 
necessary household chores. Her work is interrupted 
by a piping child wanting attention, represented by an 
insistent four-note phrase on the oboe. In many of his 
symphonic poems Dvořák used particular phrases from 
the original ballads which suggested a rhythmic motif 
for each character, often adding the phrases under 
particular sections in the score.

The child’s phrase (whose key, A flat, is at odds with the 
prevailing key of C) eventually draws an irritated response 
from the mother – a dotted rhythm on a downward scale. 
The child is silent for a moment, only to start up wailing 
soon after. The exasperated mother threatens to call The 
Noon Witch to take away the naughty child. No sooner do 
the words escape her lips than Dvořák stops the orchestral 
quarrel with an abrupt chord from the lower brass, a 
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INSTRUMENTATION
Three flutes (one doubling 
piccolo), two oboes, three clarinets 
(one doubling bass clarinet), two 
bassoons, four horns, two trumpets, 
three trombones, tuba, timpani, 
percussion and strings.

sudden pianissimo from the strings with the sinister 
addition of the bass clarinet and a switch to the slower 
tempo marking Andante sostenuto e molto tranquillo. 
The Noon Witch has appeared.

According to fellow composer Leos Janáček, the musical 
description of the witch is “so truthful that one can 
almost clutch at the terrifying shadow [represented 
by] those weird harmonies”. Indeed through Dvořák’s 
orchestration we are left in no doubt as to the witch’s 
intent: her theme is uncompromisingly menacing. The 
fear felt by both mother and child is palpable as each 
pleads for mercy, in a counter-theme full of pathos. With 
a fearsome braying from the horns, the witch, as Janáček 
puts it, reaches out her withered hand for the child, while 
in a weeping figure for the strings the woman makes her 
final plea.

An unconcerned husband, portrayed by a calm Andante 
theme, returns home from his hunting in the woods only 
to find his wife collapsed on the floor of their cottage, 
their child clasped tightly in her arms. He awakens 
her – but they cannot revive their child. A whirring of 
strings and a spine-tingling Maestoso recapitulation of 
the Witch’s theme from the whole orchestra graphically 
portray their anxiety and final horror. The Noon Witch 
has claimed another victim.

The first performance of The Noon Witch took place 
under Antonín Bennewitz at the Prague Conservatoire 
on 3rd June 1896 in an open rehearsal (alongside The 
Water Goblin and The Golden Spinning Wheel). It received 
its first professional performance five months later in 
London under the direction of Henry Wood, testimony 
to the popularity Dvořák and his symphonic poems 
enjoyed.

BY DAVID VIVIAN RUSSELL © 2002
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IN THE LATE 1960S LUTOSŁAWSKI WAS INVITED TO 
COMPOSE A PIECE FOR LONDON’S ROYAL PHILHARMONIC 
SOCIETY, HE REQUESTED THAT HE WAS ABLE TO WRITE A 
PIECE FEATURING THE GREAT RUSSIAN CELLIST, MSTISLAV 
ROSTROPOVICH. THE CONCERTO WAS PREMIERED AT THE 
ROYAL FESTIVAL HALL, LONDON WITH ROSTROPOVICH 
AND THE BOURNEMOUTH SYMPHONY ORCHESTRA 
CONDUCTED BY EDWARD DOWNES ON 14TH OCTOBER 1970.

Born into an aristocratic Polish family, Lutosławski 
was one of many Polish intellectuals marked out for 
extermination by the occupying Nazis during the 
Second World War. He fared rather better under 
the Communist regime, though his First Symphony, 
completed in 1947, was denounced as ‘formalist’ and 
banned. But his Concerto for Orchestra, developing 
his love of both folk-based material and rich orchestral 
sound, earned him rehabilitation at home and 
contributed to his growing reputation elsewhere. By 
the 1960s that international reputation was assured; 
he went on to compose three more symphonies, and 
concertos for piano and for oboe and harp, for soloists 
and orchestras around the world. He developed 
particular relationships with American orchestras such 
as the Chicago Symphony under George Solti and, more 
recently, the Los Angeles Philharmonic and its then 
Music Director, Esa-Pekka Salonen. American composer 
Steven Stucky neatly encapsulates five hallmarks of 

Introduction
Four Episodes
Cantilena
Finale
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Lutosławski’s music: ‘(1) beauty of sound and mastery of 
colour, (2) renewal of harmony, (3) clarity of form, (4) 
drama, and (5) eloquent communication.’

