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Prog ram Notes By Dr. Niccolo Athens

CLAUDE DEBUSSY
Prélude a I'aprés-midi d'un faune

One of the quietly path-breaking works of the canon, Debussy's Prelude to the Afternoon
of a Faun (Prélude a I'aprés-midi d'un faune) seems not to align with our vision of a
noisily revolutionary avant-garde artistic statement (The Rite of Spring, for example).
Supple, understated, small-scale, sensuously appealing, and harmonically intoxicating, it
nonetheless marked at least as much of a break with the past as did Stravinsky's violent
ballet. This work has been cited by no less an intransigent modernist than Pierre Boulez
as the true beginning of 20" century music, the “20™ century” in this case obviously
referring loosely to a music-historical concept rather than an actual date on a calendar. The
work in fact dates from 1894. This last decade of the nineteenth century, dominated by
work on his only opera, Pelléas et Mélisande, was possibly Debussy’s creatively richest,
and saw him finally grow into his inimitable mature musical style.

The Prelude takes its title from the celebrated poem of Stéphane Mallarmé that narrates
in breathless, freeform fashion the erotic daydreams of a faun. Typically for Debussy (and
unlike Ravel, with whom he is often grouped as an “Impressionist”) this work eschews
any reference to traditional classical forms. This is not to say, however, that the music is
episodic in effect. Different themes are recognizably developed, restated, and recombined
as the music moves forward in compelling and coherent shapes, but all this is done
without reference to the familiar standardized forms that might help the audience navigate
a piece of abstract symphonic music. Instead, the listener is borne on by the sheer magic
of Debussy's inspiration, giving themselves up to the stream-of-consciousness enjoyment
of the sounds the composer has conjured, an unmediated experience of music that, it
might be argued, returns the art form to its pure state, and, a distillation in sound, beyond
the means of the written word, of the searching and ultimately exquisitely unfulfilled
longing expressed by Mallarmé’s verse.
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Program Notes By Dr. Julia Glenn

EMMANUEL SEJOURNE
Concerto for marimba and strings

Acclaimed by the international percussion community, French percussionist, composer,
and teacher Emmanuel Séjourné draws from varied popular and classical influences to
write music that is romantic, energetic, and full of contrasts.

Since its premiere, his Marimba Concerto has become one of the most beloved and
often-performed works for the instrument. It was commissioned by Romanian marimbaist
Bogdan Bacéanu in 2005 and originally conceived as a two-movement work. Séjourné
added a third movement in 2015; the two-movement version is what you will hear
performed today.

The lush first movement highlights the marimba’s expressive qualities, providing a rare
and sustained display of the instrument in a romantic context. Séjourné describes it as
“sometimes talkative, sometimes laconic, shortly exuberant, [and] shortly melancholic.”
The rhythmic and highly virtuosic second movement draws from rock, jazz, and flamenco
idioms. Improvisatory-like solo passages separate blocks of fierce and dancing dialogue
between the soloist and orchestra, driving to an infectious close. A typical performance
lasts just under 20 minutes.
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Prog ram Notes By Dr. Niccolo Athens

RALPH VAUGHAN WILLIAMS
A London Symphony (revised version 1936)

As is the case with many program symphonies, Vaughan Williams was vague about the
extent to which his London Symphony (unnumbered at the time of composition but in
retrospect his second of nine) was meant to be heard in reference to the concrete details
of its program. The composer did, however, eventually provide a few scattered clues
to the images of London that he thought might inform the listener’s experience. The
original symphony premiered in 1914 was darker and more sprawling than the version he
eventually settled on, and Vaughan Williams continued to whittle down the dimensions of
the piece over the decades following its premiere as his symphonic conception matured.
The rich harmonic language of the work provides an interesting snapshot of Vaughan
William's musical language as it approached a crux in the first decade of the 20" century:
elements of modal harmony gleaned from his study of French music (Debussy in
particular) rub shoulders with vestiges of late 19"-century chromatic harmony that would
soon largely disappear from his work. The symphony is scored for a rather large orchestra
including triple winds and a string section that is often richly divided into many parts for a
lush effect that is one of Vaughan Williams's signatures.

The symphony's first movement is formally conventional, cast in a sonata form structure
preceded by a lengthy slow introduction. This introduction begins in a serenely pure
G-major, only very gradually increasing in energy like a sleeper reluctant to awake. A
quotation in the harp of the “Cambridge Quarters” (a musical object familiar to listeners
even today) finally calls the orchestra to attention and a sudden surge of sound leads to
a crashing theme in G-minor whose bald chromaticisms seem to snarl in the face of the
introduction’s tranquil mood. The agitated exposition continues apace as the city comes to
life. A sudden brass fanfare heralds the arrival of the second theme group, more jovial and
diatonic, redolent of street songs and brass bands. The development that follows begins
conventionally, but its modulatory restlessness is unexpectedly arrested by a gorgeous
and quintessentially Vaughan Williamsian passage for strings and harp. The recapitulation
of the first subject that follows is greatly abbreviated, a hushed recollection, and it soon
gives way the recapitulation of the entire second theme group in the tonic key, brass
fanfare and all. The movement’s coda begins with a brief recall of the introduction, before
rushing headlong to a brilliant finish in G-major.

The symphony’s second movement, cast in a broad ternary outline, is the real jewel of the
work. Its first section begins with a haunting English horn solo accompanied by unadorned
minor chords moving in parallel motion, a wonderful example of Vaughan Williams's
uncanny knack for achieving a personal and memorable result using the simplest of
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means. The movement's central section opens with a folk-like modal melody scored
for solo viola and later passed to the woodwinds, interrupted at intervals by pianissimo
percussive interjections. This music gradually unfolds into a rich chorale of breathtaking
beauty that breaks over the listener in sonorous waves. After this music finally arrives at
its climax and dies down, the reprise of the opening section is, as in the first movement,
greatly abbreviated, a mere suggestion fading to nothingness.

