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Selected Waltzes from Op. 39 Johannes Brahms i i 4} i
(B 25 i - 33 AR = (1833-1897)

Originating in Austria and southern Germany, the waltz evolved from a variety of whirling folk dances, and bears
a strong resemblance to the Landler. The music which accompanies the dance has a brisk tempo with a wave-like
triple meter, and soon became one of the most popular dance music in Vienna in the 19th century. Throughout
history, many composers have attempted to write waltzes, the most famous of which are Johann Strauss I and I,
who wrote the famous Loreley-Rheinklinge Walzer and An der schonen blauen Donau. As for piano works, Schubert
and Chopin also contributed numerous masterpieces.

Brahms’ Waltzes were written in 1865, the year before he completed a revision of Schubert’s Twelve German Dances,
so it is likely that Brahms was inspired by his predecessor to write this set of charming character pieces. The
original version of the set was written for four hands, but the set gained such popularity that the composer himself
later adapted two versions for soloists (one difficult and one easy), as well as a version for two pianos. Each of
these one-minute miniature has its own distinctive character, and this evening will feature waltzes numbers 1 to 4,
9to 11, and 15.
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Sonata in C minor K. 457 Wolfgang Amadeus Mozart 5 $L4¥
G/l Z G » K. 457 (1756-1791)
1. Allegro fit#
11. Adagio 12
II1. Allegro assai 1R HH 14k

1781 marked a turning point in Mozart’s career when he departed from his hometown of Salzburg and ventured
to Vienna as a freelance musician. It was there that he quickly gained renown for his exceptional improvisational
skills. During his ten-year stay in Vienna, Mozart composed six sonatas, one of which is the Sonata in C minor,
completed in 1789 and published the following year alongside the Fantasia in C minor. These two works were
dedicated to his student, Therese von Trattner.

The first movement follows the traditional sonata form. It commences with a forceful and upwardly mobile
“Mannheim Rocket” motif, answered by a sighing response. Through a dynamic interplay of motion and silence,
struggle and supplication, the dramatic first theme unfolds. The piece then transitions into a cantabile second
theme, with the left hand nimbly conversing back and forth between the highest and lowest registers of the
keyboard at the time, creating a playful and witty effect.

However, the relaxed atmosphere is short-lived as Mozart’s strokes take on a darker turn. The powerful ascending
motive from the opening returns during the development section, accompanied by a series of “Sturm und Drang”
triplets and diminished seventh chords, propelling the piece to its climax. After the reprise of the theme, a series
of descending triplets gradually calm down, and the movement concludes with a pianissimo chord, yet the tension
still remains unresolved.

The second movement is written in ternary form. As a slow movement, it contrasts starkly with the preceding and
succeeding movements, exuding tranquillity and lyricism. The movement unfolds with a simple melody, and it is
noteworthy that as the melody recurs, more embellishments are added to maintain a sense of freshness.
Particularly in the latter part of the movement, improvisational scales and ornamental passages abound,
captivating the listener’s attention.

The third movement, composed in rondo form, stands out within Mozart’s sonatas due to its breadth of material
and contrasting sonority. It encompasses a range of elements, from the initial syncopation imbued with
restlessness and urgency, to the lyrical melody, and the perplexing phrases. Notably, frequent and unexpected
pauses between sections create a sense of disorientation. With just one piano, Mozart delivers the sonic effects
similar to a concerto, alternating between solo and ensemble passages. The movement culminates with a
reiteration of the initial theme from the Fantasia in C minor, played in rapid Alberti bass along with hand-crossing
technique, as the performance draws to a close.

