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PROGRAM NOTES

Žárlivost (Jealousy) Leoš Janáček
  In reflecting on this evening’s program, Maestro Rachleff describes each of the 
composers (Leoš Janáček, Benjamin Britten, and Dmitri Shostakovich) as “tower-
ing figures of the twentieth century.” Furthermore, each of these masters acts as 
an important representative of his culture: Janáček (1854-1928) emerged from the 
Czech tradition, and his music is heavily flavored by his Moravian background and 
language; Britten (1913-1976) dominated the English music scene during the middle 
decades of the twentieth century, reinvigorating English operatic tradition after its 
neglect of centuries. He infused many of his works with his strong pacifist beliefs, 
including this violin concerto, written during Britten’s period of consternation over 
the Spanish Civil War. Hailing from Russia, Dmitri Shostakovich (1906-1975) also 
conveyed personal and political messages through his music, which was informed 
and inspired by the pervading, oppressive atmosphere of the Soviet era. 
  Janáček’s concert overture Žárlivost (“Jealousy”) was composed in 1894 and 
originally destined to be a prelude to his opera Jenůfa. At the premiere of Jenůfa in 
1904, however, the prelude was omitted, and, Janáček ultimately deemed the piece 
musically unrelated to the opera and better suited as an independent composition.  
Žárlivost demonstrates Janáček distinct musical language, one that was influenced 
and informed by the tradition of Moravian folk music. According to the composer, 
Žárlivost includes three musical motives derived from a folk ballad about a dying 
soldier, who, in his jealousy, attempts to kill his beloved while she tends him for fear 
that she will love another after his death.  The ominous and tense mood of the piece 
lies in the predominance of minor harmonies until the conclusion, strong syncopa-
tion, and the low register of its main theme.

–Note by Anya Wilkening

Concerto for Violin and Orchestra Benjamin Britten

   The Violin Concerto, Op. 15 was written in 1938-39, a time entrenched with the 
brutalities of the Spanish Civil War and the incipient World War II. Britten, then 25, 
felt artistically isolated and his left-wing politics, homosexuality, and friendships 
with the openly gay also put him at odds with his country politically. Though not 
programmatic, the music within the piece can be loosely categorized as being rigid 
or sensual and in the struggle between rigidity and sensuality the other struggles 
between war and peace, artistic freedom and parochialism, society and individual, 
law and homosexuality, morality and desire can be heard. The violin concerto was 
shaped by the external and internal struggles of Britten’s time as well as those eter-
nal struggles shared by all of humanity.
   The Moderato con moto starts with a quiet timpani flourish stirring the rest of 
the orchestra to enter. The strings sigh and the solo violin starts to sing. The song 
accumulates intensity, launching into militaristic rhythms and cubist melodies. The 
opening melody returns in anguish, haunted by the militant rhythm. The solo violin 
reaches its near-death until harmonics lift the weighted violin part. The solo violin 
resolves to be rigid, taking the timpani flourish but the orchestra cajoles the solo vio-
lin to join their song and the solo violin sings desperately. The solo violin, shackled 
by the timpani’s now fatal motive tries to clutch to any and all passing notes, unable 
to hang onto anything until harmonics rescue the violin again. The movement ends 
with the eerie hollow singing of the violin harmonics over the orchestra’s spectral 
pizzicato of the militant theme.
   Devilish, caustic, and malicious, the Vivace begins mid-dance before a louche 
duet between violin and bassoon. The orchestra mimics the grotesque sneering of the 
solo violin like newborn harpies. The violin interrupts with the pleading middle sec-
tion but, unable to find rescue by harmonics, spins in place at the highest range. The 



