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Dear Patrons,

To avoid disturbance, please set your mobile phone on silent mode and switch
off other beeping or light emitting devices before the performance. To ensure
an undistracted performance by artists and an enjoyable experience for the
audience, photo-taking, audio or video recording is strictly prohibited when
the performance is in progress while photo-taking without affecting others is
allowed at curtain calls. Eating or drinking is not permitted in the auditorium.
Thank you for your co-operation.
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 Please make sure that all sound-emitting devices, such as alarm watch and
mobile phone, are switched off before the concert.

ot

-

* Please dim the brightness of the electronic screen when reading electronic
house programme during the concert, as the light would distract others from
enjoying the performance.

* In consideration of the artists and other members of the audience, please avoid
making any sounds during the concert such as conversing, unwrapping
candies or opening plastic bags etc.

* In due respect of the artists, please do not enter or leave the theatre during the
concert. If, however, there is indeed the urgency, please do so in between
pieces, and only re-enter the theatre as instructed by the venue staff.

* Please do not applaud between the movements of a piece. If you are not sure

whether it is appropriate to applaud, a good indication is to wait until the
artists have put their arms down and turned around to face the audience.
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Pianist Anson Wong had studied piano, bassoon and composition
at The Hong Kong Academy for Performing Arts (HKAPA) since nine.
He received his bachelor’s degree with First Class Honours from the
HKAPA on scholarships awarded by the Hong Kong Jockey Club, under
the tutelage of Gabriel Kwok, Head of Keyboard Studies. He is now
pursuing his Master’s and Doctorate degrees at the Royal Academy of
Music (RAM) in London with Christopher Elton, with full support from
The Muriel, Lady Kadoorie Music Scholarship and the Hong Kong Jockey
Club Music and Dance Fund. He is also a scholar of the “Sir Elton John

Global Exchange Programme” of the RAM.

The many international prizes Wong won include 2025 Dublin
International Piano Competition, International Chopin Piano
Competition in ASIA, Ishikawa International Piano Competition,
HKGNA International Music Competition. He was also the recipient
of Beethoven Piano Prize and Beethoven Piano Concerto Prize at the
RAM, Delius Prize and the HKAPA Piano Concerto Prize.

Wong has given solo recitals and concerts in Hong Kong, Tokyo,
Kanazawa, Seoul, London, Vienna, Salzburg among others. His
performances and interviews have been featured on Radio Television
Hong Kong and tvN Asia. He has performed with various orchestras
and appeared at various festivals including Shenzhen Piano Music
Festival and International Summer Academy of The Mozarteum

University Salzburg.
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PROGRAMME NOTES

In the Mists Leos Janacek (1854-1928)

Andante
Molto adagio
Andantino
Presto

Leos Janacek’s In the Mists is believed to have three sources of inspiration:
1) the favourable reception of the first book of his earlier piano cycle On
an Overgrown Path; 2) two works by Debussy on the programme of a
solo recital which Janacek organised for Marie Dvorakova in 1912—Reflets
dans l'eau (Reflections in the Water) and Doctor Gradus ad Parnassum,
and which he considered worth writing in response; and 3) a continuation
of the nature imagery explored in On an Overgrown Path, as the title
suggests. Some commentators have also proposed that the “mist”
metaphor may reflect Janacek’s dejection following his failure to put his

operas on stage.

Janacek was invited to submit In the Mists to a composition competition
and won first prize. Although the adjudicators could not see the name of
the composer on the score, the distinctive style of the music made it hard
not to recognise it as Janacek’s. In the Mists received its premiere in 1913,

performed by Marie Dvorakova.

Like the second book of On an Overgrown Path, which consists of five
works, the four movements of In the Mists are also presented without
captions, thus offering no cues to guide the listener’s imagination. Just
looking at the tempo of the opening passage of some of the movements,
one can hardly anticipate the rapid shifts in speed and mood that follow.
Yet each movement typically features two contrasting thematic ideas—
brief, recognisable motifs that alternate and occasionally overlap. The
music sometimes wanders off to nowhere, only to return abruptly to
familiar theme. Other than the colouristic, fleeting moments reminiscent
of Debussy, one can also hear traces of Central European folk music,
particularly in the second and fourth movements, which contain passages

imitating the Hungarian cimbalom and the fujara (a Slovak shepherd'’s

pipe).
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Geistliche Lieder, S. 562, No. 1, Litanei auf das

Fest Aller Seelen
Franz Schubert (1797-1828)
(trans. Liszt)

Among Schubert’s sacred lieder, Litanei auf das Fest Aller Seelen (Litany
for All Souls’ Day) ranks just behind Ave Maria in renown. The lyrics offer a
prayer for all souls—regardless of whether they experienced joy or suffering
in life—would find peace. Liszt arranged both Ave Maria and Litanei for
solo piano. While the arrangement of Ave Maria is rich and ornate, that of
Litanei is much less so, as befitting the solemn and meditative nature of a
requiem. The original vocal setting comprises nine stanzas set to the same
melody, though typically only three are sung. Liszt's piano version features
just two stanzas: the first presents a straightforward transcription of the
melody, while the second introduces octave doublings in both the melody

and accompaniment for added embellishment.

