


A little more than 30 years ago, most western audiences’ knowledge of contemporary Chinese
music rested upon two works: The “Yellow River” Piano Concerto and the “Butterfly Lovers”
Violin Concerto. Indeed, 30 years ago, these were the only two works permitted to be per-
formed for western audiences. But everything changed after the death of Mao and the end of
the Cultural Revolution. As a result of the economic reforms instituted by Deng Xiaoping, China
was suddenly thrust upon the world’s stage and when the universities reopened in 1977 (most
were closed for the duration of the Cultural Revolution), there was a manic drive for China to
take her place in the modern world.

The past 30 years have witnessed one of the most phenomenal episodes in human history: fol-
lowing Deng’s reforms and the subsequent opening up of China, the entirety of 20th century
western cultural innovations were suddenly made available to China’s artists and musicians.
From Isaac Stern’s pioneering visit to China in 1979, to the later cultural exchanges that brought
over many of the West’s most progressive composers and artists to lecture and teach (including
George Crumb and Alexander Goehr), the country’s young composers were all at once exposed
to the totality of 20th century western music, from Debussy (a composer whose music was
detested by Madame Mao), to John Cage!

It was during this cultural melee, that the Central Conservatory in Beijing reopened. Students
from around the country who had been “sent down” to work in China’s rural areas during the
Cultural Revolution rushed to Beijing to be considered for admission. It was this first class, the
now legendary “Class of 1978” that would produce China’s first generation of truly international
composers, including Chen Yi, Bright Sheng, Zhou Long, Tan Dun and others. 

The current program features the music of four contemporary Chinese composers – each of
whose works display a distinctive approach to blending eastern and western aesthetic tradi-
tions. In the music of classmates Chen Yi and Bright Sheng (both of whom currently reside and 
teach in America), they wrestled with how to approach the problem of incorporating traditional
Chinese material within the largely Western-derived language of modern music. For Sheng, 
this takes place primarily in terms of utilizing Chinese melodies and subject matter within the 
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context of a 20th century symphonic idiom. In Chen Yi’s music, she not only incorporates
Chinese melodies into her works, but frequently bases her compositions on ancient
Chinese musical theories, abstracting and distilling them into a unique, contemporary
musical language. In the case of versatile and prolific mainland composer Tang Jianping,
the sky is the limit! Tang freely draws on every available resource from Buddhist chants
to Bach Preludes and Fugues, creating accessible and emotionally compelling works
that could only have been written by a Chinese. The fourth voice in our fugue, 
Ma Shuilong is the dean of Taiwanese composers and has the honor of being the 
first-ever Taiwanese composer to have been performed at New York’s Lincoln Center.
Ma’s music is also characterized by the amphibious quality seen in that of his 
younger colleagues – namely adapting Chinese content to western forms and 
idioms in a musically and aesthetically satisfying manner.

And yet, despite the individuality and diversity of each voice in our 
four voice fugue, this represents only a fraction of China’s vibrant, 
kaleidoscopic contemporary music scene. To date, English-
language texts about contemporary Chinese music are still 
rare, and while the number of recordings of contemporary 
Chinese composers has increased in recent times, many 
of China’s greatest living composers remain unknown 
outside of their homeland. To this end, it has been
the wish of Michala Petri and Lars Hannibal, 
through their “Dialogue – East Meets West” 
to provide the opportunity for both Western 
and Chinese musicians and composers 
to creatively collaborate in an international, 
musical dialogue. 

Introduction by Joshua Cheek
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Born in Copenhagen on the 7th of July 1958, Michala Petri began playing the recorder at the age
of three and was first heard on Danish Radio when she was five. Her debut as concerto soloist
took place at the Tivoli Concert Hall in 1969, the year in which she began her studies with
Professor Ferdinand Conrad at the Hochschule für Musik und Theater in Hannover. Since then she
has toured extensively throughout Europe, North America, Israel, Australia and the Far East, per-
forming with musicians such as Pinchas Zukerman, James Galway, Joshua Bell, Maurice André,
Keith Jarrett, Gidon Kremer and Claudio Abbado and as soloist with many of the world’s major
chamber and symphony orchestras.

