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Prog ram Notes By Dr. Niccolo Athens

Der Freischiitz Overture

Weber's 1821 opera Der Freischiitz (The Freeshooter) is not only one of the cornerstones
of early German Romantic music, but also one of the first pieces of orchestral music
in which many passages seem to have been conceived with the express purpose of
exploiting the orchestra’s developing coloristic possibilities. This is apparent right from the
outset of its overture's slow introduction, where pairs of horns over a bed of murmuring
strings evoke the archetypical German fairy tale forest familiar to readers of the Brothers
Grimm the world over. Following this is a haunting passage in which the dark colors of the
timpani and low clarinets combine with the diminished seventh harmony to presage the
demonic atmosphere of the opera’s famous “Wolf's Glen” scene. The main “sonata form”
body of the overture that follows is also based on themes heard later in the opera. The
stormy first theme is a portrait of the opera’s hero Max, while the melody representing
the opera’s female lead, Agathe, serves as the exposition’s second subject. This gendered
duality is representative of a trend in the development of sonata form that began to
emerge in the early 19th century, shortly to be codified by Adolf Marx in his celebrated
treatise and then projected anachronistically back onto the music of Beethoven. The
model of sonata form underpinning this overture did, however, prove to be irresistible for
many composers throughout the rest of the 19th century, particularly its “redemptive”
resolution of the feminine second theme into the tonic major, serving as emphatic climax
and conclusion and giving the form a new dramatic power and compelling teleological
shape.
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Program Notes By Dr. Julia Glenn

A “Jiangnan” Overture

TJS faculty member Niccolo Athens's compositions achieve two often-sought but seldom-
achieved goals: a meaningful dialogue between “East and West” musical aesthetics, and
a merging of sharp intellect with innate, organic musicianship.

His Jiangnan Overture (or Overture on Zhejiang Folk-songs) was commissioned by the
Tianjin Juilliard Ensemble in 2019 for oboe, clarinet, violin, viola, and double bass. Athens
orchestrated the version you will hear today in the summer of 2021. He says the following
about the chamber version:

When | was commissioned by the Tianjin Juilliard Ensemble to compose a work for oboe,
clarinet, violin, viola, and double bass using Chinese folk-songs, | went in search of tunes
that were beautiful, but not well-known. Several weeks’ perusal of a massive collection
of folk-songs from Zhejiang province (an area of the country for which | feel a particular
affinity) eventually yielded the three melodies on which this work is based. | chose them
both for their intrinsic melodic beauty, and for their developmental potential.

The overture begins with a short introduction in a quick tempo, presaging music that
will be heard later on in the work. Following this, the first of the folk-songs, a “mountain
song” from Chaozhou, is introduced by the clarinet, followed by a richly harmonized
version for the entire ensemble. After a rapid modulation, the second folk-song, a flowing
melody from Changxing County, follows in turn. It is played first by the viola, and then
by the oboe and violin in alternation. A short transition to a faster tempo leads to the
initial presentation of the final folk-song, whose outline had been hinted at earlier in the
overture’s introduction. This final melody is a vigorous fishermen’s chant from the island
city of Zhoushan, first played by the entire ensemble in unison. Because this melody is
much briefer than the preceding two, it is presented eight times in total, and is played
by each instrument in the ensemble at least once, including the double bass. The varied
presentations of the melody become increasingly chromatic as they progress. The final
variation, however, amounts to a kind of tonal return, which leads directly into a broad
restatement of the lyrical, second folk-melody by the violin, underneath which the
galloping rhythms of the fisherman's chant continue unabated in the oboe and clarinet.

With increased forces and the addition of second violin, cello, bassoon, horn, trumpet,
trombones, and percussion, Athens expands his timbral palette in the orchestral version
and brings the piece to new life. In times where travel has become a rarity, this Jiangnan
Overture affords us an intimate window into Zhejiang province as seen through the eyes
of a composer deeply at home both in the US and China.
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Prog ram Notes By Dr. Niccolo Athens

Prelude to Die Meistersinger von Niirnberg

In his 1868 opera Die Meistersinger von Nurnberg, Wagner's only mature comedy, the
composer sought to create a mythical origin story for the roots of authentic German art.
At the same time, he cast his opera as a parable (highly relevant to the contemporary
aesthetic debates in which he was a primary participant) of what he saw as the correct
attitude towards the preservation and advancement of art: a balance between bold
innovation and respect for one’s forebears. This ideal is embodied in the character of
Hans Sachs, the opera’s mentor figure who is loosely based on an actual 16th century
historical figure. In the opera’s music Wagner sought to encompass the entire span of
German musical culture as he then saw it, reaching back from his by then fully formed
late-Romantic musical language into the music of Bach, whose polyphonic style he
incorporated into the opera with astonishing mastery.