11



Piano Sonata No. 28 in A, Op. 101
Ludwig van Beethoven (1770-1827)

Etwas lebhaft und mit der innigsten Empfindung. Allegretto ma non troppo
Lebhaft. MarschmdfSig. Vivace alla marcia

Langsam und sehnsuchtsvoll. Adagio, ma non troppo, con dffetto
Geschwind, doch nicht zu sehr, und mit Entschlossenheit. Allegro

Among Beethoven'’s five late piano sonatas, the Hammerklavier (No. 29)
towers as a monumental work, while the final three sonatas are revered for
breaking with classical norms in both structure and philosophical depth.
In contrast, the Sonata in A major, Op. 101, has received comparatively
less attention from listeners and performers alike. Composed during the
same period as Beethoven'’s final two cello sonatas and the song cycle An
die ferne Geliebte, it represents a period of transition and exploration as

Beethoven moved from his middle to late style.

For those interested in Beethoven'’s late-period innovations—particularly
his reimagining of traditional forms—this sonata offers much to observe.
Its four movements are arranged in an unusual pattern, alternating in
length (short, long, short, long) and tempo (slow, fast, slow, fast). Yet
such formal freedom was not without precedent: Beethoven had already
challenged classical sonata structure in earlier works such as the Op. 27
sonatas (Nos. 13 and 14), subtitled quasi una fantasia, including the famous

“Moonlight” Sonata.

The opening movement unfolds like an awakening from a dream,
expressing a quiet, inward tenderness that reflects the expressive markings
in the score. The second movement is a march, its rhythm and structure
recalling a scherzo, yet it spans the length and energy of a conventional
first-movement Allegro. A tranquil trio section follows, and Beethoven

transitions seamlessly back to the march.

The third movement is an unusually brief slow movement—so short, in

fact, that it feels more like an introduction to the finale. It is marked to

12



be played with the soft pedal throughout, casting a sombre, shadowed
atmosphere. As a cadenza-like passage begins, the soft pedal is gradually
released and the dynamic grows. A gentle return to the first movement’s
theme is followed by a shimmering trill—one of Beethoven’s late-style

signatures—that leads directly into the finale.

The fourth movement begins with a rustic, dance-like theme full of
exuberance, sweeping away the previous melancholy. A mysterious, fugue-
like middle section deepens the movement’s emotional texture. Beethoven
takes advantage of the extended lower register of the newly developed
piano, using deep bass notes to dramatic effect. Though the music at
times seems on the verge of disintegration, it regains its momentum and

concludes with a jubilant cascade of chords.
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Symphony No. 5, IV. Adagietto

Gustav Mahler (1860-1911)
(trans. Anson Wong)

In 1898, Gustav Mahler was appointed Director of the Vienna Court Opera
(now the Vienna State Opera), where he juggled immense administrative
and conducting responsibilities. The strain on his health became critical:
in early 1901, he suffered a severe internal haemorrhage and collapsed at
home. Fortunately, his sister found him in time, and he narrowly escaped
death. That same year, Mahler met and fell in love with Alma Schindler, a
brilliant and striking young woman nineteen years his junior. They married
in 1902. Mahler began composing his Symphony No. 5 in the summer of
1901, completing it the following year. The work captures a dramatic arc

which reflects his near-fatal illness and subsequent romantic renewal.

The fourth movement, Adagietto, is the most frequently performed and
beloved movement of the symphony—and perhaps the most iconic single
work in Mahler’s entire output. Scored solely for strings and harp, its
serene lyricism and emotional depth have invited comparisons to the “gaze”
motif in Wagner’s Tristan und Isolde. Unfolding from quiet tenderness
to intense longing, the movement is often interpreted as Mahler’s
wordless love letter to Alma. Tonight’s performance features a solo piano

transcription of the Adagietto, arranged by Anson Wong.
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Symphonic Etudes, Op. 13
Robert Schumann (1810-1856)

Theme: Andante

Etude T (Variation 1): Un poco piu vivo
Posthumous Variation 1

Etude 2 (Variation 2)

Etude 3: Vivace

Etude 4 (Variation 3)

Etude 5 (Variation 4)

Etude 6 (Variation 5): Agitato
Posthumous Variation 4

Posthumous Variation 5

Posthumous Variation 3

Etude 7 (Variation 6): Allegro molto
Etude 8 (Variation 7)

Etude 9: Presto possibile

Posthumous Variation 2

Etude 10 (Variation 8)

