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XXIII FESTIVAL INTERNACIONAL DE MUSICA DE MACAU

ORQUESTRA

FILARMONICA
DA RADIO ALEMA

(ALEMANHA)

Maestro: Christoph Poppen

Warren Mok, Tenor

Han Xiaoming, Trompa

Orquestra Filarménica da Radio Alema

PROGRAMA

Wolfgang Amadeus Mozart (1756-1791)
Sinfonia N° 35 em Ré Maior, K 385 “Haffner”
Allegro con spirito
Andante
Menuetto — Trio
Finale. Presto

Benjamin Britten (1913-1976)

Serenata para Tenor, Trompa e Orquestra de Cordas, op. 31

Prologue
Pastoral
Nocturne
Elegy
Dirge
Hymn
Sonnet

Epilogue

Intervalo

b |

Ludwig van Beethoven (1770-1827)
Sinfonia N° 5 em D6 menor, op. 67 “Destino”
Allegro con brio
Andante con moto
Scherzo. Allegro (attacca)
Finale. Allegro
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NOTAS AO PROGRAMA

Wolfgang Amadeus Mozart (1756-1791)
Sinfonia N° 35 em Ré Maior, K 385 “Haffner”

Allegro con spirito

Andante

Menuetto — Trio

Finale. Presto
Cabega fria e mente calma...
Wolfgang Amadeus Mozart trabalhava depressa, muito depressa, as vezes ao ponto da exaustio total. Desde
tenra idade que o seu pai Leopold o instigou a mostrar do que era capaz como musico e compositor. Entdo
chegou o ano de 1781: o Conde Arco, capelio de Salzburgo, expulsou Mozart, dando-lhe um pontapé no traseiro
e atirando-o porta fora. Isto colocou um ponto final no seu compromisso para com o Principe-Arcebispo
Hieronymous Colloredo, mas Mozart estava agora livre. Deixara de ter compromissos como mestre do coro
e organista da corte, e tirou partido total dessa liberdade, deixando Salzburgo e também o seu autoritirio pai
Leopold. Mozart mudou-se para Viena.

””””

i
uuu Im. il tHumm

Viveu nessa cidade em grande estilo e fez questio que o seu pai o soubesse: Tenbo aqui os melhores e mais
vantajosos conhecimentos do mundo. Sou bem vindo e admirado nas melhores casas. Sdo-me concedidas todas as honras

possiveis — e sou pago por isso.

No entanto, nio conseguia escapar completamente 2 esfera de influéncia do seu pai. A relagio permaneceu tensa
apesar da distincia entre Viena e Salzburgo. O seu pai importunava-o incessantemente, censurando-o e exigindo

constantemente novas composi¢des. Mozart ndo podia suportar mais esta situagdo: Suplico-vos, meu querido, o
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melhor dos pais, ndo me escreva mais cartas como essas, rogo-vos, pois elas ndo tém outra consequéncia sendo esquentar-
-me a cabega e privar o meu coragdo e espirito de sossego. E eu, que tenho que compor sempre, necessito de ter a cabeca fria

e a mente calma.

A Sinfonia “Haffner”

No Verio de 1782, Leopold reclamava mais uma vez uma obra nova. Mozart tinha acabado de completar o
Singspiel O Rapto do Serralho e estava a concentrar-se intensamente na preparagio das mais belas melodias de
épera para instrumentos de sopro, o que era referido como “musica de harmonia”. Além disso, o seu casamento
com Constanze Weber estava iminente. Ndo obstante, nio queria rejeitar a encomenda de uma composigio, e
provavelmente queria também evitar outra zanga com o seu pai. Resmungou — e obedeceu: Bem, terei que passar a
noite a trabalbar, de outra forma nio poderei termind-la — e que seja um sacrificio por vds, meu Querido Pai. Trabalbarei

tao depresm quanto possz’wl, e, tanto quanz‘o a urgénfia 0 permit‘a, escreverei bem.

A encomenda da nova obra tinha sido feita por Sigmund Haffner o Mais Novo, um homem de negécios abastado
de Salzburgo que procurava celebrar a sua elevagdo 4 nobreza através da musica. Os Mozarts tinham bons
contactos com a casa de Haffner. A grandiosa Serenata Haffner (K 250), uma obra de celebragio, tinha ji granjeado
grande aclamagio, e Mozart era mais uma vez suposto escrever algo comemorativo. Mozart estava ciente que
uma orquestra relativamente grande estava disponivel para a execucdo: dois oboés, dois fagotes, dois trompetes
além de percussio e cordas. Recebeu também instru¢ées especificas: no inicio, a composi¢io deveria soar como
uma marcha, e eram igualmente exigidos dois minuetos. Mais uma vez, Mozart conseguiu terminar a nova obra

rapidamente, bem e a tempo. Compds a Serenata Haffner ¢ enviou a partitura para Salzburgo.

E entdo aconteceu o seguinte: seis meses mais tarde, Mozart lembrou-se da encomenda e pediu ao seu pai para lhe
enviar a partitura de volta. Quando teve a partitura novamente nas maos, ficou perplexo: 4 nova Sinfonia Haffner

colheu-me completamente de surpresa — eu ja ndo sabia uma palavra dela. Deve fer um excelente efeéito!

Deve ter um excelente efeito!

Visto que queria apresentar a composi¢do num dos seus concertos da Academia de Viena, transformou a
serenata, uma peca destinada ao entretenimento social e comemorativo, numa sinfonia. Cortou a marcha
introdutéria e um dos minuetos e suplementou a orquestra no primeiro e dltimo andamentos com duas flautas e

clarinetes cada (nfo havia provisio para clarinetes na orquestra de Salzburgo).

A Sinfonia “Haffner” é uma obra extremamente eficaz, que mesmo hoje em dia constitui um desafio consideravel
para os musicos modernos. O ritmo que o evento musical alcanga no primeiro e ultimo andamentos ¢é
precipitado. Mozart sabia-o e exigiu que assim fosse: O primeiro Allegro deve seguir com verdadeiro fogo. O ultimo,

tio depressa quanto for possivel.

Benjamin Britten (1913-1976)
Serenata para Tenor, Trompa e Orquestra de Cordas, op. 31
Prologue
Pastoral
Nocturne
Elegy
Dirge
Hymn
Sonnet

Epilogue
O fruto de um periodo de convulsio social...

