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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 

	O rchestra

	 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



義務核數師 Honorary Auditor 
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August Schumann was a writer, publisher and 
bookseller in the town of Zwickau in Saxony who had 
married Johanna Schnabel, daughter of a wealthy 
surgeon. Their large, imposing house, dominated 
the town’s main square. Robert was born there on 
8th June 1810, the youngest of five children and, as 
Alan Walker has written in his biography, “Of all the 
great composers, with the exception of Mendelssohn, 
Schumann probably started life with the best material 
advantages”. But a comfortable home, supportive 
parents and considerable wealth are no guarantees 
of happiness or success and Schumann’s life seems 
to have been a succession of disasters and tragedies, 
culminating with his own insanity, a result, it would 
seem, of syphilis contracted in his youth. 

The first tragedy, which clearly had a profound effect 
on his psyche, occurred when Schumann was just 
three. Napoleonic troops, retreating from the terrible 
defeat they had suffered at the hands of the Russians 
in 1812, stormed through Zwickau, looted it and, 
again to quote Walker, “Severed arms and legs were 
piled in the streets. The weather was hot and the 
stench became unbearable. Cholera broke out and a 
prosperous community of four thousand people lost 
nearly five hundred of its citizens within a few weeks”. 
The Schumanns survived but only to face yet more 
horrors. 
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In 1826 the only daughter of the family, nineteen-
year-old Emile (Robert Schumann’s elder sister), 
contracted a skin disease which left her horribly 
disfigured and she committed suicide by drowning 
herself. This left August Schumann so distraught that 
within a few weeks he, too, was dead and, considering 
music to be “a breadless profession”, Johanna insisted 
that her son abandon it in favour of a career in law. So, 
on 30th July 1829 the erstwhile composer enrolled for 
courses in Roman, ecclesiastical and international law 
at the University of Heidelberg. He never attended 
a single lecture, but did run up huge debts, many 
incurred by his passion for music and travel; he wrote 
“one can have no notion of Italian music unless one 
has heard it under Italian skies”. A year after enrolling 
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at the University, Schumann wrote to his mother that 
he did not have “the talent for Latin that a successful 
lawyer must possess” and that he was abandoning 
law in favour of music. Johanna reluctantly accepted 
her son’s decision and in October 1830 Schumann 
moved to Leipzig and lodged with the great piano 
teacher Friedrich Wieck with whom he was to train 
for a career as a piano virtuoso.

More tragedy was in store, but also something else 
which was to have a most profound effect on his 
life and music. Living in the Wieck household the 
twenty-year-old Schumann came into daily contact 
with Wieck’s gifted eleven-year-old daughter, Clara. 
They fell in love, much to Wieck’s horror who went 
on to forbid the young couple from ever meeting and 
actually threatened to shoot Schumann if he went 
near his daughter. Hostility from his piano teacher 
was one thing, but in October 1831 something much 
worse happened which effectively closed the door on 
Schumann’s piano playing aspirations. He began to 
experience increasing paralysis of the fingers of his 
right hand and by the following June his middle finger 
had become totally immobile. Various causes have 
been put down for this, ranging from Schumann’s use 
of a mechanical device to increase the flexibility of his 
fingers to the mercury he was taking to cure syphilis, 
but the fact remained he had no future as a pianist. 

He carried on determinedly and now invested all his 
musical ambitions into Clara, who did become a great 
virtuoso pianist. For ten years the couple maintained 
a relatively clandestine relationship, forever battling 
against Wieck’s increasingly vehement opposition. 
Eventually matters came to a head when Wieck went 
to law to stop the relationship but, after years of legal 
wrangling (which involved forged letters to the court 
from Wieck), on 12th September 1840 the couple, 
then aged thirty-one and twenty-one married. It was 
to become one of the most potent musical marriages 
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in history influencing not just Schumann’s own work, 
but that of many other composers, most notably 
Brahms. 