Etude 11 (Variation 9): Con espressione
Etude 12 (Finale): Allegro brillante

Among Schumann’s large-scale piano works, the Symphonic Etudes, Op. 13,
holds a place just behind the great Fantasy in C. Despite its title, the work
is essentially a set of theme and variations, a form that recurs meaningfully
in Schumann’s output, even though he is best known for his miniatures.
His very first published piece was the Abegg Variations; the famous “Clara
motif” appeared in the Impromptus on a Theme by Clara Wieck; and the
Ghost Variations, his final composition, were completed while in the grip
of hallucinations shortly before his admission to a mental asylum. In his
1852 revision of the Symphonic Etudes, Schumann retitled the work Etudes
en forme de variations (“Etudes in the Form of Variations”), but today it is

generally performed under its original 1837 title.

The work originated in 1834, during Schumann'’s brief engagement to his
student Ernestine von Fricken. Her adoptive father, Baron von Fricken, had
written a set of flute variations and consulted Schumann for feedback.
Although Schumann was not impressed with the piece, he found its theme

promising and began developing it into a set of piano variations. The
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composition was largely complete when his affections turned to Clara
Wieck, daughter of his former teacher. The relationship with Ernestine
ended, but the Symphonic Etudes endured as one of Schumann’s finest

achievements.

Schumann'’s piano writing is known for its rich inner voices and orchestral
textures. In the Symphonic Etudes, he intensifies this approach, pursuing
a depth of harmony and resonance that evokes symphonic weight. The
technical demands are significant, making the work not just a concert
showpiece but also a genuine set of etudes. With twelve studies in total,
the set mirrors the number in Chopin’s Etudes, Op. 10—an implicit nod to
a composer Schumann greatly admired. Earlier in his career, Schumann
had transcribed Paganini’s violin caprices into two sets of piano studies
(Opp. 3 and 10), and here too, he is not seeking virtuosity for its own sake.
Rather, he uses technical challenge as a vehicle to explore the full rhythmic,
contrapuntal, and harmonic richness latent in the theme. The result is far
from superficial virtuoso display—it is a deeply crafted work that would go

on to influence Brahms, especially in his own approach to variation form.

Although the Symphonic Etudes gained some recognition during
Schumann’s lifetime, he never felt it was fully successful, viewing it as
more suitable for private study than public concert performance. In his
1852 revision, he renamed the etudes as “variations” and removed two of
the original numbers (Etudes 3 and 9). After Schumann’s death, his father-
in-law reinstated these two deleted etudes in later printings. Then, in
1873, Brahms edited and published five further variations that Schumann
had omitted from the 1837 edition, now commonly referred to as the Five
Posthumous Variations. Among these, Variations 3 through 5 are especially
significant—they are marked Andante or slower and provide a welcome
lyrical contrast to the predominantly brisk tempos of the original twelve.
Most pianists today include the five posthumous variations in performance,
though opinions differ on where best to integrate them into the sequence.
This flexibility has made the Symphonic Etudes not only a technical and
expressive milestone in Schumann’s output, but also an interpretive

journey shaped anew with each performance.

Programme notes by William Lau
English translation provided by KCL Language Consultancy Ltd.
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Thanks for attending “Piano Recital by Anson Wong"”. Please fill the
e-form to give us your views on this performance or on the Leisure
and Cultural Services Department cultural programmes in general.
You are also welcome to write to us by email at cp2@lcsd.gov.hk, or by
faxat 2721 2019.
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Please visit the following website for information related to application
for programme presentation/sponsorship by the Leisure and Cultural
Services Department: http://www.lcsd.gov.hk/en/artist
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The programme as well as the content and information contained in
the e-house programme do not represent the views of the Leisure and
Cultural Services Department.
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The concert combines a diverse range of music genres including classical music, tango music,
jazz, spirituals, French chanson and film scores. Programme includes works by Fauré
(Arr. Wilhelm Kaiser-Lindemann), Piazzolla (Arr. José Carli) and Gershwin (Arr. Michael Zigutkin), etc.
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Cello Sonata No. 4 in C, Op. 102, No. 1 Cello Sonata in F, Op. 99
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Sonata for Solo Cello Cello Sonata in C, Op. 119

MER I FEsTeEE@ERe ——

Programme Details

Tickets NOW available at URBTIX 15 E
=
B Enquiries 2268 7321 (& E Programme) 3166 1100 (Z# Ticketing) SE
[=]

www.lcsd.gov.hk/cp
JEZ Booking 3166 1288 www.urbtix.hk 0 0 © ClickforArts BEHIR

e

RERXICEEE

Leisure and Cultural
Services Department



HE 1K

CHINESE CULTURE FESTIVAL 2025

DR S Facay S X 5 3 £ e

EXPLORING THE UNIVERSE OF A MILLENNIUM OF CIVILISATION
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