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2026 JAPAN TOUR
Music as Peace

Yokohama | Tokyo | Nagasaki | Hiroshima
Since 1962, tours have been a vital part of the Harvard-Radcliffe Orchestra. Over 
the past six decades, the ensemble has successfully toured the Philippines, Canada, 
the former Soviet Union, East Asia, Central Europe, Italy, Mexico, and most recently, 
Korea. In total, HRO has toured more than eighteen countries across four continents.

In May 2026, the HRO will return to Japan for the first time in over forty years, and 
we are thrilled and grateful for this opportunity. The theme of the tour is “Music as 
Peace.” The HRO draws inspiration from the advocacy work of Nihon Hidankyo, which 
was awarded the Nobel Peace Prize in 2024. As the organization of atomic bomb 
survivors celebrates its 70th anniversary in 2026, the HRO stands in solidarity with its 
humanitarian mission.
 
Any monetary donations (through the QR code below) or referrals to individuals or 
companies that may be willing to sponsor our tour (reach out to tour@hrorchestra.org) 
would be greatly appreciated. Donations enable HRO to offer financial aid for the 
tour, so that no member is left out due to financial considerations.
Thank you for your generous support!

TORU TAKEMITSU
Requiem for strings

SERGEI PROKOFIEV
Violin Concerto no. 2 in G minor, op. 63

with violinist Stella Chen ‘15

ANTONÍN DVOŘÁK
Symphony no. 9 in E minor, “From the New World”, op. 95

Conductor: Federico Cortese

YOKOHAMA
Minato Mirai Hall

Wednesday, May 20
7:00 P.M.

TOKYO
Dai-Ichi Seimei Hall

Thursday, May 21
7:00 P.M.

NAGASAKI
Nagasaki Brick Hall
Saturday, May 23

2:00 P.M.

HIROSHIMA
Phoenix Hall

Sunday, May 24
3:00 P.M.

DONATE PURCHASE TICKETS
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SEASON 218, SPRING CONCERT 1
FEDERICO CORTESE, MUSIC DIRECTOR

GYÖRGY KURTÁG 
Petite musique solennelle – En hommage à Pierre Boulez 90

BÉLA BARTÓK
Suite from Suite from The Miraculous Mandarin, op. 19, op. 19
Conductor: Enoch Li ‘26, Harvard-Radcliffe Orchestra 2025 Assistant Conductor
Competition Winner

- INTERMISSION -- INTERMISSION -

ROBERT SCHUMANN 
Symphony No. 3 in E-flat m ajor, op. 97 “Rhenish”Symphony No. 3 in E-flat m ajor, op. 97 “Rhenish”

I.	I.	 LebhaftLebhaft

II.	II.	 Scherzo: Sehr mäßigScherzo: Sehr mäßig

III.	III.	 Nicht schnellNicht schnell

IV.	IV.	FeierlichFeierlich

V.	V.	 LebhaftLebhaft

HARVARD-RADCLIFFE ORCHESTRA
Conductor: Federico Cortese
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GYÖRGY KURTÁG: : PETITE  
MUSIQUE SOLENENELLE

Three weeks ago, on February 19, con-
temporary Hungarian composer György 
Kurtág turned 100. Budapest celebrat-
ed with a gala concert live-streamed 
worldwide. The next day, his second op-
era received its world premiere. Tonight 
in Sanders Theatre, we join a season of 
global tributes by opening with his radi-
ant farewell to Pierre Boulez — a seven-
and-a-half-minute meditation from one 
nonagenarian to another that now reads 
as both birthday greeting and unwitting 
elegy.

The title is a sly wink at late classical Ital-
ian composer Gioachino Rossini, whose 
Petite Messe Solennelle of 1863 called 
an eighty-minute masterpiece “little” — 
the elderly composer’s self-deprecating 
joke. Kurtág inverts the irony: his “Little 
Solemn Music” actually is brief, yet it de-
ploys an exotic orchestra of shimmering 
strangeness — cimbalom (the Hungarian 
hammered dulcimer), bayan (a chro-
matic accordion), muted upright piano, 
vibraphone, steel drum, celesta, and 
tolling bells. Where Rossini pretended 
modesty about something vast, Kurtág 
practices genuine compression, then fills 
it with extraordinary color.

The piece honors a friendship spanning 
six decades. In 1957, after the Hungari-
an Uprising, the young Kurtág arrived in 
Paris hoping to write something worthy 
of showing Boulez. He never did — he 
deemed nothing good enough — and 
returned to Budapest empty-handed. 

Twenty-four years later, Boulez repaid 
the unspoken admiration by premiering 
Kurtág’s Messages of the Late Miss R.V. 
Troussova with his Ensemble Intercontem-
porain, launching Kurtág’s international 
career at age fifty-five. Boulez praised 
his “lavish abundance of ideas.” Kurtág 
responded by hiding a secret tribute in-
side his monumental Kafka Fragments: 
one movement titled “The True Way 
(Hommage-message à Pierre Boulez).”

When the Lucerne Festival commis-
sioned a ninetieth-birthday tribute in 
2015, Kurtág — himself eighty-nine — 
composed this processional reverie. The 
premiere, performed by young musicians 
wearing Boulez t-shirts, proved heart-
breakingly apt: Boulez, too ill to attend 
his own celebration, died less than five 
months later. Critics describe the music 
as reflective and luminous, built from 
brilliant sound clusters, searching solos 
for horn and trumpet rising above the 
texture, and a ritualistic tolling bell that 
may nod to Boulez’s own Rituel in memo-
riam Bruno Maderna — his 1975 lament 
for a lost colleague.