In the late 1960s Lutosławski was invited to compose 
a piece for London’s Royal Philharmonic Society, but 
having recently composed his Symphony No.2, he 
requested that he was able to write a piece featuring the 
great Russian cellist, Mstislav Rostropovich. Naturally 
the Royal Philharmonic Society was delighted, and the 
piece was commissioned by the Gulbenkian Foundation. 
The Concerto was premiered at the Royal Festival 
Hall, London with Rostropovich and the Bournemouth 
Symphony Orchestra conducted by Edward Downes on 
14th October 1970.

Lutosławski describes how writing for ‘one of the 
greatest musicians of our century’ allowed him to forget 
about ‘technicalities’ and concentrate on the music. 
Many concertos begin with an orchestral introduction 
of the work’s main themes, which are then taken up by 
the soloist. Lutosławski, by contrast, begins his Cello 
Concerto with an unaccompanied Introduction for the 
soloist: the cello repeats the note D in an expressionless 
manner, then tries out and abandons various ideas that 
contrast mood and style – ‘gracious’, ‘martial’, ‘comic but 
elegant’ and so on – but keeps returning to the repeated 
D. On their final appearance, the repeated Ds seem 
about to turn into something more extended, but this is 
interrupted by a barrage of trumpet calls. This signals 
the Four Episodes, where the cello takes the lead, as 
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Lutosławski puts it, ‘inviting’ groups of instruments to 
join it. Each time, the brass disrupts the music, bringing 
the episode to a sudden end. After the fourth episode, 
and fourth interruption, the cello plays some pizzicato 
notes, as if thinking about what comes next, and then 
launches into a beautiful, long, slow Cantilena that 
gradually unfolds using the instrument’s highest ‘singing’ 
register; the music condenses into a brief passage of 
unison melody but is brutally disrupted by the brass 
and the rest of the orchestra in a feverish tutti. Thus the 
Finale begins, where, once again, the cello’s fast and 
brilliant solo passages are repeatedly ‘attacked’, to use 
the composer’s word, by different groups of orchestral 
instruments. The climax of the work comes with brutal 
forte chords and a kind of collapse, after which we hear 
the cello in a falling quarter-tone gesture that suggests 
weeping. But all is not lost: the cello rises through the 
texture to play another repeated pattern – this time of 
As – loud and triumphant near the top of its range.

Lutosławski’s harmony often uses all available twelve 
notes, but deployed so that there is huge contrast 
between chords which are stable and consonant and 
those that are dissonant. His colours and textures are 
frequently derived from using small groups within the 
orchestra, which change from moment to moment. 
One of his most dramatic features is the contrast 
between sections played in strict time, and others where 
individual instruments repeat phrases with rhythmic 
freedom and independence to create a fluid but 
motionless effect.

BY GORDON KERRY©2013

INSTRUMENTATION
Three flutes (one doubling 
piccolo), three oboes, three 
clarinets (one doubling bass 
clarinet), three bassoons (one 
doubling contrabassoon), four 
horns, three trumpets, three 
trombones, tuba, timpani, 
percussion, piano, celesta, 
strings and solo cello.
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CANTUS (1977) IS NONETHELESS A COMPLEX RESPONSE 
TO THE DEATH OF BENJAMIN BRITTEN. OUT OF THE 
‘INEXPLICABLE FEELING OF GUILT’ CAME ONE OF PÄRT’S 
GREATEST MEDITATIONS ON LOSS.