Appointments as conductor in Leipzig and Dresden 
ended in ignominy, Schumann chronically incapable 
of handling an orchestra and affected by a growing 
insanity which resulted in extended bouts of deep 
depression. His final appointment in Düsseldorf ended 
in tragedy when his growing ill-health made him fear 
for the safety of Clara; he genuinely believed he might 
do her harm during one of his increasingly frequent 
attacks of depression. He summoned a doctor to 
the house, but the following morning (27th February 
1854), he left home and jumped off a bridge into 
the River Rhine in an attempt to kill himself. He was 
rescued by two fishermen, but was insistent that no 
mention be made of his suicide bid to his wife and, 
more than that, refused to return to the house or to 
see his wife again. He was, at his own insistence, 
incarcerated in a hospital at Endenich near Bonn and 
it was only on 27th July 1856 that Clara saw him 
again. Two days later, Schumann died.

Schumann’s legacy to music lies possibly more in 
his influential writings about music than in his own 
compositions, the vast bulk of which are for piano or 
voice. He also wrote a handful of chamber works and 
just eighteen published orchestral scores.

BY DR MARC ROCHESTER
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ALTHOUGH SCHUMANN REMOVED THE TITLE ‘SPRING’ 
SYMPHONY WHEN THE MUSIC WAS PUBLISHED, HE 
WAS INSPIRED BY THE SPRING-TIME IN WHICH HE WAS 
COMPOSING, AND BY THE HAPPINESS OF HIS MARRIAGE TO 
CLARA WIECK. HE WAS AMBITIOUS FOR THE ESTEEM TO BE 
GAINED BY COMPOSING A SUCCESSFUL SYMPHONY.

Schumann wrote his First Symphony with a quill pen 
he had found near Beethoven’s grave. It was his first 
major orchestral composition, and began a brief but 
intensive creative spurt in which he also composed 
the first version of what became Symphony no. 4. 
This was typical of a composer whose creative focus 
shifted from genre to genre. In April 1839 Schumann 
wrote to a friend, “Sometimes I would like to smash 
my piano, it has become too narrow for my thoughts.” 
Nevertheless, these thoughts still came in small 
units – typically four- and eight-bar phrases – but 
Schumann now worked very hard to assemble them 
into convincing larger forms.

Although Schumann removed the title ‘Spring’ 
Symphony when the music was published, he 
was inspired by the spring-time in which he was 
composing, and by the happiness of his marriage 
to Clara Wieck. He was ambitious for the esteem 
to be gained by composing a successful symphony. 
He sketched the whole work in four days, and had 
completed the orchestration within a month. There 

Andante un poco maestoso–
	 Allegro molto vivace

Larghetto
Scherzo (Molto vivace–Molto più vivace)
Allegro animato e grazioso
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Andante un poco maestoso–
	 Allegro molto vivace

Larghetto
Scherzo (Molto vivace–Molto più vivace)
Allegro animato e grazioso

was another musical stimulus, too: Schubert’s Great 
C major Symphony (no. 9). Even after Beethoven, he 
saw, a symphony could be written in a new way.

The very opening of the symphony matches the 
rhythm of the first lines of a poem by Adolph 
Boettger:

O wende, wende deine Lauf,
Im Tale bluht der Frühling auf!

(Oh turn, turn aside thy course,
the valley blooms with spring!)

Schumann had scored these opening notes, for horns 
as well as trumpets, on B flat. At the first rehearsal the 
valveless horns sounded “as though they had caught 
a violent head cold”; the valveless trumpets could not 
play the note at all. Mendelssohn, who conducted the 
premiere on 31st March 1841, solved the problem by 
transposing the phrase up so that it began on D, and 
the symphony was published with that alteration. The 
clarity of the scoring of the symphony suggests the 
benefits of working with a first-rate conductor who 
was also an experienced orchestral composer.

The opening motif dominates the first movement, 
the first subject of the Allegro being essentially a 
speeded up version of it. There is a lovely contrasting 
second subject led by the winds, and the material 
is elaborately, if undramatically, developed. At the 
point of climax which comes with the recapitulation, 
Schumann substitutes for the first subject of the 
Allegro an expanded version of the opening fanfare 
motive.
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INSTRUMENTATION
Two flutes, two oboes, two 
clarinets, two bassoons, four 
horns, two trumpets, three 
trombones, timpani, percussion 
and strings.