What to Listen For
Kurtág’s music works through gesture 
and color rather than melody. The piece 
opens with what critic Paul Griffiths calls 
“massive assertions of middle C” — radi-
ant clusters grounded by the horns and 
strings alongside metallic percussion. 
This shared resonance soon gives way 
to a landscape of extraordinary timbres: 
the hollow resonance of the Hungarian 
cimbalom (a hammered dulcimer), the 
breathy sighs of the bayan (chromatic 
accordion), the ghostly dampened tones 

PROGRAM NOTES
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of the muted upright piano, and the 
glassy sparkle of celesta, vibraphone, 
and steel drum layered together. The 
music unfolds as a slow procession, a 
ritual unfolding in circular time. Rather 
than traditional harmonic progression, 
Kurtág builds through what one scholar 
calls “difference and repetition” — the 
same gestures return transformed, like 
light shifting across a surface. The music 
doesn’t argue or develop; it meditates. 
He achieves this expansive atmosphere 
through astonishing economy — each 
instrument contributing only what is es-
sential, every gesture weighted precise-
ly. Petite Musique Solenelle ends with a 
restless, unresolved chord, outlining the 
simmering tension felt throughout the 
piece. Let the shimmering sound wash 
over you. In seven and a half minutes, 
Kurtág asks for attention and rewards it 
with strange, fragile beauty.

Conductor Heinz Holliger said of Kurtág: 
“Every note he writes is essential. There 
is never an idea of small talk. For him, 
there is only the truth.” Luminous truth, 
performed in Sanders Theatre’s famously 
clear acoustics, where Wallace Sabine 
pioneered architectural acoustics in 1895 
— a fitting space for music that rewards 
the closest listening.

—Ethan Chang ’29, James Obasiolu ’29

INSTRUMENTATION: Piccolo, two flutes 
(second doubling alto flute, third dou-
bling bass flute), two oboes, English 
horn, two clarinets, bass clarinet, two 
bassoons, contrabassoon, two horns, two 
trumpets, two trombones, tuba, timpa-
ni, percussion (vibraphone, bells, steel 
drum, crotales, cymbals, gong, bass 
drum), harp, celesta, pianino (upright pi-
ano with supersordino mute), cimbalom, 
bayan (chromatic button accordion), 
and strings.

COMPOSED: August 23, 2015, Lucerne 
Festival; Lucerne Festival Academy Or-
chestra, Matthias Pintscher conducting
DURATION: Approximately 7½ minutes

BÉLA BARTÓK: SUITE FROM 
THE MIRACULOUS MANDARIN, 
OP. 19

“It will be hellish music,” Bartók wrote to 
his then-wife Marta Ziegler in Septem-
ber1918. “The prelude before the curtain 
goes up will be very short and sound 
like pandemonium.” He was describing 
the piece he would love more than any 
other — and the one that would cause 
him more trouble than all his other works 
combined.

The scenario, written by Hungarian dra-
matist Melchior Lengyel, is grim urban 
pulp elevated to myth. Three thugs in a 
tenement room force a young woman to 
lure men from the street so they can be 
robbed. She decoys an old rake — penni-
less, thrown out — and a shy young man — 
also penniless, also thrown out. Her third 
mark is a mysterious Chinese nobleman 
(a “Mandarin”) whose terrifying stillness 
conceals an overwhelming, supernatural 
desire. The girl dances for him; he lung-
es; she flees. The chase that follows is 
among the most ferocious passages in 
all orchestral music. In the full ballet, the 
thugs attempt to kill the Mandarin three 
times: suffocation, stabbing, hanging. He 
cannot die until the girl embraces him. 
Only when his longing is fulfilled do his 
wounds finally bleed, and he collapses. 
Lengyel himself insisted the true message 
was “not the excessive eroticism but the 
apotheosis of pure, almost unearthly de-
sire and love.”
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The Notorious Premiere
Bartók composed the piano score be-
tween October 1918 and May 1919, during 
one of Europe’s darkest hours. The Aus-
tro-Hungarian Empire had collapsed, 
Hungary’s premier was assassinated, 
and Bartók was living without electricity 
or running water, having barely survived 
the Spanish influenza. The orchestration 
took until 1924, and he continued revis-
ing through 1931, ever trying to ensure it 
remained “as lean and as mean as pos-
sible.”

The staged premiere on November 27, 
1926, at the Cologne Opera in Germany 
became one of music history’s most noto-
rious scandals. Conductor Eugen Szen-
kár recalled, “At the end of the perfor-
mance, there was a concert of whistling 
and catcalls! The uproar was so deafen-
ing and lengthy that the fire curtain had 
to be brought down.” The next morning, 
Szenkár was summoned to the mayor’s 
office. “Dr. Adenauer received me coolly 
and with reserve, but then he exploded, 
reproaching me most bitterly, demand-
ing to know how I could perform such a 
work of filth, and ordering the work’s im-
mediate withdrawal.” That mayor — Kon-
rad Adenauer — would later become the 
first Chancellor of the Federal Republic 
of Germany. He did not budge. The work 
was banned.

Bartók’s reaction was characteristic. 
Szenkár marveled, “My good friend didn’t 
let it get to him; he simply wanted to 
make a small correction to the clarinet 
part, and his only worry was to go right to 
the opera house and to look for the part 
among the orchestral material. That was 
Bartók!” The ballet would not be staged 
in Hungary until December 1945, two 
months after Bartók’s death in New York.

What to Listen For
The orchestral suite, which Bartók com-
pleted in February 1927, preserves rough-
ly the first two-thirds of the ballet — from 
the opening urban chaos through the 
Mandarin’s frenzied pursuit of the girl — 
ending at the shattering climax when the 
thugs leap out to seize him. It omits the 
murder attempts and the supernatural 
denouement, but loses none of its viscer-
al power.

The opening explodes with rapidly ris-
ing and falling scales in the violins over 
the interval of an augmented octave, 
a depiction of city traffic that sounds 
startlingly modern nearly a century later. 
Trumpet and trombone fanfares imitate 
car horns. A hammering 6/8 motif built 
on minor seconds, introduced in the third 
bar, returns at every act of violence, a 
unifying rhythmic cell that functions like 
a musical fingerprint of brutality.

Each of the girl’s three seduction danc-
es is scored for solo clarinet, and each 
grows longer, more florid, more desper-
ate than the last. These passages echo 
the solo clarinet writing in Strauss’s Sa-
lome — another tale of fatal desire. The 
old rake stumbles in on trombone glis-
sandi; the shy young man enters to a 
plaintive oboe melody in 5/4 time. Both 
are dispatched unceremoniously.