Quando em 1943 Benjamin Britten compos a sua Serenata para Tenor, Trompa e Orquestra de Cordas, tinha

acabado de completar 30 anos e podia contar jd com vinte e cinco anos de experiéncia como compositor.
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Com a tenra idade de 5 anos, tinha jd passado as suas primeiras ideias musicais para o papel. Para Britten,
que tocava piano e viola, a musica era a coisa mais natural do mundo. Independentemente da progressio do
desenvolvimento musical de um compositor ser ou nio regular, esta ¢, na maior parte dos casos, afectada pela
inseguranga e pela procura de novas formas de expressar a sua musicalidade. De uma forma ou de outra, todos

os compositores importantes passaram por mudangas nas suas vidas, acabando por sofrer com essas mudancas.

... a Serenata para Tenor, Trompa e Cordas

A Primavera de 1942 viu Benjamin Britten atravessar um periodo de agitagdo. Tinha viajado para os EUA em
1939, e agora, em plena Segunda Guerra Mundial, regressava a sua terra natal acompanhado por Peter Pears,
o seu companheiro de toda a vida. O tenor era a fonte de inspiragio do compositor, tanto como musico como
como pessoa. Britten e Pears tinham ambos recusado cumprir o servigo militar, e apés o seu regresso nio foram
obrigados a alistar-se mas, em vez disso, tiveram que dar muitos concertos. O seu publico incluia muitas pessoas
que tinham pouca experiéncia em “musica nova”. Para Britten, isto representava um desafio musical: procurava
um novo entendimento sem comprometer de forma alguma a sua ambigdo artistica. Recorria as cangées
populares de Inglaterra e 4 grandiosa tradigo lirica do pais. Tomou como exemplo Henry Purcell, com as suas
linhas vocais claramente estruturadas e declamagio directa e poderosa. Os primeiro frutos deste novo caminho
musical foram a Serenata para Tenor, Trompa e Cordas, composta em 1943, e dois anos mais tarde, a épera Peter

Grimes, com as quais Britten obteve um enorme sucesso.

Cangoes de Descanso, Pesar e Sonhos

A sua Serenata op. 31 foi a primeira grande obra que escreveu para Peter Pears. Britten foi também inspirado
pela execugio fenomenal do trompista Dennis Brain. Por conseguinte, a instrumentagio pouco habitual deve-
-se a estes dois musicos. O tenor é acompanhado por uma orquestra de cordas e pela trompa solo, e a este
instrumento ¢é exigido que se ocupe de tarefas tal como se fosse um concerto para trompa. No Prd/ogo, inicia a
Serenata com tons naturais, e no final, no Epi/ogo, soa mais uma vez como um solo no siléncio absoluto. O ciclo
de cangbes baseia-se em poemas de virios escritores. As seis cangdes sio “cangdes da noite”. Originalmente,
Britten tencionava chamar ao ciclo “Nocturnos” — uma colec¢do de imagens romaénticas, aglutinadas por uma
base pastoral e atmosférica — cang¢des de descanso, pesar e sonhos. Em Outubro de 1943, a Serenata foi estreada

no Wigmore Hall, em Londres, com um arrebatado aplauso, com o compositor e Peter Pears a serem elogiados

na imprensa, tanto nacional como internacional.
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Com a sua Serenata, Benjamin Britten fornecia uma encarnagio impressionante do seu credo artistico: Para

mim, a misica € um elemento clarificador; tento clarificar, refinar, tornar as pessoas mais sensiveis. A minha técnica é

livrar-me do supérfluo, tendo como objectivo alcancar a claridade de expressio absoluta.

Ludwig van Beethoven (1770-1827)
Sinfonia N° 5 em D6 menor, op. 67 “Destino”

Allegro con brio

Andante con moto

Scherzo. Allegro (attacca)

Finale. Allegro
E assim que o destino bate & porta — o ultimo secretdrio de Beethoven e seu primeiro bidgrafo, Anton Schindler,
transmitiu esta descri¢do, a qual, reivindicava, provinha directamente da boca do compositor. Na verdade, é
irrelevante se esta interpretacio do inicio da Quinta Sinfonia é auténtica ou nio ou se ¢ nada mais nada menos
do que uma de entre vérias notdrias inexactidées e mentiras publicadas por Schindler. As quatro notas do
motivo inicial da “batida” hd muito que adquiriram um estatuto lenddrio, como uma imagem de marca tanto de
Beethoven como da musica cldssica em geral. Virias geragbes de autores continuaram a trabalhar sobre o mito
da “Sinfonia do Destino” e apresentaram o seu compositor como um titd em busca de tons. Evidentemente,
relacionaram o motivo ao destino pessoal do préprio Beethoven; a sua surdez avangada na altura da composigao.
E claro, interpretaram a sinfonia integral como um comentério sobre o destino politico da Europa — afinal de

contas, Napoledo tinha ja comegado a trair os ideais da Revolugdo Francesa.

A “Sinfonia do Destino”

Mas, independentemente de suspeitarmos que a obra contém material programdtico, de qualquer forma, a
Quinta exerce um grau de fascinio que se estendeu ja por quase 200 anos. Os esbogos originais da Sinfonia
em Dd menor ocuparam o compositor entre 1803 e 1804, ¢ a obra foi terminada nos primeiros meses de 1808.
Enquanto que a estreia numa “academia musical” no dia 22 de Dezembro de 1808 ndo constitui um particular
sucesso, no decurso dos anos que se seguiram, a sinfonia deixaria a sua marca por todo o lado. Indimeras
interpretacdes para uma enorme variedade de instrumentacdes orquestrais popularizaram a obra no séc. XIX, e
com o advento do disco de gramofone no inicio do séc. XX, a Quinta de Beethoven foi a primeira sinfonia a ser
gravada através deste novo meio (1913, pela Orquestra Filarmoénica de Berlim).
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E o que faz que a Quinta seja praticamente a epitome da sinfonia como forma? Presumivelmente, a sua
combinagdo unica da amplitude que expressa e a qualidade suprema da sua composi¢do. O informal e
extremamente apelativo “motivo do destino” no inicio fornece o germe bdsico a partir do qual toda a obra cresce.
Com a sua energia ritmica, domina o primeiro andamento, surgindo como totalmente versatil no processo.
Reciprocamente, um tema melddico tocado 4 parte permanece apenas episédico, aparecendo unicamente na
exposicdo e na repetigdo.