At the end of the Larghetto the melody is gradually 
transformed so that after a half-close it becomes the 
theme of the Scherzo, which is contrasted by two 
trios. The finale begins with a loud outburst for full 
orchestra stating an upward scale. The tripping main 
theme made Schumann caution a conductor: “I like to 
think of it as the farewell of spring, so I wouldn’t want 
it played too frivolously.” Soon comes a quotation: this 
skipping theme, which also appears in Schumann’s 
Kreisleriana, is so close to one in Mendelssohn’s String 
Quartet op. 12 that it may be Schumann’s tribute to 
the conductor of his First Symphony. The rhythmic 
pattern of the symphony’s opening also plays its 
part in this movement. Schumann thought he was 
following Beethoven in thus unifying the work, and 
perhaps he was following Beethoven (the oboe solo in 
the first movement of the Fifth Symphony), in pausing 
just before the recapitulation for a flute cadenza. 
But the way this is ushered in by the horns, and its 
colouristic effect, is poetic and Romantic. Beethoven’s 
quill pen in a fresh hand. 

BY DAVID GARRETT
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THE CELLO IS EXPLOITED FOR ITS ELOQUENT TENOR 
TONE, AND THE WORK HAS A WONDERFUL LYRICISM. 
SCHUMANN THE MUSICAL POET IS EVIDENT IN THE WAY 
EACH MOVEMENT IS LINKED TO THE NEXT TO ALLOW FOR 
A CONTINUITY OF THOUGHT UNLIKELY TO BE BROKEN BY 
APPLAUSE, AND IN THE ESCHEWAL OF VIRTUOSITY FOR ITS 
OWN SAKE.

The fluency and spontaneous grace of this 
Schumann’s Cello Concert could be thought to reflect 
the single span of inspiration in which Schumann 
composed it. The work was composed by the forty-
year-old, newly arrived in Düsseldorf from Dresden, in 
the space of fifteen days – from 10th to 24th October 
1850.

Schumann at first considered calling this masterpiece 
a Konzertstück, to reflect its less than concerto-length 
dimensions (it runs to about twenty-five minutes). 
However, it is only the brevity of the slow (second) 
movement which could in any way threaten its claim 
to the grander title.

In contrast with certain passages in the Violin 
Concerto of 1853, Schumann here composed solo 
music which is well-pitched for the instrument. 
Schumann, though remembered as a pianist, in fact 
possessed a reasonably deep first-hand knowledge 
of the cello, having taken it up briefly after the injury 
in 1832 which put an end to his piano career. He once 

Nicht zu schnell (Not too fast)
Langsam (Slowly)
Sehr lebhaft (Very lively)
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explained that he was able to handle the bow despite 
the paralysis which affected one of the fingers of his 
right hand.

Though Schumann didn’t study cello for long, this 
concerto is evidence that his time on the instrument 
paid off. As his wife, Clara, confided in her diary (16th 
November 1850): ”Last month [Robert] composed a 
concerto for violoncello … It appears to be written in 
the true violoncello style.”

As always Clara was Schumann’s most perceptive 
critic and keenest admirer, and she added in her diary, 
a year later:

I have played Robert’s Violoncello Concerto again 
and thus procured for myself a truly musical and 
happy hour. The romantic quality, the flight, the 
freshness and the humour, and also the highly 
interesting interweaving of cello and orchestra 
are, indeed, wholly ravishing, and what euphony 
and what deep sentiment are in all the melodic 
passages.

One could forgive Clara for being partisan, but in this 
case, her summary is quite apt. For once, Schumann’s 
habitually over-painted orchestration is under control. 
The cello is exploited for its eloquent tenor tone, and 
the work has a wonderful lyricism. Schumann the 
musical poet is evident in the way each movement 
is linked to the next to allow for a continuity of 
thought unlikely to be broken by applause, and in 
the eschewal of virtuosity for its own sake. “I cannot 
write a concerto for the virtuosos,” Schumann had 
commented early in his career. The cadenza is in fact 
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INSTRUMENTATION
Two flutes, two oboes, two 
clarinets, two bassoons, two 
horns, two trumpets, timpani, 
strings and solo cello.

shifted from the first movement to the last, so that an 
audience may first attend to the warmth and scope of 
the musical ideas. The triplets in the first movement 
are the only early concessions to virtuosity.