The Mandarin’s entrance is unforget-
table: a simple pentatonic melody 
harmonized by parallel tritones in the 
trombones and tuba — exotic, ancient, 
terrifying. His theme carries the weight 
of something not quite human. As the girl 
dances for him, the orchestral color turns 
brilliant and icy with the celesta, harp, 
triangle, and piano creating an almost 
spectral shimmer.
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Then the chase. A savage fugato with 
a pentatonic subject builds through 
pounding ostinatos to what may be the 
most sustained rhythmic onslaught in 
Bartók’s entire output. The clarinet enters 
in a low, ugly register and shrieks with 
increasing intensity. This is the passage 
Bartók promised would sound like pan-
demonium, and it delivers.

Bartók told his publisher in 1927 that 
this was “the best orchestra work I have 
written so far, and it would be really a 
pity that it be left buried for years.” He 
was bitter that his earlier, milder ballet 
The Wooden Prince was performed far 
more often. The experience permanent-
ly soured him on writing for the theater; 
every subsequent masterpiece, from the 
string quartets to the concertos, was 
purely instrumental.

Tonight’s performance represents a for-
midable undertaking. The Mandarin’s 
demands on the orchestra are extreme: 
virtuosic clarinet solos, complex poly-
rhythms, siren-like glissandi in the violins, 
raucous smears across the brass, and 
a dynamic range from eerie whispers 
to shattering fortississimo. That Har-
vard-Radcliffe Orchestra Assistant Con-
ductor Enoch Li ’26 takes it on speaks 
to both nerve and ability. The Mandarin 
cannot be killed by violence. He dies only 
when he is embraced. There may be no 
better metaphor for what this music asks 
of its performers and its audience: not 
resistance, but surrender.

Note: Béla Bartók guest-lectured at Har-
vard in the spring of 1943, living in Eliot 
House, before his health failed during 
his third lecture on “New Hungarian Art 
Music.” Forced to cancel the eight-part 
series and enter the Massachusetts Gen-
eral Hospital gravely ill with the leukemia 

that would kill him, he was later visited 
at his bedside by Russian composer-con-
ductor Serge Koussevitzky with the $500 
commission for the Concerto for Orches-
tra—one of the twentieth century’s most 
beloved scores.

—Louis Auxenfans ’26, John Kim ’28, 
James Obasiolu ’29 

INSTRUMENTATION: Three flutes (all 
doubling piccolos), three oboes (third 
doubling English horn), three clarinets 
(second doubling E-flat clarinet, third 
doubling bass clarinet), three bassoons 
(third doubling contrabassoon), four 
horns, three trumpets, three trombones, 
tuba, timpani, percussion (snare drum, 
tenor drum, bass drum, cymbals, triangle, 
tam-tam, xylophone, glockenspiel), ce-
lesta, harp, piano, organ (optional), and 
strings.
COMPOSED: 1918–1919 (orchestration 
completed in 1924); Suite compiled in 
1927

DURATION: Approximately 18 minutes

ROBERT SCHUMANN: SYMPHO-
NY NO. 3 IN E-FLAT MAJOR, OP. 
97 “RHENISH”

In September 1850, Robert and Clara 
Schumann packed up their seven chil-
dren and moved to Düsseldorf, Ger-
many, where Robert had accepted the 
post of municipal music director. The 
extroverted Rhinelanders welcomed 
them with banquets, serenades, and 
elaborate balls — nothing like the re-
served Saxons Schumann had known all 
his life. For a few luminous months, he 
was genuinely happy. Clara complained 
about “the incessant street noises, bar-
rel-organs, screaming brats, wagons” 
rattling past their apartment windows. 
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Robert, characteristically, retreated into 
his study and in just thirty-seven days 
between November and December 1850 
wrote the most joyous symphony of the 
Romantic era.

He had loved the Rhine since a youthful 
boat trip at eighteen, calling it “grave 
and proud as our German God.” Now 
living along its banks, he told his pub-
lisher the new symphony “perhaps 
mirrors here and there something of 
Rhenish life,” adding that he wished 
“popular elements to prevail here, and 
think I have succeeded.” He believed 
this was his richest orchestral work yet 
for “romantic expression.” The “Rhenish” 
nickname was never Schumann’s own — 
he deliberately stripped programmatic 
titles from the manuscript before publi-
cation, insisting one ought not to “show 
one’s heart to people.” Yet the titles he 
removed are illuminating; the second 
movement was originally called “Morn-
ing on the Rhine,” and the fourth bore 
the inscription “In the character of an 
accompaniment to a solemn ceremony.”

Florestan, Eusebius, and the 
Five-Movement Riddle 
The symphony’s most striking feature 
is its five movements rather than the 
standard four — an innovation Mahler 
would later adopt in his Fifth. The 
structure forms a triptych: the first two 
movements create a thematically linked 
pair, the last two form another, and an 
independent lyrical movement separates 
them at the center

The first movement launches without 
preamble. Horns vault over the full 
orchestra, belting out a heroic theme 
in E-flat major propelled by power-
ful rhythms that make the melodies 
soar across bar lines. The energy is 
relentless and the architecture rigor-

ous — Schumann’s most disciplined 
sonata-form movement. The second 
movement is a gentle ländler, a rustic 
folk dance introduced by cellos and 
bassoons, its flowing eighth notes evok-
ing the current of the Rhine itself. The 
central third movement is a song without 
words; clarinets and bassoons float a 
sweet melody over pizzicato strings, 
with no brass or timpani at all — “a 
universe in miniature,” as one conductor 
calls it, “where innocence, elegance 
and understatement meet fantasy and 
profundity.”

Then comes the cathedral. In late 
September 1850, the Schumanns had 
traveled to Cologne, Germany, to 
see the great Gothic cathedral, still 
unfinished then after six centuries of 
construction. Clara wrote, “We were 
enchanted by the sight of the magnif-
icent cathedral, which even on close 
inspection exceeded our expectation.” 
Schumann returned in November, and 
the fourth movement’s solemn grandeur 
leaves little doubt about what stirred 
him. Trombones enter for the first time 
in the entire symphony — Germans had 
long associated trombones with sacred 
music — playing a hushed chorale over a 
sforzando E-flat minor chord. The writ-
ing is contrapuntal, evoking Bach and 
foreshadowing Bruckner, the orchestra 
assuming the dark resonance of a pipe 
organ. Tchaikovsky wrote that “nothing 
more powerful and profound has ever 
been born in human artistic creation.”

