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WAYNE OQUIN Tower Ascending for Orchestra (2021)
(b. 1977)
WOLFGANG AMADEUS MOZART Sinfonia Concertante for Violin, Viola and Orchestra in
(1756-1791) E-flat Major, K. 364
I. Allegro maestoso
II. Andante
IIl. Presto
Weigang Li, Violin
Honggang Li, Viola
Intermission
IGOR STRAVINSKY The Rite of Spring
(1882-1971) Part |: Adoration of the Earth

|. Introduction —

Il. The Augurs of Spring (Dances of the Young Girls) —
IIl. - Ritual of Abduction —

V. Spring Rounds (Round Dance) —

V. Ritual of the Rival Tribes —

VI. Procession of the Sage —

VII. The Sage —

VIII. Dance of the Earth

Part Il: The Sacrifice
|. Introduction —
II. Mystic Circles of the Young Girls —
IIl.  Glorification of the Chosen One —
IV. Evocation of the Ancestors —
V. Ritual Action of the Ancestors —
VI. Sacrificial Dance (The Chosen One)

The program is subject to change.

Please be considerate to the performers and other members of the audience. If you must leave during the performance, do so
only at the end of a work. Taking photos, audio recordings and videos without prior written permission from The Tianjin Juilliard
School is strictly prohibited in this hall.
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Program Notes

WAYNE OQUIN
Tower Ascending for Orchestra (2021)
Program note by Dr. Wayne Oquin

For centuries, cultures the world over have
measured their significance in part by the height
of their architecture. The Parthenon in Athens,
the Colosseum in Rome, Egyptian pyramids,
French cathedrals, and Chinese pagodas are
only a few instances of civilizations reaching to
the skies.

For the twenty-two years I've lived in Manhattan,
| have witnessed the steel scaffolding of a high-
rise construction somewhere in the city almost
daily. This process—gradual, continuous, at
times loud and clangorous—and the symbolism
of human upward aspiration were both in my
mind in 2008 when The University of Georgia
commissioned me to write a new concert band
piece on an urban theme. Tower Ascending
would become one of my most frequently
performed works.

When Carl St. Clair wrote me in the fall of 2019
to propose an orchestral arrangement for the
Pacific Symphony, | accepted immediately,
not only because | had previously had such a
positive experience working with this orchestra,
but also because of Carl's vision. It was Carl
who first imagined what an orchestral version
of Tower Ascending could be.

Whenever | arrange one of my pieces for other
instruments, the music takes unexpected turns.
Once a new color is added, it affects everything
already there. With Tower, | could not merely
add strings. The compositional possibilities of
an orchestra differ from those of a symphonic
band to such an extent that | had to allow
this music to go its own way, without feeling

constrained by every detail of its predecessor.
Yet, all of the major features of the original band
version, even the number of bars, remain here.

The opening trumpet solo, solemn and stately,
is constructed of just four notes.
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Though other pitches are gradually added, this
four-note collection becomes the harmonic
and melodic foundation of the work: slowly
intensifying, eventually leading the listener into
highly dissonant regions with no allegiance to
any single key center. But even in climactic
moments of intense chromaticism, every chord
reflects the original four-note motive.
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The work can be heard as one long crescendo.
As a skyscraper is built beam upon beam, floor
upon floor, so, too, is this music cumulative,
layering successive measures and phrases,
rising in register and intensity, accelerating in
tempo and harmonic rhythm, gradually growing
in dissonance. The eight-minute piece is divided
evenly into two parts, slow and fast, each
culminating in an extended clarinet solo.

| would be hard pressed to name only one
particular high rise | had in mind during my
composing. As | made this arrangement | reread
Neal Bascomb’s Higher, chronicling the historic
rivalry between the Empire State Building and
the Chrysler Building, both constructed in the
late 1920s, both vying to be then the world’s
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tallest.’ Certainly the Freedom Tower and all it
represents for New York continues to inspire.
But more than the style and features of any one
particular structure, it is a symbolic strength,
a drive for achievement, that | most want to
convey.

In June 1930, shortly after the completion of
his monumental art deco building at 42nd and
Lexington, Walter Chrysler wrote:

“Our present skyscrapers may be torn down,
as others have been before them. But the spirit
of men working together that they represent
will build new ones. In point of size or height
they may be greater, or they may be lesser.
But what skyscrapers represent, and what
has brought them into being, is a growing
thing. And just as the skyscrapers of today are
more impressive and adequate than those of
yesterday, so surely will those of tomorrow be
superior in some important ways. They will be

better ones.?”

