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Program Notes By Dr. Julia Glenn

CHOU WEN-CHUNG
Landscapes (1949)

Chou Wen-chung (1923-2019) is remembered not only as a composer, but perhaps more
as one of the most important forces to bridge Chinese and Western cultures. When he
passed away in October of 2019 in New York, countless memorials poured in from around
the globe. Lei Liang and the New York Times hailed him as a “calligrapher in sound;”
former student Tan Dun called him “the godfather of Chinese contemporary music.” Such
remarks are a testament to the deep influence he had on so many artists and thinkers of
our time.

Two fundamental notions guided Chou's life and compositional style: “confluence” and
“wén-rén!” The former describes the phenomenon of divergent sources coming together
and flowing as a united new whole, with each source neither diluted nor copied. The
latter is the traditional Chinese conception of an artist and translates more accurately
to "philosopher-artist.” It encompasses less the modern Western idea of a composer
as a professional figure for the international stage, and more one who seeks closeness
to nature, allusiveness in expression, terseness in realization, and the triad of poetry,
painting, and music. Modeling himself after this idea also explains Chou's lifelong
fascinations with the traditional Chinese qgin and with calligraphy.

Landscapes is his first mature work, written a mere three years after he arrived in the U.S.
from China, abandoned his scholarship in architecture at Yale, and jumped ship to pursue
his dream of composition at the New England Conservatory. It was premiered in San
Francisco in 1953 by Stokowski. Though more nascent than in later works, his fixations
with confluence and traditional wén-rén ideals are already apparent.

This piece creates landscapes from three traditional Chinese melodies, each accompanied
by a poem ascribed centuries after its composition. Below are Chou's translations of the
poems.

Under the Cliff in the Bay
Old fisherman, with a fishing rod,
Under the cliff, in the bay,
Sailing a small boat freely here and there;
Dots of sea gulls afar over the light waves,
Expanse of rustling reeds chilly under the bright sky;
Singing a song aloud with the sun setting low;

All of a sudden, the waves rock in golden light;



Program Notes By Dr. Julia Glenn

Looking up — the moon has climbed over the eastern hill.
— Cheng Hsieh (1693-1765)

The Sorrow of Parting
My carriage has barely paused,
yet he is already beyond the plains,

In no time, far away at the edge of the sky.
Pleasant dreams tonight — where can they be found?
Instead, only the sound of the temple bell,
the midnight rain, the ravens' cry at the break of dawn.

Too grieved to face the fallen petals floating in the wind,
Too frightened to see the evening sunlight reflect in the clouds;
The sorrow of parting — | tell it to the lute.

Broken heart left at the river — into whose courtyard has it beenblown?
Dreams are coming, the candle is flickering, pillows awry.
—Ting P'eng (c.1661)

One Streak of Dying Light
Green, green the grass west of the pavilion,
The clouds low, the cries of the wild geese faint,
Two lines of sparse willows,
One streak of dying light,
Hundreds of homing ravens dotting the sky.
— Liu Chi (1311-1375)

Landscapes is quite compact, or “terse in structure.” Great attention is paid to dynamic,
color, and texture. Rather than focusing primarily on intervals and metric grids, Chou
begins to experiment with transformations of timbre, texture, register, and duration.
Challenge yourself to approach this music as you would calligraphy — search for
dimensions, gesture, counterpoint, and emotions of lines.
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Program Notes By Dr. Niccolo Athens

WILLIAM SCHUMAN
New England Triptych

William Schuman (1910-1992) was, along with composers including Aaron Copland,
Roy Harris, and Walter Piston, one of the leading figures of the flowering of American
symphonic music that took place between the 1930's and 1950’s. Stravinskian
Neoclassicism and the music of French composers of the early twentieth century showed
a way out from under the suffocating Germanic influence that dominated 19th century
American music, finally allowing a group of “native” composers to emerge with musical
styles that were both individual and simultaneously part of a recognizably American
school. After several decades of productive dominance in American concert life, the
composers of this “New American School” foundered to varying degrees on the shoals
of hard-edged postwar modernism, a trend most obviously apparent in the precipitous
creative decline of Copland, the group's leading light.