The finale dispels all solemnity with 
staccato lightness and dancing energy. 
But listen carefully as Schumann weaves 
fragments of the cathedral chorale 
into the texture, now transformed from 
E-flat minor to E-flat major — darkness 
becomes celebration.
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Throughout his life, Schumann embod-
ied a duality he named Florestan and 
Eusebius — alter egos representing his 
passionate, extroverted side and his 
dreamy, contemplative self. In the Rhen-
ish, Florestan drives the outer move-
ments’ manic energy while Eusebius in-
habits the lyrical center and the mystical 
cathedral. The finale’s triumph suggests 
these two sides have found peace.

They had not. On February 27, 1854 
— barely three years after the Rhenish 
premiere — Schumann walked from his 
Düsseldorf home to the Rhine bridge in 
his dressing gown and threw himself into 
the river. He was rescued by a boatman, 
committed to an asylum near Bonn, and 
died there in 1856 at forty-six. The same 
river that had inspired his most radiant 
music became the instrument of his 
despair.

The premiere, on February 6, 1851, was 
one of his few triumphs in Düsseldorf 
— the only time he conducted the first 
performance of one of his own sympho-

nies. The audience applauded between 
every movement, and the orchestra itself 
joined in, shouting “hurrah!” A repeat 
performance was demanded within five 
weeks. The Rhenish Symphony preserves 
the last sustained happiness of a man 
who knew, perhaps already, that such 
happiness could not hold.

—James Obasiolu ’29

INSTRUMENTATION: Two flutes, two 
oboes, two clarinets, two bassoons, four 
horns, two trumpets, three trombones, 
timpani, and strings.

COMPOSED: November 2 to December 
9, 1850

DURATION: Approximately 35 minutes
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HARVARD-RADCLIFFE 
ORCHESTRA
SEASON 218, SPRING CONCERT 1

V I O L I N
Ethan Chaves ‘26
Bianca Ciubancan ‘28
Moshi Tang ‘27

CONCERTMASTERS

Noemi Gilbert ‘27
Miro Raj ‘29
Krystal Sun ‘28

ASST. CONCERTMASTERS

Ethan Chaves ‘26
Bianca Ciubancan ‘28
Krystal Sun ‘28

THE BRIAN KOH ’96 & 
CATHERINE SHIH ’96 

PRINCIPAL SECOND VIOLINS,
 IN PERPETUITY

Ethan Chang ‘29
Claire Cho ‘29
Kevin Cho ‘26
Feodora Douplitsky-Lunati ‘28

THE SEUNG SIK & 
MYUNG HI KOH CHAIR, 

IN PERPETUITY

Stephanie Dragoi ‘28
Mia Hakkarainen ‘29
Sophiette Hong ‘27
Lizzy Huang ‘27
Henry Jackson ‘27
Chrissy Jung ‘28
Ella Kim ‘27
John Kim ‘28 
Julia Kim ‘28
Joylyn Kim ‘28

THE DR. DUEN SHUNG & 
MRS. MEI-LIN SHIH CHAIR, 

IN PERPETUITY

Logan Lee ‘29
Oziomachukwu Obi ‘27
Olivia Oh ‘27
Sarah Park ‘29

Serin Park ‘26
Gabe Sagini ‘29
Kaitlyn Shi ‘29
Paloma So ‘27
Audrey Sun ‘28
Noa Suk ‘29
Iris Sung ‘27
Sava Thurber ‘27
Xinran Tong ‘29
Mana Tsuruta ‘28
Sophie Tung ‘29
Lea Wang ‘26
Matthew Yar ‘28
Alex Yin ‘26
Grace Zhou ‘27
Kerrie Zhu ‘28

V I O L A
Brendon Lau ‘26
Sidney Lee ‘26

PRINCIPALS

Sophia Nam ‘29
Claire Xu ‘27

ASST. PRINCIPALS

Katherine Avery ‘27
Ana Cardona Izquiel ‘28
Isabel Dean ‘27
Ben Fortuin ‘27
Iris Hur ‘28
Jihyo Kim ‘29
Juhee Kim ‘28
Graham Lee ‘28
Masako Yang ‘27
April Zhang ‘28

C E L LO
Andrew Kim ‘29
Dylan Wu ‘26
Elizabeth Jones ‘27

THE ANONYMOUS ENDOWED 
PRINCIPAL CELLO CHAIR, 

IN PERPETUITY 

Elizabeth Norris ‘27

ASST. PRINCIPAL
Noah Chung-Igelman ‘29
Jack Damon ‘28
Chloe Dong ‘29
Noah Ferris ‘29
Maya Fu ‘29
Caleb Graupera ‘28
Sol Gutierrez-Lara ‘26
Sophia Hwang ‘29
James Obasiolu ‘29
Justin Shaw ‘27
Brody van Wave ‘29
Sean Yu ‘26

B A S S
Benjamin Witzel ‘27

PRINCIPAL

Celine Chong ‘29
Connor Greally ‘29
Sonia Le ‘29
Annabella Mack ‘29

F L U T E
Carolyn Lau ‘27
Jayden Lee ‘29
Sasha Hitachi-Kizziah ‘26

PRINCIPALS

Amy Hwang ‘26
Ray Moon ‘29

A LT O  F L U T E
Jayden Lee ‘29

B A S S  F L U T E
Ray Moon ‘29

P I C C O LO
Sasha Hitachi-Kizziah ‘26
Carolyn Lau ‘27
Ray Moon ‘29
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O B O E
Thomas Juhasz ‘26
Yul Kim ‘29
Puyuan Ye ‘27

PRINCIPALS

Kaitlyn Choi ‘28

E N G L I S H  H O R N
Yul Kim ‘29
Puyuan Ye ‘27

C L A R I N E T
Cadee Lee ‘27
Louis Auxenfans ‘27

PRINCIPALS 
IN MEMORY OF PROF. 

