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As Confucius said: “Be aroused by poetry; structure yourself with propriety; refine yourself
with music.” Music is important to young people’s holistic development. Thus, The Hong
Kong Jockey Club Charities Trust is pleased to have supported the Hong Kong Philharmonic
Orchestra, with approved total donations of more than HK$18 miillion, in implementing the
Jockey Club Keys to Music Education Programme since 2012. The initiative offers a myriad
of free music education activities for kindergarten, primary and secondary school students,
sowing seeds for them to grow into young musicians in a multi-faceted manner.

The programme is approaching its tenth anniversary milestone. Over the past decade,

its learning activities and its performances have continually evolved and innovated. It has
helped to expand the knowledge of participating teachers and students about classical
music and culture, enhance youngsters’ playing skills and arts literacy, as well as build
confidence and team spirit among our younger generation through many diverse activities,
including school orchestra training, instrumental masterclasses, and seminars for music
teachers. School concerts have also been held for students to appreciate fantastic music,
learn concert etiquette, and broaden their horizons.

Additionally, to bring music to every corner of our city, a chamber music series has been
held at Tai Kwun — Centre for Heritage and Arts, where the young and old alike have been
able to enjoy enchanting music and the heritage experience of the revitalised Central Police
Station Compound while enlightening the mind.

Given the new normal and the increasing popularity of online learning, most of the sessions
have been virtual during the pandemic to enable students to further their studies and spread
the joy of music beyond time and physical boundaries. To better support the students with
special learning needs and their carers, the project will specially launch online mindfulness
activities to provide mental health assistance through the healing power of classical music.
To date, the programme has encouragingly benefited more than 220,000 teachers and
students in total.

The Club is dedicated to cultivating art talent by organising various music education projects,
like Jockey Club Music Children Fruit Programnme and Jockey Club Chinese Music 360, in
collaboration with different local art groups. These advances exemplify our efforts to further
children and youth development, build a culturally vibrant Hong Kong, enrich lives and
promote social inclusion, all of which reflect the Club’s strong commitment to its purpose —
the betterment of society. The Club’s efforts are made possible by its unique integrated
business model through which racing and wagering generate tax and charity support for
the community.

| would like to thank the Hong Kong Philharmonic Orchestra for its hard work in music
education and local arts development. | am hopeful that this meaningful music programme
will continue to help nurture the future pillars of our society.

Mr LEONG CHEUNG

Executive Director, Charities and Community,
The Hong Kong Jockey Club
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HONG KONG
PHILHARMONIC ORCHESTRA

Vision To inspire through the finest music-making

The Hong Kong Philharmonic Orchestra (HK Phil) is
regarded as one of the leading orchestras in Asia.
The orchestra’s annual schedule focuses on
symphonic repertoire, with conductors and
soloists from all over the world. The HK Phil runs
an extensive education programme, Commissions
new works, and nurtures local talent. Recording
projects have included a CD for children narrated
in Cantonese, works by Tan Dun and Bright Sheng
conducted by the composers, and Wagner’s Ring
Cycle. With Music Director Jaap van Zweden since
2012, the HK Phil has toured Europe, Asia, Australia,
and on numerous occasions to Mainland China.
Yu Long has been Principal Guest Conductor since
the 2015/16 season. Lio Kuokman was appointed
as Resident Conductor in December 2020.

The HK Phil won the prestigious UK classical music
magazine Gramophone’s 2019 Orchestra of the
Year Award — the first orchestra in Asia to receive
this accolade.

The Hong Kong Philharmonic Orchestra is financially supported by
the Government of the Hong Kong Special Administrative Region
and is a Venue Partner of the Hong Kong Cultural Centre

SWIRE is the Principal Patron of the Hong Kong Philharmonic Orchestra
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BEEREL? WHAT IS CHAMBER MUSIC? RS RIGENBEE/E ? CAN YOU IDENTIFY THE ENSEMBLE
YOU ARE LISTENING TODAY?

EpLEgLes 2 WHAT ARE THE INSTRUMENTS?

EENEBZEENE? WHAT ARE THE FUN PARTS IN PLAYING
CHAMBER MUSIC?

IR E RN ES) 2 HOW DO THEY INTERACT TO EACH OTHER
SBIRE R ZIRVARE - WHEN THEY PERFORM? SHARE YOUR THOUGHTS
WITH YOUR CLASSMATES.
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Trio for Clarinet, Cello and Piano
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Some composers are remembered only for one
work. But there are others who aren’t even that
lucky. You know a tune, but you might go your
entire life without knowing who wrote it. Nino Rota
was born in Milan — the spiritual home of ltalian
opera — and he was one of the most astonishing
child prodigies of the 20" century. His first opera,
Il Principe Porcaro (The Swineherd Prince) was
premiered in 1926, when he was just 15 years old.