Michala Petri has received the highest praise for her astonishing virtuosity in a repertoire ranging
from the early baroque to contemporary works, many of them written especially for her. For many
years she has enjoyed working with guitarists including Göran Söllsher, Kazuhito Yamashita and
Manuel Barrueco. In 1992 she formed a duo with Danish guitarist and lute player Lars Hannibal,
with whom she tours all over the world.

Michala Petri was an exclusive recording artist for Philips from 1979 to 1987 and until 2005 for
BMG/RCA Red Seal. In 1997 she received the Deutscher Schallplattenpreis for her exciting col-
laboration with Vladimir Spivakov and the Moscow Virtuosi performing Vivaldi’s Flute Concertos.
In 2002 she was awarded a second Deutscher Schallplattenpreis for her album Kreisler
Inspirations with Lars Hannibal. Other recordings include Scandinavian popular music with the
London Philharmonic Orchestra, Moonchild’s Dream, an album of contemporary concertos writ-
ten for her with the English Chamber Orchestra; two albums of Bach and Handel Sonatas with
Keith Jarrett; and several albums of Baroque Concertos with the Academy of St. Martin-in-the-
Fields. Her recent recordings include the amazing 2005 recording for EMI of Vivaldi’s The Four
Seasons and Saint-Saêns’ Rondo Capriccioso with Thomas Dausgaard and The Swedish
Chamber Orchestra and the critically acclaimed Los Angeles Street Concerto: Michala Petri
plays Thomas Koppel (Dacapo), which received the Danish Music Award as Best Classical
Album in 2007.



In 2006, together with Lars Hannibal, Michala launched the OUR Recordings label. 
Recent recordings include Siesta, inspired by Latin American and Mediterranean music;
Movements, featuring the world premiere recordings of three concertos composed 
especially for her (and nominated for the 50th Annual Grammy® Awards) and Mozart’s
Flute Quartets, where she is joined by Carolin Widmann, violin, Ula Ulijona, viola and
Marta Sudraba, violoncello. In 2008, Michala Petri released a live recording from her 50th 

Birthday Concert with Kremerata Baltica; Dialogue - East meets West (together with
Chinese xiao/dizi player Chen Yue), a program of 10 duets composed especially for 
the CD by five Chinese and five Danish composers; and most recently Café Vienna
(with Lars Hannibal), a program of rare 19th century works  for recorder and guitar.

In 1997 Michala was nominated for the Nordic Council 
Music Prize and in 1998 received the Wilhelm Hansen 
Music Prize as well as the H.C. Lumbye Prize for her 
achievement in bringing classical music to a wider 
audience. In 2000 Michala Petri received the highly 
prestigious Sonning Music Prize, previously awarded 
among others to Stravinsky, Bernstein, Britten, 
Shostakovich, Menuhin and Miles Davis. 
In 2010 in connection with the Danish Queen 
Margrethe´s 70th Birthday, Michala recieved 
the Order: Knight of the Dannebrog of 
1st degree. Michala is Vice-president of 
the Danish Cancer Society and an 
Ambassador for UNICEF Denmark.

www.michalapetri.com
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The Copenhagen Philharmonic Orchestra traces its roots back to 1843, when H.C. Lumbye
became the first music director of the Tivoli Concert Hall Orchestra - consisting of 22 
musicians - upon the opening of The Tivoli Garden. Since then, the orchestra has grown 
to a full-size symphonic body, which continues to play concerts for a large domestic and
foreign audience in Tivoli each summer.