I've attempted to use the orchestra to its
fullest—from quiet whisper to deafening roar—
to create a sound relentless in optimism,
pushing forward until the final chord.

Tower Ascending is dedicated to Dr. Joseph W.
Polisi, sixth President of The Juilliard School.
During his thirty-four-year presidency, Joseph
brought Juilliard to new heights. Extending
many of the ideals of his predecessor, William
Schuman, Joseph built the school’s residence
hall, led a dramatic redesign of the school's
main building, founded a branch campus in
Tianjin, China, instituted Juilliard’s Jazz and
Historical Performance programs, created a
Master of Fine Arts in Drama, reconceived
the school’s doctoral program, was awarded

ten honorary doctorates in his own right,
authored three books, exponentially multiplied
the Juilliard endowment, and taught his own
course—American Society and the Arts. He
retired in 2018. Beyond the gratitude | have
to him for his having appointed me to my
current position is a genuine admiration for his
leadership and advocacy for the performing
arts and their pivotal role in humanity, politics,
and education.

Tower Ascending for orchestra was
commissioned by the Pacific Symphony, Carl
St.Clair, music director. It was premiered
September 30 through October 2, 2021, in
Segerstrom Hall, Orange County, California.
This work opened the Pacific Symphony’s
2021-2022 season, after a nearly two-year
hiatus because of COVID-19.

1 Neal Bascomb, Higher: A Historic Race to the Sky and the
Making of a City (New York: Doubleday, 2003).

2 Walter Chrysler, “Skyscrapers and Pyramids,” The American
Legion Monthly (June 1930): 4.

WOLFGANG AMADEUS MOZART

Sinfonia Concertante for Violin, Viola and
Orchestra in E-flat Major, K. 364

Program note by Ho Chung Chan, MM '26,
violin, Instrumental and Orchestral Studies

Mozart's Sinfonia Concertante in E-flat Major,
K. 364, for solo violin and viola with orchestra,
was composed in 1779. At the time, Mozart
and was serving as the conductor of the
Salzburg Court Orchestra, and the piece was
written for the members of that ensemble.
The sinfonia concertante is a type of concerto
for multiple solo instruments that became
popular in the late Baroque period, and was
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especially favored in Paris, London, and
Mannheim. It can be described as combining
elements of the Baroque concerto grosso,
the Classical solo concerto, and the small
orchestral symphonies of that time. Mozart
composed two such works around this time:
this one and another for two pianos (K.365). In
1779, Mozart was struggling to find a job, and
the heartbreak of a lost love and the death of
his mother caused the 23-year-old young man
to grow up quickly. His Sinfonia Concertante is
one of the few works of this early period that
does not feel entirely light-hearted. Compared
to the other lively concertos of the period, it
has a more rigorous structure, showcasing
mature musical thought. In this work Mozart
also enhanced the role of the orchestra. It is no
longer simply a tutti group that competes with
the soloists as in a Barogue concerto grosso,
and neither does it serve a mere supporting
function as in a Classical solo concerto.
Rather, the orchestra plays a prominent
role throughout, resulting in deeper musical
expression. Additionally, Mozart divided the
violas into two parts, a technique popular in
18th-century French music, allowing for richer
harmony and enhanced polyphonic structure.

The first movement allegro begins with a
majestic orchestral exposition. The strings’
opening gesture is unusually stern for early
Mozart. In the next passage, the orchestra
starts softly and gradually builds tension,
a gesture that likely reflects Mozart's
experiences in Mannheim, whose orchestra
was famous for this effect. The soloists’
entrance introduces yet a new theme, played
in octaves by the violin and viola. The elegant

secondary theme is first performed by the
violin, then the viola, leading to a competitive
imitation that merges into a duet. While
cadenzas at the time were usually improvised
by the performers, because of the multiple
soloists in this work the cadenzas which close
both the first and second movements were
written out in full by Mozart.

The second movement, Andante, moves to
C minor. This key gives the movement a dark
and sombre color, contrasting sharply with
the first movement. It is filled with reserved
elegance and a lyrical quality, both noble and
simple. The soloists are prominent, while the
orchestra mainly provides accompaniment,
although the writing is no less rich. In the first
movement, the violin and viola solos were
essentially competitive in nature, whereas in
this movement, they instead hold a heartfelt
conversation. In the cadenza, the lyrical
theme from the beginning of the movement
is presented in an even more forlorn and
poignant restatement for the duet alone.