178 VA RS FURFISE A TR A BT B ARAF A BEDE T OB E MR - DL i R W S A FEAE AR > R ARE DURS I R L
T [ 45 o AESEHLARE SR AR AR > M —3ERNE TONE G > TR CC/NHEIGHD) R 178958 > B
B CC/NRAIRE ) — [ AR - AREE T 1R AR AR B R A - 0 - R A o

SRR T IR G 5 o Qe R TR ) B S EATIN [ ST ) E AT e o B DAVE B 4 o o
TE—B)—#F ~ FHLBLRORIZCH T - SRR T BRI 1 A5 — T o BER R ME AR — T8 £ T RIRE
RN R AR E > BA TR AU > BREER o A > SRR RILRAHERZ A > B LSS
Stk B o R A _E B T R SR R B o e S R Y = R AN AR A A e = - B
1% > KO — AT S ET-RF o QLR LUNG S BN K U > B R IR IR AR AL

BTSRRI =B o (EA AR R BT AR o SELATAR 9 R S8 TR TE U W OB LL o ERAERER Ve T
TRERRER > [ERHERIE - BB RS TR > FFRE L E 2 %A > Rl R Rk B N B
FBCH 5 PR SRR B > BN RBERAS -

AR B R =T AR B - BB TR R AR AR A - R AR B
TR ER - BITRERbER > FRIEARR - Bgn e  EEERRRERZH - AW HBIZRUHA - & AR P
TER G o SEFLRR DB B — R0 % - 2B 2R PRI ZE - WM AR R A B RCR © B AR T AU B R
TEPRAE R PTATAFHES BB W2 QML) $I0A TR - UG EIPER 77 A A f i R A oE -



Impromptu in G-flat, Op. 90, No. 3 Franz Schubert & {i%§
PGB Bl > fER AL B=H (1797-1828)

Franz Schubert, a representative of early Romanticism, led a tragically brief existence marked by unparalleled
creativity. Renowned for his contributions to chamber music and art songs, Schubert’s compositions often suggest
innovative concepts that were beyond his era. During his lifetime, he formed the “Schubertiade” with his musical
friends in Vienna, often meeting in the evenings to exchange ideas and to help promote and publish Schubert's
music. However, despite this, Schubert’'s works remained largely unrecognised by the wider public. Financial
constraints plagued him throughout his life, forcing him to rely on small amount of royalties, concert earnings, and
the support of his companions to sustain himself.

By the close of 1827, Schubert had completed his eight Impromptus, among them four belonging to Op. 90. While
the initial two were successfully published in 1828, the other pairs remain unpublished until three decades later.
The third Impromptu in G-flat major, performed this evening, is believed to be a reflection of the composer’s
contemplation and introspection. Beginning with a subdued prayer, the piece unfolds with a delicate, unending
melody over gently flowing harmonies. The transition to E-flat minor introduces unpredictable harmonic
ambiguity, encapsulating the darkness, anguish, and uncertainty that have haunted Schubert’s life. Yet, as the
music returns to serenity, all the pain finally dissipates, and ultimately finds consolation in silence. It was shortly
after finishing this composition that Schubert succumbed to his illness, drawing the curtain on a life that had
spanned a mere 31 years.
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Five Lieder Franz Schubert &7 10 %%
2l 50K ih (1797-1828)

Franz Schubert’s contribution to the Austro-German art song tradition is significant, with over 600 art songs
composed during his lifetime. A friend of his said that he would typically get up early and write songs until noon,
sometimes finishing up to five songs in a single day. Schubert’s songs are not only numerous, they are mostly
masterpieces, thanks to his talent on poetic rhythm, emotional depth, melodic sensitivity, and his mastery of
dramatic tension. What sets Schubert apart as a composer of lieder is his unique approach to piano
accompaniment. In his hands, the piano was no longer merely a backdrop to the music, but a rich narrative to
accompany the singing of the vocalists, whether it was to describe the background of the story, to delineate the
inner world of the protagonist, or even to take unexpected turns, all of which were meticulously laid out by the
composer. It is for this reason that Schubert’s many art songs have captivated audiences for centuries with his
timeless artistry.
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An Die Musik 5 4% 8H

This evening’s programme features five art songs from Schubert’s song cycles. An Die Musik was written in 1817,
when Schubert was only 20 years old, and the lyrics were written by his close friend Franz von Schober. The
reverent melody of the two verses intertwines with the piano bass line, creating a dialogue that celebrates the
power of music to uplift and beautify the world.
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Wohin 2 Wf & ?

