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RTHK RADIO 4 - ARTIST-IN-RESIDENCE 
22 April 2022, 8pm 
 
PROGRAMME 1 

COMPOSER’S NOTES AND BIOGRAPHIES 

 

Nico Muhly: Motion (2010) for clarinet, string quartet & piano  7’ 

COMPOSER’S NOTES 

Orlando Gibbons’s verse anthem See, see the Word is incarnate is one of my favorite pieces of text setting: 
Gibbons divides up Godfrey Goodman’s verses into solo bits for solo or coupled countertenors, who weave 
in and out of a texture of viols. Then, the chorus comes in at the end of each verse, like a 1960s girl group, 
echoing the soloist: “let us welcome such a guest!” “good will towards men!”  
 
Knowing when to come in was always an adventure for me as a chorister; I memorized everything and then 
would get entranced by the soloists (how can you not get drawn into a line like “See, O see the fresh wounds, 
the gored blood, the prick of thorns, the print of nails”?) and miss my entrance. This piece, Motion, tries to 
capture the nervous energy of obsessive counting. The piece is built on little repeated fragments from the 
Gibbons, as well as an extended quotation and ornamentation of one of the verses, where the viola and the 
cello criss-cross one another and the other instruments create a messy grid of anxious quavers. The piece ends 
ecstatically, using as its primary cell Gibbons’s melody “in the sight of multitudes a glorious ascension.”  
The title comes from a vision of Christ’s reign: “the blind have sight and cripples have their motion” – the 
word “motion,” in Gibbons’s setting (and my appropriation), comprising three syllables. 
 

BIOGRAPHY 

Nico Muhly, born in 1981, is an American composer who writes orchestral music, works for the stage, 
chamber music and sacred music. He’s received commissions from The Metropolitan Opera: Two Boys, 
(2011) and Marnie (2018); Carnegie Hall, the Los Angeles Philharmonic, the Tallis Scholars, King’s College 
and St John’s College, Cambridge, Wigmore Hall, and The Philadelphia Orchestra, among others. He is an 
avid collaborator, and has worked with choreographers Benjamin Millepied at the Paris Opéra Ballet, Bobbi 
Jene Smith at the Juilliard School, Justin Peck and Kyle Abraham at New York City Ballet; artists Sufjan 
Stevens, The National, Teitur, Anohni, James Blake and Paul Simon; and has written film scores for The 
Reader (2008) and Kill Your Darlings (2013), and the BBC adaptation of Howards End (2017).  
 
Among his concerti are works for violin, (Shrink, for Pekka Kuusisto), organ (Register, for James McVinnie), 
viola (Nadia Sirota) He collaborates with the same artists as a composer and performer of chamber music. He 
has written vocal works for Iestyn Davies, Renée Fleming, and Nicholas Phan, has collaborated with artists 
Maira Kalman and Oliver Beer, and has created site-specific pieces for the National Gallery, London, and the 
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Art Institute of Chicago, and written articles for the Guardian, the New York Times, and the London Review 
of Books. Recordings of his works have been released by Decca and Nonesuch, and he is part of the artist-run 
record label Bedroom Community, which released his first two albums, Speaks Volumes (2006) and 
Mothertongue (2008). 
 

PERFORMERS 

Stephenie Ng (cln) 
Linda Yim (pf) 
Euna Kim, Kitty Cheung (vln) 
Rebecca Tang (vla) 
Pun Chak-yin (vc) 
Angus Lee (cond) 
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Beat Furrer: spur (excerpt; 1998) for piano & string quartet  10’ 

PROGRAMME NOTES BY PAUL GRIFFTHS 

Furrer wrote this piece for the Arditti Quartet and Ian Pace to play at the Wien Modern festival, giving it a 
title that means “track” or “trace” (as in the English word “spoor,” except that the German term can refer as 
much to a railroad track as to a trail of animal footprints). Though the word is used in the singular, Furrer’s 
music sets out multiple tracks, the piano and the strings most often proceeding differently, though at the same 
speed and with fleeting cross-references, which may involve just one member of the quartet. When piano and 
strings jump tracks, often after a sudden pause, they do so at the same time, whether each then takes over what 
had been the other’s way or both move into further dissimilar directions. A recurrent feature is the gabble of 
octaves and near-octaves in a single wobbling line, the kind of music with which the piano begins, against 
quick shifts, febrile colors, crescendos, and pizzicato upward arpeggios from the strings. One might think of 
a chase scene, snapping round corners, with effects perhaps at once hair-raising and comic. When piano and 
strings find themselves on the same track – and from the nature of that track – the finish is evidently in sight. 
 