William Schuman, however, largely persisted in his personal idiom, remaining productive
into his later years despite a dual career as composer and administrator: he was
president of The Juilliard School and later Lincoln Center. Schuman was a late bloomer
as a composer of “serious” music. As a young man he wrote popular songs and lead a
dance band, but a transformative experience hearing the New York Philharmonic perform
at Carnegie Hall under Arturo Toscanini reoriented his interests towards symphonic
composition. Over the following years, he sought out tutelage from Roy Harris, then
America’s leading composer of symphonies. Like Harris, Schuman became interested
in constructing expansive symphonic structures featuring organic development without
recourse to traditional symphonic forms (utilizing the pre-symphonic forms of the Baroque,
however, was a critical part of his approach). Apart from the frequent use of neo-Baroque
counterpoint and chorale textures, Schuman’s musical language was characterized by
simple triads in freely chromatic combinations, muscular rhythmic drive, and bombastic
and virtuosic writing for the brass and percussion.

The “New England Triptych” is, along with a transcription of an organ work by Charles
Ives, probably Schuman’s most popular piece. Its three short movements are based on
hymns of the revolutionary era American composer William Billings (1746-1800). After
falling into neglect after his death, the music of this self-taught composer and singing
instructor from Boston was, at the time of this work's composition, undergoing a revival,
its rough-hewn untutored part writing having transformed from a liability to an exemplar
of the “authentic” American spirit. Schuman wrote that this work was to be understood
neither as “variations” or “fantasy” on its source material, but rather “a fusion of styles
and musical language.” The first movement, based on the hymn “Be Glad Then, America”
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is its most formally involved, the various phrases of the source hymn singled out for
independent treatment in a variety of contrasting moods. The second movement, “When
Jesus Wept" is, in keeping with the source material, somber and religious in feeling
throughout. Its original form (a simple vocal canon or “round”) is at times imported
directly into Schuman'’s version, while at others fragments of Billing's melody are colored
by Schuman'’s personal harmonic style. The brief final movement, “Chester” is based on
a hymn popular among the Continental Army during the American Revolutionary War. A
brief, straightforward setting of the original hymn in the winds is followed directly by an
evocation of a Yankee fife and drum corps, which in turn transforms into the bombastic,
virtuosic development of this theme that makes up the work’s jubilant conclusion.
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IGOR STRAVINSKY
The Firebird: Suite (1919 version)

The work responsible for catapulting his career onto the international stage, [‘Oiseau de feu,
was as much a spectacular sensation, as it was a fateful, first collaboration between Stravinsky,
famed impresario Serge Diaghilev, and the ballet genre itself. Some years before this trinity
came to fruition, however, Stravinsky had been honing his craft under the tutelage of renowned
Russian composer, Nikolai Rimsky-Korsakov. And, it was hearing some of Stravinsky’ s
first premieres, Scherzo fantastique Op. 3, and Feu d’ artifice Op. 4 in St. Petersburg, that
left a lasting impression on Diaghilev, who happened to be in the audience. At Fate’ s next
intervention, the Ballet Russe, Diaghilev’ s world-class ballet troupe, was gearing up for its
upcoming season with a new project, the Firebird in 1910. After unsuccessfully contacting five
composers—among them Lyadov, Tcherepnin, and potentially Glazunov—Stravinsky was called
in for action. Elated, he finished the score within a few months. This happenstance collaboration,
so ordinary at the onset, proved utterly extraordinary by the end with a long list of masterpieces
that changed the world. Tonight’ s performance will be Stravinsky’ s orchestral suite from
1919, prepared for Swiss conductor and friend, Ernest Ansermet.

The journey begins with the main character, Prince Ivan, exploring the fantastical realm of
Kastchei the Immortal, the wizard-like villain of the story. The atmosphere is cool and ominous
with the swirling of celli, double bass, and violas amidst the quiet awakening of small creatures.
In no time at all, the illusive Firebird makes its first appearance, marked by hushed tremolos
and glissandos in the strings. The hunt to capture the prized bird proves difficult as the creature
flies with agility and fury, marked by rapid flourishes in the strings and woodwinds. The darting
rhythms eventually erupt into a frivolous dance with a Stravinskian orchestration so ornate
and intricate that the prince invariably stands in awe of the Firebird's radiance and majesty.
After the spirited episode comes a moment of reprise as Prince Ivan stumbles upon Kastchei's
captive princesses performing the Khorovod, an ancient circle dance symbolizing unity. As the
intruments gently pass the melody back and forth, feelings of warmth and compassion replace
the once, eerie surroundings. Suddenly catching ablaze, the infamous "Infernal Dance,” the
Firebird's magical dance to fend off Kastchei's monsters, shatters the mesmerizing beauty of the
princesses as sudden blasts from the orchestra cut through waves of frenetic rhythms. Stravinsky
keeps things unflinchingly thrilling with virtuosic writing everywhere from the trombone to
the xylophone and more. Following the white-hot excitement is the berceuse, which lulls the
monsters into a deep slumber and gives Prince Ivan enough time to destroy Kastchei's golden
egg— the solution to all the story's conflicts. Here, Stravinsky's lush orchestration and knack for
color and nuance shine with magnificence. A triumphant finale awaits as the defeated Kastchei
and his realm's slow disintegration herald a dramatic and climactic crescendo towards the open
skies. Making its final appearance behind resounding brass and rip-roaring tremolos, the Firebird
takes flight once more as Prince Ivan and the freed princesses look to a brighter future.
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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