NORMAN L. LETVIN, 
IN PERPETUITY 

Veronica Li ‘26
Jacob Mandelbrot ‘26
Kevin Wu ‘29

THE JOHN KWAAK CHAIR,         
IN PERPETUITY

E - F L A T  C L A R I N E T
Veronica Li ‘26

B A S S  C L A R I N E T
Jacob Mandelbrot ‘26
Kevin Wu ‘29

B A S S O O N
Joseph Juhasz ‘29
Rahul Prasad ‘26
Smera Sachin ‘29

PRINCIPALS

Benjamin Killip-Leonard ‘29
Madeline Zhang ‘29

C ON T R A B AS S O ON
Benjamin Killip-Leonard ‘29
Madeline Zhang ‘29

H O R N
Roshen Chatwal ‘26
Chris Li ‘26
Tony Xu HGSAS ‘29

THE ANONYMOUS 
ENDOWED PRINCIPAL 

HORN CHAIR,
IN PERPETUITY

Isabelle Lee ‘27
Finn Tondro ‘28

T R U M P E T
Diogo Feldman ‘29
Ben Lyczkowski ‘28
James McAffrey ‘26

THE ANONYMOUS ENDOWED 
PRINCIPAL TRUMPET CHAIR, 

IN PERPETUITY

Catherine Li ‘27 

T R O M B O N E
Thomas Gustafson ‘26
Samuel Jacobowitz ‘29

B A S S  T R O M B O N E
Phil Hyman*

T U B A
Ben Arthurs ‘27

T I M P A N I
Easton Singer ‘26

PRINCIPAL
THE RICHARD B. & KARENSUE 

DOBROW CHAIR, 
IN PERPETUITY

Ryan Lopez ‘28
Joshua Qin ‘27

P E R C U S S I O N
Ryan Lopez ‘28

PRINCIPAL
THE JAY R. GIROTTO CHAIR,  

IN PERPETUITY
Rishab Jain ‘29
Christian Ogata ‘29
Easton Singer ‘26

H A R P
Jolene Cao ‘29
Olivia Lee ‘29

P I A N O
Kai Deshima ‘29
Easton Singer ‘26

C E L E S T A
Kai Deshima ‘29
Ryan Lopez ‘28

C I M B A LO M
Nick Tolle*

A C C O R D I O N
Manuela Meier*

T E A C H I N G  
A S S I S T A N T S

Benjamin Rossen
Yonah Zur

M U S I C  D I R E C T O R 
&  C O N D U C T O R

Federico Cortese

HE JAE WON LEE & SUN WHI 
LEE MUSIC DIRECTOR, 

IN PERPETUITY

A S S I S T A N T  
C O N D U C T O R

Enoch Li ‘26

THE BRIAN KOH ’96 & 
 CATHERINE SHIH ’96 CHAIR, 

IN PERPETUITY
 

* Guest Musician
HRO uses a system of rotation for 

string seating. Section players are 
listed in alphabetical order.
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STUDENT BOARD

THE HRO FOUNDATION

E X E C U T I V E
PRESIDENT
Veronica Li ‘26

TOUR DIRECTOR
Justin Shaw ‘27

VICE PRESIDENT
Caleb Graupera ‘28

TREASURER
Andrew Kim ‘29

OPERATIONS DIRECTOR
Chrissy Jung ‘28

SOCIAL DIRECTOR
Ana Cardona Izquiel ‘28

CREATIVE DIRECTOR
Christian Ogata ‘29

PUBLICITY DIRECTOR
Elizabeth Jones ‘27

G E N E R A L
GOOGLE SUITE MANAGER
Ethan Chang ‘29

SPECIAL PROJECTS 
COMMITTEE
Stephanie Dragoi ‘28
Smera Sachin ‘29
Madeline Zhang ‘29

ADVERTISEMENT MANAGERS
Chloe Dong ‘29
Ray Moon ‘29 

TOUR COMMITTEE
Ethan Chang ‘29
Kaitlyn Choi ‘28
Catherine Li ‘27
James Obasiolu ‘29
Oziomachukwu Obi ‘27
Moshi Tang ‘27
Mana Tsuruta ‘28
Masako Yang ‘27

LIBRARIAN/LEAD STAGE 
MANAGER
James Obasiolu ‘29

STAGE MANAGERS
Claire Cho ‘29
Feodora Douplitsky-Lunati ‘28
Caleb Graupera ‘28
Elizabeth Jones ‘27
Yul Kim ‘29
Sonia Le ‘29
Graham Lee ‘28
Noa Suk ‘29
Kerrie Zhu ‘28

SOCIAL MEDIA MANAGER 
Graham Lee ‘28

GRAPHIC DESIGNER 
Julia Kim ‘28

MERCHANDISE DESIGNER 
Krystal Sun ‘28

WEBMASTER 
April Zhang ‘28

PHOTOGRAPHY TEAM 
Kaitlyn Shi ‘29 
Kerrie Zhu ‘28

VIDEO EDITOR 
Ray Moon ‘29

PUBLICITY COMMITTEE 
Noah Ferris ‘29 
Mia Hakkarainen ‘29

SOCIAL COMMITTEE 
Noah Ferris ‘29 
Joylyn Kim ‘28 
Ryan Lopez ‘28 
Noa Suk ‘29

CREATIVE COORDINATORS
Ella Kim ‘27 
Yul Kim ‘29 
Cadee Lee ‘27 
Elizabeth Norris ‘27 

OUTREACH COMMITTEE
Claire Cho ‘29 
Sophiette Hong ‘27 
Joylyn Kim ‘28 
Brendon Lau ‘26 
Krystal Sun ‘28
Madeline Zhang ‘29 

PRESIDENT
Byram Karanjia ‘05

VICE PRESIDENT
Eugene Lee ‘90

EXECUTIVE COMMITTEE
Victoria Aschheim ‘10 
Nicholas Lee ‘25
Mary Mullen ‘83 
Marion Stein Letvin ‘71

DIRECTORS
Stella Chen ‘15
Joshua Halberstadt ‘25
Caroline Choi Kim ‘96
Eugene Lee ‘10
Christine Lin Egli ‘03
Mary Ellen Moir ‘79
Tor Shwayder ‘75
Lee Ann Song ‘15