Wohin is taken from Die Schone Miillerin, in which Schubert drew on the poetry of the German poet Wilhelm Miiller
when writing this song cycle. The story opens with the protagonist, a miller, embarking on a journey along a
stream in search of the unknown, and the song Wohin is set against this background. In Wohin, Schubert’s musical
treatment vividly captures the imagery of the poem; behind the tenor’s leaping soliloquy, the piano evokes clear
running water and the footsteps of the protagonist. The frequent modulation between major and minor tonalities
reflects the protagonist’s mixed emotions of anticipation and uncertainty, as well as foreshadowing the tragic turn
of events in the brook. Despite this, the song concludes with a delightful and uplifting passage.
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Erstarrung 45

Erstarrung is from Winterreise, another song cycle inspired by Miiller’s poems, but with a darker and more
depressing tone. Schubert, speaking through the voice of the Wanderer, addresses the difficult subjects of grief,
loneliness, and death in the world. Erstarrung begins with rapid triplets that mimic the bitter, freezing wind. As
the wanderer wanders through the snow and ice, he is interspersed with memories and imaginations, trying to
find his lost love and memories. He is left with a broken heart, and with the postponed arrival of the final cadence,
he clings to the image and the memories of her that will soon vanish.
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Stindchen /M il

Perhaps one of Schubert’s best-loved songs, Stindchen was written in the autumn of 1828, when Schubert, suffering
from disease and poverty, realised that his days were numbered. Yet in the last years of his life he completed a
series of monumental works, including the song cycle Schwanengesang. Stindchen, from this song cycle adopts a
guitar-like texture, as the poet tenderly expresses his adoration for his lover. Schubert explores the diverse
possibilities of the piano, at times imitating the echoes of the forest or the songs of birds, and at other times
harmonizing with the singer. Through his elegant yet subdued singing, a touch of sadness is ever-present, perhaps
reflecting Schubert’s own longing for love.
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Die Allmacht 2 G &

Die Allmacht was written in the summer of 1825, the year Schubert toured Austria alongside baritone Johann
Michael Vogl. The countryside not only eased his illness, but also inspired him to write a series of songs with
religious themes. It was during this journey that Schubert encountered the Hungarian poet Johann Ladislaus
Pyrker, whose epic poem Perlen der heiligen Vorzeit was selected for the lyrics of Die Allmacht. The text resoundingly
proclaims the magnificence of encountering the divine in nature. Through his music, Schubert vividly depicts the
sounds of thunder and lightning described in the poem. However, in a later pianissimo section, affirms that the
beating heart will reveal still more palpably the power of Jehovah.
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Two Morike Lieder Hugo Wolf ik fl§ K
% HL 5 K o (1860-1903)

Hugo Wolf, a prominent figure of the late Romantic period in Austria, stands as a representative of the art song
genre, leaving behind a legacy of over 300 compositions in his brief creative career. Renowned for his rebellious
and stubborn nature in his youth, Wolf was even expelled from the conservatory in Vienna due to disciplinary
reasons. However, his departure from orthodox training allowed him to discover a unique technical language and
a distinct personal style through self-study. On one hand, he inherited the Austro-German lieder tradition from
predecessors such as Schubert and Schumann. On the other hand, he drew inspiration from Wagner’s bold
innovations in harmonic colours, striving to expand the freedom and expressiveness of the art song genre. Despite
his abundant talent, he struggled with bi-polar disorder throughout his life, which often left him unable to
compose. However, in 1888, Wolf experienced his “Liederjahr”, during which his prolific creativity led him to
complete numerous significant works, including the Morike Lieder, the Eichendorff Lieder and the Goethe Lieder. The
Morike Lieder marks Wolf’s first important song collection, with all 53 poems taken exclusively from the works of
poet Eduard Morike. The two songs performed tonight are both from this collection.

