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INTRODUCTION

A new wave of Asian composers who have
emerged over recent decades manifests

the creative results of contemporary musical
globalisation when these composers blend
elements of Asian traditions with their
discovery of Western ones. It's fascinating
to recall that, over a century ago, impulses
from the Far East suggested a way forward
for Western composers like Claude Debussy,
who in turn exercised a powerful grip on the
imagination of the Japanese master

Toru Takemitsu.

The fusion of East and West today is occurring
in new, unpredictable ways, unfolding as a
genuine cross-fertilisation. Our programme
tonight juxtaposes chamber pieces by
Takemitsu and Tan Dun with works by Western
composers who have inspired them, including
one of the final masterpieces by Debussy

and the strikingly original sound world of the
American George Crumb.

:E/& Tan Dun
© tandun.com
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Personal interconnections between composers
are also a thread of the programme. In the
music of Toru Takemitsu, we encounter a
remarkable synthesis of Eastern and Western
sources that anticipates the new wave
spearheaded by Tan Dun’s generation; indeed,
Takemitsu even became a mentor to the
younger Chinese composer. When Takemitsu
was growing up in Japan during the Second
World War, Western music was a taboo. He
eagerly sought out whatever he could find after
the war was over and absorbed a tremendous
range of influences, from Debussy to the
most recent innovations of the avant-garde
adventurer John Cage.

Largely self-taught, Takemitsu went through
a period of experimentalism that paralleled
the efforts of his European contemporaries to
find new sounds for a world which was trying
to start over after the war. In the 1950s, for
example, he belonged to a like-minded group
of composers spearheading mixed-media
efforts, and he embraced chance methods,
graphic notation and electronic music.

As he continued to develop, Takemitsu
combined his Western-inspired experimentation
with a new-found interest in Japanese
traditions - musical and spiritual. And then |
knew ‘twas Wind, for example, is modelled on
the unusual trio combination of flute, viola and
harp that Debussy pioneered in the work that
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Takemitsu: And then | knew ‘twas Wind

we hear later tonight. Takemitsu even embeds
a highly subtle quotation from the Debussy.
At the same time, the meditative quality of
his gestures, the fragmentary material and
the use of pauses all invite a spirit of focus
and mindfulness that resonates with Japanese
aesthetics.

Natural metaphors like wind, water and
gardens occur again and again in Takemitsu’s
compositions. And in addition to his inspiration
from nature, Takemitsu frequently drew on
literary sources - whether James Joyce or the
Japanese novelist Kenzaburd Oe. Several of

his pieces share key words and images in their
titles, with references to rain, water and the
sea or the wind -as in And then | knew twas
Wind - which dates from 1992, late in his career.
The year before, Takemitsu had composed a
chamber orchestral work based on the poet
Emily Dickinson and titled How slow the Wind.
This New England poet is also the source for
the title And then | knew twas Wind, which
also has some points of musical comparison
with the earlier piece. It quotes the second line
of her poem Like Rain it sounded till it curved.

This piece was commissioned for the great
Swiss flutist Aurele Nicolet. Takemitsu explained
that its subject is “the signs of the wind in the
natural world and of the soul, or unconscious
mind (or we could even call it ‘"dream’), which
continues to blow, like the wind, invisibly,
through human consciousness.”




b. 1929&F 4

AL

GEORGE CRUMB

(k) % — Mk s —

Madrigals Books | and |l

BANZHBLERE-REAB
1920 FERAEHEZEEIME
EH BN SEFEERIOKRE -
BEANEMRFERESZENER
HE—E AIEHE— *:mg
iR BAFE208 LB FIER
BEEHNFF (EFREBNERR
BHR CHE IR WA K
TB) N AR WU K BB IR N B Y
ARER EEXEEAFHEN
EHUMRREEZ£ESE THB
ma%’ﬁﬁﬁ ESNEBRas

thEERE

1965FE1969F M R HBHER
E7 I () S SBRELE
—ZRER1965F — A —FM
MIREE Y EREINKEEEF
HIEUIR » BB ER —RAERE
30FZ A TWH) —f > Ki6#E
XEE MBI RKAERMRK
WHEBEXFR A3 EHEER !
NFEARA LHEZERE
L NBZUBRBRERNEMS
ToBERABBEZHAR HE
TR WRESLERARTHEAE
HABEY BIERER TS5
?EM%&%%%%EMEFJ°
KREBRBLBEF LR IXF
g6 —ANKEELR-