Jenny Yu Wang ‘22
Scott Yoo ‘93

HROf



12

This year marks Federico Cortese’s seven-
teenth season as Music Director & Con-
ductor of the Harvard-Radcliffe Orches-
tra. Mr. Cortese first moved to Boston 
as the Assistant Conductor of the Bos-
ton Symphony Orchestra and debuted 
in September 1998, stepping in at short 
notice to conduct Beethoven’s Symphony 
No. 9 in place of an ailing Seiji Ozawa, 
which was widely praised. Serving in that 
position from 1998-2003, Mr. Cortese led 
the Boston Symphony several times in 
Symphony Hall and at Tanglewood. His 
conducting of Puccini’s Madama Butter-
fly was particularly heralded. Additional-
ly, he has served as Music Director of the 
Boston Youth Symphony Orchestras since 

1999 and was previously Music Director 
of the New England String Ensemble and 
Associate Conductor of the Asian Youth 
Symphony Orchestra. Other appoint-
ments have included Music Coordinator 
(in lieu of Music Director) and Associate 
Conductor of the Spoleto Festival in Ita-
ly, Assistant Conductor to Daniele Gatti 
at the Orchestra dell’Accademia Nazio-
nale di Santa Cecilia in Rome, and Assis-
tant Conductor to Robert Spano at the 
Brooklyn Philharmonic.

Mr. Cortese has conducted numerous 
prominent symphony orchestras, includ-
ing Atlanta, Dallas, Houston, BBC Scot-
tish Symphony, Sydney Symphony, and 
Oslo Philharmonic to name a few. Op-
era engagements have included Maggio 
Musicale in Florence, Spoleto Festival in 
Italy and the United States, Boston Lyr-
ic Opera, Opera Theatre of St. Louis, 
Finnish National Opera, Opera Australia, 
and Washington National Opera, among 
many others. Mr. Cortese has been Music 
Coordinator and Associate Conductor 
of the Spoleto Festival in Italy. He also 
served as Assistant Conductor to Robert 
Spano and to Daniele Gatti.

Federico Cortese studied composition 
and conducting at the Conservatorio di 
Santa Cecilia in Rome and subsequent-
ly studied at the Hochschule fur Musik in 
Vienna. He has been a conducting fel-
low at the Tanglewood Music Center. In 
addition to music, Mr. Cortese studied 
literature, humanities and law, earning a 
law degree from La Sapienza University 
in Rome.

CONDUCTOR 
FEDERICO
CORTESE
THE JAE WON LEE & SUN WHI LEE MUSIC DI-
RECTOR, IN PERPETUITY
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Assistant Conductor of the Harvard-Rad-
cliffe Orchestra, Enoch Li was raised in 
Hong Kong and is a senior at Harvard 
University pursuing a BA in Mathemat-
ics. Enoch started learning conducting 
with Dr. Yip Wai Hong, and subsequently 
studied with Samuel Pang and Federico 
Cortese. A co-founder of the student-run 
Hong Kong Youth Philharmonia in 2021, 
he made his debut stepping in last-min-
ute to conduct the orchestra’s inaugural 
concert. Since then, he has participated 
in masterclasses by Tim Redmond, Mark 
Laycock, Joseph Bastian, David Itkin and 
Michalis Economou. Apart from his in-
volvement in HRO, Enoch is the Music

Director of the Bach Society Orchestra, 
was Assistant Music Director and re-
hearsal pianist of the Lowell House Op-
era, and was the Music Director of the 
Harvard College Opera’s recent produc-
tion of Le Nozze di Figaro. This past sum-
mer, Enoch was a conducting fellow at 
the Aspen Conducting Academy, where 
he studied with Robert Spano, Mark 
Stringer, Hugh Wolff, and Patrick Sum-
mers. A recipient of the James Conlon 
Conducting Prize, he is looking forward 
to returning to Aspen this coming sum-
mer.

As a violinist, Enoch’s current teachers 
include Nicholas Kitchen and Lewis Ka-
plan. In Hong Kong, he has worked with 
the Hong Kong Sinfonietta, Pan Asia 
Symphony Orchestra and the Hong Kong 
Children’s Symphony Orchestra as a so-
loist in concert halls across Europe, Asia 
and the US. He was previous a violin fel-
low at the Tanglewood Music Center, 
and has played with the Hong Kong Sin-
fonietta and the Boston Symphony Or-
chestra as a section violinist. He was also 
a substitute violinist for the New World 
Symphony. In his free time, he enjoys 
photography, trying out strange drinks, 
and searching for good Chinese restau-
rants in the Boston area.

ASSISTANT 
CONDUCTOR 
ENOCH LI ‘26
THE BRIAN KOH ’96 & CATHERINE SHIH ’96 
CHAIR, IN PERPETUITY
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HISTORY OF THE HRO
The Harvard-Radcliffe Orchestra (HRO) 
is the oldest continuously active sym-
phony orchestra in the United States. 
Founded in 1808, the orchestra delivers 
professional-quality performances to the 
Harvard, Cambridge, and greater Boston 
communities four times each academic 
year, in addition to initiating a variety of 
outreach programs on equitable arts ac-
cess and music education.

Originally founded as “the Pierian Sodal-
ity” by Joseph Eaton (class of 1810) and 
five classmates on the night of March 
6, 1808, the Pierian Sodality was named 
after the Pierian Spring, a sacred spot 
where the ancient Greek drank from an 
alleged fountain of knowledge and wor-
shiped the heroic musician Orpheus. Ac-
cordingly, Eaton’s group was known for 
its merry camaraderie in addition to its 
musical offerings.

In the 1830s, administrative conflicts be-
tween the Faculty of Harvard College 
and the Pierian Sodality began to arise, 
and in 1832, such tension reduced the 
group’s membership to one musician.  
The tradition of the Sodality was grad-
ually restored until 1840, when the group 
reported fame that “did wax exceedingly 
great, and did reach all the places round 
about Cambridge.” The Pierian Sodality 
predates the first professional orchestra 
in the United States (the New York Phil-
harmonic Orchestra), which was estab-
lished in 1842.

