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Born in Hong Kong and based in Berlin, pianist
Chivan Wong's audacity and vision have
captivated listeners, in a repertoire ranging
from the early Baroque to the 21stcentury,
nuanced in particular by his interest in the
music of Franz Liszt and Ferruccio Busoni.

Chiyan completed and edited the transcriptions
presented in his critically acclaimed debut
aloum, Liszt Transfigured. Operatic Fantasies
for Piano(LINN Records), which was awarded

the 40" Franz Liszt International Grand

Prix du Disgue by the Franz Liszt Society in
Hungary. The album features Liszt's operatic
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transcriptions completed and edited by Wong
himself. He has recently released his second
aloum to great critical acclaim, featuring his
combination of Bach's Goldberg Variations
with Busoni’s edition of the same work.

The year 2020-2021 will see his return to

Hong Kong in performances with the Hong

Kong Philharmonic and a recital with Premiere
Performances. In the Fall, Chiyan will make his
Hungarian début with the Danubia Orchestra
Obuda playing Thomas Adés’ Piano Concerto
at the Liszt Academy in Budapest.

Chiyan came to international attention
in earlier débuts at festivals such as the
International Music Festival in Dinard, France,
the Hong Kong Arts Festival, and the Singapore
International Piano Festival, where he has been
a frequent guest. He was a prizewinner at the
International Mozarteum Summer Academy
in Salzburg, and made his début in London’s
Wigmore Hall with a Liszt recital.

Having begun his musical education in his

native Hong Kong, Chiyan moved to England
aged twelve to study with Norma Fisher, and
subseqguently, with Christopher Elton at the
Rovyal Academy of Music in London, with

the support of the Lee Hysan Foundation.
Chiyan's interest in composition have led him
to work with Thomas Adés at the Prussia Cove
International Musicians’ Seminar, as well as

private studies in counterpoint with Naji Hakim
in Paris. These encounters have left a strong
mark on Chiyan’s musical work.
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MENDELSSOHN (1809-1847)

Prelude and Fugue in E minor,
Op. 35, No. 1 (1837)

The years from 1832-37 were extremely
busy for Mendelssohn. He conducted several
concerts in London and Dusseldorf including
his own versions of several Handel oratorios.
From 1833, he was City Music Director in
DUsseldorf, directing more oratorios, works
by Goethe and Cherubini and several operas.
He was also writing his own oratorio St
Paul A new appointment as Director of the
Gewundhaus in Leipzig began in 1835, and he
got engaged and married to Cécile Jeanrenaud
in 1836. With all this, he still found time to
write piano pieces, the preludes and fugues
being no doubt influenced by the amount of
Baroque music he was conducting. The pieces,
written at different times between 1832 and
1837, were collected in 1837 and published as
Op. 35.

Prelude No. 1T was the last to be written and
was probably designed to introduce the
complete set. Rippling arpeggio figures are
markedallegro con fuoctast with fire) but
the opening bars are also marked /eggiero
(lightly). The sustained melody is in the alto
register, but is rich and extensive, rising to give
a turbulent mood as it moves through a variety
of keys.



AR TS R IE1832FE B 5T,
BRI T1837EBMUEST, R
L FEBELARHESTEDIMN, BH
HthEXREESEE—EF,
BB R U SR AY RS, SRR
AHREGRHEEME, #EAE
FREREMERE — E—ERMIFIGIE
BEMHF (BEAZHE) PR (B
EEEME) B, GEAKEE
TR HEESKE (BRERFE)
mE—0, BRTEERFERK
AR, BEZH—BERSE, T
FERLRSPIER,

FREE | EREEY

Eii% (1685-1750)

SHEREZH,
BWYV 988 (1741)

FR7Ri2 e iRl B E BB
FHESETNEE SR EMRAT
LGN

BE—HA

SRR | EEwNFUt

B2 R ERER IR

B0 | IHEM/)VTIR

BEIEEFS

BHE R FE RBY TR

4 BEA ERRE

25 | ARRBYIRMR

6 BE(CEER) :

R/ VIRAR

BT | SEIENRR

8 @&&g . ik
BEI(ZEFFL) IR

9 EZ10 VNEMH—) - T

wN

al

~

The Fugue was drafted in 1832 but revised in
1837. A thoughtful theme begins in the bass
and rises through the voices to give a four-part
texture. The writing gradually becomes more
pianistic and leads to a powerful statement of
a chorale, the beginning of which is based on
‘Wass mein Gott will’ from Bach’s St. Matthew
Passion and ending with the last phrase from
Luthers great chorale Ein feste Burg. The
fugue theme returns, now in the Major key,
but giving a meditative atmosphere as it dies
away quietly.