But very few music-lovers realise that Rota went on
to write nine more operas, four symphonies and 11
solo concertos. If you’re a fan of world cinema,

you’ll certainly know that Rota composed the music
for some of the greatest achievements in modern
ltalian cinema — La Strada, 8/ and La Dolce Vita —
and that their director, the legendary Federico Fellini,
described Rota as “the most precious collaborator |
ever had”. But what’s certain is that, if you've seen
Francis Ford Coppola’s The Godfather, and been
haunted by its world-weary signature tune, you've
already got at least one melody by Nino Rota lodged
firmly in your memory. That’s just one of over 150
film scores that Rota composed between 1933 and
1979 - including such classics as Death on the Nile
and Franco Zeffirell’'s Romeo and Juliet.
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That gift for capturing a mood or character in music
is what made Rota such a great filmm composer —
but it also made him a natural writer of chamber
music. In movies, music helps depict each individual
character, and it’s just the same in chamber music —
in which each instrument’s unique personality is a
vital part of the whole. Rota’s natural flair for melody
and the elegant clarity of his technique does the rest,
though as an ltalian composer, the tenor-like nature
of both cello and clarinet uncorks a particular gift for
singing, characterful melody. He wrote this trio in
1973, and the lilting, waltzing first begins
staccato, in a mischievous mood that it never quite
sheds, spiced with just the faintest hint of menace.

The is pure song: a moody love-duet for
the clarinet and cello, that never quite emerges from
the shadows. And then in the finale (marked

— or “very cheerful”) Rota summons up
the quirky circus spirit of Fellini’'s comedies, without
ever losing his own natural poise, wit or sense of
romance. It’'s a Harlequinade: graceful, spirited and
effortlessly entertaining. “Look, when they tell me
that in my music | am only concerned with bringing
a little bit of nostalgia and a lot of good humour and
optimism, | think that actually, this is exactly how |
would like to be remembered,” said Rota, late in life:
“with a little bit of nostalgia, a lot of optimism, and
good humour”.

1



1873-1943

(4R HR) > op. 34°n0. 14
Vocalise, op. 34, no. 14
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Sergei Rachmaninov received a formidable musical
training. As a teenager, he was a student of the
Moscow Conservatoire’s fearsome piano professor
Nikolai Zverev, who imposed a regime of
uncompromising strictness on his pupils (or as he
called them, his “cubs”). Zverev taught the

Russian and western piano classics (particularly
Chopin), and introduced the aspiring virtuosos to
Russia’s pre-eminent living composers, including
Tchaikovsky. But Rachmaninov found himself
increasingly drawn to other areas of study. From 1889
he took classes with Stepan Smolensky, Professor of
Church Music at the Conservatoire, and director of
Moscow’s Synodal Choir. Smolensky was patient,
kindly and eager to interest young musicians in the
Church tradition. He believed that the znamenny -
the ancient chants of the Russian Orthodox Church —
contained both the seeds of renewal, and the

essence of something profoundly Russian.
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Rachmaninov never forgot that lesson, or the sound
of those ancient chants, and throughout his creative
life he wrote long, chant-like melodies that feel as if
they might carry on forever. In Vocalise — the last of
his 14 songs op. 34, composed in 1912 - the two
extremes of his training find a blissful union. The
romantic piano tradition and the spirit of those
timeless, singing melodies come together to create
something little short of perfection. A “vocalise” is a
song without words — like a distant melody drifting
on the breeze — and this one unfolds at rapturous
length over gently shifting piano harmonies, letting
the listeners imagine their own meaning (if there
even has to be one). A haunting, indefinable mixture
of radiant contentment and aching melancholy, this
is a song in which words would truly be superfluous.
Originally written for voice and piano, it is easy to
imagine that the piece could have been written with
the sound of the cello in mind.
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Symphony no. 2: Adagio
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Five years earlier, in 1907, Rachmaninov’s friends had
been astonished to learn in a Russian newspaper that
he had completed a new symphony — his second.
“It’s true,” he confirmed to his friend Mikhail Slonov,

“l finished it a month ago, and immediately put it
aside. It was a severe worry to me and I’'m not going
to think about it anymore.” He’d kept it a close secret,
even moving temporarily to the German city of
Dresden so he could work undisturbed. But he
needn’t have worried. The Second Symphony is a
polished, gloriously confident masterpiece, in which
Rachmaninov’s inspiration breathes and expands
more freely than in any of his previous works, its
expansive melodies unfurling effortlessly over huge

but perfectly measured musical paragraphs.