Edificando a vitéria...

O segundo andamento, lento, combina a forma sonata com técnicas de variagio. O melodioso tema em La-
bemol Maior para violoncelos e violas estd em contraponto com um motivo estilo fanfarra em D6 Maior tocado
por toda a orquestra, o qual pode ser ouvido a abrir caminho para a dianteira como precursor do Finale — um
primeiro crescendo para a vitéria efectiva.

Beethoven concebeu originalmente o terceiro andamento Scherzo em cinco partes (ABABA). Contudo, na sua
estreia, considerou que os 611 compassos tornavam o andamento demasiado longo, reduzindo-o para o formato
ABA-coda em trés partes. No Scherzo hd um motivo grave crescente combinado com um motivo de quatro notas
para trompa, o qual remete para o inicio da sinfonia. O trio é caracterizado por um tema tipo fuga. Uma transi¢do
attaca liga o terceiro andamento ao Finale, com a fusio de ambos, formando uma sec¢io final magnificente.

Este Finale emerge agora claramente como o objectivo alvo de toda a obra: é — pela primeira vez numa sinfonia
— mais longo que o andamento de abertura e como tal completamente diferente do processo brilhante de fecho
de um andamento final que se estd 4 espera desde Haydn. E héd ainda mais uma inovagio que estd para vir: sio
adicionados a orquestra trés trombones, um contrafagote e um piccolo, todos instrumentos que até entdo quase
nunca se tinham feito ouvir na musica sinfénica. O andamento exibe também um nimero de caracteristicas
que podem dificilmente ser descritas como ndo programdticas no sentido de “per aspera ad astra” (através
da escuridio em direc¢do 2 luz): primeiro a alteragio chave dos tons sombrios de Dé menor para o brilho
da tonalidade de D6 maior. Em segundo lugar, exibe indisputavelmente a natureza de uma marcha, muito
claramente ligada ao conceito de batalha e vitéria. E esta vitéria € tdo conclusiva que a cadéncia final é uma das

mais longas da histéria da musica.
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NOTAS BIOGRAFICAS

Christoph Poppen, Maestro

O célebre maestro alemdo Christoph Poppen é
Maestro Principal da Deutsche Radio Philharmonie
Saarbriicken Kaiserslautern desde o inicio da
temporada 2007/08. Em Agosto de 2006, foi nomeado
Maestro Principal da Orquestra Sinfénica da Radio
de Saarbriicken, com a tarefa de dirigir e guiar a
fusdo desta orquestra com a Orquestra da Réddio
de Kaiserslautern. Entre 1995 e 2006, foi Director
Artistico da Orquestra de Cimara de Munique.

Christoph Poppen é também um frequente maestro
convidado, colaborando com orquestras como a
Deutsches Symphonie-Orchester Berlin, Staatskapelle
Dresden, Singapore Symphony, Detroit Symphony,
Filarménica de Turku, hr-Sinfonieorchester, Orquestra
Sinfénica do Estado de Sio Paulo e Camerata
Salzburg. Durante a Temporada 2008/09 colabora
com a WDR Sinfonie-Orchester, Orquestra Sinfénica
da Dinamarca de Copenhaga, Torino Orchestra
Sinfonica Nazionale, Frankfurter Museumsorchester,
Hamburger Symphoniker e Amsterdam Sinfonietta,
entre outras.

Christoph Poppen foi Professor de Violino e Musica
de Cimara na Hochschule fiir Musik em Detmold
entre 1988 e 1995 e mais tarde na Hanns Eisler
Hochschule fiir Musik em Berlin, da qual foi Director
entre 1996 e 2000. De 2000 a 2005 foi Director
Artistico do prestigiado Concurso Internacional de
Miusica ARD. Em 2003, foi nomeado Professor de
Violino e Musica de Camara da Hochschule fiir

Musik und Theater em Munique.

A extensa discografia de Christoph Poppen abarca
obras de compositores como Tigran Mansurian, Sofia
Gubaidulina, Karl Amadeus Hartmann, Giacinto Scelsi

assim como de Mozart, Mendelssohn e Schubert.
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Warren Mok, Tenor

Natural de Hong Kong, Warren Mok tem feito uma
carreira de renome internacional desde a sua estreia na
Europa, em 1987, na Opera Alemi de Berlim. Tem

vindo a actuar regulamente como artista convidado

em teatros na Europa, América do Norte e Asia,
nomeadamente na Opera de Paris, Teatro dell'Opera
di Roma, Opera Australia, Opéra de Nice, Opéra de
Lyon, Opera da Holanda, Teatro Colén de Buenos
Aires, Opera Real da Dinamarca, Teatro Comunal
de Bolonha, Teatro Massimo Palermo, Sydney Opera
House, Teatro Lirico di Cagliari, C)pera de Seattle,
ABAO Bilbau, Teatro de Palma de Mallorca, Opera de
Nancy, Opera de Bergen na Noruega, Opera Nacional
da Letdnia, Opera Nacional da Lituania, Orlando
Opera, e Hawaii Opera Theatre; e em salas de concerto
como o Carnegie Hall em Nova lorque, Royal Albert
Hall em Londres, Berlin Philharmonie e outras em

Téquio, Seul, para além do Esplanade em Singapura.

