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Premiere:

Apr.9th, 2005

Premiered by China National Symphony Orchestra
Conducted by Lihua Tan

Violin Solo: Egidius Streiff [Switzerland]|

Record:

Dec.12th, 2006, Beijing

Beijing Symphony Orchestra

Conducted by Lihua Tan

Violin Solo: Egidius Streiff [Switzerland]
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RE W 1 Egidius Streiff
2000/10/19

Dear Wang Xilin:
May 1 congratulate you to your most wonderful second movement: Without exaggeration |
believe your <Concerto for Violin & Orchestra> to be a worthy successor to the greatest violin

concertos. | am truly honored to be able to perform it.

Sincerely yours,
Egidius Streiff
2000/10/19
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Wang Xilin and His Works

Wang Xilin, native of Jishan County of Shanxi Province, was born in Kaifeng in Henan
Province in the winter of 1936. He joined the army in September of 1949 and became a member of
the art troupe of PLA’s 11th Division, learning to play the accordion and brass instruments while
teaching himself music theory and orchestration. In 1955, he was recommended for admission to
study in the School of Army Band Conducting under China’s Central Military Commission. He left
the army in 1957 and entered Shanghai Conservatoire to study composition under Ding Shande,
Liu Zhuang, Qu Wei and Chen Mingzhi. In the last two years of his study at the conservatoire, he
wrote his String Quartet (Op.1, 1961) and Symphony No.1(Op.2, 1962). Upon graduation in 1962,
he was assigned to Beijing and became a composer—in—residence of China’s Central Radio Sym-

phony Orchestra.

In 1964, due to his criticism of the literary and art policies of that time, Wang was demoted
and transferred to Shanxi Province, where he remained until 1978 when he was transferred back to
Beijing to work in Beijing Song and Dance Troupe. Poems of Yunnan, his first piece written after
graduation, caused a sensation when it was premiered 18 years after completion and won the top
prize of China’s First National Symphonic Poem Contest. Torchlight Festival, the finale of this
piece, remains a concert favorite and is often played independently. Having been performed in over
60 cities of more than 20 countries, this piece ranks among the most—frequently performed Chinese

music works both at home and abroad.

Wang’s personal life experience has a profound impact on his creativity. Requiem —Elegy
Written for Soprano and Orchestra (Op.23, 1986) is “an expression of the boundless lament and
the gossamer—like grievances that seem to have come from remote antiquity but are still prevalent
today, written by the composer with inspirations from Requiem and Inquiries into the Universe two
long poems by China’s ancient patriotic poet Qu Yuan.” (Wang Anguo) Though not a pro-
grammed work, his Symphony No.3 has been widely recognized as “the first landmark work of im-
mense size in China”. In the few performances of Song of the Man in Black (Op.28-1, 1993)
based on Lu Xun’s short—story Forging the Sword, Wang himself took up the role of vocalist and
provided mystic, powerful and unrestrained interpretation of the piece. His composition and

singing, thoroughly expressing the hidden meaning of the precious “natural lyrics” of Lu Xun in



modern Chinese literature, form an incomparable union of Chinese literature and art. His Symphony
No.4 (Op.38, 2000), Symphony No.5 (Op.40, 2001) and Symphony No.7 (Op.51, 2007) are works

full of conflicts, with profound tragic, dramatic and symphonic qualities.

