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Lullabies for orchestra (2022)

Charles Kwong (b. 1985)

When | got the invitation to write a new piece of music to mark the Hong Kong
City Hall’s 60th Anniversary, it was all natural for me to ask the question — why we
should celebrate anniversaries for buildings — as stones and bricks, unlike us, would
not require our celebrations for their ages. It seems to me, we wish to celebrate
anniversaries for buildings because in remembering its age and being reminded of
their history, it gives us a moment to reflect on our personal and collective history
thatis inseparable from theirs. While we witnessed buildings being erected and torn
down, buildings on the other hand also witnessed the changes and stories of ours.

| thought that, in celebrating its anniversary, we are guaranteed to see a lot of the
photos of the Hong Kong City Hall in different eras. While writing this new piece of
music, | was on the contrary imagining what the City Hall would have seen in these
decades of standing by the shore of Hong Kong Island, and if it would, what it would
recount fromthat. It waslike imagining, if the City Hall could also take on the journey
of a Time Lapse, what scenery it will see, and what soundscape it will hear. Although
this musical vision has been clear since early, | only began pondering what name
this work should bear when the work was nearly completed, and then the idea of
“lullaby” just came to me.

Lullabies are often associated as merely soothing music or songs to lull young children
to sleep. Like bedtime tales, these tunes and lyrics are the intimacy that a child and
his/her carer share together before a slumber at the end of a day. These words
and sounds passed down from generation to generation are some of the earliest
protections and connections an infant receives from their ancestors, and no matter
how foreign and peculiar they may first appear, might eventually become somewhat
an anchor of these young lives in a distant future. When | think of how a lullaby
embodies and symbolises, | found that it has a lot in common with what | envisaged
in the process of composing this piece.

The Hong Kong City Hall is often regarded as a cradle of our cultural scene. In this
cradle, there must have been a lot of lullabies sung and heard — some long lost, and
some carried on to be remembered. Looking in retrospect at the stage of completing
the work, | like to imagine the lines over lines | wrote in this orchestral overture to be
many miniatures of lullabies intertwining, each having its own life of breath before
dying out, while some pass the tune on to another voice. Therefore in completing
the piece, | gave it the title Lullabies — not one lullaby, but many many lullabies.

Programme notes provided by the Composer

N
Lu
|_
O
=
Lo
=
=
<
%
)
O
o
(el




ENRAERREHN  fEmA T
Yem R HTE (1840-1893)

TR — £ R AR
HEHES - WA TTIR
[E %% 8y

AR

BREBERARGNENELHEEZNNCH - £1888FFE » A KM E
BIECERREM) BH - [ZRRIGE  MPIKEREALASIEN
BR RARLEEEM - B CFREARRER - EEURBEFERAR
REZEFARBNREMN (FUREM) 2RAEN(EERREM) -
AERBEICLE - RE2) MCEKRER)  MARKBGERANE  #HE
BRABENNEEMT - T8 LEERESERL  REERTE M49
255 WREHARNS| TR IAMERKEE]  XEFE[XE] 3IARE -
ERIE-LER BE (7R ER BE EF... ARITERA
EHNEE ? EREBENRERI — MRAEHMBINGE - |

BIESIFHEEEME  KBLK B TH[HE|HENIED B
FREPBEMETHANTRRERD - RR - RAXHEREZIEN
BE SEENHBEERE (FRAEBRSH HEEREZANMEM
TEARMELERS BREEA HEENRER  ERAMNBEIEMANRE
ES ANBR A RHRM o

BENERN (TR ZAZBHHENERA > RERA-—BRIMIPEHN
BB BERERTHLZHNER  BA-BEZETE - EHATER
RAIKHERBTAREUENEFRMEER - 2% [0 B NETEARAR
B NBRETERENFLET  LWREMNRE F_LERMEEH
MR - BRR—BRiEH - BEEREA -