Until the beginning of the 1960s the orchestra was primarily active during the summer 
season - as The Tivoli Orchestra - but in 1965 the legal and financial base was established
for activities around the year: during the summer season performing as The Tivoli
Symphony Orchestra and during the winter season, as the Copenhagen Philharmonic.
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By virtue of playing more than 100 concerts, opera- and ballet-performances during
their combined seasons, the CPO is by far the busiest, and most versatile orchestra
in Denmark. In addition to performing symphonic concerts throughout Denmark, the
CPO also performs in collaboration with The Danish National Opera and the Royal
Danish Ballet and Opera. Furthermore, educational outreach activities in public
schools, music schools and high schools are an integral part of the orchestra’s
activities.

For more than 150 years, the world’s leading soloists and conductors have travelled
to Denmark to perform with The Copenhagen Philharmonic. 
From 1996 to 2000 Heinrich Schiff was the orchestra’s first chief conductor, fol-
lowed by the young Italo-Danish conductor Giordano Bellincampi, who held the
position until 2005. From September 2007, Lan Shui became the CPO’s chief con-
ductor with Romanian-born Cristian Mandeal serving as principal guest conductor.
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Born in Hangzhou, China, Lan Shui studied composition at the Shanghai Conservatory and
graduated from The Beijing Central Conservatory, where he studied conducting with Professor
Xu Xin and Professor Huang Fei Li. He made his professional conducting debut with the Central
Philharmonic Orchestra in Beijing in 1986 and was later appointed Conductor of the Beijing
Symphony. In 1986, Shui continued his graduate studies at Boston University and attended the
Tanglewood Music Festival, where he worked closely with Leonard Bernstein. In 1990, he con-
ducted at the Los Angeles Philharmonic’s Summer Festival, where he came to the attention of
David Zinman, who, in 1992, invited him to become Conducting Affiliate of the Baltimore
Symphony Orchestra for two seasons. From 1994 to 1997, Shui served as Associate Conductor
to Neeme Järvi at the Detroit Symphony Orchestra. During this same period Shui also assisted
Kurt Masur at The New York Philharmonic and worked with Pierre Boulez and the Cleveland
Orchestra as part of its Young Conductors Project in Paris. 

Lan Shui has been Music Director of the Singapore Symphony Orchestra since 1997, and has
been Chief Conductor of The Copenhagen Philharmonic since 2007. Under Shui’s direction, the
Singapore Symphony has become a world class ensemble. Shui has led the orchestra on sever-
al critically acclaimed tours to Germany, Switzerland, Japan, China, Hong Kong, Taiwan, France,
Spain and the US.

Lan Shui is very much in demand as a guest conductor on both sides of the Atlantic and has
worked with numerous orchestras including the Baltimore, Detroit and Houston Symphony
Orchestras, the Los Angeles Philharmonic and the Minnesota Orchestra, the Deutsches
Sinfonie-Orchester Berlin, Radio-Sinfonieorchester Stuttgart,  the MDR Sinfonieorchester, the
Göteborg Symphoniker, the Deutsche Radio Philharmonie Saarbrücken, Orchestre National de
Lille, the Danish National Symphony Orchestra and many others. He regularly appears at many
of the world’s most prestigious music festivals including Tanglewood, Aspen and Round Top.
Further collaborations have included Orquesta Sinfónica do Estado de São Paulo, the Pacific
Symphony Orchestra, as well as critically acclaimed European and US tours with both the
Singapore Symphony and the Copenhagen Philharmonic.



Since 1998, Lan Shui has recorded
over 16 CDs, including the first
ever complete cycle of symphonies
by Tcherepnin with the Singapore
Symphony, as well as music by
Malcolm Arnold and Paul
Hindemith with the Malmö
Symphony. He has worked with
world-class soloists such as Evelyn
Glennie, Cho-Liang Lin, Gil
Shaham and Michala Petri.
International Music Web chose one
of his most recent CDs, Seascape,
as one of the best releases of
2007, and his album Movements,
with the Danish National Symphony
Orchestra and Michala Petri, was
nominated for a Grammy Award
(2008). 