In 1860, shortly after Harvard College 
President James Walker (class of 1814, 
HDS 1817) added music to the college 
curriculum, making Harvard the first insti-

tution to do so, the Pierian Sodality was 
permitted to “hire a hall and give a pub-
lic concert, on condition that no tickets 
be sold.” They began to deliver regular 
concerts under student-conductors until 
1926, when students in the orchestra hired 
the group’s first professional conductor. 
The orchestra also embarked on its first 
tour during this time, traveling through-
out New York State in 1908. Subsequent 
features in the U.S. included a concert 
for First Ladies Florence Mabel Harding 
and Grace Anna Coolidge, a concert at 
Carnegie Hall, and a third place finish at 
the Fifth Annual International Festival of 
Student Orchestras in 1978. In 1962, the 
HRO took its first international tour to 
Mexico. Other international tours have 
been to the Soviet Union, Italy, Brazil, 
Canada, Cuba, Israel, Jordan, Korea, the 
Philippines, and Argentina. Most recent-
ly, in 2024, the orchestra returned to Ko-
rea on tour.

By the recommendation of Leonard Ber-
nstein, Dr. James Yannatos began his 45-
year term as music director of the HRO 
in 1964. Under his baton, HRO developed 
into the highly reputable orchestra it is 
today. Following Yannatos’ retirement in 
2009, Federico Cortese was appointed 
music director of HRO, and he remains 
today. With Cortese, the orchestra has 
expanded its repertoire and learned to 
see it from both a musical and an artistic 
perspective.

Follow the Harvard-Radcliffe Orchestra 
on Instagram @hrorchestra or visit our 
website at harvardradcliffeorchestra.
org.
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SUPPORTERS
GIVING TO THE HAVARD 
RADCLIFFE ORCHESTRA 
ENDOWMENT CAMPAIGN

$500,000+
Young Jin Lee & Young Ju
    Rhee

$200,000-$499,000
Anonymous
Brian Koh & Catherine Shih

$100,000-$199,000
The Letvin Family
Anonymous
Rachel E. Dobrow Stone
Jay R. Girotto

OTHER DONORS TO THE 
ENDOWMENT FUND

Christine Ausnit-Hood
Caitlin Donovan
Jon Gudeman
Leora Horwitz & Derek
    Kaufman
Edward Kang
Byram Karanjia
Caroline Choi Kim
Howard Kim
Ty Kim
John Kwaak
Eugene Lee & Sally Park
Eugene W. Lee
Andrea Letvin
Mary Ellen Moir
Mary Mullen & Harry
    Burstein
Joanna Handelman
    Nadler

DONATIONS TO THE 
HARVARD-RADCLIFFE 
ORCHESTRA FOR ANNUAL 
OPERATING SUPPORT AND 
TOUR FUND

BENEFACTOR ($50,000+)
Anonymous

SUSTAINER ($10,000+)
Katie and Paul Buttenweiser
Jay Girotto
Jerold and Stephanie Kayden
Maryellen Moir
Anonymous

ASSOCIATE ($5,000+)
Monica Kohler and
    Pedro Pizarro
Eugene Lee & Sally Park
Marilyn Malpass

SPONSOR ($1,000+)
Susan Abrams and Protik
    Majumder
Lawrence Franko
John and Hsing-Yi (Cindy) Ho
Christine Ausnit-Hood
Stephanie Hurder
Jeremy Hwang
Marion Letvin
Minsok Pak and Carrie 
    Shuchart
Carl H. Pforzheimer, III
Anonymous

FRIEND ($500+)
Owen and Angleine Allen
Sheila Botein and David
    Oakes
Edward Chen
Kristin and Corey Haugland 
Frederick and Allison Henle
Barbara Hulka
Caroline Choi Kim and
    Howard Kim
Joy Shen and Ruoding Li

Ogugua Ndili Obi and
    Reginald Obi
Harvey Weiss
Alvin Wen
Anonymous (3)

FAMILY (UP TO $499)
Johnathan Adair
Kyle and Mary Adler
    Foundation
Grace Anderson
Victoria Aschheim
Michael Albert Bamberger
Margaret Baron
Lili Barouch
Marcia Belvin
Laurence Berman
John and Sophie Bilezikian
Dylan Black
Michael Brenner
Laurence Brunton
Yi Cai and Qian Huang
Andrew Calkins
Pamela Campos
The Capuno Family
Lijan Chen
Daniel Chen
Lydia and Michael Chiang
Liza Ching
Bryan Choi
Sarah and Dick Co
Wallace Finley Dailey
David Davis
Tom Delbanco
Richard Dobrow
Nancy Drye
Edgar Engleman
Pang-Dian Fan
Miriam Farkas
Ellen Feingold
Melissa Feliciano
Marian Florence
Walter Foreman
David Forman
Tom Freudenheim
Anna and Bryan Garsten
Rolf and Nancy Goodwin
Kyle Gwo-Kai Chen
Rita Hao
Jon Harada
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Charles Hefling, Jr.
Stephen Hinkle
Eric Hintsa
Mike Ho, Jr.
Elizabeth Jockusch and
    Lionel Shapiro
Elisabeth Remy Johnson
Frederick Klein IV
W. Jeffrey Klemm
Robert Kogan
Abigail Lackman
Alison Lahnston
Susanna Lara and Horacio
    Gutierrez
Paul Lehrer
Albert Li
Lawrence Li
Franklin Liu
Joyce Lu
Michael Luskin
Sophia Macris
Elizabeth Mathieson
Robert Mawhinney
Susanne Melbye
David Miyamoto
Gerald Moshell
Katharine Flanders
Mukherji
Nancy Murray
Joanna Nadler
Jonathan Newmark
Glenn Noreen
Alfredo Ok
Ursula Oppens
Channing Paluck
Ronald Park
Karen Park
Brendan Pease
Louis and Lynn Philipson
Katherine Plummer

Charmian Curtis Proskauer
Maria Roglieri
Raymond Rosenbaum
Sydney Sawyier and
    Andrew Brickfield
Stephen Senturia
Anne Shreffler
Eero Simoncelli
Natasha Smalky
David Sogg
Lee Ann Song
Hannah Stallman
Deirde Stam
Alan Stern
Melissa and Gabriel Struck
Michael Tabak
Teddy Yang-Fu Tong
Mary Wagner
Gabriel Walker
Jennifer Wang
Michael Weinrich
Kent and Sally Westley
John Whitlock
Douglas and Laura Wilkins
David Wirth
Thomas Yates
Alfred Yen
Scott Yoo
Brian and Sandra Yuh
Anonymous (6)

PIERIAN LEGACY LEAGUE 
PLANNED GIVING SOCIETY 
(INDIVIDUALS WHO HAVE 
DESIGNATED HRO IN THEIR 
WILL OR TRUST)
Maryellen Gleason & Kim
Robert Ohlemeyer
Clifford Weber

Please contact Byram
Karanjia, Board President, if
you are interested in joining

the League, at
karanjia@hrofoundation.org.