RESRRE-XENERRS  BENSFTHERELEETE - AR
SRARETE-FREERRHE  EEHEZE[vEI TR #MENA
BELc BEEIRE/NGE - HRRRAUNEZLZCMRER - B [wE&E]
BAWEER] RN EHEELEAEMLR S ARE  URBETEHEADN
BRAERKE - AltE - RAKHEMBN T —EXEH  BEMKRE—F
REMH ((FR))  BERFRNNEEL  AENERENES -




Symphony No. 5 in E minor, Op. 64

Pyotr Ilyich Tchaikovsky (1840-1893)

Andante — Allegro con anima
Andante cantabile, con alcuna licenza
Valse

Finale

“References to fate and faith resonate with Tchaikovsky's preoccupation with mortality”
at the time he was composing his Symphony No. 5 in the spring and summer of 1888,
according to biographer Roland John Wiley. “It is the gateway to his late period”.
The concept of the ominously inescapable power of fate can be found in the last
three of the Russian composer’'s numbered symphonies, in the Manfred Symphony
that followed the Fourth, and in the operas as Eugene Onegin and The Queen of
Spades. But Tchaikovsky chose not to provide a programmatic description, aside from
a few tantalising remarks he noted in a sketch, in which he described the opening
introduction as a “complete bow before fate” or “Providence” and wrote of the first
movement: “grumbling, doubt, complaint, reproaches ... Can one not throw oneself
into the embrace of ‘faith’? A marvellous programme, if only it can be executed”.

The slow introduction’s grim, hesitant opening idea (first heard on clarinets) is the
motto that is associated with “Fate”. It sets the stage for the march-like main theme
of the first movement proper. Just as Tchaikovsky seems to prepare a powerful
restatement of the theme in the coda, he lowers the volume and darkens the texture
in a kind of anticlimax — as if to suggest a hopeless circuit taking us back to the
brooding depths where the Symphony began.

The Andante, in three-part song form, similarly commences with a sense of deep
melancholy but gives way to the consoling (and unforgettable) melody of the solo horn,
a tune Tchaikovsky may have heard from a street food seller’'s advert. The “Fate” motto
dramatically reappears later in the movement and is also (if more subtly) woven into
the brief third movement, which takes the form of a charming, intermezzo-like waltz.

The Finale mirrors the overall design of the first movement, with a slow introduction to
the main movement, but here Tchaikovsky majestically recasts the “Fate” motto in the
major at the very start. But there is still a struggle to be worked through: Tchaikovsky
returns to the minor and speeds up the tempo in a whirlwind of orchestral colour. The
return to the “positive” version of the “Fate” motto in the joyful final pages is thrilling
and seems to signal a lasting victory. But in his next, and final, symphony (Pathétique),
Tchaikovsky will reverse this apparent optimism with music of deepest despair.
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Violin Concerto No. 1 in G minor, Op. 26

Max Bruch (1838-1920)

Vorspiel: Allegro moderato
Adagio
Finale: Allegro energico

Drawing on earlier ideas, the German composer Max Bruch began working on his
Violin Concerto No. 1 in G minor in 1864, but he was unsatisfied when he had his first
chance to try out a performance of the work-in-progress in 1866. He solicited advice
from the celebrity violinist Joseph Joachim, who played the solo part when the revised
final version of Op. 26 was premiered in Bremen in 1868. Joachim eagerly responded
with ideas for structural improvements. Other figures who advised Bruch included
Ferdinand David — the violinist for whom Felix Mendelssohn wrote his beloved Violin
Concerto in E minor — and the conductor Hermann Levi.

Bruch's Violin Concerto No. 1 in G minor grew so popular that the composer resented
how the constant craving for it overshadowed his other work. He complained about
violinists asking repeatedly to play Op. 26: “I tell them, ‘Go away and once and for all
play the other concertos [I've written], which are just as good, if not better”. That
phenomenal success has much to do with the songful qualities that Bruch evokes
so memorably from the violin — an instrument that, he once declared, “can sing a
melody better than a piano, and melody is the soul of music”.