BIOGRAPHY 

Beat Furrer was born in Schaffhausen (Switzerland) in 1954 and received his first musical training on piano 
at the Music School there. After moving to Vienna in 1975, he studied conducting with Otmar Suitner and 
composition with Roman Haubenstock Ramati at the Hochschule für Musik und Darstellende Kunst. In 
1985 he founded the Klangforum Wien, which he directed until 1992, and with which he is still associated as 
conductor. Commissioned by the Vienna State Opera, he composed his first opera Die Blinden. His second 
opera Narcissus was premiered in 1994 as part of the Festival “steirischer herbst” at the Graz Opera. In 1996 
he was composer-in-residence at the Lucerne Festival. His music theatre work Begehren was premiered in 
Graz in 2001, the opera invocation in Zürich in 2003 and the sound theatre piece FAMA in Donaueschingen 
in 2005. In autumn 1991 Furrer became a full professor of composition at the Hochschule für Musik und 
Darstellende Kunst in Graz. He has been guest professor in composition at the Hochschule für Musik und 
Darstellende Kunst in Frankfurt 2006–2009. Together with violinist Ernst Kovacic he founded "impuls", a 
International Ensemble and Composers Academy for Contemporary Music. In 2004 he was awarded the 
Music Prize of the City of Vienna, and in 2005 became a member of the Academy of Arts in Berlin. He was 
awarded the Golden Lion at the Venice Biennale in 2006 for his work FAMA. In 2010 his music theatre 
Wüstenbuch was premiered in Basel. In 2014 he was awarded with Great Austrian State Prize. In 2018 he 
received the Ernst-von-Siemens music prize in recognition of his lifetime's compositional outoput. His latest 
opera La Bianca Notte based on texts by Dino Campana, was premiered in Hamburg in spring 2015. In 
January 2019 his new opera Violetter Schnee (Violet Snow) with a libretto by Händl Klaus based on a libretto 
by Vladimir Sorokin premiered at the Staatsoper Unter den Linden in Berlin. Since the 1980s Beat Furrer has 
composed a wide range of works, from solo and ensemble music to orchestral and choral works and opera. 
He is well know for his nuanced exploration of the human voice and its relationship to instrumental sound.  
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PERFORMERS 
Linda Yim (pf) 
Patrick Yim, Kitty Cheung (vln) 
William Lane (vla) 
Pun Chak-yin (vc) 
Angus Lee (cond) 
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Simon James Phillips/ HKNME: Module 3 from Contain (2021) for ensemble  9’20’’ 

PROGRAMME NOTES  

This improvisation-based work was developed by HKNME in collaboration with Berlin-based Australian 
composer Simon James Phillips for Contain. The Hamburg-based Ensemble Resonanz and the Hong Kong 
New Music Ensemble will realise Contain in 2022 in Germany and Hong Kong, in collaboration with 
German concert designer Folkert Uhde and dramaturg Elisa Erkelenz. The “installative concert”, developed 
over the course of three years,  delves into the experience of getting lost in different chapters and states.   

Together, Phillips and members of the HKNME worked on five specific improvisatory “modules”. For this 
RTHK broadcast, members of the HKNME worked on a kind of cultural modulation, beginning with a 
distinct musical language or style that gradually becomes appropriated and mimicked to create a confused 
wash of sound that at some point begins to morph into another musical language.  

COLLABORATOR BIOGRAPHY 

Simon James Phillips is a musician whose creative approach activates alternative processes broadening the 
relational connections between musics, participants, heritages, and practises. He utilises transdisciplinary 
methodologies of collaboration and adaptation to question dominant approaches to artistic creation. Phillips 
produces immersive work that explores the perception of time and place through sound and spatialisation by 
building expansive sonic atmospheres and taking particular care to tailor his compositions to each context. 
He often incorporates methods of collaborative composition that invite creative contributions from 
musicians who shift the composer/performer relationship towards an initiator/creative-participant dynamic. 