Participou em muitos festivais, incluindo o Festival
Puccini em Italia em Torre del Lago, e o Festival de
Viena, entre outros. Warren Mok canta um repertério
operdtico que abrange mais de 50 papéis, tendo
colaborado com maestros de renome como Sinopoli,
Lépez-Cobos, Lombard, Palumbo, De Waart,
Guidarini e Olmi. Em 2008, Mok foi distinguido
com a condecoragio de Cavaliere dell’Ordine della
Stella della Solitarita Italiana (Cavaleiro da Estrela
da Solidariedade de Itilia) pelo governo italiano e
de Chevalier dans I’Ordre des Arts et des Lettres
(Cavaleiro da Ordem das Artes e das Letras) pelo
governo francés. E actualmente director artistico
do Festival Internacional de Musica de Macau e da

Opera Hong Kong.
|
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Han Xiaoming, Trompa

Han Xiaoming ¢ trompista principal da Orquestra
Filarmoénica da Radio Alemid e professor permanente
da Universidade de Musica Saarland, na Alemanha.
Tocou com numerosos maestros célebres, incluindo
Leonard Bernstein, Georg Solti, Claudio Abbado,
Seiji Ozawa, Lorin Maazel, Mariss Jansons e
Christoph Eschenbach e como trompista principal
convidado com a Orquestra Filarménica de Berlim,
Orquestra Filarménica de Viena, orquestras
sinfénicas da rddio da Baviera, Hamburgo, Colénia,
Frankfurt e Stuttgart, orquestras dos teatros de
6pera de Munique, Berlim, Hamburgo, Colénia, e
Diisseldorf, assim como com a Orquestra de Camara
Mabhler. Deu concertos a solo e concertos de musica
de cimara assim como master classes na Europa, EUA,
Australia, Japdo, Singapura, Hong Kong, Macau e
Taiwan. Foi convidado a participar em numerosos
festivais de musica, entre os quais o Festival de
Misica de Salzburgo, Festival Mozart de Wiirzburg,
Festival de Musica de Schleswig-Holstein, London
Proms e Festival de Musica Marlboro. Gravou os
concertos completos de Mozart para trompa com a
English Chamber Orchestra dirigida pelo conhecido
maestro chinés Li Jia. E fundador do prestigiado
German Horn Ensemble e é Embaixador de Imagem
do fabricante de trompas com 210 anos Alexander,

em Mainz.

Han Xiaoming nasceu no seio de uma familia de
musicos, sendo o seu pai, o Prof. Han Singuang, um
famoso intérprete e professor de trompa, premiado
no Concurso Internacional de Trompa de Genebra
em 1961, e o seu irmdo mais velho, Han Xiaoguang,
trompista principal da Singapore Symphony
Orchestra. Aos 17 anos de idade, Han foi nomeado
trompista principal da Orquestra Filarménica Central.
Durante a segunda visita de Seiji Ozawa a China,
em 1979, para dirigir a orquestra de Han, Seiji
ficou impressionado com o talento do jovem Han,

convidando-o para frequentar o Tanglewood Music

Summer Institute da Boston Symphony Orchestra.
Logo a seguir, prosseguiu os estudos com o Prof.
Richard Mackey no Conservatério da Nova Inglaterra
com uma bolsa de estudos. Em 1984, ganhou o
primeiro prémio no Concurso Internacional da
Sociedade de Trompa. Com uma bolsa da Deutscher
Akademischer Austausch Dienst (DAAD), estudou
entdo com o Prof. Ifor James na Universidade de
Miusica de Freiburg e com o Prof. Otto Schmitz na
Universidade de Musica de Munique. Em 1985,
foi nomeado trompista principal da Orquestra
Filarménica de Wirzburg e, mais tarde nesse ano,
trompista principal da Orquestra Filarmdnica da
Rédio Alemi, cujo Director Artistico era o famoso
maestro Myung-whun Chung.

Conjuntamente com os cargos de Trompista Principal
e de Professor na Alemanha, Han Xiaoming é um
promotor muito activo de musica cldssica e eventos
na China. Detém os cargos de Professor Convidado
de Trompa no Conservatério Central de Musica e
no Conservatério de Musica de Xangai, Director
Artistico do Festival de Miasica CCOM em Pequim,
Director Executivo do Festival de Maio no Centro
Nacional de Artes Performativas em Pequim
(2008-2009) e Director Artistico da Orquestra
Mundial do Festival Chinés, a qual deu concertos de
Ano Novo no Grande Teatro de Xangai (2005-2006)
e no Centro Nacional de Artes Performativas em

Pequim (2009-2010).
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Orquestra Filarménica

da Ridio Alema Saarbriicken Kaiserslautern
Actualmente com 108 musicos, a Orquestra
Filarménica da Rddio Alemi Saarbricken
Kaiserslautern ¢ uma das maiores orquestras da ARD,
o servi¢o nacional publico de rddio alemio. O seu

Director Principal é Christoph Poppen.

Os seus locais regulares de actuagio incluem a
Congresshalle em Saarbriicken e a Fruchthalle em
Kaiserslautern, assim como os estidios de radiodifusio
da Saarlindischer Rundfunk (Radiodifusio de
Saarland) em Saarbriicken e a SWR (Radiodifusio
do Sudoeste) em Kaiserslautern. A Filarménica da
Radio Alemi d4 concertos predominantemente na
Regido de Saar-Lor-Lux e Renénia-Palatinado. A
Orquestra ¢ frequentemente convidada a actuar em
Karlsruhe, Mainz e no Velho Teatro de Opera em
Frankfurt, assim como esta temporada no Festival
de Schwetzingen, Festival de Musica de Moselle
em Trier, na Sala de Concertos Philharmonie no
Luxemburgo e no Festival de Musica Europeu em
Stuttgart. Em Outubro de 2009, a Orquestra faz a
sua primeira digressdo 4 China, dando concertos em

Pequim, Xangai, Suzhou e Macau.

Os destaques artisticos da temporada de 2008/09 sio
composi¢bes para voz e orquestra — da Missa Solene
de Beethoven a Terceira Sinfonia de Stephen Harkte,
passando pelo Requiem de Schumann. A Orquestra

concentra-se também nas obras completas de Anton
Webern assim como na apresentagio de cldssicos
contemporineos como Klaus Huber, Salvatore
Sciarrino e Heinz Holliger. Numerosas outras estreias
estdo planeadas para o decorrer da temporada.

Os artistas convidados desta temporada incluem
solistas famosos internacionais tais como os pianistas
Rudolf Buchbinder e Olli Mustonen, as violinistas
Janine Jansen e Carolin Widmann e os cantores
Sibylla Rubens, Andreas Scholl, Christoph Prégardien,
The Hilliard Ensemble, Coro da Rddio da Baviera,
Ensemble Vocal SWR Stuttgart e o Coro de Cimara

de Saarbriicken.

A Orquestra espera com antecipado prazer receber
(mais uma vez), entre outros, os maestros Stanistaw
Skrowaczewski, Olari Elts, Krzysztof Urbanski,
Wolfram Christ, Fabrice Bollon, Pietari Inkinnen,
Paul Goodwin, Josep Pons, Constantin Trinks, Heinz
Holliger e Michael Sanderling.