The symphony’s scherzo is a “nocturne” in the Debussyian sense: music about the spirit
of night rather than a Chopinesque genre piece. This is no portrait of nocturnal tranquility,
however, but a scuttering and phantasmagorical evocation of the city streets after dark.
The movement'’s brief but vigorous fugal trio breaks in on these proceedings with an
unexpected reference to the analogous spot in Beethoven's fifth. Other unexpected
intrusions evoke street musicians, wheezy accordions, and vulgar popular songs, all these
eventually swallowed up into the mysterious night over the course of a hushed coda.

The London Symphony’s finale, formally its most sui generis movement, underwent
the greatest changes over the course of the work’'s multiple revisions as the composer
struggled to bring its episodic structure under control. After an opening cry of rage,
the music settles into a slow, rugged march, the principal theme of the movement.
This gives way in turn to a rambunctious and truculent allegro built on a succession of
increasingly bold melodies. The march then returns in ever more forceful statements,
eventually expending itself in a chromatic wail over a long tonic pedal. This leads to a brief
reprise of the opening movement's first theme as well as the introduction’s quotation
of the Cambridge quarters, this time rendered ominously uncertain via the addition of
a dissonant pedal E-flat. The strange, murmuring “epilogue” that follows is built entirely
from the ascending motive that opened the first movement’s introduction, here passing
through a series of shadowy minorkey transformations that eventually lead the music
back home to G-major, where, after countless vicissitudes, the symphony finally regains
the state of tranquil repose in which it began.
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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 Artists

Jiyoung Kim

A Korean percussionist Jiyoung Kim, began learning piano at the
age of 5 and started learning percussion at the age of 16 since
she joined Yumkwang High School, a school that the marching
band of Wind, Brass and Percussion Department is famous for.
Ms. Kim was quickly recognized as winning numerous national
competitions including Music Education Newspaper Competition,
Seoul Royal Symphony Orchestra, and Seoul Orchestra
Competitions. She served as a representative member of Korean
marching bands where they performed in Shanghai, China and
Toyama Prefecture, Japan.

Ms. Kim became interested in contemporary chamber music
during college years in Korea National University of Arts where
she played pieces by living composers including Peter Martin,
Elliot Cole, Alyssa Weinberg and David Lang. Her group made
a successful Korean premiere of David Lang's ‘The So-Called
Laws of Nature, She participated master classes of renown
percussionists such as Jasmin Kolberg, She-e Wu, Le Yu, Daniel
Druckman, Joseph Pereira, and Kyle Brightwell. As an orchestral
performer, Ms. Kim served as a senior guest artist in several
orchestras such as the Hankyung Philharmonic Orchestra, Wonju
Philharmonic Orchestra, Yangju Philharmonic Orchestra and more.
In addition, she performed as principal timpanist in the musical
‘Napoleon” with original cast. She worked as a volunteer staff
member at the ‘International Percussion Festival in Seoul’ and
was invited also as a performer to the festival and played with an
American marching drummer, Matt Penland.

Jiyoung Kim studied with Gunsang Yoon and Jinhak Hwang in
high school. She received bachelor’'s degree with Academic
Performance Scholarship at the Korea National University of
Arts where she studied with Eunhye Kim, Sunmin Shim, and
Eunjung Kim. She is currently pursuing her master’s degree under
Professor June Hahn with full scholarship at the Tianjin Juilliard
School.
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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 resident conductor Ken Lam, the orchestra
has also worked with renowned guest conductors such as Chen Lin, Shao En, Rachel
Zhang, Lin Daye, Yu Long and Jing Huan.

Violin

Minseon Jung, concertmaster

Chihwan Kim, principal
Zihan Cheng
Huan Ci*
Zhiyi Dong
Molly He*
Sigi Jing
Angelina Lee
Nakyeom Lee
Fanglei Liu*
Tarn Travers”
Ruoyun Wang
Siyu Wu

Lina Xu

Liu Zhang*
Yijia Zhao
Yuping Zhou*
Ke Zhu

Viola

Qin He, co-principal
Meitong Liu, co-principal
Sheng-Chieh Lan
Zhangjuan Liu*
Shengda Ren

KunYan

Cello

Yunbei Liu, co-principal
Yun Kyung Jo, co-principal
Nathaniel Blowers

Yan Jin

Yu Lei
Jianxiu Song
Xunbing Su

Bass

Mingyuan Wang, principal
Jihoon Baek

Xinyan Dong

Yuyao Ji°

Gege Man

Flute

Diego Acosta
Yulong He
Puleum Kim
Viktoriya Klyukina

Oboe
Jordan Dale
Yongqi Liu
Yangkun Lv°

Clarinet
Xintong Cai
Junle Chen
Junhao He
Bingzhi Wang®

Bassoon
Mingze Li

Meng Song
Takao Sukegawa®

Horn
Jiapeng Li

Jaben Yun Heng Sim
PeiYin Xu

Boxuan Zhang®
Zhiyang Zhou®

Trumpet
Jid-anan Netthai
Binh Phan
Sergey Tyuteykin®
Binhan Zhou

Trombone
Danilo Contreras
Jiawen Tan
Ryan Shaw

Tuba
Di Zhou®

Timpani
Jiyoung Kim

Percussion

Yi Chen
Chaeyeong Lee
Yuze Wu*
Yingan Zhang*

Harp
Tongxin Chen

* Guest Artist
“: Resident Faculty
¢ Public Education
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