HARVARD UNIVERSITY 
SPONSORS
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OUTREACH
HRO gives back to the community by sponsoring smaller groups of members to travel 
to nearby elementary schools and senior centers to perform music. Strengthening 
both the connections between HRO and the broader New England area as well as 
among students who sign up, we value the joy and togetherness music can bring to 

all, regardless of age or background.

HRO played cultural songs for students 
at the Cambridge-Ellis School in their 
language class on November 14, 2024.

On March 14, 2025, HRO played oldies 
tunes for the elderly at the Susan S. Bailis 

Assisted Living center.

HRO visited the Baldwin School on Feb-
ruary 28, 2025 to play an arrangement 

of Prokofiev’s Peter and the Wolf!

HRO was hired to perform holiday music 
on December 9, 2024, for shoppers at 

The COOP in Harvard Square!
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Please note Hamilton Hall is a Registered National Historic Landmark and is not handicap accessible to the 
performance hall on the second floor.

2025-26
C H A M B E R M U S I C  S E A S O N

        Tickets & Information at BostonArtistsEnsemble.org

Transcendence

In Search of  
New Worlds

Sunday, March 8 at 3:00 at St. Paul’s Church in Brookline

Beethoven
String Quartet No. 15 in A minor, Opus 132

Debussy
String Quartet in G minor, Opus 10
Julianne Lee, Lucia Lin – violins, Rebecca Gitter – viola, Jonathan Miller – cello

Friday, April 17 at 8:00 at Hamilton Hall in Salem 
Sunday, April 19 at 3:00 at St. Paul’s Church in Brookline

Verdi
String Quartet in E minor

Dvořák
String Quintet No. 3 in E-flat, Opus 97

Lucia Lin, Ayano Ninomiya – violins, Rebecca Gitter,  
Julianne Lee – violas, Jonathan Miller – cello
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ABOUT  SANDERS
THEATRE
Sanders Theatre at Memorial Hall is 
managed by the Office for the Arts at 
Harvard. 
All inquiries should be addressed to:

Memorial Hall / 
Lowell Hall Complex
45 Quincy Street, Room 027
Cambridge, MA 02138

Phone: 617-496-4595
Fax:     617-495-2420
Email:  memhall@fas.harvard.edu

CALENDAR OF EVENTS
See upcoming performances on the 
Harvard Box Office website:
https://www.boxoffice.harvard.edu

Exit the theatre on either side and de-
scend the stairs to the lower level.

Smoking is prohibited in Memorial Hall.

There is no parking at Sanders Theatre. 
Free parking for Sanders Theatre events 
is available at the Broadway Garage, 
corner of Broadway and Felton Streets, 
from one hour pre-performance to one 
hour post-performance. For some stu-
dent events, patrons will be asked to 
park at the 52 Oxford Street Garage.

Latecomers are seated at management’s 
discretion.

Use of cameras and audio or video re-
cording of any kind is prohibited. Equip-
ment will be confiscated.

Wheelchair accessible seating is avail-
able through the Harvard Box Office by 
telephone at 617-496-2222, TTY 617-
495-1642, or in person. Sanders Theatre 
is equipped with Assistive Listening De-
vices, which are available at the Box Of-
fice, one-half hour before performance 
time. For information about parking for 
disabled patrons, call the University Dis-
ability Services at 617-495-1859, Monday 
through Friday 9 AM to 5 PM, or email 
at disabilityservices@harvard.edu. Please 
call at least two business days in ad-
vance.

RESTROOMS

SMOKING

PARKING

LATECOMERS

PHOTOGRAPHY AND
RECORDING

ACCESS FOR PATRONS WITH 
DISABILITIES

THE HARVARD BOX OFFICE
Call: 617-496-2222; TTY: 617-495-1642
Advance Sales:
     Holyoke Center Arcade, 
     Harvard Square
     1350 Massachusetts Avenue
Website: www.boxoffice.harvard.edu
Pre-Performance Sales: Sanders Theatre 
at Memorial Hall.
Open on performance days only, at 12 
noon for matinees and 5 PM for evening 
performances. Open until one-half hour 
after curtain.

USHERING
Contact the Production Office at 617-
495-5595 about ushering opportunities.



21

Sanders Theatre Exit Plan
For your safety, please note the location

of the nearest emergency exit.

STAGE

ORCHESTRA

MEZZANINE
EXIT

EXIT EXIT

EXIT

EXIT

EXITEXIT

EXITSTAGE

BALCONY EXIT

EXIT

EXIT

Vectorworks Educational Version

Vectorworks Educational Version

SANDERS THEATRE EXIT PLAN
For your safety, please note the location of the nearest emergency exit.
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HIRE US
HRO is always open to playing for your events. We commonly send 
chamber groups comprised of orchestra members to play at weddings, 
corporate socials, banquets, parties, and more. Our musicians are pro-
fessional and nearby, and we provide appropriate and enjoyable rep-

ertoire for both players and audiences.

Go to https://forms.gle/fSD5er7sVuPAJVV79 or scan the QR code be-
low to request a group, or email hrorchestra@gmail.com to learn more.

REQUEST AN OUTREACH 
EVENT

HRO is open to performing at elementary schools, senior centers, and 
other local charitable organizations. Scan the QR code below to 

request an outreach performance for your affiliated organization, or 
email christianogata@hrorchestra.org to learn more.
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