One of Arvo Pärt’s shorter works, Cantus (1977) is 
nonetheless a complex response to the death of 
Benjamin Britten. For forty years the Estonian Pärt 
was ‘shielded’ from many musical developments in 
the West and, as such, only became aware of Britten’s 
compositional style and techniques scant years before 
the English composer’s death in 1976. 

Though Britten was the impetus, the style of Cantus 
is most definitely Pärt’s own. Typical of the mystic 
minimalist form of which Pärt is arguably the greatest 
exponent, there is an ‘old’ feel to this composition. Pärt 
scholar Paul Hillier states that Pärt’s music reveals ‘a 
kinship with the likes of [early Renaissance composers] 
Ockeghem and Josquin’, both in its spiritual nature 
and in its technical organisation (long lines of melody 
revealing passing passages of unity and dissonance). 
Major works that reveal Pärt’s interest in his Orthodox 
heritage and the melodies and modes from the church 
include his Symphony No.3 (1971) and Credo (1968).

Also inherent in Pärt’s compositions, and strongly 
linked to the spiritual, is his use of bells, both literally 
and harmonically: literally in pieces such as De profundis 

“I was obviously at the point where I 
could recognise the magnitude of such 
a loss…I had just discovered Britten for 
myself. Just before his death I began 
to appreciate the unusual purity of his 
music.” ARVO PÄRT
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(1980) and Cantus, and harmonically in his mimicking 
of bells and/or their harmonic series to create a 
tintinnabular style.

The ‘melody’ of Cantus is essentially a slowly moving, 
at times almost glacially slow, descending scale on A 
minor (but, typical of Pärt, the scale is in its older sacred 
form, the Aeolian mode). The first violins begin in their 
highest register while the contrabasses (which enter 
several bars later) are confined to their lowest notes. As 
such, it is a piece of tonal extremes. All string sections 
are divided excepting the violas, which seem to play a 
different role, adding a fifth contrasting harmonic voice 
to the mix of the surrounding strings. The addition of 
the tolling bell takes the work to a higher level that Paul 
Hillier describes as one of ‘ineffable sadness’ – bringing 
to mind the ending of a funeral rite.

Pärt has said of the genesis of Cantus:

“In the past years we have had many losses in 
the world of music to mourn. Why did the date of 
Benjamin Britten’s death – 4th December 1976 – 
touch such a chord in me? During this time I was 
obviously at the point where I could recognise the 
magnitude of such a loss. Inexplicable feelings of 
guilt, more than that even, arose in me. I had just 
discovered Britten for myself. Just before his death I 
began to appreciate the unusual purity of his music – 
I had had the impression of the same kind of purity in 
the ballads of Guillaume de Machaut. And beside, for 
a long time I had wanted to meet Britten personally – 
and now it would not come to that.”

Out of this ‘inexplicable feeling of guilt’ came one of 
Pärt’s greatest meditations on loss.

BY DAVID VIVIAN RUSSELL© 2002

INSTRUMENTATION
Strings and a single bell.
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THE MUSIC FOR STRINGS, PERCUSSION AND CELESTa 
WAS COMMISSIONED BY PAUL SACHER FOR THE TENTH 
ANNIVERSARY OF HIS BASLE CHAMBER ORCHESTRA, WHICH 
GAVE THE WORK’S PREMIERE IN JANUARY 1937. IT RAPIDLY 
ESTABLISHED ITSELF AS A MODERN CLASSIC, RECEIVING 
NUMEROUS PERFORMANCES WITHIN THE NEXT TWO YEARS.

The second half of the 1930s saw Bartók’s most 
productive years as a composer: orchestral works alone 
from this time include the Second Violin Concerto, 
Divertimento and, arguably his masterpiece, the Music 
for Strings, Percussion and Celesta, commissioned by Paul 
Sacher for the tenth anniversary of his Basle Chamber 
Orchestra, which gave the work’s premiere in January 
1937. It rapidly established itself as a modern classic, 
receiving numerous performances within the next two 
years even in Germany, where Bartók was officially out 
of favour.