There is no orchestral introduction as was customary 
in the Classical concerto – just four bars of material 
which introduces a sweeping opening melody in the 
cello. The cello goes on for some time in its attractive 
tenor register, until a more vigorous orchestral 
passage takes over. Then a secondary, slightly more 
chromatic, more rhythmically pointed melody is 
heard, before triplets are introduced in the codetta, 
taking the listener almost imperceptibly into the 
development section, a passage notable for pert, light 
scoring for the orchestra and long, flowing responses 
in the solo cello. A recollection of the opening 
melody in more languorous mood, in the remote 
key of F sharp minor, marks the furthest point of the 
development, before a return to the material of the 
opening section, now slightly varied.

A gradual retarding of the coda leads to the slow 
movement, where traditionally the soloist plays in 
duet with the leader of the orchestral cellos. It is only 
thirty-four bars long, but rises to a glorious climax 
with the cello in its tenor register. An accelerating 
coloratura leads to the last movement. Here the cello 
takes on a more playful character, while remaining 
essentially melodic. 

BY G.K. WILLIAMS

Robert Schumann’s Cello Concerto was first performed in Leipzig on 
9th June 1860, about ten years after its completion and four years 
after the composer’s death. The soloist was Ludwig Ebert. 
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CURIOUSNESS IS JUST WHAT MAKES SCHUMANN’S SECOND 
SYMPHONY ORIGINAL. THE SYMPHONY, WRITTEN WITH 
GREAT DIFFICULTY AND, ACCORDING TO SCHUMANN 
HIMSELF, DOCUMENTING HIS RECOVERY FROM SERIOUS 
ILLNESS, DEMANDS TO BE ‘READ’, OR RATHER HEARD, FOR 
ITS SUB-TEXT, A RECORD OF A CHANGING MENTAL STATE 
(FROM DESPAIR THROUGH HEALING TO REDEMPTION).

Schumann’s use of a motto to begin his Second 
Symphony may be a reference to Haydn’s Symphony 
no. 104. Its return in three of four movements recalls 
Beethoven’s Fifth. Schumann belonged to the first 
generation of composers who wrote in full awareness 
of what their predecessors had done.

Mendelssohn, who conducted the first performances 
of Schumann’s first two symphonies, had done much 
to create this awareness of past music. Schumann’s 
Second Symphony pays tribute to Mendelssohn. 
But to their first critics, Schumann’s symphonies did 
not seem Classical enough, nor were their novelties 
convincing. Even a sympathetic colleague, Moritz 
Hauptmann, found the First Symphony ‘somewhat 
curious, but always musical’.

Sostenuto assai–
	 Allegro ma non troppo

Scherzo (Allegro vivace)
Adagio espressivo
Allegro molto vivace
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Curiousness is just what makes Schumann’s second 
symphony original. Even as the motto is being stated – 
not with Haydn’s clarity, but with ‘mysteriously muted 
solemnity’ – another ominous theme is outlined by the 
strings. This begins a movement Schumann described 
as of a ‘very moody and unruly character’. The 
symphony, written with great difficulty and, according 
to Schumann himself, documenting his recovery from 
serious illness, demands to be ‘read’, or rather heard, 
for its sub-text, a record of a changing mental state 
(from despair through healing to redemption).

Between Schumann’s First Symphony (1841) and the 
Second, begun in late 1845, came his serious nervous 
breakdown. Both Schumann and his wife, Clara, saw 
in this symphony the sign of his full recovery. In a 
burst of creativity, the symphony was drafted in 
piano score in December 1845, but Schumann had 
to put the orchestration aside when he had an attack 
of ringing and clicking in the ears. Mendelssohn 
conducted the premiere on 5th November 1846, but 
Schumann made many changes, including adding the 
trombones, before the second performance eleven 
days later.

Schumann did indeed master his materials, and 
created a new kind of Romantic symphony inside 
a Classical scaffolding. This has been increasingly 
recognised, against those who find in Schumann’s 
devices simplistic attempts at thematic unity, and in 
the poetic elements parentheses rather than the ‘real’ 
thread of music. The struggle of the first movement is 
a real one. The victory is not yet won, in spite of the 
return of the motto.
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INSTRUMENTATION
Two flutes, two oboes, two clarinets, two bassoons, two horns, two 
trumpets, three trombones, timpani and strings.

The Scherzo is the most explicit tribute to 
Mendelssohn. But this is no ‘fairy scherzo’. The music 
is restless, and as Michael Steinberg notices, “a layer 
of melancholy underlies the jocularity”.