A Orquestra Filarménica da Rddio Alema ird gravar
as obras completas de Robert Schumann para piano
ou violino e orquestra, assim como o Requiem op. 148
para a SWR-Music, para além dos concertos para
violoncelo de Honegger, Martini e Hindemith, com
Johannes Moser. A gravagio completa das sinfonias de

Tchaikovsky serd terminada para a Oehms Classics.

Em 2007, a Orquestra Filarmoénica da Riddio Alema
foi criada em resultado da fusio da Orquestra
Sinfénica da Radio de Saarbriicken (SR) e a Orquestra
da Radio Kaiserslautern SWR. A orquestra encontra-

-se sediada em Saarbriicken e em Kaiserslautern.
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GERMAN RADIO
PHILHARMONIC
ORCHESTRA
(GERMANY)

Conductor: Christoph Poppen

Warren Mok, Tenor

Han Xiaoming, French Horn

German Radio Philharmonic Orchestra

PROGRAMME

Wolfgang Amadeus Mozart (1756-1791) Ludwig van Beethoven (1770-1827)
Symphony No. 35 in D major, K 385 “Haffner” Symphony No. 5 in C minor, op. 67 “Fate”
Allegro con spirito Allegro con brio
Andante Andante con moto
Menuetto — Trio Scherzo. Allegro (attacca)
Finale. Presto Finale. Allegro

Benjamin Britten (1913-1976)
Serenade for Tenor, Horn and String Orchestra, op. 31
Prologue
Pastoral
Nocturne
Elegy
Dirge
Hymn
Sonnet

Epilogue

Interval

20



23" MACAO INTERNATIONAL MUSIC FESTIVAL

PROGRAMME NOTES

Wolfgang Amadeus Mozart (1756-1791)
Symphony No. 35 in D major, K 385 “Haffner”

Allegro con spirifo

Andante

Menuetto — Trio

Finale. Presto
A cool head and a calm mind...
Wolfgang Amadeus Mozart worked fast, very fast, sometimes to the point of total exhaustion. From his earliest
childhood his father Leopold urged him to show what he was capable of as a musician and composer. Then
came 1781: Count Arco, the Salzburg chamberlain, threw Mozart out, kicking his arse out the door. That put an
end to his engagement with Prince-Archbishop Hieronymous Colloredo, but Mozart was now free. He had
no more commitments as concert master and court organist, and he took full advantage of that freedom, left

Salzburg and so too left his overbearing father Leopold. Mozart moved to Vienna.

He lived there in style and made sure his father knew it: I have here the finest and most advantageous acquaintances in
the world. I am welcomed and admired in the greatest houses. I am accorded all possible honours — and I get paid for it.

Nevertheless, he was still unable to escape completely from his father’s sphere of influence. The relationship

remained tense despite the distance between Vienna and Salzburg. His father badgered him incessantly,
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reproaching his son and constantly demanding new compositions. Mozart could stand it no longer: I beg you, my
dearest, best of fathers, do not write me any more such letters, I entreat you, for they serve no purpose other than to heat

my head and rob my heart and mind of ease. And 1, who have always to compose, need a cool head and a calm mind.

The Haffner Symphony...

In the summer of 1782 Leopold again demanded a new work. Mozart had just completed the Singspiel 7%e
Abduction from the Seraglio and was concentrating intensely on preparing the most beautiful melodies from the
opera for wind instruments as what was referred to as “harmony music”. In addition, his marriage to Constanze
Weber was imminent. Nevertheless, he did not want to reject the order for a composition, and he probably also
wanted to avoid another falling out with his father. He grumbled — and obeyed: Well then, I have to spend the
night on it, otherwise it cannot be done — and let it be a sacrifice to you, my Dear Father. I shall work as fast as possible,

and, as much as the urgency allows, I shall write well.

The order for the new work had been placed by Sigmund Haffner the Younger. He was a well-to-do Salzburg
businessman and sought to celebrate his elevation to the nobility with music. The Mozarts had good contacts
with the house of Haffner. The great Haffner Serenade (K 250), a celebratory work, had already won great
acclaim, and Mozart was again supposed to write something celebratory. Mozart was aware that a comparatively
large orchestra was on hand for the performance: two each of oboes, bassoons, horns, trumpets and then
percussion and strings. He also received specific instructions: at the beginning, the composition should sound
like a march, and two minuets were demanded as well. Once again, Mozart succeeded in completing the new
work swiftly, well and on time. He composed the Haffner Serenade and sent the score to Salzburg.

And then this happened: Six months later Mozart remembered the order and asked his father to send the score
back again. When he had his hands on the score of the Serenade once more in February 1783, he was astounded:
The new Haffner Symphony has taken me quite by surprise — I did not know a word of it any more. It must indeed
make a good effect!

It must indeed make a good effect!

Since he wanted to present the composition at one of his Vienna Academy concerts, he turned the serenade, a
piece intended for a social and celebratory entertainment, into a symphony. He cut out the introductory march
and one of the minuets and supplemented the orchestra in the first and final movements with two flutes and

clarinets each (there was no provision for clarinets in the Salzburg orchestra).
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The Haffner Symphony is an extremely effective work, which even today poses a considerable challenge to
modern musicians. The tempo in which the musical event is encountered in the first and final movements is
precipitous. Mozart knew it and demanded that it be done so: The first allegro must go with real fire. The last, as
quickly as it possibly can.

Eckhard Roelcke

Benjamin Britten (1913-1976)
Serenade for Tenor, Horn and String Orchestra, op. 31

Prologue

Pastoral

Nocturne

Elegy

Dirge

Hymn

Sonnet

Epilogue
The fruit of a period of upheaval...
When in 1943 Benjamin Britten composed his Serenade for Tenor, Horn and Strings, he had just turned thirty
and could already call on 25 years of experience as a composer. At the early age of five he had already committed
his first musical thoughts to paper. For Britten, who played both piano and viola, music was the most natural

thing in the world.

No matter how steadily the musical development of a composer may progress, in most cases it is just as
affected by any insecurity and the search for new ways of expressing the composer’s musicality. All important
composers have lived through changes in their lives to a greater or lesser extent, and even perhaps suffered
through these.