The title of the work doesn’t give much away: between 
them, strings and percussion include piano and harp 
as well as a varied number of percussion instruments 
including the celesta. The disposition of the orchestra 
is unusual. The strings are symmetrically arranged, 
allowing for antiphonal (or ‘stereo’) effects, with the 
other instruments taking literal centre stage. Symmetry 
also informs the musical content of the piece. The first 
movement, for instance, is a fugato: the sinuous opening 

Andante tranquillo
Allegro
Adagio
Allegro molto
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theme is stated unaccompanied, and successive parts 
restate it in progressively more distant keys as the music 
develops into a richly complex texture. Originally muted, 
the string tone gradually increases in strength until the 
movement’s climax (where other instruments are finally 
introduced). The opening theme of the movement pivots 
on the note A; the climax is achieved by a string unison 
E flat. In terms of tonal grammar, this is as far from A 
as one can get, and from this point Bartók creates the 
illusion of the music’s going backwards, to coalesce once 
more on A.

The apparently symmetrical shape of the opening 
movement is, of course, illusory. Music can’t go 
backwards, as it unfolds in time. But the proportions of 
the music give that impression. It used to be thought 
that Bartók used a mathematical sequence known as 
the Fibonacci series to map out the distance between 
significant musical events and thus create the satisfying 
proportions of such movements. A similar mathematical 
ratio underpins the rhythm of the famous xylophone solo 
at the beginning of the third movement. Though there 
is little evidence that Bartók consciously used these 
calculations, his instinct was sure.
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Versions of the first movement’s opening theme 
also appear in the succeeding three movements. In 
the second movement it appears disguised in the 
second theme we hear; it acts as a bridge between 
episodes in the third movement’s mysterious and 
characteristically Bartókian ‘night music’ (the eerie and 
scattered sounds one might hear at night). In the final 
movement, the theme appears in a striking passage, 
its intervals adjusted to produce a sense of spacious, 
stable consonance. And therein lies one key to this 
extraordinary piece: it traces a simple journey, via sound 
worlds of amazing variety, from instability to radiant 
concord. Symmetry is only half the story.

Indeed this music thrives also on asymmetry, not just 
in its overall trajectory but in certain details. Bartók 
was a pioneer in recording and notating the rapidly 
disappearing folk musics of Eastern Europe. At the 
time of Music for Strings, Percussion and Celesta, Bartók 
was at work on music collected in Turkey; a few years 
earlier he had intensively researched Bulgarian music. 
The influence on his own work can’t be overstated, 
particularly in his use of irregular or compound rhythms, 
and the constant variation of material. The inexorable 
fugato theme in the first movement is actually of 
remarkable elasticity; the asymmetrical rhythmic motifs 
which power the faster movements of the work are 
likewise derived from folk music. The abstract nature 
of the title and the work’s structural complexity aside, 
Music for Strings, Percussion and Celesta is a deeply 
humanist document.

BY GORDON KERRY © 2003

INSTRUMENTATION
Piano for four-hands, timpani, 
percussion, harp, celesta and 
double string orchestra.
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British conductor Martyn Brabbins is Chief Conductor 
of the Nagoya Philharmonic (from 2013) and Principal 
Guest Conductor of the Royal Flemish Philharmonic. 
He was previously Artistic Director of the Cheltenham 
International Festival of Music 2005-2007 and 
Associate Principal Conductor of the BBC Scottish 
Symphony Orchestra 1994-2005.

Brabbins is known for his affinity with music of the 
late 19th and early 20th centuries, to which he brings 
a Romantic sensibility, unerring sense of pace and 
an extraordinary ear for detail. He is also closely 
associated with British music, and has conducted 
hundreds of world premieres and has close links with 
many of today’s foremost composers.

Recent highlights have included his debut with the 
Royal Concertgebouw Orchestra; the First Night of 
the BBC Proms with the BBC Symphony (shared with 
Elder, Norrington and Gardner); a world premiere by 
Christian Jost at the Flemish Opera; a rare staging 
of Vaughan Williams’ A Pilgrim’s Progress at English 
National Opera; a Brahms cycle in Japan, and Elgar 
with the Deutsche Symphonie Orchester. 