B (R LERFENE
BUOEERED - &M/ (R &

Later this year will mark the 90* birthday of
the great American musical explorer George
Crumb, who was born in 1929 in Charleston,
West Virginia. This is an artist who has invented
a sound world that is genuinely his own. It
mixes together impulses from a wide spectrum:
the poetry of the 20®™-century Spanish writer
Federico Garcia Lorca (a frequent presence and
the source for the texts of the Madrigals), the
natural beauty of whale song and seagull cries,
Renaissance dance and folk music, to mention
just a few. Claude Debussy, Gustav Mahler

and Béla Bartok are composers whom Crumb
regards as among his major influences.

From 1965 t0 1969, Crumb composed four books
of Madrigals. The first two, which we hear, date
from 1965, the year he began his 30-year tenure
as composition professor at the University of

|II

Pennsylvania. The term “madrigal” alludes

to a type and practice in vocal composition
that developed during the Renaissance and
Baroque periods in secular music. The madrigal
became associated with the goal of using
musical expression, divided into several voices,
to heighten and illuminate the meaning of a
poetic text (often involving love or lightweight
subjects). The term “word-painting” is often
applied to this kind of vocal writing.

Similarly, Crumb’s Madrigals involve a closely
attentive relationship to the poetry of Lorca
that they set. Each of the four books consists
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George Crumb: Madrigals Books | and |l

of three madrigals, setting not whole poems
but mere fragments the composer excerpted
from his favoured poet. The first two books
were dedicated to the memory of Serge
Koussevitzky, the double bassist and conductor
who left a powerful mark on 20®™-century
music, and his wife Natalie. Books Il and IV
date from 1969. The Lorca fragments for Books
['and Il (which Crumb sets in the original
Spanish) are as follows in English translation:

(1) “To see you naked is to remember the
earth”; (2) “They do not think of the rain, and
; (3) “The dead wear
mossy wings” for Book I.

they've fallen asleep”

(1) “Drink the tranquil water of the antique
songs”; (2) "Death goes in and out of the
tavern”; (3) “Little black horse, where are you

taking your dead rider?” for Book II.

Look more closely at the texts, and you will
notice recurrent thematic ideas: death,
especially, but also natural elements such as
earth and water. Crumb has elsewhere stated
that Lorca’s poetry appeals because it offers
"a language which is primitive and stark, but
which is capable of infinitely subtle nuance.”

Crumb calls for an unexpected instrumentation
to accompany the solo soprano part (which lies
low in the range): vibraphone and double bass
in Book | and in Book Il, percussion and either
alto flute, normal flute or piccolo. The vocal
part itself is extraordinarily multifaceted. The
soprano must not only sing but declaim, shout,
at other times whisper, all the while shifting
colours and expression in response to the
emotional temperature as well as the sensual
sonorities of Lorca’s verse. Interweaving with,
or drifting beneath and between the vocal

line, is the instruments’ mysteriously evocative
soundscape - a musical poetry of gesture and
suggestion.
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The word Zoon has several meanings. As a verb,
it means to make a buzzing, humming, drone
sound; as a noun, it is defined as any of the
individuals of a compound organism produced
from a single egg. The idea of drones combined
with a “live organism” produced from a single
note is the inspiration for this piece.

Zoon is two compositions played
simultaneously: one for “live performers”

and one for a pre-recorded “synthetic”
orchestra. Both are completely written out. If
the performers keep close to the metronome
markings, both pieces end together. In the
pre-recorded piece, a chord progression of four
drones slowly unfolds.

Pitches or rhythms can be drones. The pitches
of each drone movement sit in a net of layered
polyrhythms, creating a moiré pattern. The
performers press-play on their phones and
then weave a highly virtuosic tale in four
movements - each a different interpretation
of drones.

I. Rubik: a mathematical drone of
permutations like the Rubik’s cube.

[I. Nisia: a form of music from the Greek
Islands. A drone of the waves on a beach.