By Dr. Michael Ryan

BACH (1685-1750)

Goldberg Variations,
BWYV 988 (1741)

Edited by Ferruccio Busoni, BV B 35 (1914);
with modifications by Chiyan Wong
Variations in italics are omitted in the
Busoni version

First group
1 Aria: Largamente e cantato
2 Variatio 1: Allegro con freschezza, e deciso
3 Variatio 2: Andantino, dolce
Variatio 3 (Canone all’'unisono):
Andante con eleganza e con moto
4 Variatio 4: Lo stesso movimento
Variatio 5: Allegro, non troppo
6 Variatio 6 (Canone alla seconda):
Allegretto tranquillo
7 Variatio 7: Allegro scherzando
8 Variatio 8: Allegro
Variatio 9 (Canone alla terza): Moderato
9 Variatio 10 (Fughetta I): Alla breve

ul
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10 Variatio 1: Lostesso tempo, piu vivace
Variatio 12 (Canone alla quarta e per moto
contrario): Moderato

11 Variatio 13: Andante con grazia [ossia]

Second group

12 Variatio 14: Allegro ritenuto

13 Variatio 15 (Canone alla guinta in moto
contrario): Quasi adagio Variatio
16 (Ouverture). Grave - Allegro moderato
scherzoso (Fughetta ll)
Variatio 17: Allegro slanciato
Variatio 18 (Canone alla sesta):
Tempo giusto, alla breve

14 Variatio 19: Allegretto piacevole

15 Variatio 20: Allegretto vivace
[Variante des Herausgebers]
Variatio 21 (Canone alla settima,
semi cromatico): Andante con moto,
non troppo dolce

16 Variatio 22 (Fugato): Alla breve

17 Variatio 23: Non Allegro
Variatio 24 (Canone all’'ottava):
Allegretto

18 Variatio 25: Adagio

Third group

19 Variatio 26: Allegro corrente Variatio
27 (Canone alla nona): Moderato ma
vivacemente

20 Variatio 28: Andante brillante
[Version des Herausgebers]

21 Allegro finale [Variatio 29],
Quodlibet [Variatio 30] e Ripresa:
Allegro non troppo - Frisch und
volkstimlich, doch nicht ohne Wlrde -
Largamente (Aria)
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Written for a two-manual harpsichord
and first published in 1741, the ‘Air with
Thirty Variations’, which became known in
the nineteenth century as the ‘Goldberg
Variations’, are so named in reference to the
harpsichordist and composer Johann Gottlieb
Goldberg (1727-56), who appears to have
been a pupil of Bach and of his son Wilhelm
Friedemann. At the age of fourteen he served
as Kammermusicus to Count Hermann Karl
von Keyserlingk (1697-1764), the Russian
ambassador to Saxony. The story that Goldberg
had to play the music during the Count’s
insomnia is of doubtful authenticity.

The work is based on an aria in triple time, in
fact a sarabande consisting of two repeated
sections, each further divided into two phrases.
Bach uses the aria’s bass line throughout the
thirty variations, of which every third (3, 6, 9,
12,15,18, 21,24, 27) is a canon, starting at the
unison and going up to the ninth. Variation 10 is
a fughetta; variation 16 a French overture; and
variation 30 a Quodlibet, that is, a combination
of two German folk songs. Variations 8, 11, 13,
14,17, 20, 23, 25, 26, 27 and 28 call for an
instrument with two manuals, which creates
difficulties when playing on a single keyboard
like the piano.