Brabbins has conducted several times at the 
Netherlands Opera, Frankfurt and Hamburg Operas 
and at the Deutsche Oper Berlin. In 2013 marks his 
debut at the Bavarian State Opera in Munich.

He has an extensive discography of works ranging 
from Romantic to contemporary repertoire, winning 
awards such as the Gramophone Award and the 
Cannes Opera Award. He has recorded over thirty 
discs with the BBC Scottish Symphony on Hyperion, 
who also released his ground-breaking performance 
of Havergal Brian’s Gothic Symphony live from the 2011 
BBC Proms.
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Born in 1970 and appointed Principal Cellist of 
the BBC Symphony at the age of 20, Paul Watkins 
has collaborated with world renowned conductors 
including Berglund, Slatkin, Litton, Sir Mark Elder and 
Sir Charles Mackerras. He performs regularly with 
all the major British orchestras including the London 
Philharmonic, Philharmonia and City of Birmingham 
Symphony. He has made six concerto appearances at 
the BBC Proms, recently in a televised performance 
of the Elgar Cello Concerto, conducted by Belohlávek 
and recorded live by Deutsche Grammophon.

He made his concerto debut at the Amsterdam 
Concertgebouw with the Netherlands Philharmonic, 
and he has toured to China and the Far East with 
the BBC Scottish Symphony. Recent highlights 
include his debut at Carnegie Hall and premiere of 
a new concerto written for him by Mark-Anthony 
Turnage with the Royal Liverpool Philharmonic and 
Gewandhausorchester Leipzig, among others. A 
dedicated chamber musician, Watkins has been a 
member of the Nash Ensemble since 1997. He has 
given solo recitals at Amsterdam Concertgebouw, the 
South Bank Centre and Wigmore Hall. Paul Watkins 
joined the Emerson String Quartet in May 2013.

In 2009 Paul Watkins signed an exclusive contract 
with Chandos Records for a series of recital 
and concerto discs. Future releases include the 
Lutoslawski cello concerto.

He has conducted all the major British orchestras, 
and also became the first ever Music Director of the 
English Chamber Orchestra in the 2009/10 season. 
He also served as Principal Guest Conductor of the 
Ulster Orchestra from 2009 to 2012.
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At what age did you know you 
wanted to be a professional 
musician? Was there a particular 
event that prompted this 
decision?
Primary and secondary school 
were difficult for me. I was teased 
for being different and sometimes 
called awful names. In fourth 
grade, students were encouraged 
to pick an instrument. I chose the 
drums, which seemed the obvious 
choice. As I worked harder at 
the drums over the years, things 
began to look different to me - 
students judged me with things 
other than their eyes, and even 
teachers treated me differently. 
Gradually music becomes who 
you are, and you cannot imagine 
doing anything else.

What path did you take to join 
the industry?
As I got more serious about 
studying music I looked for 
teachers to study with. When 
I was fifteen I auditioned for 
a programme that provided 
free lessons with the National 
Symphony musicians in 
Washington DC. I was thrilled 
to win a fellowship from the 
programme, which was when I 
realised I might have a shot at 
one day playing for a living. The 
first professional audition I won 
was for Principal Percussion of 
the Jacksonville Symphony in 
Florida when I was twenty-four, 
the second was for the HK Phil 
two years later! People ask me 
what my break was. The answer 
is: Having a Mom who drove 
me to drum lessons FOR YEARS 
after work and told me I could be 
anything I wanted to be as long as 
I took it seriously. 
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Which piece of music has had the greatest impact on you and why?
My Dad has a large Jazz, Blues and Afro-Cuban music library 
and enjoys telling people I rebelled as a teenager by going into 
classical music, but the first music that I couldn't stop listening 
to was his Jimi Hendrix records. That's when I started listening 
to music constantly.

Which musician (living or dead) would you most like to meet 
and why?
Would I rather meet a composer with my eyes? Or would I rather 
feel the soul they bare to the world? But to answer the question 
more directly; I’d love to meet up with Beyoncé!