 

PERFORMERS 

Linus Fung (cln.) 
Charles Ng (sax.) 
Edwin Wong (trpt.) 
Kaisan (xiao) 
Patrick Yim (vln.) 
William Lane (vla.) 
Pun Chak-yin (vc.) 
Simon Hui (cb) 
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John Adams: Shaker Loops (1978) for string septet   29’ 
 

I. Shaking and Trembling; 
II. Slewing Hymns; 

III. Loops and Verses; 
IV. A Final Shaking 

 

COMPOSER’S NOTES 

Shaker Loops began as a string quartet with the title Wavemaker. At the time, like many a young composer, I 
was essentially unaware of the nature of those musical materials I had chosen for my tools. Having experienced 
a few of the seminal pieces of American Minimalism during the early 1970's, I thought their combination of 
stripped-down harmonic and rhythmic discourse might be just the ticket for my own unformed yearnings. I 
gradually developed a scheme for composing that was partly indebted to the repetitive procedures of 
Minimalism and partly an outgrowth of my interest in waveforms. The "waves" of Wavemaker were to be 
long sequences of oscillating melodic cells that created a rippling, shimmering complex of patterns like the 
surface of a slightly agitated pond or lake. But my technique lagged behind my inspiration, and this rippling 
pond very quickly went dry. Wavemaker crashed and burned at its first performance. The need for a larger, 
thicker ensemble and for a more flexible, less theory-bound means of composing became very apparent.  
 
Fortunately I had in my students at the San Francisco Conservatory of Music an ensemble willing to tryout 
new ideas, and with the original Wavemaker scrapped I worked over the next four months to pick up the 
pieces and start over. I held on to the idea of the oscillating patterns and made an overall structure that could 
embrace much more variety and emotional range. Most importantly the quartet became a septet, thereby 
adding a sonic mass and the potential for more acoustical power. The "loops" idea was a technique from the 
era of tape music where small lengths of prerecorded tape attached end to end could repeat melodic or 
rhythmic figures ad infinitum. (Steve Reich's It's Gonna Rain is the paradigm of this technique.) The Shakers 
got into the act partly as a pun on the musical term "to shake", meaning either to make a tremolo with the 
bow across the string or else to trill rapidly from one note to another. The flip side of the pun was suggested 
by my own childhood memories of growing up not far from a defunct Shaker colony near Canterbury, New 
Hampshire. Although, as has since been pointed out to me, the term "Shaker" itself is derogatory, it 
nevertheless summons up the vision of these otherwise pious and industrious souls caught up in the ecstatic 
frenzy of a dance that culminated in an epiphany of physical and spiritual transcendence. This dynamic, 
almost electrically charged element, so out of place in the orderly mechanistic universe of Minimalism, gave 
the music its raison d'etre and ultimately led to the full realization of the piece. Shaker Loops continues to be 
one of my most performed pieces. There are partisans who favor the clarity and individualism of the solo 
septet version, and there are those who prefer the orchestral version for its added density and power. The piece 
has several times been choreographed and even enjoyed a moment of cult status in the movie Barfly, an 
autobiographical account of the poet Charles Bukowsky's down and out days on LA's Skid Row. In a famous 
scene Bukowsky (Mickey Rourke), having been battered and bloodied by his drunken girlfriend (Faye 
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Dunaway) holes up in a flophouse room, writing poems in a fit of inspiration to the accompaniment of the 
insistent buzz of "Shaking and Trembling". 
 

BIOGRAPHY 

Composer, conductor, and creative thinker – John Adams occupies a unique position in the world of 
American music.  His works, both operatic and symphonic, stand out among contemporary classical 
compositions for their depth of expression, brilliance of sound, and the profoundly humanist nature of their 
themes. Over the past 40 years, Adams’s music has played a decisive role in turning the tide of contemporary 
musical aesthetics away from academic modernism and toward a more expansive, expressive language, entirely 
characteristic of his New World surroundings.  

John Adams is a much sought-after conductor, appearing with the world’s major orchestras, including the 
London Symphony Orchestra, the Concertgebouw Orchestra, the Berliner Philharmoniker, the BBC 
Symphony, the Santa Cecilia Orchestra and the Metropolitan Opera. His programming combines his own 
works with a wide variety of repertoire ranging from Beethoven, Mozart and Sibelius to Ives, Stravinsky, 
Carter, Reich, Glass, Zappa, and Ellington.  

 

PERFORMERS 

Patrick Yim, Kitty Cheung, Sean Lai (vln.) 
William Lane (vla.) 
Pun Chak-yin, Eric Yip (vc.) 
Kelvin Ng (cb.) 
Angus Lee (cond.) 

 

This programme was recorded on 28 Aug 2021 by RTHK Radio 4 at HKIMS Festival Hall. 

 