Lan Shui is the recipient of several
international awards: from the
Beijing Arts Festival, the New York
Tcherepnin Society, the 37th

Besancon Conductors’
Competition in France and Boston
University Distinguished Alumni
Award.
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Tang Jianping was born in Liaoyun, Jilin province in north-eastern China. Tang began his formal
musical studies in 1970 while attending the Jilin Art School, where he learned western percus-
sion. In 1978, he began composition studies with Professor Zhang Shouming and Professor
Huo Cunhui at the Shenyang Conservatory, and in 1985 he was accepted into the Beijing
Central Conservatory of Music. While at his studies at the Central Conservatory, Tang would
recieved both his master’s and doctorate degrees under the tutelage of Prof. Su Xi – becoming
the first student trained entirely in China to receive a post-graduate degree in composition. 

Tang Jianping is one of China’s most successful contemporary composers, and has composed
in virtually every genre and style, including electronic compositions, works for ethnic instrumen-
tal ensembles, film scores, and music for television. Throughout this diverse output one consis-
tently finds a distinctive Chinese humanistic spirit, whether the source of inspiration directly
quotes folk material or its philosophic orientation. In addition to his work as a composer, Tang is
the head of the Composition Department of The Central Conservatory of Music, a founding
member of the Chinese Folk Orchestra Society, creative director for the China Symphony
Development Foundation, director of the Chinese Opera Research Institute, a passionate schol-
ar of ethnic musicology, and a popular dissertation coach for doctoral students.

His representative works include: Chun Qiu (pipa concerto inspired by The Spring and Autumn
Annals, attributed to Confucius), Cang Cai, the percussion concerto Sacred Fire 2008, Fei Ge
(The Flying Song), Shaolin in the Wind, Jing Wei (music for the dance drama), White Horses
among the Reeds (cantata on Buddhist themes), music for the television documentary The
Forbidden City, Genghis Khan (a dramatic cantata for Mongolian throat singers, ethnic instru-
ments, soloists, choir and orchestra) and the opera Song of Youth, (based on the popular 1959
patriotic film of the same name). Tang’s music has received numerous national awards, including
the first “Golden Bell” Award for composition (for the pipa concerto Chun Qiu), Lotus Dance
Drama Award and the Ministry of Culture’s distinguished Wenhua music award.

Fei Ge was commissioned by Orchestra Asia in 2002, and was originally conceived as a concer-
to for the Chinese dizi (bamboo flute) accompanied by a Pan-Asian ensemble of instruments. 
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The present version scored 
for western orchestra is the 
composer’s own. The work’s title 
comes from the distinctive singing 
style of the Miao/Hmong people who live 
primarily in the Yunnan-Guizhou region in 
southwest China. The Miao have one of 
China’s richest and most varied ethnic music 
cultures, indeed they have said of themselves: 
“You will not know Miao music if you do not listen 
to reed flute; you will not understand Miao folk if you 
do not drink rice wine.” 
The Fei Ge or “Flying Song” is a type of courtship 
singing game where the lovers customarily call to each 
other over long distances. It is distinguished by a piercing tone quality
and a type of yodel – that actually amplifies the sound. Using this as
a point of departure, Tang freely drew upon ethnic musical styles,
including that of the Yi nationality. 

Fei Ge is divided into four sections, which play without pause. 
The work opens with a gentle, improvisatory section whose melodic
outlines are reminiscent of Miao Flying Songs. The tempo accelerates
and the second section begins with a trumpet fanfare – originally
scored for the strident-sounding Chinese shawm, called the Suona –
and features the characteristic, vigorous rhythms of a Yi festival
dance. A short cadenza leads to the lyrical heart of the work with the
recorder playing a gently ornamented melody that swings back and
forth between 4/4 and 6/8, punctuated by thirty-second-note runs. 
A second cadenza, ending on a long trill leads to the vigorous, 
triumphal concluding dance. 
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Born Sheng Zongliang on December 6, 1955 in Shanghai. He received his first musical instruc-
tion on piano from his mother and his early interest in music was nurtured through his father’s
record collection, which included many western classical works. During the mid ‘60s, the
Cultural Revolution quickly spread to Shanghai and the family’s piano and record collection
were confiscated in due course. 