... the Serenade for Tenor, Horn and Strings

The spring of 1942 saw Benjamin Britten in a period of upheaval. He had travelled to the USA in 1939, and
now, in the middle of the Second World War, he was returning to his homeland accompanied by Peter Pears,
his life-long companion. The tenor was the source of inspiration for the composer, both as a musician and
as a person. Britten and Pears had both refused to do military service, and after their return they were not
required to join the army but had to give many concerts instead. Their audience included many people who had
little experience of ‘new music’. For Britten this represented a musical challenge: he was searching for a new
understanding without in any way compromising his artistic ambition. He called on the folk songs of England
and the country’s great lyrical tradition. He took as his example Henry Purcell, with his clearly structured vocal
lines and direct, powerful declamation. The first fruits of this new musical path were the Serenade for Tenor,
Horn and Strings, composed in 1943, and the opera Peter Grimes of two years later, with which Britten achieved
great success.
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Songs of Sleep, Sorrow and Dreams

His Serenade op. 31 was the first great work he wrote for Peter Pears. Britten was also inspired by the
phenomenal playing of the horn player Dennis Brain. Accordingly, the unusual instrumentation is due to these
two musicians. The tenor is accompanied by a string orchestra and the solo horn, and this instrument is required
to deal with tasks much as would be expected of it in a horn concerto. In the Prologue it opens the Serenade
with natural tones, and at the end in the Epilogue once again rings out as a solo in the absolute silence. The
cycle of songs is based on the poems of various writers. The six songs are ‘night songs’. Originally Britten was
intending to call the cycle Nocturnes — a collection of romantic images, musically drawn together by a shared
pastoral, atmospheric basis - songs of sleep, sorrow and dreams. In October 1943 the Serenade was premiered in
London’s Wigmore Hall to rapturous applause, with the composer and Peter Pears receiving praise in the press,
both nationally and internationally.

With this, his Serenade, Benjamin Britten provided an impressive embodiment of his artistic credo: For myself,
music is a clarifying element; I attempt to clarify, to refine, to make people more sensitive. My technique is to strip away

everything superfluous, with achieving absolute clarity of expression as my objective.

Eckhard Roelcke

Ludwig van Beethoven (1770-1827)
Symphony No. 5 in C minor, op. 67 “Fate”

Allegro con brio

Andante con moto

Scherzo. Allegro (attacca)

Finale. Allegro
This is how fate knocks at the door — Beethoven's last secretary and first biographer, Anton Schindler, passed on
this description, which he claimed to have come straight from the composer’s mouth. It is actually irrelevant
whether this interpretation of the start of the Fifth Symphony is authentic or if it is no more than another of
the notorious inaccuracies and falsehoods put forward by Schindler. The four notes of the initial “knocking”
motif have long since acquired legendary status, taking their place as a trademark of both Beethoven and
classical music in general. Generations of authors have worked away at the myth of the “Fate Symphony” and
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put forward their composer as a titan searching for tones. Of course, they related the motif to Beethoven’s
own personal fate; to his already well-advanced deafness at the time of its composition. And of course, they
interpreted the symphony as a whole as a commentary on the political fate of Europe — after all, Napoleon was

already in the process of betraying the ideals of the French Revolution.

The “Fate Symphony”

But regardless of whether one suspects that the work contains programmatic material, in any case the Fif#h
exerts a degree of fascination which has now extended over almost 200 years. The initial drafts of the C minor
Symphony had occupied the composer from 1803/04, and it was completed in the early months of 1808. While
the premiere in a “musical academy” on 22 December 1808 was not a particular success, over the course of the
succeeding years the symphony was to make its mark everywhere. Countless renderings for the widest variety
of orchestral instrumentations popularised the work in the 19" century, and with the advent of the gramophone
record at the start of the 20™ century, Beethoven’s Fifth was the first symphony to be recorded on this new
medium (1913, by the Berlin Philharmonic Orchestra).

What is it about the Fif¢h that makes it practically the epitome of the symphony as a form? Presumably
its unique combination of the breadth it expresses and the supreme quality of its composition. The casual,
extremely catchy “fate motif” at the start provides the basic germ from which the entire work grows. With its
rhythmical energy it dominates the first movement, emerging as thoroughly versatile in the process. Conversely,

a melodic theme played on the side remains only episodic, appearing solely in the exposition and the reprise.

Building up to the victory

The second, slow movement combines sonata and variation techniques. The melodious A-flat major theme for
cellos and violas stands in counterpoint to a fanfare-style C major motif played by the entire orchestra. This can
be heard forcing its way to the fore as a precursor to the finale — an early build up to the actual victory itself.

Beethoven originally conceived the scherzo-type third movement in five parts (ABABA). However, on its
premiere he regarded the 611 bars as distinctly too long and therefore proceeded to cut the movement to the
ABA-coda three-part form. In the scherzo section there is a rising bass motif combined with a four-note horn
motif referring back to the start of the symphony. The trio is characterised by a fugue-type theme. An attacca
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transition links the third movement to the finale, with both of these coming together to form a magnificent

closing section.

This finale now clearly emerges as the targeted objective of the entire work: it is — for the first time in a
symphony — longer than the opening movement and as such completely different from the bright closing
process expected from a final movement ever since Haydn. And there is a further innovation still to come: the
orchestra has three trombones, a contrabassoon and a piccolo added to it, all instruments which until then had
hardly ever been heard in symphony music. The movement also displays a number of features which can be
described as little other than programmatic in the sense of “per aspera ad astra” (through darkness to the light):
for one thing the key change from the sombre tones of C minor to the brightness of C major. Secondly, the
whole thing indisputably displays the nature of a march, quite clearly connected with the concept of battle and
victory. And this victory is so conclusive that the final cadenza is one of the longest in the history of music.

Jirgen Ostmann
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BIOGRAPHICAL
NOTES

Christoph Poppen, Conductor

The renowned German conductor Christoph Poppen
has been Principal Conductor of the Deutsche Radio
Philharmonie Saarbriicken Kaiserslautern since the
beginning of the 2007/08 season. In August 2006
he was appointed Principal Conductor of the Radio
Symphony Orchestra Saarbriicken, taking on the role
of overseeing and guiding the merger of this orchestra
with the Radio Orchestra Kaiserslautern. From 1995
to 2006 he was Artistic Director of the Munich
Chamber Orchestra.