[ll. ACME: the nemesis of roadrunner. A drone of
a very fast bird on a straight desert road.
IV. The Glass: the drone of a mirror in an empty

room.
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George Crumb has attributed much of his
“interest in colour and timbre” to the influence
of Claude Debussy, whom he credits with being
"one of the first composers to make the sheer
sound a very special aspect of the music.” Last
year, the music world paid tribute to the 100t
anniversary of the death of the great French
composer -who succumbed to the cancer that
had ailed him for years the same year that the
First World War, another cause of much grief for
Debussy, came to a halt.

The outbreak of the war in 1914 triggered a
strongly patriotic reaction, which, for Debussy,
took the form of pride in French art and a new
appreciation for the achievements of the French
composers of the 18" century. He envisioned a
cycle of six sonatas - a musical form that itself
pays homage to musical tradition —in which
each work would call for a different grouping

of instruments. But he completed only three

of these before he became too ill to continue
composing. The Sonata for Flute, Viola and Harp
is the second of the set (bookended by sonatas
for cello and piano and for violin and piano)

and was completed in 1915 and premiered not in
Paris but in Boston (in 1916).

This interest in the sonata indicates an
interesting shift for Debussy, who had avoided
classical titles since his early years, instead
favouring titles that showed his inspirations
from literature and the visual arts -such as
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Prélude & I'aprés-midi d'un faune (Prelude to
the Afternoon of a Faun), which was inspired by
the Symbolist poetry of Stéphane Mallarmé. The
result was a milestone of musical modernism
that turns away from classical models to create
its own form; some commentators even argue
that modern Western music was born here.

But the sonata project represents a different
kind of innovation: a transplantation of ideas
inspired by the past to the context of a new
era. Debussy’s choice of instrumentation alone
stands out and became the standard for a new
kind of chamber music formation. In fact, he
initially contemplated writing a trio for flute,
oboe and harp but soon decided to exchange
the oboe for a viola.

The Sonata is in three movements. Pastorale,
the first, introduces the overall musical
language of this beautiful score. Debussy
presents his material with concision, varying the
meter and trying out different combinations

of the instruments: flute in the foreground,
flute and viola, viola and harp, all three
together. An Interlude recalls the old-old-
fashioned triple-meter dance form known as
the minuet, but its harmonies echo the modern
Impressionist language Debussy had cultivated.
The Finale finds even more ways to play with
this delightful combination of instrumental
timbres and textures. Near the conclusion, the
music becomes slower and echoes the material
that opened the Sonata -the end connected to
the beginning, as in a cycle.

Debussy himself described the Sonata as “so
beautiful that | almost have to apologise for it.”
At the same time, he acknowledged its complex
emotional makeup: “It’s frightfully melancholy,
and | don’t know if one should laugh or cry.
Perhaps both?”
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Tan Dun, who was born in 1957, at one point
studied with both George Crumb and Toru
Takemitsu while at the Central Conservatory

in Beijing. The Japanese composer found

Tan Dun’s music to be “as violent as a burst

of human blood, yet full of grace, a voice

of the soul,” referring to its unique blend of
influences. Indeed, even the opportunity to
study music meant a radical change in the life
of Tan Dun, who had been raised in the village
of Changsha in Hunan and experienced the
Cultural Revolution at a young age. He had

to work for two years in the rice fields as part
of an agricultural commune. Later, Tan Dun
became among the first students to be allowed
to attend to the Central Conservatory in Beijing
when it reopened in 1977. It was there that he
acquired his initial exposure to modern Western
music. In 1986, Tan Dun took up graduate
studies at Columbia University and resettled in
New York, which remains his home base. A string
of noteworthy triumphs -including his Academy
Award-winning soundtrack for the Ang Lee film
Crouching Tiger, Hidden Dragon - made Tan
Dun an acclaimed member of the new wave of
émigré Chinese composers at the end of the 20t
century.

Like some of his peers in the new wave of émigré
Chinese composers, Tan gathered a rich store of
inspiration from his direct contact with ancient
but enduring folk traditions. In Distance is an
early work from 1987 documenting his state of
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mind shortly after he had arrived in New York
City. The title reflects the new perspective he
gained from this cultural change and how it
caused the composer to question himself.