More than any of his other orchestral works, the
Second Symphony soars on wings of song, and its
third movement, Adagio, might be the most
uninhibitedly romantic music Rachmaninov ever
wrote. An ardent, rising motif for the strings
introduces the great, almost-endless solo clarinet
melody that is the heart of the whole symphony. The
spirit of those old Russian chants has become
something infinitely expressive and infinitely tender —
and at the same time, something as eternal as the
melody described by great Russian novelist Ivan

Turgenev in his story The Singers:
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That’s not the whole story, of course. The opening
theme returns, still more passionate, and there’s a
poignant question-and-answer between short,
yearning motifs — as if pleading. But in the end, that
great clarinet melody returns, softer and even
sweeter than before. The Adagio ends in profound
tranquility: student has become master, and in doing
so has given us one of music’s all-time great love
stories, told in melodies that go too deep for words.
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Trio in A minor for Clarinet, Cello and Piano, op. 114
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By the end of 1890 Brahms had decided to retire. On
completing his String Quintet op. 111, he polished off a
handful of incomplete canons, studies and songs, and
then systematically destroyed all his remaining unfinished
works. Sketches for a fifth symphony were among the
“lot of torn-up manuscript paper” which (in a letter of 12
October 1890) he told his publisher Simrock that he had
thrown into the River Traun before leaving his summer
resort of Bad Ischl — an elegant spa town high in the
forested mountains of the Salzkammergut. The following
May, he even drew up his will, appointing Simrock as his
executor. And having made these decisions and cleared
his mind, his creativity — as creativity will — started to
bubble up anew. “l was so happy, felt so free and
secure,” he told Simrock, “that the loveliest and most
amusing things kept flying into my mind!”

Something had changed. In March 1891, on a visit to
Meiningen, Brahms had heard Richard Muhlfeld, the
principal clarinettist of the Court Orchestra, perform a
Weber concerto and Mozart’s Clarinet Quintet. He was
fascinated, and Muhlfeld, whose playing was so soft
and expressive that Brahms dubbed him “Fraulein
Klarinette” (Miss Clarinet), became the inspiration
behind what was to be the final, radiantly autumnal
phase of Brahms’ career. The composer returned to
Bad Ischl, and by the second week of August 1891, he
was already dropping tempting hints to Simrock — “I
hope to be able to stalk you with two really decent
works.” In fact, he had already sent the manuscript of a
brand-new Clarinet Trio for copying and had promised
his friend Eusebius Mandyczewski that it would be “the
twin to a much greater folly”. That was the Clarinet
Quintet op. 115, which he started while still working on
the Trio, and finished shortly after. Two further late
masterpieces for Muhlfeld (the two Clarinet Sonatas op.
120, nos. 1 and 2) followed in the summer of 1894.
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With the Clarinet Trio and the Clarinet Quintet, Brahms
was setting out to imitate his beloved Mozart, although
it’s typical of Brahms that he opted for the darker, richer
textures provided by the cello, rather than the viola that
Mozart had used in his Kegelstatt Clarinet Trio (K. 498)
of 1786. Just as four years earlier in the Double Concerto
Brahms had written a concerto for cello with a solo violin
as “chaperone”, he chose to approach his first major
work for clarinet with the assistance of the familiar cello -
an instrument for which he had already written two
sonatas (op. 38 and op. 99). But despite Brahms’ own
self-deprecating comments, the Trio is a masterpiece,
and its four movements are worked out with a
confidence, an expressiveness and an economy that
could only be the work of a composer in full coommand
of his materials. Its colours are darker and more contrasted
than those of its larger cousin, the Clarinet Quintet, and
its melancholy is more urgent. If the Quintet is now the
more popular work of the two, Brahms — with justice —
considered the two works to be equally fine.

The Trio opens with a pensive melody for the cello
which might (or might not) have been the opening
theme of the lost fifth symphony. In any case, it
launches a broad, expressive sonata-movement with a
terse development section and a beautifully coloured
coda. A lyrical follows, its short length
containing a remarkable depth and richness of feeling;
and then comes an intermezzo — a lilting
waltz, reminding us that one of Brahms’ friends (and
latterly neighbours) in Bad Ischl was the world-famous
“Waltz King”, Johann Strauss Il himself (they used to
play billiards together at Café Ramsauer). The central
section is a very personal homage to Mozart’s Clarinet
Quintet, complete with yodelling clarinet (well, we’re in
the Alps, after all). The final shifts restlessly
between rhythmic patterns, and although there are
moments of reflection, there is little time for nostalgia as
Brahms pushes the Trio to an uncompromising close.

Brahms presented the Trio and Quintet to Muhlfeld in

Meiningen in November 1891 and they tried out the Trio
with the cellist Robert Haussman at a private soirée on
the 21st. The same three performers gave its premiere
in a concert organised by Joseph Joachim at the Berlin
Singakademie three weeks later, on 12 December 1891.

Programme notes by Richard Bratby
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