Christoph Poppen is also a frequent guest conductor
and has appeared with orchestras such as the
Deutsches Symphonie-Orchester Berlin, Staatskapelle
Dresden, Singapore Symphony, Detroit Symphony,
Turku Philharmonic, hr-Sinfonieorchester, Orquestra
Sinfénica do Estado de Sio Paulo and the Camerata
Salzburg. During the 2008/09 season he will also
appear with the WDR Sinfonie-Orchester, Danish
National Symphony Copenhagen, Torino Orchestra
Sinfonica Nazionale, Frankfurter Museumsorchester,
Hamburger Symphoniker and Amsterdam Sinfonietta,

among others.

Christoph Poppen was Professor for Violin and
Chamber Music at the Hochschule fir Musik in
Detmold from 1988 to 1995 and later at the Hanns
Eisler Hochschule fir Musik in Berlin, where he
was President from 1996 to 2000. From 2000 to 2005
he was Artistic Director of the prestigious ARD
International Music Competition. In 2003 he was
appointed Professor for Violin and Chamber Music at
the Hochschule fiir Musik und Theater in Munich.

Christoph Poppen’s extensive discography embraces
works by composers such as Tigran Mansurian, Sofia
Gubaidulina, Karl Amadeus Hartmann, Giacinto
Scelsi as well as the music of Mozart, Mendelssohn
and Schubert.
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Warren Mok, Tenor

Wiarren Mok is a world-renowned tenor from Hong
Kong. Since his European debut at the Deutsche
Oper Berlin in 1987, he has been making frequent
guest appearances throughout the world in leading

opera houses of Europe, North America and Asia,
among them I'Opera de Paris, Teatro dell’Opera di
Roma, Opera Australia, 'Opéra de Nice, 'Opéra
de Lyon, the Netherlands Opera, Teatro Colén in
Buenos Aires, the Royal Danish Opera, Teatro di
Bologna, Teatro Massimo Palermo, Teatro Lirico
di Calgliari, Seattle Opera, ABAO Bilbao, Teatre
Principal de Palma de Mallorca, I'Opéra de Nancy,
Bergen Opera in Norway, Latvian National Opera,
Lithuanian National Opera, Orlando Opera and
Hawaii Opera Theater, and in concert halls such as
New York’s Carnegie Hall, London’s Royal Albert
Hall, the Berlin Philharmonie, Tokyo’s Suntory Hall,
the Seoul Arts Centre and the Singapore Esplanade.
He has performed in a number of festivals including
the Puccini Festival at Torre del Lago and the
Vienna Festival. Mok sings an operatic repertoire
of more than 50 roles and has worked alongside
such conducting greats as Sinopoli, Lépez-Cobos,

Lombard, Palumbo, De Waart, Guidarini and Olmi.

In 2008, Mok was awarded the Cavaliere dell’Ordine
della Stella della Solitarita Italiana (Knight of the Star
of Solidarity of Italy) by the Government of Italy and
the Chevalier dans ’'Ordre des Arts et des Lettres
(Knight of the Order of Arts and Letters) by the

French Government.

He is the current artistic director of both the Macao
International Music Festival and Opera Hong Kong.
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Han Xiaoming, French Horn

Han Xiaoming is the principal horn of the German
Radio Philharmonic Orchestra and a permanent
professor at the Saarland University of Music in
Germany. He has performed with many celebrated
conductors including Leonard Bernstein, Georg Solti,
Claudio Abbado, Seiji Ozawa, Lorin Maazel, Mariss
Jansons and Christoph Eschenbach and as guest
principal horn of the Berlin Philharmonic Orchestra,
Vienna Philharmonic Orchestra, the Bavarian,
Hamburg, Cologne, Frankfurt and Stuttgart Radio
Symphony Orchestras, the Munich, Berlin, Hamburg,
Cologne and Dissseldorf Opera House Orchestras,
as well as the Mahler Chamber Orchestra. He has
given solo and chamber music concerts as well as
master classes in Europe, the US, Australia, Japan,
Singapore, Hong Kong, Macao and Taiwan. He has
been invited to many music festivals, among them the
Salzburg Music Festival, Mozart Festival Wirzburg,
Schleswig-Holstein Music Festival, London Proms
and the Marlboro Music Festival. He recorded the
complete Mozart horn concertos with the English
Chamber Orchestra conducted by the well-known
Chinese conductor L Jia. He is the founder of the
prestigious German Horn Ensemble and is the Image
Ambassador for the 210-year-old horn making firm
of Alexander in Mainz.

Han Xiaoming was born into a musical family, with
his father, Prof. Han Singuang, a famous Chinese
horn player, teacher and prizewinner at the Geneva
International Horn Competition in 1961 and his
older brother, Han Xiaoguang, principal horn of the
Singapore Symphony Orchestra. At age 17 Han was
appointed principal horn of the Central Philharmonic
Orchestra. During Seiji Ozawa’s second visit to China,
in 1979, to conduct Han’s orchestra, he was impressed
by young Han Xiaoming’s great musical talent and

invited him to the Boston Symphony Orchestra’s
Tanglewood Music Summer Institute. He thereupon
continued his studies with Prof. Richard Mackey of
the New England Conservatory on a full scholarship.
In 1984 Han won first prize in the International
Horn Society Competition. With a scholarship from
the Deutscher Akademischer Austausch Dienst
(DAAD), he then studied with Prof. Ifor James at
the Freiburg University of Music and with Prof. Otto
Schmitz at the Munich University of Music. In 1985,
he was appointed principal horn of the Wirzburg
Philharmonic Orchestra and later that year principal
horn of the German Radio Philharmonic Orchestra,
whose Artistic Director was the famous conductor
Myung-whun Chung.