Scored for piccolo, harp and bass drum, the
piece exploits what Tan Dun describes as the
“wide distance between each of the instruments
in register, timbre and dynamics.” But in
addition to this sonic distance, the distance
between cultures is accentuated, because the
three instruments are Western and yet, he writes,
the music they produce “is often very far from
the way these instruments might usually sound.
The piccolo is treated more like the Chinese
bamboo flute, the harp is treated like the koto,
and the bass drum is made to sound like Indian
drums, played only with palms and fingers.”

Tan Dun even explores a third layer of distance
in the texture of the music, which, in his words,
"“is very open with lots of space,” since he began
in this piece to use moments when one or more
of the instruments is not playing “as a kind of
musical language.” (Standard chamber music
practice usually maximises the use of each
instrument.) And a fourth kind of distance,
which could also be termed a conflict at

times, is that "between atonal writing and folk
materials.” The result, notes the composer, lists
that “l began to see myself within the clarity of
distance.”

All programme notes by Thomas May,
except Zoon by OZNO
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LINDA STUCKEY Flute/alto flute /piccolo

Linda Stuckey joined the HK Phil as Principal Piccolo

in 1997. Over the years she has worked with many
great artists and has performed concertos throughout
the region. She has taught on numerous faculties
throughout her time in Hong Kong and she performs
regularly with the Australian World Orchestra.

AR R thig=
iR R FLE 13 R AERE
BHIEESEE AU TS
SR SHEEERMER 0IF
BB KBTS, XS RE
A RIS B ST
BE s E PR EEUBER
SAREREELE S o

ETHAN HEATH viola

HK Phil Violist Ethan Heath'’s performing career
began at the age of 13 as concerto soloist. He has
appeared as chamber musician in various venues
across the US including Alice Tully Hall, and at the
Aspen, Sarasota and Breckenridge festivals. At
Breckenridge he was also soloist with the National
Repertory Orchestra.
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PHILIP POWELL Double Bass

Philip Powell was appointed to the Bass Section of
the HK Phil in 2007. He previously was a member of
the Canton (Ohio) and Haddonfield (New Jersey)
Symphonies and performed as a freelance player
with The Cleveland Orchestra. He is a graduate of
The Cleveland Institute of Music where he studied
with Scott Haigh and Maximilian Dimoff.
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JAMES BOZNOS Timpani

James Boznos joined the HK Phil in 2000 as Principal
Timpanist. He has been a soloist with the orchestra
on three occasions. Active as a performer, composer
and conductor, highlights of this season included
conducting the Taiwan Philharmonic and premiering
his Second Timpani Concerto with the China
Philharmonic and Guangzhou Symphony.
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CHRISTOPHER SIDENIUS Harp

HK Phil Principal Harpist Christopher Sidenius
started studying piano at the age of three, violin at
10, and harp at 15. He has performed concertos with
the Carnegie Chamber Players and was invited to
perform both a harp and a piano concerto with the
Sheboygan Symphony. He has also appeared as a
soloist with the HK Phil.
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YUKI IP Soprano

Soprano Yuki Ip has performed in North America,
Europe and Asia in different opera productions
and concerts. Highlights include featured soloist
with José Carreras in Beijing, Bach’s B Minor Mass
and Haydn's Die Schépfung under the baton of
Maestro Helmuth Rilling, Cio-Cio San in Madama
Butterfly, Mimi and Musetta in La Bohéme, and
Micaéla in Carmen.

FEZHE MR F o Please click onto the name of each artist for a full-version biography.



http://www.hkphil.org/tch/aboutus/our_players/our_players_details.jsp?id=871
http://www.hkphil.org/eng/aboutus/our_players/our_players_details.jsp?id=871
http://www.hkphil.org/tch/aboutus/our_players/our_players_details.jsp?id=535
http://www.hkphil.org/eng/aboutus/our_players/our_players_details.jsp?id=535
http://www.hkphil.org/tch/aboutus/our_players/our_players_details.jsp?id=561
http://www.hkphil.org/eng/aboutus/our_players/our_players_details.jsp?id=561
http://www.hkphil.org/tch/aboutus/our_players/our_players_details.jsp?id=592
http://www.hkphil.org/eng/aboutus/our_players/our_players_details.jsp?id=592
http://www.hkphil.org/tch/concerts_and_ticket/artists/artistsdetail.jsp?id=1252
http://www.hkphil.org/eng/concerts_and_ticket/artists/artistsdetail.jsp?id=1252
http://www.hkphil.org/tch/aboutus/our_players/our_players_details.jsp?id=588
http://www.hkphil.org/eng/aboutus/our_players/our_players_details.jsp?id=588
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Day Signal (China premiere)
Quotation of Dream (China premiere)