Like Mendelssohn in his Violin Concerto, Bruch dispenses with the conventional
orchestral exposition. Instead, after an introductory tribute to Beethoven's Violin
Concerto (the soft roll on timpani), he has the soloist and ensemble engage in a series
of dialogues from the outset. But the first movement is formally more unusual still.
Out of the third exchange comes a theme in double stops that serves as the main
idea. Bruch initially considered labelling the concerto a fantasy. Joachim persuaded
him to publish the piece as a concerto, though Bruch designated the first movement
a “Prelude” (vorspiel). A reprise of the opening passage leads directly into a warm,
melody-abundant Adagio that is the real heart of the Concerto. Here, Bruch proves
himself the mastersinger par excellence, endowing the violin with a rhapsodic
eloquence that can leave only the most hard-hearted unmoved. The main theme of
the Finale, an invitation to dance, exudes a Hungarian flavour, doubtless in honour
of Joachim (who was of Hungarian origin). Bruch adds a thrillingly accelerated coda
that leaves audience breathless.
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Edward Elgar (1857-1934)

The English composer Edward Elgar won his international breakthrough when his
Variations on an Original Theme for Orchestra was unveiled in 1899. The work has
become universally known as Enigma Variations because of a puzzle the composer
hinted at in his note for the premiere. This enigma (to this date unsolved) involves the
identity of a hidden melody, which is actually never stated outright but only hinted at
indirectly by what is played — “even as in some late dramas the chief character is never
onstage”, as the composer put it. The theme and variations that are written down
would thus form a kind of accompaniment or countermelody implicitly pointing to
a theme that is not heard but present by way of indirection, whose “dark saying”, in
Elgar's words, can merely be “left unguessed”.

In any guess, the theme that we “do” hear is stated at the beginning. It unfolds in a
songlike form (ABA) and contains a contrast between the major and minor, with a final
turn to the major. Pauses between each section of this theme enhance its expressive
nature. The work is also highly personal, for Elgar then presents 14 variations that are
associated with hisinner circle. He cautioned, however that these “are not ‘portraits
but that each variation reflects a particular personality trait “or perhaps on some
incident known only to two people”.

”m

Another “enigma” is that Elgar identifies the corresponding personalities in his score
only by initials, but his commentary has made these for the most part decodable. The
clues suggest the following figures in Elgar’s life: his beloved wife and moral support,
Caroline Alice Elgar (I); Hew David Steuart-Powell, a pianist Elgar delighted to hear
warm up at the keyboard (ll); the amateur actor Richard Baxter Townshend, who could
vary the pitch of his voice to imitate a wide spectrum of personalities (lIl); the confident
country gentleman William Meath Baker (IV); the poet Matthew Arnold'’s artistically
sensitive son, Richard Penrose Arnold (V); Isabel Fitton, a viola student of Elgar (VI);
the architect Arthur Troyte Griffth, another student of the composer, who is comically
depicted doing battle with the keyboard — before simply giving up (VII); the graceful
elderly music patroness Winifrid Norbury (VIII); A. J. Jaeger, Elgar’s closest friend, who
continually encouraged his efforts — this variation, known as “Nimrod”, is the most-
famous part of Enigma and recalls the profundity of Beethoven's slow movements (1X);
Dorabella Penny, to whom Elgar felt especially close (X); the organist George R. Sinclair,
along with his pet bulldog Dan (XI); the generous cellist Basil G. Nevinson, an inspiration
for Elgar’s later Cello Concerto (XIl); another enigma: Elgar concealed the subject’s
identity by using only asterisks for this variation, which he also calls a romanza, with a
reference to the sea — possibly his former fiancée Helen Weaver (XII1); Elgar himself, in
a masterful, opulent expansion of the theme that suggests how closely his personality
is intertwined with the presence of his wife and his friend Jaeger (XIV).

Programme notes of work by Tchaikovsky, Bruch and Elgar provided by Thomas May
Chinese translation provided by KCL Language Consultancy Ltd