Along with his positions as Principal Horn and
Professor in Germany, Han Xiaoming is a very active
promoter of classical music and events in China.
He holds positions as Guest Professor for Horn at
the Central Conservatory of Music and Shanghai
Conservatory of Music, Artistic Director of the
Music Festival of the CCOM, Beijing, Executive
Director of the May Festival at the National Centre
for the Performing Arts, Beijing (2008-2009) and
Artistic Director of the Worldwide Chinese Festival
Orchestra, which gave New Year’s Performances at
the Shanghai Grand Theatre (2005-2006) and at the
National Centre for the Performing Arts in Beijing
(2009-2010).
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German Radio Philharmonic Orchestra
Saarbriicken Kaiserslautern

With 108 musicians at present, the German Radio
Philharmonic Orchestra Saarbriicken Kaiserslautern is
one of the largest orchestras in the ARD, the German
national public-service broadcaster. The principal

conductor is Christoph Poppen.

Regular performance venues include the Congresshalle
(Congress Hall) in Saarbricken and the Fruchthalle
(Fruit Hall) in Kaiserslautern, as well as the
broadcasting studios of the Saarlindischer Rundfunk
(Saarland Broadcasting) in Saarbriicken and the
SWR (Southwest Broadcasting) in Kaiserslautern.
The German Radio Philharmonic gives concerts
predominantly in the Greater Region of Saar-Lor-
Lux and Rhineland-Palatinate. The orchestra is often
invited to perform in Karlsruhe, Mainz and in the
Old Opera House in Frankfurt, as well as this season
at the Schwetzingen Festival, the Moselle Music
Festival in Trier, in the Philharmonie Concert Hall
in Luxembourg and at the European Music Festival
in Stuttgart. In October 2009 the orchestra is going
on its first tour to China with concerts in Beijing,

Shanghai, Suzhou and Macao.

The artistic highlights for the 2008/09 season
are compositions for voice and orchestra — from
Beethoven’s Missa Solemnis to Stephen Hartke’s Third
Symphony via the Schumann Reguiem. The orchestra is
also focusing on Anton Webern’s complete works for

orchestra as well as presenting contemporary classics
such as Klaus Huber, Salvatore Sciarrino and Heinz
Holliger. Numerous other premieres are planned for
the course of the season.

Guest performers this season include famous
international soloists such as pianists Rudolf
Buchbinder and Olli Mustonen, violinists Janine
Jansen and Carolin Widmann and singers Sibylla
Rubens, Andreas Scholl, Christoph Prégardien, The
Hilliard Ensemble, the Bavarian Radio Chorus, the
SWR Stuttgart Vocal Ensemble and the Saarbricken
Chamber Choir.

We are looking forward to welcoming (once
more), among others, the conductors Stanistaw
Skrowaczewski, Olari Elts, Krzysztof Urbanski,
Wolfram Christ, Fabrice Bollon, Pietari Inkinnen,
Paul Goodwin, Josep Pons, Constantin Trinks, Heinz

Holliger and Michael Sanderling.

The German Radio Philharmonic Orchestra will be
recording Robert Schumann’s complete works for
piano or violin and orchestra, as well as the Reguiem
op. 148 for SWR-Music (Southwest Broadcasting
Music), in additon to the cello concertos of Honegger,
Martint and Hindemith with Johannes Moser. The
full recording of Tchaikovsky’s symphonies will be
completed for Oehms Classics.

In 2007, the German Radio Philharmonic Orchestra
was created as a result of the merging of the
Saabriicken Radio Symphony Orchestra (SR) and the
SWR Radio Orchestra Kaiserslautern. The orchestra

is based both in Saarbriicken and Kaiserslautern.
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2B &% F % 2 |/ Orquestra Filarménica da Ridio Alemd/ German Radio Philharmonic Orchestra
1%/ Maestro/ Conductor: #3744 - 3% Christoph Poppen

% — /MR %/ Primeiros Violinos/ First Violins
Dora Bratchkova (48 % &/ Concertino/
Concertmaster)

Gétz Riistig (48 ¥ &/ Concertino/ Concertmaster)
Anne-Yuuko Akahoshi

Gisela Arnold

Johannes Baumann

Jacek Gebka

Ewgenia Grandjean

Gerhard Huba

Johannes Kiefel

Sebastian-Johannes Matthes

Thomas Rothaupt

Malgorzata Lewandowska

% — /MR 5/ Segundos Violinos/ Second Violins
Andreas Gotzinger (% # % & / Chefe de Naipe/
Principal)

Gotz Hartmann (2% % &/ Chefe de Naipe/
Principal)

Ulrike Hein (%# % i/ Chefe de Naipe/ Principal)
Thomas Hemkemeier

Eduard Bonk

Carlos Klimpel

Jie-Ming Li

Jarmen Maior- Riistig

Christoph Mentzel

Harald Paul

Radegund Stoecklin

Helmut Winkel

F 2 %/ Violas

Benjamin Rivinius (8 %/ Solista/ Soloist)
Reinhilde Adorf

Viktor Khodyko

Katalina MacDonald

Thomas Weissmann

Anatoli Wiedmann

Susanne Murlowski

K F %/ Violoncelos/ Cellos

Peter Gerschwitz (%% %/ Solista/ Soloist)
Adnana Rivinius

Gabor Szarvas

Claudia Limperg

Sebastian Schmid

Elisabeth Woll

1% & A & 2/ Contrabaixos/ Double Basses
Ilka Emmert (4% %/ Solista/ Soloist)
Katja Pendzig

Thomas Schreiber

Sebastian Hess

Ulrich Huba

Holger Philipsen

%4/ Flautas/ Flutes
Grigory Mordashov
Ayla Caymaz

Susanne Winkler
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# %4/ Oboés/ Oboes

Veit Stolzenberger (% % / Solista/ Soloist)
Ulrike Broszinski

B %%/ Clarinetes/ Clarinets

Peter Przybylla (% % / Solista/ Soloist)
Bernd Hassel

404 / Fagotes/ Bassoons

Guilhaume Santana (35 %/ Solista/ Soloist)
Ulrich Rinderle

Bernd Frietsch

% Bl 9%/ Trompas/ French Horns
Xijao-Ming Han (%% &/ Solista/ Soloist)
Martin Reitmann

Cong Gu

Wolfgang Bottger

/N / Trompetes/ Trumpets
Uwe Zaiser (8 % / Solista/ Soloist)

Peter Leiner

£ %%/ Trombones

Fabrice Millischer (% %/ Solista/ Soloist)
Jochen Scheerer

Joachim Laukemper

% 5%/ Timpani
Stephan Valentin Béhnlein (% %/ Solista/ Soloist)
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