The opera’s overture (or prelude, as Wagner by then insisted), although based on themes
and motives that figure prominently in the musical drama that follows, does not pour them
into a conventional sonata form mold. The prelude instead unfolds (like the prelude to its
predecessor Tristan und Isolde, although utterly different in character) as an unstoppable,
unbroken melodic outpouring, driven by a series of carefully prepared and then frustrated
dominated pedals, imbuing the music with irresistible forward drive. One of the overture's
most memorable episodes is a Bachian parody of quacking double reeds — a perfect
picture of the pedantry that characterizes Beckmesser, the drama’s principal antagonist.
As the prelude approaches its conclusion, a final and particularly emphatically prepared
dominant pedal is finally allowed to resolve, leading into a real musical masterstroke: the
seemingly effortless contrapuntal combination of three of the most prominent themes.
Each seemingly independent layer is audible with perfect clarity but, in an matched
polyphonic tour de force, they are revealed to form a perfect counterpoint with their
fellows.
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Prog ram Notes By Dr. Niccolo Athens

Symphony No.2 in D major, Op.72

Brahms's first symphony was famously the result of a protracted multi-decade struggle with
the spirit of Beethoven that finally culminated in a work he felt could stand up to the weight
of the symphonic tradition. He labored over his C minor symphony endlessly, and while the
result is undeniably powerful and astoundingly rich in developmental depth, its determined
effort to emulate and surpass the struggle and victory narrative of Beethoven’s fifth and
ninth symphonies can be exhausting for the listener. Brahms's second symphony, on the
other hand, came quickly, and was written over the course of a single summer in 1877 as
the composer basked in the glow of his newfound confidence as a symphonist. The music's
prevailing pastoral mood, although tinged by turns with inimitable Brahmsian melancholy,
seems nevertheless to accord with the symphony'’s relatively untroubled creative birth.

While the second symphony's first movement is broad and lyrical, it is no less concerned
with thematic economy than the opening movement of its turbulent predecessor. The lower
neighbor figure (D-C#-D) that opens the symphony in the lower strings goes on to pervade
the entire first thematic group in eminently audible fashion. The second theme that follows,
first appearing in the mediant key of F# minor, is a gorgeously elaborated variant of Brahms's
famous lullaby. A long searching modulatory passage featuring a stubbornly syncopated
ostinato figure finally achieves the dominant key, where a restatement of the lullaby theme
in the major mode ends the exposition.

The symphony's second movement, unlike so many of Brahms's interior movements, is a
true adagio, albeit of relatively modest proportions. While cast in the key of B-major, frequent
admixtures from the parallel minor make this the symphony’s darkest movement. Following
a first theme that takes the form of a poised lyrical statement by the cellos, a modulatory
bridge in the shape of a fugal exposition leads to a gently syncopated secondary theme (later
absent from the recapitulation) dominated by the woodwinds. Later, the movement's stormy
development section is briefly invaded by the three-note motive that opened the symphony,
now making its appearance as an obstructive foreign element.

The symphony’s brief third movement, while taking as its starting point the usual contrast
of scherzo and trio (or in this case, minuet and trio), is nevertheless formally sui generis.
A lilting dance in G-major dominated by the pastoral double reeds alternates with a duple
meter presto full of rustic vigor that later returns in triple-meter transformation. A final
restatement of the main tune begins a semitone “off” in F sharp-major, but quickly finds its
way back to the tonic where the movement concludes.

The symphony’s finale begins back in D-major with a hushed melody once again dominated
by the three-note lower neighbor motive that opened the work. The confident song-like
second theme that follows is also underpinned by this same motive murmuring along in
the accompaniment. Unlike the previous movement, this finale hits all the expected formal
points with satisfying sureness, culminating in a coda where a celebratory transformation of
the second subject ends the symphony in a blaze of glory.
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Meet our Resident Conductor

Ken Lam

Ken Lam is director of orchestral studies at The Tianjin Juilliard School
and resident conductor of the Tianjin Juilliard Orchestra. He is artistic
adviser to the lllinois Symphony Orchestra, resident conductor of the
Brevard Music Center in North Carolina and serves as artistic director of
Hong Kong Voices.