Because of his musical ability, Sheng avoided being “sent down” so when he graduated from
junior high school, he auditioned for and was assigned to play piano and percussion in a folk
dance and song group in the Qinghai Province, on the Sino-Tibetan border. This was to be a
decisive experience in Shang’s development, for in addition to working as a practical musician,
he would also conduct, arrange and compose for the ensemble. His experiences in Qinghai
were also his first exposure to authentic Chinese folk music. When China’s universities
reopened in 1978, he was among the first students admitted to the Shanghai Conservatory of
Music where he studied composition from 1978-82. Following graduation, Sheng immigrated to
America where he would study with George Perle and Hugo Weisgall at Queens College in New
York and later with Chou Wen-Chung, Jack Beeson and Mario Davidovsky at Columbia
University. In 1985, while a student at the Tanglewood Music Center, Sheng met Leonard
Bernstein, who would become his mentor. Sheng studied composition and conducting with
Bernstein privately until Bernstein’s death in 1990. Following the premiere of H’un (Lacerations)
In Memoriam 1966-76 in 1988 by the New York Chamber Symphony, conducted by Gerard
Schwartz, Sheng’s music burst onto the global scene.

Bright Sheng has received numerous honors, from both his homeland and in his adopted home,
including three fellowships from the National Endowment for the Arts, a Charles Ives
Scholarship Award from the American Academy and Institute of Arts and Letters, and the fel-
lowships and awards from the Guggenheim, Jerome, Naumberg, and Rockefeller foundations. In
2001, Sheng received the MacArthur Foundation Fellowship and the American Award in Music
from the American Academy of Arts and Letters, and an ASCAP Achievement Award the follow-
ing year. He also was among the composers chosen by the Beijing 2008 Olympic Games
Committee to compose music for the opening ceremony.
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An extraordinarily prolific and versatile composer, Sheng has composed major works in virtually
every idiom, including orchestral and symphonic works, concertos, operas, choral music, and
chamber works. He has worked with some of the most important conductors and musicians of
the last 20 years, and has been commissioned to compose new works for the Lyric Opera of
Chicago, the Santa Fe Opera, the New York City Ballet, the Seattle Symphony, the Emerson
String Quartet and many others. In addition, Bright Sheng is extraordinarily in demand as a writer,
lecturer, pianist and conductor. Currently, Sheng is the Leonard Bernstein Distinguished University
Professor of Music at the University of Michigan where has been teaching composition since
1995.
Flute Moon was commissioned by the Houston Symphony Orchestra, and first performed, May
22nd, 1999, in Houson, Texas, with Christoph Eschenbach conducting the Houston Symphony
Orchestra. Less of a concerto than a musical diptych with the piccolo and flute taking solo roles,
Flute Moon is highly representative of how Sheng draws upon his heritage for inspiration. The first
movement is a vigorous Stravinskian toccata. The composer writes that the inspiration for this
piece came from the Chi Lin, the Chinese unicorn, also known as the “dragon horse”, one of the
four spiritual creatures or Sì Shòu entrusted with guarding each of the four directions on the com-
pass. The others are the dragon, the phoenix and the tortoise. The Chi lin was said to be eighteen
feet high and resembled a musk deer, but with the tail of an ox, the forehead of a wolf, and the
hoofs of a horse and covered with the scales of a dragon. It was believed to be a good omen and
was said to show itself only when a sage has appeared. The vigorous sixteenth-note rhytm in the
basses, celli and piano evoke the monstrous cadence of the male Chi’s mighty hooves – punctu-
ated with occasional “roars” (glissandi in the harp, piano and percussion) and thunderous pound-
ing from two pairs of timpani. 90 measures in, the piccolo enters, representing the female of the
species, or the Lin. The music of the piccolo’s first entry is the same that appeared at the piece’s
beginning but five-octaves higher, it sounds lithe and sportive. The mythical pair continues their
pas de deux, reaching its climax in a series of runs and trills in the recorder’s highest register,
before returning to the mood of the opening. But the female has the last word, and the movement
ends with a series of elegant arabesques from the recorder. The second movement of Flute Moon
is based upon the melody of an art song by the literati poet and composer Jiang Kui (1155-
c.1235) of the Song Dynasty.