piccolo continues the high-frequency and the tuba lurches ominously at the lowest 
register. The dance of depravity returns in a disembodied echo. The orchestra and 
solo violin gain corporeality and the frenzied percussive solo violin returns as the 
orchestra drones the pleading theme unrelentingingly. The solo violin joins at the 
climax and is left alone, thrashing at the beginning of the cadenza.
   Alone for the first time, the solo violin deals with the aftershocks of the previous 
movements, recalling and agonizing over previous themes. The solo violin maniacal-
ly repeats the barbed timpani motive until the dualities of the piece- militant/rigidity 
and melody/sensuality fracture. The solo violin plays both themes simultaneously 
for the first time by plucking one in the left hand – a technique impossible to make 
beautiful. Britten imposes this limitation on beauty to show the two themes can’t 
co-exist. The fracture of this duality leads to the Passacaglia by a leaden scale in the 
violin. The trombones play the new theme as the solo violin plays the old theme in a 
different key – the lack of discernible tonal center mirrors the now-brokenness of the 
piece. The solo violin fades and the numb orchestra emerges from a bleak drug-like 
stupor. The first variation is a recitative – the solo violin speaks and restlessly mur-
murs, getting more vocal with each variation. The leaden scale is transformed as the 
orchestra plays and resolves it in the penultimate variation. This movement, once 
so hopeless, seems certain. Remnants of doubt undo the newly-obtained closure and 
the solo violin surrenders to uncertainty as the only certainty. The orchestra pulses 
a four-chord chant-motive in the last variation and the solo violin supplicates and 
wanders around them. The solo violin and orchestra are brought together in the last 
variation. The orchestra completes the solo violin harmonies, affirming and helping 
the violin bloom. The climax of this variation is the solo violin singing a high melody 
on the lowest string. At this treacherous range, the violin seems to be choking; 
another limitation on beauty which exhausts the solo violin. The piece ends with the 
solo violin searching, alternating between two pitches before it trails away, leaving 
no closure, all of us unknowing.

– Note by Ling Ling Huang

Symphony No. 10, Op. 93 Dmitri Shostakovich
   Composed in 1953 in the months following Stalin’s death, Shostakovich’s 
Symphony No. 10 in E Minor, Op. 93, is widely interpreted as a depiction of the op-
pression faced in Soviet Russia under Stalin’s dictatorship. According to Testimony, 
a highly disputed collection of memoirs shared by Shostakovich with musicologist 
Solomon Volkov, the composer favored this interpretation, confessing “I did depict 
Stalin in…the Tenth. I wrote it right after Stalin’s death, and no one has yet guessed 
what the symphony is about. It’s about Stalin and the Stalin years.” Shostakovich 
was certainly familiar with the mercurial nature of the Stalinist regime, and the 
terror it inspired—he spent much of his career navigating the prescriptions of the 
doctrine of socialist realism, by which his Piano Concerto No. 1 and Fifth and Sev-
enth Symphonies found favor, while works such as Lady Macbeth of Mtsensk and 
his Symphony No. 9 earned him official denunciation and condemnation. 
   The Tenth Symphony represents Shostakovich’s triumphant return to the 
symphonic genre, from which he had exiled himself following the censure of his 
Ninth Symphony after its premiere in 1945. The opening movement of the Tenth, 
a Moderato that accounts for nearly half the work’s overall length, uses sonata 
form, creating contrast between the desolate opening theme, played first by the low 
strings, and the nightmarish, skewed dance, heard most prominently in the clarinet. 
The second-movement scherzo, with its percussive, unrelenting rhythm and use of 
military drum, is a frenzied march. The third movement, an Allegretto, opens with 
an embittered, sardonic waltz-like tune. The movement features two prominent mo-
tives based on musical transcriptions of the composer’s own name—he utilizes the 
German transcription (D. Schostakowitsch) to create a musical signature comprised 
of the pitches D-E-flat-C-B—as well as that of one of his students, Elmira Na-
zirova—represented using the pitches E-A-E-D-A (E-La-Mi-Re-A, mixing in solfège 