After China adopted the policy of reform and opening up, Wang finally had opportunities to
get to know modernist works of the west. He persistently studied by himself the works of A.
Schoenberg, B. Bartok, L.F. Stravinsky, W. Lutoslovski, K.Penderecki, John Adams and other com-
posers. He resolutely changed his music idioms and aesthetic principles. In 1982, he applied the
12—-tone technique to the bass line of the fourth movement Broken Stone Tablet of his symphonic
suite Impressions of the Taihang Mountains (Op.16). Two Symphonic Poems (Op.22, Movement and
Chant) written in 1985 and dedicated to Shostakovich shows his mastery of atonality. For Piano and
23 String Instruments (Op.25) of 1988, though written on the basis of the principles of serial music,
incorporates the rhythmic patterns of I.F. Stravinsky and O. Messiaen. Furthermore, the third move-
ment of this piece combines serial techniques with the rhythmic characteristics of wind and per-
cussion music of southern China. This piece was well received when it was performed in San Fran-
cisco in 2005. Wang started modifying and applying the techniques of K. Penderecki in 1988, the
result of which was particularly obvious in his Symphony No.3 (Op.26, 1990). Three Symphonic
Murals - Legends of the Sea of 1998 witnesses his effective absorption of the modular and mini-
malist techniques of John Adams. The influence of these two composers can also be seen in his re-
cent works such as Symphony No.6 (Op.46, 2004). However, Wang’s success lies more in his abil-
ity to incorporate these borrowed techniques into his own music language and to express the content

of what he wants to express.

Wang Xilin’s works have won not only the popularity of domestic audience but also the ap-
proval of the music circle of the west. K. Penderecki highly praised Wang’s Symphony No.4 and
wrote in his letter of recommendation, “This is a great work. His music, based on the avant—garde
techniques and aesthetics of Europe but keeping its own unique language.”Professor Jim Cotter of
Australian National University, School of Music, made this comment on Wang’s Symphony No.4,
“This piece is astounding. The power and passion expressed in it are beyond any expectation. For
this point alone, he should be ranked among the best of international composers of the past fifty
years and this symphony among the best works of any century.” Renowned Russian composer Sofia
Gubaidolina made the following comment of Wang’s Quartet, Two Chapter of Forging the Sword,
and Song of the Man in Black: “These are works of a great master, full of dramatic and symphonic
conflicts, and bursting with the flames of passion. Such music is rarely seen in the world and is

therefore an important addition to the world music.”



So far, Wang Xilin has composed seven symphonies and more than fifty works in the different
categories of violin concerto, symphonic chorus, symphonic overture and chamber music. He has
also composed for over 40 films and TV dramas, and written several essays of music commentary.
He has held four concerts of his symphonic works. Three Symphonic Murals - Legends of the Sea
and two other works were awarded national first prize for music works. His Symphony No.3 was
chosen as “20th Century Music Masterpieces of Chinese around the Globe” and his art song Spring
Rain won national first prize. In 2007, he was included as a special entry of Chinese composer in

volume 17 of Germany’s MGG music dictionary.
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Violin Concerto (0p. 29/39)

The genesis of Wang Xilin’s Violin Concerto (Op. 29/39) is convoluted —— it takes over two

decades for the work to be completed, performed and now finally published. The composer explains,

In 1984, I was invited by the Mr.Haiman to write a violin concerto, which gave the impetus for
some of the themes of the present work. But since the commission did not materialize, I put the
idea aside until 1995 when I wrote the first two movements of the concerto to enter the Yu Lina
Violin Composition Competition held in Shanghai. A recording of the work was made then with the
orchestral part in piano reduction. Having not won, the work was again put aside until in 1999
when [ met the Swiss violinist Egidius Streiff at a concert of his in Beijing. 1 gave him some
recordings of my music and some information about me, and to my surprise, he wrote back in a
month or so later in which he asked me to finish the concerto and told me that he would perform it.
His pure artistic intent moved me. So, | spent eight months to complete the unfinished work. The
themes in the first two movements of the present work were based on those composed in 1984. Had
Egidius not invited me to finish the work, it would be hard to imagine what will come out of the
unfinished piece. Therefore, I would like to dedicate this work to Mr. Egidius. It is such a meaning-
ful thing that he has done."