The third movement, Presto, evokes the
joyful celebration of an operatic finale. The
solo violin and viola enter a good-natured
competition of virtuosity and imitation. The
main theme appears four times, confirming
the movement's rondo nature despite its
complexity, while the secondary theme again
takes the form of a duet. Next comes a brief
but varied development section, after which
the second theme returns in the tonic key, a
holdover from sonata form structure. Finally,
the first theme appears yet again, leading to a
brilliant conclusion.
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IGOR STRAVINSKY

The Rite of Spring

Program note by Xinyu Zhao, MM 26, cello,
Instrumental and Chamber Music Studies

The 1913 premiere of The Rite of Spring at the
Théatre des Champs-Elysées in Paris triggered
one of the most infamous scandals in music
history. Not only did the music challenge the
audience's sensibilities, Nijinsky’'s primitively
grotesque choreography also assaulted
their visual expectations. After a while, the
audience made so much noise the music
itself was no longer heard. Defying tradition
in every respect, the work drew widespread
criticism but was also recognized as a
canonical masterpiece within a few decades
of its composition, at least in the concert hall.
Although Stravinsky's career continued for
decades to come, it would remain his most
iconic work. The composer later remarked:
“There is no ‘tradition’ in The Rite of Spring
—only the direct expression of elemental
force.” Stravinsky, however, was famously
manipulative in his public statements, and
researchers have slowly uncovered the
work's debt to folk music and the techniques
Stravinsky inherited from his Russian musical
upbringing. Nevertheless, it is undeniable that
The Rite of Spring was utterly novel, and in it
Stravinsky shattered the prevailing aesthetic
norms of the Late Romantic era in ways that
almost no 20th century composer remained
untouched by. In his later years, he remarked:
"It opened a door for others to explore rhythm
and harmony beyond inherited rules.”

The Rite of Spring is divided into two main
parts—Adoration of the Earth and The

Sacrifice—depicting a primitive Slavic ritual in
which a young girl is sacrificed to spring as the
season approaches.

Adoration of the Earth is divided into eight
sections. The introduction unfolds with the
iconic bassoon solo, played in an unusually
high register to create a special color.
Gradually, woodwind instruments join in,
evoking the vitality and restlessness of
nature's rebirth as spring approaches. After a
fleeting moment of silence, the bassoon solo
reemerges. Next, the string section enters
playing pizzicato, punctuating the texture with
a simple rhythmic motif that links to the next
section.

The Augurs of Spring - Dances of Young Girls:
Stravinsky propels the music into a relentless
ritual dance. He elevates rhythm to the
forefront, marginalizing melody and harmony
to let pulsating patterns dominate. Through
irregular accents and abrupt dynamic shifts,
the score conjures a primal, feral dance—an
embodiment of raw, untamed energy.

Ritual of Abduction - Spring Rounds - Ritual of
the Rival Tribes: The Ritual of Abduction begins
with strings hovering, intertwining with circling
woodwinds. Timpani thuds and blaring brass
chords ignite a turbulent dance. Relentless
eighth-note clusters in shifting meters propel
primal momentum. A flute introduces the
Spring Rounds with a soft trill, soon joined by
strings articulating heavy, deliberate steps.
Above this foundation, Stravinsky layers a
Lithuanian folk-inspired melody, one of several
in the work, carried by the bassoon and oboe
in a sweet, singing tone. Percussion erupts
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like spring thunder—sudden forte strings
and frantic piccolo runs—before staccato
steps conclude this section, launching a
frenetic chase. A brief clarinet interlude offers
respite, then tension escalates again: two
tribes confront each other. Strings advance in
polyrhythmic patterns, underscored by brass
fanfares. Finally, trombone and tubas roar in
unison, evoking massive prehistoric beasts
charging forward. This also prefigures the
thematic identity of the next section, which
is akin to a sage emerging with measured
resolve amidst the swirling chaos.

Procession of the Sage - The Sage: Amidst
the tumult and clamor, the sage finally steps
forward—and in an instant, chaos dissolves,
the music falling suddenly into silence.

Dance of the Earth. A new frenetic, breakneck
dance erupts, driven by staccato trumpet
bursts. The textures tighten relentlessly,
layering urgency upon urgency—until it all
snaps shut on a jarring dissonant chord,
abruptly concluding the ballet’s first act.

The Sacrifice is divided into six sections.