KA SR B RIS IR A AR A 2 — - JUHARR AT 7R T A B FE AR UE R T R = 17 A okt - A
BRF DA K0 T 5 > 5 A8 R A R 8 Hh At A ) 5 S B > (BB AE A5 ) SR R AEEAR, > SOTIAE [ 2 PR B B R
PO BRSO R RS o fth—J7 AR &P 0% ~ &F S S5 AR 1 (R T RO AT - [ B VR 52 A% AR R IV B A A 2
QR - J1oREE A 3 [ BEARBLS) o IRATRBEA W s > A — BB AE P I > KD e (T A1 5 R
£ 7 18884F > RATK AR [HHh 2 47 - IR A AIAE 1y A LL AR T AF e i R SEaii4E) ~ LB KA 42)
B Chrssh ) FRSHEEAM o CEEfhg) RIRATRE —MERAMME > &b+ =8 s SR A R AR
RG> T F MRS 2 1 R S e L

Der Feuerreiter ‘K Jg 5+

Der Feuerreiter begins with an atmosphere filled with suspense and unease. According to legend, the fire-rider, who
is able to accurately predict fires, always displays a red hat at the window as a warning. As the fire alarm suddenly
rings out, the protagonist immediately rushes to a distant mill that has caught fire, using relics of a cross to drive
away the malevolent flames. Shortly after, the sounds of the alarm gradually fade away, and the rider disappears
after the mill is reduced to ruins. Only his hat and skeleton, found amidst the ashes, remain.

Wolf’s compositions often allow for great freedom in structure, liberating the tone of the text from the constraints
of traditional stanzas, thus merging the poetry and music seamlessly. Within a single section, there are descriptions
of chaotic crowds bordering on frenzy, imitations of the repetitive chiming of a fire alarm through tremolos, and
the depiction of a galloping horse through dotted rhythms. Remarkably, these elements coexist and intertwine
closely, creating a sense of continuity. It is as if we can imagine how Wolf’s talent burned bright as he composed
with fervour.
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Abschied %5 7l

Abschied serves as the final song in the entire collection. One day, a stranger claiming to be a critic visits the
protagonist’s home. Through a series of sigh-like melodies constructed from semitones, the critic repeatedly
scrutinises the protagonist, criticising his large nose and engaging in irrelevant conversation. As the critic departs,
the protagonist lightly kicks him, causing the critic to clumsily tumble down the stairs, and the initial sigh-like
melody is transformed into falling noises. Filled with a release of pent-up anger, the protagonist concludes by
playing a joyous waltz, celebrating the triumph of his little prank.
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Eroica Variations, Op. 35 Ludwig van Beethoven H %7}
SR - i =1*h (1770-1827)

In the year 1802, Ludwig van Beethoven, burdened by the torment of his deteriorating hearing, gradually became
aware of his impending fate of deafness. It was during this state that he penned the renowned “Heiligenstadt
Testament”. Despite his affliction, Beethoven persisted in his creative endeavours and in the summer of that same
year, he completed his most important variation to date, the Fifteen Variations in E-flat Major (with Fugue). The
theme of this work was derived from his earlier composition, The Creatures of Prometheus, prompting Beethoven to
request the publisher to include a reference to “Prometheus” on the title page. Shortly thereafter, Beethoven used
the same theme in the final movement of his Eroica Symphony, thus giving rise to the aptly named Eroica Variations.

In contrast to the typical variation form of the Classical period, the structure of this set of variations are noticeably
different. Inspired by the legend of Prometheus progressively creating all things, Beethoven commences the
composition by first presenting the bass voice of the theme, gradually introducing the other voices to form duet,
trio, and quartet, amounting to three variations, before the theme gracefully introduces along with full
accompaniment. Notably, the theme frequently incorporates three repeated notes, which recur in different voices,
permeating the entire work.

The first four variations that follow are adorned with brilliant phrases full of joy and playfulness. Beginning with
the fifth variation, the timbre becomes gentle, and the voices imitate one another, particularly in the canon in
octaves in the seventh variation. In the eighth variation, the left hand crosses over the right to deliver a serene
melody, while subsequent variations gradually intensify within various virtuosic textures. After the sombre 14th
variation in E minor, Beethoven unleashes boundless imagination in the broad and expansive 15th variation,
infusing it with improvisatory elements. The composition then transitions into a spirited fugue, in which the
melody from the opening bass voice undergoes further development and concludes with three fortissimo chords.
At this point, the familiar theme is reprised in both the right and left hands, as the music, propelled by the
diminution of the theme, hurtles towards a resplendent ending.
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Programme Notes by Isaac Lam
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