14

Evanescent Fragrances 
(Translation by Bright Sheng)

Oh, moonlight, my old friend,
How many times have you accompanied
My flute beside the wintersweet blossom?

We plucked a sprig to arouse her beauty,
In the brisk and frosty air.

But now your poet is getting old,
And he has forgotten the love and lyrics;
Yet, he still resents the few flowers beyond the bamboo,
For their chilling fragrance has crept into his chamber.

The composer writes: “Jiang Kui lived in a period when half
of China (north of the Yangtze River) was occupied by for-
eign invaders - first the Jin people, also known as the
Nuezhen, ancestors of the Manchurians, who eventually in
1616 founded the Qing Dynasty. I was particularly attracted
by the poet’s subtle metaphorical expressions. In this poem,
the poet reminiscences and laments China’s prosperity
before the invasions under the moonlight – the witness.” The
ancient melody recurs throughout the movement, sometimes
suggested in the strings but appearing in its fullest statement
in the flute near the work’s conclusion. The music conveys
the complex emotional world of this nocturnal scene: the
beautiful moonlight, the chill of a late spring night, nostalgia
and the poet’s bitterness at having lost his homeland to 
foreign invaders.
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Ma Shui-long was born in Keelung, Taiwan in 1939. In 1959 he was accepted at the National
Taiwan Academy of the Arts where he studied theory and composition, graduating in 1964.
Following graduation he was engaged in a number of teaching positions, including Keelung City
Junior High School, Keelung Vocational High School and the Chungyu Institute of Technology. In
1972, he was awarded a scholarship to study with Dr. Oscar Sigmund in Regensburg at the
Kirchenmusik Hochschule, in what was then West Germany, graduating with distinction in 1975.
Upon his return from Germany, Ma was appointed Associate Professor of Musicology at
Soochow University, becoming full professor in 1980. In 1981 Ma helped to organize and found
the Department of Music at the National Institute of the Arts, later becoming head of the depart-
ment. Ma was selected to serve as president of the National Institute of the Arts in 1991, and
was later elected president of the Republic of China Composers Association in 1997. 

As a young artist growing up in Taiwan during the 1960s and 70s, Ma’s experiences were as
every bit as fraught as those of his mainland colleagues. Taiwan’s “Chinese Cultural
Renaissance Movement”, conceived as a corrective and reaction to Mao’s Cultural Revolution
on the mainland, ultimately produced similar results: namely that art and cultural production was
conscripted to serve the ideological demands of the state. Prior to the late 1970s, Taiwanese
composers were given the nearly impossible task of “creating a new, national music” while
being forbidden to draw on the musical heritage of the mainland as well as indigenous
Taiwanese musical traditions. It was only following his return to Taiwan in the 1980s that the
political and cultural environment has sufficiently relaxed to permit Ma to find his own composi-
tional voice. Throughout his career, Ma has distinguished himself as an exceptional educator
and administrator, teaching generations of Taiwanese composers and musicians. Ma’s major
works include: Rondo, (1963), String Quartet, (1970), Peacock Flies Southeast, (1977), the ballet
The Injustice to Dou E (1980), and the Bangdi Concerto (1984).