syllables)—with whom he had fallen hopelessly in love. Hearkening back to the very open-
ing of the work, the final movement, Andante-Allegro, begins with a plaintive theme in the 
low strings and features wind solos. At the Allegro, the clarinet and strings launch into a 
seemingly merry dance tune that rapidly devolves into a frenetic whirl of sound, which cli-
maxes with a unison statement of the D-S-C-H motive accompanied by the military drum. 
The music quiets with legato string writing, but is thrice interrupted by repetitions of this 
motive before returning to the Allegro material. With the introduction of the jolly bassoon 
solo, the music seems to finally vanquish the horrors that have permeated the work, and 
the music, aided by jubilant reassertions of Shostakovich’s musical moniker, grows to an 
exultant climax. 

– Note by Anya Wilkening

BIOGRAPHIES

  LING LING HUANG started violin at the age of 4 with her mother Lilan Z. Huang. 
She continued studying violin with Fredell Lack from the age of 10 until her admission 
into the undergraduate program at the Cleveland Institute of Music at the age of 15. 
There, while studying with Paul Kantor, she won the concerto competition and per-
formed the Stravinsky Violin Concerto with the C.I.M. Orchestra. An active chamber 
musician, Ling Ling won the Milhaud Prize with her trio and participated in the Intensive 
Quartet Seminar at the Cleveland Institute of Music as a member of the Ariadne String 
Quartet. The Ariadne String Quartet won the 2012 bronze medal at the Fischoff National 
Chamber Music Competition and the Barstowe String Prize at the Coleman Chamber 
Ensemble Competition. Most recently, Ling Ling won the Concerto Competition in 2014 
at Rice University’s Shepherd School of Music where she is continuing her studies with 
Paul Kantor. In her free time, she enjoys reading, watching movies, listening to music, 
and writing about these things on her website www.linglinghuang.com.

  Associate Conductor for the Shepherd School of Music, JERRY HOU is quickly 
gaining recognition as a versatile and exciting young conductor. For the past two sea-
sons, he has worked closely with the St. Louis Symphony and their music director David 
Robertson, including assisting the orchestra and an all-star cast of singers at Carnegie 
Hall for an acclaimed concert performance of Benjamin Britten’s Peter Grimes.  Mr. 
Hou also made his debut with the orchestra last season, in the US premiere of John 
Cage’s Thirty Pieces for Five Orchestras. Other debuts this past season included con-
certs with Orchestra of St. Luke’s and with the Slee Sinfonietta in a portrait concert of 
Bernard Rands at the June in Buffalo Festival.
  Previously, Mr. Hou served as an assistant/cover conductor with the Rochester Phil-
harmonic Orchestra for two seasons. In this capacity, he worked closely with guest con-
ductors and conducted the orchestra in family and educational concerts. In the summer 
of 2013, Mr. Hou served as an assistant conductor for the Lincoln Center Festival, work-
ing with conductor Brad Lubman, Ensemble Signal, and director Chen Shi-Zheng in the 
festival production of the opera Monkey: Journey to the West. He has also worked as 
assistant conductor of the National Repertory Orchestra in Breckenridge, Colorado.
  A passionate advocate of contemporary music, Mr. Hou has collaborated with 
composers such as Bernard Rands, Mark-Anthony Turnage, Unsuk Chin, Brett Dean, 
Harrison Birtwistle, Benedict Mason, Peter Eötvös and Ricardo Zohn-Muldoon. Last 
fall, he recorded several works of Zohn-Muldoon for a CD that will be released this 
month. Mr. Hou has conducted orchestras such as the St. Louis Symphony, Orchestra of 
St. Luke’s, Rochester Philharmonic, BBC Scottish Symphony Orchestra, National Arts 
Centre Orchestra, Luxembourg Philharmonic Orchestra, Ensemble Modern, and the 
Royal Stockholm Philharmonic Orchestra. This season he will return to work with the 
St. Louis Symphony as well as assist with Luca Francesconi’s opera, Quartett, in the 
South American premiere at the Teatro Colón. 