Schumann’s dialogue with Mendelssohn continues 
in the slow (third) movement; but here Schumann 
seems to be saying, “I am not Mendelssohn.” The 
movement is full of felicitous scoring and has always 
escaped critical strictures.

Especially after Beethoven’s Ninth, the finale had 
become a challenge to composers. Given Schumann’s 
‘program’ in this symphony, he was seeking an 
expression of victory over dark, disturbing forces. 
This movement falls into two parts, the second so 
substantial it has struck some as a ‘finale in the 
finale’. After a series of pauses Schumann quotes 
Beethoven’s To the Distant Beloved. This reference was 
to Clara; it leads to a long and exultant conclusion, in 
which the opening motto is gradually reintroduced, 
shedding mystery and affirming the light.

BY DAVID GARRETT
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Known for his diverse repertoire and creative 
programming, distinguished Austrian conductor Hans 
Graf is one of today's most highly respected musicians. 
Music Director of Houston Symphony since 2001, Graf 
currently holds the title of Conductor Laureate. He 
has previously led the Calgary Philharmonic for eight 
seasons, Orchestre National Bordeaux Aquitaine for 
six years, and the Salzburg Mozarteum Orchestra from 
1984 to 1994.

Recent and upcoming North American engagements 
include appearances with Cleveland and Philadelphia 
Orchestras, New York and Los Angeles Philharmonics, 
Boston, San Francisco, and Vancouver symphonies 
among others. He made his Carnegie Hall debut 
with Houston Symphony in 2006, and in 2010, 
they returned to give the New York premiere of The 
Planets – An HD Odyssey, featuring high definition 
images from NASA accompanied by Holst's The 
Planets. In May 2012, they participated in Carnegie's 
Spring for Music festival.

International appearances include the Vienna and 
London Philharmonics, Vienna Symphony, Royal 
Concertgebouw Orchestra and Leipzig Gewandhaus 
Orchestra and Sydney Symphony. In 2012, Graf led 
Houston Symphony to perform in Moscow at the 
Festival of World Symphony Orchestras.

He has participated in such prestigious festivals as 
the Maggio Musicale Fiorentino, Aix en Provence, 
Tanglewood, Aspen and Blossom Music festivals. He 
has also appeared at the Salzburg Festival for twelve 
seasons. 

Graf has been awarded the Chevalier de l'ordre de la 
Legion d'Honneur in France and the Grand Decoration 
of Honour in Gold in Austria.
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An exclusive Universal Music China Artist, Li-Wei 
Qin was praised for ‘his artistry, his brilliant virtuosity 
and his very refined musicality and sincerity of 
interpretation’, following the 11th Tchaikovsky 
International Competition where he was awarded 
the Silver Medal. He has since won the First Prize in 
Naumburg Competition 2001.

Qin has enjoyed successful collaborations with the 
Rundfunk- Sinfonieorchester Berlin and Janowski, 
Prague Symphony and Wit, BBC Philharmonic 
and Totelier, Osaka Philharmonic and Belohlavek, 
Melbourne Symphony and Viotti, BBC Symphony 
and Van Steen, KBS Symphony and Marin, New 
Zealand Symphony and Lazarev, Ulster Orchestra 
and Fischer, Sydney Symphony and Tan Dun, China 
Philharmonic and Yu and Sinfonia Varsovia and the 
late Lord Menuhin. He has also appeared with chamber 
orchestras such as the Munich, Zurich and Australian 
Chamber Orchestras.  In addition, Qin appeared 
with New Zealand Symphony at the 2008 Beijing 
Olympics Festival, and he was the Artist in residence 
at the prestigius Mecklenburg-Vorpommern Festival, 
Germany in 2011.

In recital and chamber music, Qin is a regular guest at 
Wigmore Hall and appears at the BBC Proms, the City 
of London and the Jerusalem Festivals.

He records for Decca, EMI Classics (China), Cello 
Classics, ABC Classics and Channel Classics. His 
recent and future releases on Decca include: a 
complete Beethoven Sonatas recording, a Dvorák 
concerto and works of Rachmaninov.

Born in Shanghai, Qin moved to Australia at the age of 
thirteen. In 2002, he received the Young Australian of 
the Year Award. Qin plays a 1780 Joseph Guadagnini 
cello, generously loaned by Dr and Mrs Wilson Goh.
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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

hi-w
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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35

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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