The music of Johann Sebastian Bach was
immensely influential throughout the career
of the lItalian composer, pianist, writer and
editor Busoni. Busoni’s version of the Goldberg
Variations, considered the ‘most copious and
the most ingenious’ of Bach’s variation works,
comprises the entire volume 15 of Busoni’s
25-volume edition of Bach’s piano works.
Busoni sought to ‘rescue this remarkable work
for the concert hall [...] either by shortening it,
or paraphrasing it, to render it more suitable
both for the receptive powers of the hearer,
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and for the possibilities of the performer’.
He thus suggested omitting the repetition
marks and, to make it more ‘expedient’
for public performance, suppressing some
variations. Busoni suggested that, in concert
performances, a different sequence comprising
three large groups be followed. He likened
this to ‘three distinct conditions of creative
production: interplay within the circle; inward
penetration; outward exaltation’. The first
group covers variations 1 to 13, omitting 3, 9
and 12. The second group starts with either
variation 14 or 17 (Chiyan Wong chooses
the former) and continues up to variation 25,
omitting 16 to 18, 21 and 24. The final group
comprises variations 26 and 28, followed by an
‘Allegro finale, Quodlibet e Ripresa’ consisting
of the last two variations and the recapitulation
of the opening aria.

Busoni chooses to ‘restore the theme to its
original melodic outline, simplified and freed
fromthe elaborate network of ornamentations’,
giving the conclusion ‘something hymn-like
in effect, and increasing the volume of tone’.
Chiyan Wong rather uses this section’s original
text, but ‘washes away ornaments, albeit with
some [...] contrapuntal “comments™.

By Marc-André Roberge

BACH (1685-1750) /
BUSONI (1866-1924)

Chaconne in D minor,
BWYV 1004 (1720/1892)

The three sonatas and three partitas for
unaccompanied violin by Johannes Sebastian
Bach rank among the most cherished works in
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the violinist’s repertory, with the Partita No. 2
in D minor, BWYV 1004 occupying an especially
exalted place. Crowning this work is the mighty
Chaconne, a movement of enormous scope
and emotional range in which every aspect
of a four bar theme is explored in a series of
continuous variations.

Not only is the Chaconne one of the most
cherished of the violin repertory, but it has
spawned many different arrangements and
transcriptions. Mendelssohn and Schumann
added keyboard accompaniment; Brahms
made an arrangement for left hand alone;
Raff, Casella and Stokowski orchestrated
it. But considered the most formidable of
these transcriptions is the “arrangement
for concert performance on the piano” by
Ferruccio Busoni.

Busoni's arrangement (he did not like the
term “transcription”) of the Chaconne was
composed in Boston in 1892, when Busoni
was briefly engaged as a professor of piano
at the New England Conservatory of Music. It
can best be described as a translation from one
instrument to another. Whereas a violin can
play a maximum of four notes simultaneously,
Busoni often has the pianist playing seven,
eight and even nine note chords. The entire
range of the keyboard is exploited to great
dramatic effect, with octave passages,
leaping chords and a range of post-Lisztian
virtuoso devices.

The Chaconne can be divided into three
uneqgual parts: the first, in D minor, occupies
the first fifteen variations; the second, in D
Major (beginning with the chorale-like quasi
trombone passage) occupies ten variations;
and the final portion returns to D minor for the
last five variations ad an extraordinary coda.
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Premiere Performances brings internationally
celebrated musicians and the world’s brightest
rising stars to Hong Kong for solo recitals,
chamber music and community outreach,
building a vibrant local arts scene and
inspiring audience members of all ages with
performances that are accessible to all.

Founded in 2007 as a registered charity by
Andrea D. Fessler, Premiere Performances aims
to contribute to a vibrant local classical music
scene and establish Hong Kong as a leader

in the international cultural landscape. From

international favourites to the world’s brightest
rising stars, our programmes feature a dynamic
array of instruments, performance styles

and genres.

Premiere Performances presents over 100

events each year including:

e Beare’s Premiere Music Festival (formerly
the Hong Kong International Chamber
Music Festival), 5-6 concerts and over
20 Education & Outreach events

e Recital Series (4-6 concerts per year)

e Family Series (2-4 concerts per year)

* Chamber Music In Schools (50+ in-school
performances per year)

From special needs students to the elite of
Hong Kong, we have programmes aimed at
all demographics. We believe that everybody,
regardless of social class, ethnicity or language,
will be moved by the power of a world class
live music performance.