Ma Shui-long’s Bang Di Concerto is a milestone in the composer’s development and is justifi-
ably his best known composition, for it was in this piece that Ma was able to create a truly suc-
cessful musical synthesis between east and west. The piece was originally scored for bang di,
the sopranino member of the dizi or bamboo membrane flute family (others include the qudi and 



large dizi). The distinctive, piercing tone 
of the dizi is due to an extra hole drilled 
into the flute’s body, covered by a mem-
brane made of a square of skin peeled from 
the inside of reed or bamboo. This membrane 
acts as an amplifier, adding resonance and a 
characteristic “brightness” to the instrument’s tone. 
The concerto begins with a stately fanfare, which
quickly gives way to the recorder’s lively entrance.
While drawing on the melodic formulas of Chinese
folk music, Ma has closely followed the conventions
of the western concerto, in fact the Bangdi
Concerto might have been modeled on Liszt’s or
Franck’s cyclical form. An extended cadenza leads
to an abbreviated recapitulation of the opening
material and the movement comes to a grand
apotheosis. The second movement, Adagio
cantabile, is a lyrically rambling tone poem – at once
exotic and calming, with the soft rustle of percus-
sion suggesting a nocturnal scene in a tropical for-
est. Gradually, the texture becomes denser, the
recorder’s proclamations more emphatic, until there
is a grandiose return of the first movement’s open-
ing fanfare. The Finale (Allegretto con Gioco) returns
to the thematic material of the third movement, but
introduces new twists in the orchestration and
rhythm. A brief passage for recorder and percussion
signals the work’s coda: a final reminiscence of the
piece’s solemn opening bars.
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Chen Yi was born in 1953 in Guangzhou, China. She grew up in a very musical household, where
she was exposed to Western classical music. Chen Yi began piano lessons at the age of three
and started violin at the age of four and proved to have an exceptional talent. In 1968, during the
“Cultural Revolution” Chen’s family possessions were seized and she, her parents, brother and
sister were sent to different parts of China to receive “re-education through labor.”

Chen Yi recounts: “As with many other Chinese “intellectuals” during the Cultural Revolution, my
family and I couldn’t escape from the suffering of having our home searched, of being compelled
to perform forced labor, of having to engage in public self-criticism, and of having to live our lives
under the persistent stress of political pressure. The target of the Cultural Revolution was always
the people who had an education, especially if they had been exposed to Western culture.”

Despite this traumatic upheaval, Chen Yi would continue her devotion to music, performing
Paganini-style arrangements of revolutionary songs on her violin. It was also during this time that
Chen heard authentic Chinese music for the first time. The discovery would become a source of
spiritual strength for her, and forge a bond between her and the farmers and their families. At age
seventeen, her ordeal ended and she returned to Guangzhou and began working as concertmas-
ter in the orchestra of the Beijing Opera Troupe in Guangzhou, where she remained for the next
eight years. When the Beijing Central Conservatory reopened in 1978, Chen Yi was among the
first students accepted. In 1986, she became the first woman in China to receive a Master’s
Degree in Composition. 

Following earning her Master’s, Chen was invited by Chou Wen-chung to pursue her doctorate at
Columbia, where she also studied with electronic music pioneer, Mario Davidovsky. Following the
completion of her doctoral studies in 1993, Chen Yi’s music literally exploded onto the western
musical scene. She has received numerous awards and grants, including fellowships from 
the Guggenheim Foundation (1996) and the National Endowment for the Arts (1994), as well as
the Lieberson Award from the American Academy of Arts and Letters (1996). She has been a
recipient of the prestigious Charles Ives Living Award from the American Academy of Arts and
Letters (2001-04), and was elected to the American Academy of Arts and Sciences in 2005. 



Chen Yi has, since 1998, served as the
Lorena Searcey Cravens/Millsap/Missouri
Distinguished Professor in Music Composition
at the Conservatory of the University of
Missouri-Kansas City.