What is the most memorable concert you have attended or heard?
I still remember the first time I heard The Rite of Spring performed. 
I couldn't believe it. I was literally thinking "Where the hell have I 
been that I haven't known about this before?" I was fourteen at the 
time I believe.  

Your dream performance would be?
Janacek's Glagolitic Mass with Un-dead musicians conducted by 
Zombie Leonard Bernstein!

What should audience members listen out for in tonight's concert?
Bartók writes great timpani parts, so I would check out James 
(Principal Timpani of the HK Phil) and his skins tonight!

If you were not an orchestral musician what musical path do 
you think you might have taken?

You never run out of drums to learn, mastering them all is 
impossible in one lifetime.  The drums I’d really like to master 
next would be the Tabla.  But aside from drums, I’ve always 
wanted to play the piano well.  I know it’s just another percussion 
instrument but, there it is! 

What are you currently listening to on your iPod/MP3?
Ella Fitzgerald, Jimi Hendrix and Prince.

What advice would you give to a young performer wishing to 
have a career in classical music?
Learn how to practice. Music takes practice, but so does 
practising. But don't panic, that doesn't mean you have to 
practice twice as long, you just have to do two things at once...

Outside of the concert hall what are you most likely to be found 
doing?
Reading, listening, walking briskly, hating on the “Man”.
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The Hong Kong Philharmonic is a vital part of 
Hong Kong’s cultural life, as the city’s largest and 
busiest musical organisation. In 2013/14 the HK 
Phil celebrates its 40th professional season, but its 
roots are well over a century old. The HK Phil has 
now evolved to become an orchestral powerhouse in 
the region, and an acclaimed cultural centrepiece of 
Asia’s World City. 

The HK Phil is formed on the belief that a great city 
deserves a great orchestra. Annually it presents over 
150 concerts for 200,000 music lovers. Featuring 
an enviable roster of international conductors and 
soloists, the HK Phil performs a broad variety of 
music, with many concerts presented free, among 
them the annual Swire Symphony Under The Stars. 
Through its acclaimed education programme, over 
40,000 young people learned about orchestral music 
last year. 

 Photo: C
heung C
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ai
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The Swire Group Charitable Trust has been the 
Principal Patron of the HK Phil since 2006. Swire’s 
enlightened support, the most generous in the 
orchestra’s history, continues to enable the orchestra 
to reach towards high artistic goals. 

The HK Phil’s members come from every corner of the 
globe, joining its strong core of Hong Kong musicians. 
In September 2012, Jaap van Zweden became the 
orchestra’s Music Director. Future years will see 
an ambitious series of new projects, with major 
international tours, renewed local partnerships, and 
large-scale concert events. The HK Phil has recently 
commenced a multi-CD recording project for Naxos, 
featuring works by Chinese composers.

The Hong Kong Philharmonic is financially supported by the Government of 
the Hong Kong Special Administrative Region

SWIRE is the Principal Patron of the Hong Kong Philharmonic

The Hong Kong Philharmonic is a Venue Partner of the Hong Kong Cultural Centre
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hkpo-chair1213-hpad-j2wk11a-op.pdf   1   8/11/13   4:24 PM
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大師會

MAESTRO CIRCLE

大師會特別為熱愛交響樂的企業及

人士而設，旨在推動香港管弦樂團

的長遠發展及豐富市民的文化生

活。港樂謹此向下列各大師會會員

致謝：

Maestro Circle is established for the business community 
and individuals who are fond of symphonic music. It aims 
to support the long-term development of the Hong Kong 
Philharmonic and to enrich cultural life. We are grateful to the 
following Maestro Circle members:

白金會員 Platinum Members

鑽石會員 Diamond Members

綠寶石 Emerald Members

珍珠會員 Pearl Members

David M. Webb
webb-site.com

Ana and Peter 
Siembab
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hkphil-schumann1&2-hpad-op.pdf   1   27/11/13   9:46 AM
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hkphil-connect-hpad-v3-op.pdf   1   26/11/13   4:10 PM
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