Violin

Chihwan Kim, concertmaster

Zhiyi Dong, principal

Angelina Lee

Diguang Chen (Shanghai Conservatory)
Haewon Yoon (KNUA)

Hongrui Wang (Harbin Conservatory)
Hyeonwoo Kim (KNUA)

Juexuan Ren (Xi‘an Conservatory)
Leshan Yan (Zhejiang Conservatory)
Meigqi Li (Shanghai Conservatory)
Mengyao Jin (Wuhan Conservatory)
Minseon Lee

Rui Xu (Sichuan Conservatory)

Ruoyun Wang

Shiyuan Zhang (Shenyang Conservatory)
Sigi Jing

Siyu Wu

Tsai-Jou Wu (YST)

Wei En Reina Teo (YST)

Xiaotian Wang (Central Conservatory)
Yifan Zhang (Tianjin Conservatory)

Yijia Zhao

Yingxuan Zhang (Xinghai Conservatory)
Yueyang zhang (China Conservatory)
Yunmao Kang (Central Conservatory)
Zijin Han (China Conservatory)

Viola

Sheng-Chieh Lan, principal

He Chen (Xinghai Conservatory)
Jianan Liu (Zhejiang Conservatory)
Jinglin Zhou (Shanghai Conservatory)
Jinmeng Wang (Central Conservatory)
KunYan

Qin He

Rongyang Ai (China Conservatory)
Ruinan Wang (Harbin Conservatory)
Shengda Ren

Sumin Noh (KNUA)

Yang Zhang (Tianjin Conservatory)

Yi Huang (YST)

Cello
Youngeun Lee, principal

A-hyeon Choi (KNUA)
Cynthia Lei

Hyunah Lee

Jianxiu Song

jingshan Sun (Shanghai Conservatory)

Nathaniel Blowers

Sunny Jin

Xunbing Su

Yuanyujie Zhu (Central Conservatory)
Yunbei Liu

Yunkyung Jo

Zeyu Zhu (YST)

Zijue Wang (China Conservatory)

Bass

Jihoon Baek, principal

Fuxing Shang (Sichuan Conservatory)
Gege Man

Jialin Chen (Xi‘an Conservatory)
Liyang Fan (Wuhan Conservatory)
Mingyi Li (Shenyang Conservatory)
Yuyao Ji

Flute

Phoebe Rawn (Juilliard)
Puleum Kim

Viktoriya Klyukina
Yulong He

Oboe

Jordan Dale

Spencer C Rubin (Juilliard)
Yangkun Lv°

Yongai Liu

Clarinet

Alice E McDonald (Juilliard)
Bingzhi Wang®

Junhao He

Junle Chen

Xintong Cai

Bassoon
Daniel McCarty (Juilliard)
Mingze Li

Takao Sukegawa®

Horn

Boxuan Zhang®

Emily J Howell (Juilliard)
Jaben Yun Heng Sim
Jiapeng Li

PeiYin Xu

Zhiyang Zhou®

Trumpet

Binh Phan
Binhan Zhou
Jid-anan Netthai

Trombone
Danilo Contreras
Danzengyixi Gaze
Jiawen Tan

Ryan Shaw
Xingjun Wang
Yuehan Zhu®

Tuba
Kailong Wang (Central Conservatory)

Timpani
Chaeyeong Lee
Yi Chen

Percussion

Chaeyeong Lee

Jiyoung kim

Kun Tan (Tianjin Conservatory)
Yi Chen

Harp
Tongxin Chen

Piano
Polina Charnetskaia

°: Continuing Education
Arranged in alphabetical order
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