The introduction emerges mysteriously: string
harmonics shimmer like distant nocturnal cries,
met by a lone trumpet—their dialogue spins an
airy, spectral soundscape.

Mlystic Circles of the Girls: The girls’ dance
begins—one among them is marked as the
sacrificial chosen one. Strings tremble with
tremolos, weaving a tapestry of unease. The
melody flickers between instruments, until
the orchestra erupts into eleven thunderous
strikes of primal dissonance, a ritualistic,
unfeeling pounding heralding the inevitable.

Glorification of the Chosen One: The crowd
exalts the chosen maiden, her fate sealed.
Jagged rhythms and brutal brass interjections
coalesce into a visceral display, portraying the

raw ferocity of a primal sacrificial rite.

Evocation of the Ancestors - Ritual Action
of the Ancestors: Brass fanfares blaze
forth, summoning ancestral witnesses to
the sacrifice, while strings hold sustained
tones like distant, primordial echoes. The
next ritual unfolds, tambourine and timpani
propel an erratic pulse, guiding the English
horn’s sinuous melody. Woodwinds coil with
serpentine lines, their chilling detachment
shattered when brass erupts in jagged
interjections—cacophonous percussion and
shrieking strings escalate into a ruthless
frenzy. Finally, the clarinet threads the melodic
line upward, its gradual unfurling a spectral
lament, as if ancestral spirits have reawakened

in the ether.

Sacrificial Dance (The Chosen One): The final
ritual begins: the chosen maiden dances
toward her death. Constant shifts of meter
mirror the dance’s unraveling logic—chaotic,
delirious, yet laced with perverse devotion,
those irregular accents mimicking the sacrificial
victim's involuntary pauses when exhausted,
yet compelled persistence in the frenetic
dance. She dances on until the last second
before she falls, whereupon she is abruptly
seized and lifted skyward as an offering

suspended between heaven and earth.
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Meet the Artists

Weigang Li

Born into a family of well-known musicians
in Shanghai, Weigang Li began studying the
violin with his parents when he was 5 and
went on to attend the Shanghai Conservatory
Middle School at age 14. Three years later,
in 1981, he was selected to go to study for
one year at the San Francisco Conservatory
of Music through the first cultural exchange
program between the sister cities of Shanghai
and San Francisco.

In 1985, upon graduating from the Shanghai
Conservatory, Li left China to continue his
studies at Northern lllinois University and later
studied and taught at The Juilliard School. His
teachers have included Shmuel Ashkenasi,
Tan Shu-Chen, Robert Mann and Isadore
Tinkleman.

Li was featured in the 1980 Oscar winning
documentary film From Mao to Mozart: Isaac
Stern in China. He made his solo debut at 17
with the BBC Symphony Orchestra and has
appeared as soloist with Shanghai Symphony,
China Philharmonic, BBC Scottish Symphony
and Asian Youth Orchestra.

Li is a founding member and first violinist of
the world-renowned Shanghai Quartet since
1983. The Shanghai Quartet has performed
nearly 3000 concerts in 35 countries and
recorded over 30 CD albums, including a
highly acclaimed 7-disc set of complete
Beethoven string quartets.

In the fall of 2020, Li joined The Tianjin
Juilliard School as resident faculty. He has
been a violin and chamber music professor at
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Montclair State University and Bard College
Conservatory of Music. He also holds the
title of guest concertmaster of Shanghai
Symphony Orchestra and guest professor at
Shanghai Conservatory of Music and Central
Conservatory of Music.
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Honggang Li

Honggang Li is the founding member of the
Shanghai Quartet, now in its 42nd season,
and has performed over 2,000 concerts in 30
countries and can be heard on more than 35
CD albums.

Li began studying the violin with his parents
at age seven. When the Central Conservatory
of music in Beijing reopened in 1977 Li was
selected to attend from a group of over
five hundred applicants. He continued his
training at the Shanghai Conservatory and
co-founded the Shanghai Quartet with his
brother Weigang while in his senior year in
the conservatory. The quartet soon became
the first Chinese quartet to win a major
international chamber music competition
(1985 Portsmouth International String Quartet
Competition) and came to the US in 1985. He
received a MM from North lllinois University
and served as a teaching assistant at The
Juilliard School in New York. In 1987 he won
the special prize (a 1757 DeCable violin) given
by Elisa Pegreffi of Quartetto Italiano at the
First Paolo Borciani International Competition
in Italy.