“The Ancient Chinese Beauty” was inspired by a vari-
ety of aspects of Chinese culture, including ancient
totems, the clay figurines of the Han dynasty (206 B.C.-
220 A.C.), and the cursive script of the Tang Dynasty
(618 - 907). Chen Yi says of her composition: 
“I decided to composed Michala Petri a piece in three
movements, each to showcase her recorders in different
tone colors and styles of playing. The alto is more flexi-
ble in running passages and wide melodic leaps; 
I used it in the 1st and 3rd movements, but in different textures. The sound of 
the 1st is mysterious, with a lot of glissandi, grace notes, and extreme registers with
sharp articulations, to imitate a variety of northern Chinese bamboo flute - the Bang Di,
(a rather high-pitched instrument ideal for virtuoso displays and subtle nuances of tone
color). The third movement is a fast, moto perpetuo – inspired by the sound of the south-
ern Chinese bamboo flute, called Qu Di, whose design enables it to perform legato
throughout its entire range. In the second movement, I used tenor recorder to evoke the
sounds of two unusual Chinese flutes – the large bamboo flute, or Da Di, (which has a
deeper, darker color) and the Xun, which is actually not a flute, but an ocarina made of
clay – it is also the very oldest Chinese wind instrument. The Xun has a breathy, haunting
sound, with a characteristic “falling” at the ending of a phrase.”

The work was premiered by Michala Petri with Beijing Philharmonic conducted by Shen
Hao in The Forbidden City in Beijing on April 4, 2008, to celebrate the 60th anniversary
of diplomatic relations between Denmark and the People’s Republic of China.
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Recorded April 12-15 2010 in the Concert Hall of 
The Royal Danish Academy of Music in Copenhagen.

Producer: Preben Iwan
Recorded in 88.2 kHz / 24bit
DPA microphones & AX24 converters / preamps.
Excecutive Producer: Lars Hannibal

Art Work and Cover Design: Charlotte E. Z. Bruun Petersen
Booklet Notes: Joshua Cheek
Chinese Translation: Miss Eos Cheng
Chinese Seals: Jenny Tao
Photos of Michala Petri: Tom Barnard, www.latentimage.dk
Photo of National Center of Performing Arts in Beijing: 
Tom Bonaventura, Getty Images.
The cover art depicts the stunning, modern design by French
architect Paul Andreu for The National Center of Performing Arts
in Beijing - a visual celebration of East meets West. 
Michala Petri had the pleasure of performing in this wonderful
Hall at the opening concert of the First ASEM Culture and Arts
Festival 2009.

Recorded and produced with generous 
support from Augustinus Fonden, Oticon Fonden, Dansk Solist
Forbund and Solistforeningen af 1921.

OUR Recordings wish to thank the Copenhagen Philharmonic
and its staff for an inspiring and creative cooperation.

Recorders: Moeck, Ehlert and Mollenhauer - Modern



21



22



23



24



25



26



27



28



29



30

OUR Recordings was launched in late 2006, and has to date released 12 critically acclaimed
CD`s - including the Grammy® nominated Movements. OUR Recordings is a musical showca-
se featuring the artistry of Michala Petri, the preeminent recorder virtuoso of her generation and
the visionary musical explorations of long-time duo-partner Lars Hannibal. This CD is the third
release in their ongoing Dialogue - East meets West project.
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OUR Recordings
Nordskraenten 3 | 2980 Kokkedal | Denmark 

www.ourrecordings.com 

Made in Germany and distributed by:
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TTaanngg  JJiiaannppiinngg  (b.1955)

FFeeii  GGee  (Flying Song)

Part I . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7:09

Part II  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6:14

Part III  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:41

BBrriigghhtt  SShheenngg  (b.1955)

FFlluuttee  MMoooonn  

Chi Lin’s Dance  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6:04

Flute Moon  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 12:53

MMaa  SShhuuii--lloonngg  (b.1939)

BBaammbboooo  FFlluuttee  CCoonncceerrttoo

Andante Grandioso  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 8:07

Adagio Cantabile  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6.25

Finale, Allegretto con Gioco . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3:51

CChheenn  YYii  (b.1953)

TThhee  AAnncciieenntt  CChhiinneessee  BBeeaauuttyy  

The Clay Figurines  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:12

The Ancient Totems  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4:15

The Dancing Ink  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:31

Total: 71:29    
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