Lam was music director of the Charleston Symphony Orchestra from
2015 to 2022 and music director of lllinois Symphony Orchestra from
2017 to 2022. Previously, Lam also held positions as associate conductor
for education of the Baltimore Symphony Orchestra, assistant conductor
of the Cincinnati Symphony Orchestra, and principal conductor of the
Hong Kong Chamber Orchestra.

In 2011, Lam won the Memphis Symphony Orchestra International
Conducting Competition and was a featured conductor in the League
of American Orchestra's 2009 Bruno Walter National Conductors
Preview with the Nashville Symphony. He made his US professional
debut with the National Symphony Orchestra at the Kennedy Center in
June 2008, as one of four conductors selected by Leonard Slatkin. In
recent seasons, he led performances with the symphony orchestras of
Cincinnati and Cincinnati Pops, Baltimore, Detroit, Buffalo, Memphis,
Hawaii, Brevard and Meridian, as well as the Hong Kong Sinfonietta,
Hong Kong Philharmonic, Seungnam Philharmonic, Guiyang Symphony,
and the Taipei Symphony Orchestra.

In opera, he directed numerous productions of the Janiec Opera
Company at Brevard and was assistant conductor at Cincinnati Opera,
Baltimore Lyric Opera and at the Castleton Festival. In recent seasons,
Lam led critically acclaimed productions at the Spoleto Festival USA,
Lincoln Center Festival and at the Luminato Festival in Canada. His
run of Massenet's Manon at Peabody Conservatory was hailed by
the Baltimore Sun as a top ten classical event in the Washington D.C/
Baltimore area in 2010.

Lam studied conducting with Gustav Meier and Markand Thakar at
Peabody Conservatory, David Zinman and Murry Sidlin at the American
Academy of Conducting at Aspen, and Leonard Slatkin at the National
Conducting Institute. He read economics at St. John's College,
Cambridge University and was an attorney specializing in international
finance for ten years before becoming a conductor.

Lam is the 2015 recipient of the Johns Hopkins University Alumni
Association’s Global Achievement Award, given to individuals who
exemplify the Johns Hopkins tradition of excellence and have brought
credit to the University and their profession in the international arena.
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Meet the Orchestra

Tianjin Juilliard Orchestra

The Tianjin Juilliard Orchestra presents up to 10 concerts each season, performing a
diverse repertoire ranging from baroque to contemporary orchestral works, as well as
pieces using traditional Chinese instruments. Resident faculty and visiting artists lead
discussions, coach sectionals, and play side-by-side with students in rehearsals and
performances. In addition to concerts led by the resident conductor, in recent seasons
the orchestra has also worked with renowned guest conductors such as Yu Long, Lin

Daye, Chen Lin, Rachel Zhang and Shao En.

Violin Yan Jin Horn
Minseon Jung, Concertmaster Yu Lei Jiapeng Li
Angelina Lee, Principal Yunbei Liu Jaben Yun Heng Sim
Zihan Cheng Jianxiu Song PeiYin Xu
Huan Ci* Xunbing Su Boxuan Zhang®
Zhiyi Dong Zhiyang Zhou®
Molly He* Bass
Wei HeA Jihoon Baek, Principal Trumpet
Siqi Jing Xinyan Dong Jid-anan Netthai
Chihwan Kim Yuyao Ji° Binh Phan
Nakyeom Lee Gege Man Binhan Zhou
Weigang LiN Mingyuan Wang
Tarn Travers” Trombone
Ruoyun Wang Flute D_anllo Contreras
Siyu Wu Diego Acosta Jlawlen'Te?n
Lina Xu Yulong He Tenzinyixi
Angelo Xiang Yu® Puleum Kim R.yan_ Shaw
Liu Zhang* Viktoriva Klyukina Xingjun Wang

Yuehan Zhu®
Yijia Zhao
Yuping Zhou* Oboe Tuba
Ke Zhu Jordan Dale Di Zhou

Yongai Liu

Viola Yangkun Lv° Timpani
Qin He, Co-Principal Vi Chen
Sheng-Chieh Lan, Co-Principal Clarinet Jiyoung Kim
Honggang Lin Xintong Cai Chaeyeong Lee
Meitong Liu Junle Chen
Zhangjuan Liu* Junhao He Harp

Shengda Ren

Bingzhi Wang®

Tongxin Chen

Kun Yan

Bassoon * Guest Artist
Cello Mingze Li “: Resident Faculty
Nathaniel Blowers, Co-Principal ~ Meng Song ° Public Education

Yun Kyung Jo, Co-Principal

Takao Sukegawa®
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