From 1989 to 2021, Li was Artist-in-Residence
at Montclair State University and University of
Richmond in Virginia. He has been the guest
professor of both conservatories of Shanghai
and Beijing. Li is also the guest principle
violist of the Shanghai Symphony Orchestra
since 2009. In addition, he joined The Tianjin

Juilliard School as resident faculty in the fall
of 2020. Li plays on a 1700 Matteo Goffriller
viola generously loaned to him by the Beare
International Violin Society.
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Meet the Artists

Ken Lam is director of orchestral studies
at The Tianjin Juilliard School and resident
conductor of the Tianjin Juilliard Orchestra.
He is also 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

The Tianjin Juilliard Orchestra provides a rich musical experience, featuring up to ten concerts each season.
The ensemble explores a broad repertoire, seamlessly transitioning from baroque to contemporary
orchestral compositions, and incorporating pieces with traditional Chinese instruments. Within a
collaborative learning environment, resident faculty and visiting artists actively participate in engaging
students through discussions, sectional coaching, and contributing to the energetic atmosphere of
rehearsals and performances.

Guided by resident conductor Ken Lam, the orchestra consistently delivers outstanding performances. In
recent seasons, the orchestra has collaborated with esteemed guest conductors such as Chen Lin, Shao
En, Rachel Zhang, Lin Daye, Yu Long, Jing Huan, Shui Lan, Shao-Chia LU, and Yip Wing-sie. This convergence
of talent enhances the quality of the concerts and provides students with valuable opportunities for learning
and growth under the direction of some of the most distinguished figures in the realm of classical music.

Violin Anna Fromson-Ho Horn

Simon Luke Brown, Concertmaster ~ Gyua Kim

Ruisheng Wang, Principal
Mary Palencia Brito

Brian Lee
Jinju Lee

Changchou Han"
Yung-Shan Hsieh
Yan Liang Lee

Ho Chung Chan Hongwenging Luo Zuoxuan Li
Huan Ci* Sam Tao Yi Liu®
Gum Seng Aung Du Zheyuan Yang Amir Sharipov
Boyang Geng Xinyu Zhao Yi-Fang Tsai
EAhc;iquaeG*uw B Boxuan Zhang
ass i
Chengzhuo Jiang* Yuyao Ji, Principal Zhivang Zhou
Shugi Jiang Liyang Fan®
Linfeng Li Peem Jirathanatorn ;I\l'rum%(_et hona®
Shuangjiang Liang Yingtong Liu aFat. imthong
’ - Hui Ping Lau
Yan Liang* Xiaoyu Lu 9
Jiawen Lin Katharine Shang Supamongkol l\_la:/v
Qianwen Liu YiWu Sergey Tyuteykin
Yanpei Liu* Fan Yang Zhiyang Xia
Mingyuan Ma
Zicheng Meng Flute Trombor)e
Yue Qian* Luging Bai Lee Allen™
Polina Skliarova Gergely Ittzes" Watthikorn Dipprakon®
Lingqun Yang* Xubo Liu Ryuto Hibino
Wanting Yu Yi Luo Jinglun Lau
Yunwen Zhao Yucheng Zhang Junxing Song
Ziti Zhang* Zirui Zhang® William Yee
Yawen Zhou Yuehan Zhu
Ke Zhu* Oboe
Ruotong Fan Tuba
Viola Mingjia Liu* Uvahraaj Anbarasan
Haowen Sun, Co-Principal Yangkun Lv Miane Sng Hoong

Mira Vaughn, Co-Principal
Jingzi Chen

Apollo Parish Mitchell
Taysia Petersen

Timpani / Percussion

Michael Chong Yu Xia Zitai Feng®
Zhangjuan Liu* June Hahn®
Yilin Ma C,Ia."net Thananan Rochanakit
Guangyu Shan Yifei Huang Yuze Wu
Yeeun Song Jue Mei Wenrui Xie
Rui Xu Tiantian Tian

Haoran Zhang* Bingzhi Wang

Youran Zhang* Wenxuan Zhang Harp
Wenxin Zhao* Xiangyu Zhou* Yuan Lu
Cello Bassoon Celesta
Yunbei Liu, Co-Principal Yanchen Guo® Galina Nikolin

Katarina Elise, Co-Principal

Akio Koyama"

Ya-Ti Chang Mingze Li* *: Guest Player

Zhisheng Chen* Takao Sukegawa A: Resident Faculty

Ze Yun Guo Zixuan Xu °: Continuing Education

Eddie He Xingzhi Yang +: TJCM Student

Xiaoxi He Arranged in alphabetical order
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