Prelude to the Afternoon of a Faun
Dream Coloured Mobile IT (China premiere)
Der Rosenkavalier Suite

La valse
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HONG KONG PHILHARMONIC
ORCHESTRA 2019/20
SEASON SUBSCRIPTION
B SEE2019/2056 R & B ETERT

Great Seats * Up to 25% off
BRFETEN - RREtHH

Subscribe Now
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hkphil.org/1920sub

/ (9

FRAERRMOF BN TREBAEL > FHEECP OB

eeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeee

nnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnn

NOSV3S 9%
ONO O9NOH

VYLSIHDOYO DINOWYVHTIHA

WA=+ E WM
B A% N M o DN

2018719 Subscribers B IZ A
9 - 29 MAY 2019

General Public 27857 :

31 MAY - 8 JUL 2019

RES Zyuse

Jaap van Zweden Music Director
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BRI LS %e HK PHIL UPCOMING CONCERTS

24 & 25
MAY 2019 Quotation of Dream

Fri&Sat 8pm RisE (BRME3E) amem

cc #EHA [Crg s Y-IES::: D)

$480 $380 $280 $180 HAE (BBEE—IL) Gmam

A (A rmem)
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TAKEMITSU Day Signal (China premiere)

DEBUSSY Prelude to the afternoon of a faun
Takashi YOSHIMATSU Dream Coloured Mobile Il (China premiere)
TAKEMITSU Quotation of Dream (China premiere)
R STRAUSS Der Rosenkavalier Suite

RAVEL La valse
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Jun Markl, conductor

Ping and Ting Piano Duo
Michael Wilson, oboe
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JUN 2019 DAVID ATHERTON | The Planets

Fri & Sat 8pm KB AHINEH - BREEEMBENFH @

cc HINE NRE 2=

$580 $480 $380 $280 B (172) 4k

TIPPETT Praeludium for brass, bells and percussion
BRITTEN Violin Concerto (Asia premiere)
HOLST The Planets Suite

SEAEB 54w
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David Atherton, conductor
Augustin Hadelich, violin
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JUN 2019 Swire Denim Series: Jazz with Michel Camilo

Fri & Sat 8pm B E e
CH KE-FRE F—WEHRM @

14 &15

$480 $380 $280 $220
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Arturo MARQUEZ
Michel CAMILO
GINASTERA
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Danzén no. 2

Piano Concerto no. 1 (Hong Kong premiere)

Estancia Suite
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Ernest Martinez
Izquierd(), conductor

GERSHWIN Rhapsody in Blue Michel Camilo, jazz piano
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HI Phil Woodwind Quintet
Megan Sterling, Flute
Michael Wilson, Oboe

John Schertle, Clarinet
Benjamin Moermond, Bassoon
Lin Jiang, Horn

18 B kLTI :
JUN 2019 HE 4 B 2R B Bt i 5% 4 1
Tue 7:30pm *%ﬁ i%

JC Cube, Tai Kwun
$200 A Tale of Two Cities II: HIZ Phil &

NCPAO Woodwind Quintets

NCPAO Woodwind Quintet
Yeh I-jeng, Flute

BB wem Zhou Yang, Oboe

JE R - Jaume Sanchis, Clarinet

Pk - YN e Ji Jillgiillg, Bassoon

8 e Liu Xiaoxin, Horn
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TAFFANEL Wind Quintet in G minor
MASLANKA Wind Quintet no. 3
RAFF Sinfonietta
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Gil Shaham Plays Dvoialk

21&22
JUN 2019

Fri & Sat 8pm
@ ERILR
$480 $380 $280 $180 L
BIRILR
DVORAK
JANACEK
DVORAK
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Othello Overture
Taras Bulba
Violin Concerto

RBE 54w

VO s

Yu L()llg, conductor
Gil Shaham, violin

PIE &5 E4I AR R £ AVAILABLE AT URBTIX www.urbtix.hk
CC = FEBEXEHOELEE HK Cultural Centre Concert Hall CH = EB KX & & B4 HK City Hall Concert Hall