The concerto was originally scheduled to be performed in December 2000. But due to the can-
cellation of the concert by the Beijing authority, its premiere was delayed for five years — it took
place on 9th April 2005 —— by the National Symphony Orchestra at Beijing Concert Hall under the
baton of Tan Lihua, Music Director of the Beijing Symphony Orchestra, of which Wang has been its
resident composer since 1978. In the following year, on 10th December, the work received its sec-
ond performance by the Beijing Symphony Orchestra, also led by Tan Lihua. The soloist of both
concerts was Egidius Streiff, who was very fond of the work and wrote the composer the following
after reading the score, "May I congratulate you to your most wonderful second movement without
exaggeration. | believe your Concerto for Violin and Orchestra to be a worthy successor to the
greatest violin concertos. | am truly honored to be able to perform it."

This is a three—movement attacca work played without breaks in between the movements. Various
compositional techniques such as juxtaposition, elision, tone—cluster, polytonality, and polyrhythm
are evident. But what makes the work standout is its successful synthesis of Chinese and Western
musical elements. While its musical structure and most of its compositional techniques are Western,
its thematic materials and essence were connected to the characters, styles, and features of folk mu-

sic and Chinese operas of the Shanxi region where Wang spent 14 years during the Cultural Revo-



lution. Perhaps more than the famous Butterfly Lovers Violin Concerto, this work marks a milestone
in Chinese symphonic music. While its contribution to the concerto genre is recognized, it deserves

a place in the Western symphonic repertoire.

First Movement

The composer has revealed that he deliberately cast the movement in sonata form, yet only ar-
riving at a structure without the recapitulation in the end. This movement, the composer portrays, is
"focused, unified and full of energy," its structure as follows: Exposition (mm. 1-195), Develop-
ment (mm. 196-361), Coda (mm. 363—411). There is an introduction —— a sound block of 17 mea-
sures —— described by the Chinese musicologist Huang Xiaohe as roaring drums, an interpretation
the composer also concurred, which returns in two instances (mm. 31-36, 105-112).

Amid a blanket of dissonances, the solo violin plays the first theme (mm. 17-30), which is
further developed (mm. 37-60). This Chinese flavored melody is rhythmic and folk—-like, reminis-
cent of folk tunes from the North—west region of China. The transition to follow (mm. 62-104) high-
lights the melodious solo violin which stands out amid the dissonant sound block of the orchestra.
As the composer explains, he purposefully uses polytonality for the passage at mm. 80 —112, so as
to push the music to its climax. The passionate and agitated second theme appears six times in dif-
ferent keys (mm. 111-128, 129-144, 145-161, 162-173) and is reminiscent of the declamatory
passages in local operas of the Shanxi region.

Unfolding in one breadth, the development (mm. 196-361) is unified in character. In the in-
troductory part (mm. 196-230), the solo violin sings in rhythmic counterpoint with the polyrhythmic
percussion part. The following passage is marked by three stages of development: the first stage
(mm. 240-299) is devoted to the development of the first theme; the second stage (mm. 300-328)
is a counterpoint between the first and second themes; and the third stage (mm. 328-339, 340-
361) is the fragmentation of the first theme. The composer has emphasized, "These two parts can-
not be separated as they both contribute to the most important, exciting, and wonderful core of the
developmental section. This is something I planned carefully, a testimony to my quest and under-
standing of the classical sonata form, as well as the result of my studying the music of the Russian
School in my early years. The whole developmental section runs in one breadth until the climax at
mm. 353-361."

As in any conventional concertos, this movement showcases an impressive cadenza, which
leads directly into the coda (mm. 363-411). According to the composer, the soloist rewrote what he
had provided him for the cadenza, and he even found the result very good.

Second Movement : Passacaglia

This slow movement is built on a repeated melody (ostinato), a compositional device known as
"passacaglia." While passacaglia is commonly found in Baroque compositions, a well -known in-
stance of application is in Brahms’s Symphony No. 4, the last movement. The 11-measure ostinato

of this movement, regarded by the composer as the "main theme," is repeated11 times. The long—

breadth” melody with prominent 4ths and Sths is typical of Wang’s melodic style. While Wang re-



