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Sunday, May 15, 2022, 15:00 Tianjin Juilliard Concert Hall
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NICCOLO ATHENS
(b.1988)

WOLFGANG AMADEUS MOZART
(1766-1791)

HEITOR VILLA-LOBOS
(1887-1959)

JOHANNES BRAHMS
(1833-1897)

Trio for Trumpet, Horn and Trombone (World Premiere, 2022)

Vivace
Serioso, ma non troppo adagio
Allegro molto

Han Xiaoguang, Horn

Sergey Tyuteykin, Trumpet

Lee Allen, Trombone

Quintet in E-flat Major for Piano and Winds, K.452
Largo-Allegro moderato
Larghetto
Rondo. Allegretto

Scott Bell, Oboe

Xiangyu Zhou, Clarinet

Akio Koyama, Bassoon

Han Xiaoguang, Horn

Allie Su, Piano

~Intermission~

Bachianas brasileiras No.6, W392 (1939)
Aria (Chéro)
Fantasia

Gergely Ittzés, Flute

Akio Koyama, Bassoon

Piano Quartet No. 1 in g minor, Op. 25
Allegro
Intermezzo. Allegro, ma non troppo-Trio. Animato
Andante con moto
Rondo alla Zingarese. Presto
Weigang Li, Violin
Honggang Li, Viola
Nicholas Tzavaras, Cello
Linda Ruan*, Piano (1st, 2nd Movements)
Jinzhao Xu*, Piano (3rd, 4th Movements)

* The Tianjin Juilliard School Graduate Student
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Notes on the PrOg ram Program Notes by Dr. Niccolo Athens

NICCOLO ATHENS
Trio forTrumpet, Horn and Trombone

This modest trio is my attempt to contribute to the relatively sparse repertoire of brass
trios. The most well-known work for this combination is a charming but sleight and
insignificant work of Poulenc, so the field is wide open. Like Poulenc's, my own trio is
cast in three short movements in the usual fast-slow-fast arrangement. Its first movement
is a compact little sonata-form affair whose tonal structure is built on a symmetrical
division of the octave into minor thirds. It also makes use of an old trick: its recapitulation
is “missing” the music heard at the very beginning of the movement, which is instead
held in reserve to serve as a coda. The trio's slow second movement makes use of the
ancient technique of isorhythm: an unbroken line featuring repeating but non-aligned pitch
and rhythmic structures (“color” and “talea”) threads its way throughout the movement,
passed among the different three different instruments. My version of the isorhythmic
“color” also modulates, making use of the same cycle of minor thirds that serves as
the basis of the first movement's tonal structure. This all works as a scaffolding around
which the free-flowing counterpoint in the other parts is woven. The trio’s brisk finale
is also classical in form (“sonata-rondo”). Its development features a cyclical return of
the second movement’s “color” melody, while the coda features a distant recall of the
first movement’s principal theme. The work initially ended softly — all thanks go to the
performers for the suggestion to amend it, as | much prefer the version heard here.

BN A HENBRRNE  BRELES

ERhE - B/
ZER, AN BSEKSTF

FERB=SEZMHEENRD, FANR, BAMETXERNN=E%. X—FHHE
T, RMEZNFERZHBATLR - LARCIMEN: BR—EMMIERFHTRIENEY
BB G T. BALabOf, ZORBIEERAMNAIESE. ENZARBIET—
¥, BNXBEREURHA=ZNNKEMR, BER-E-ROENREH E—FE2—BT
ZEEN/NAERBHANE, ETIREN/N\ETEN=E. XERBEHET—NE
BT EREFEBOWENT2FZELMTERR, MEREETSENESIE
B, ZBEETNE_SECAT MERRDS ‘REDE", BEENEZTPENESE
HADANSTESETELEM(“color” and “talea” ), EEBNKEHRRFRLIFH=F
TENABREER, BEECHRARERATNZERBR, FAE—KEFRAEEHN
EAth, DU “color” T HALNER, XFEMTF -, HthF 2 BEHRINER
NESKECEERER. IE=—EEMEEHRATHRPN (S1SH-EHEH) . KE
HeREFBAHMEZREMN “color” R, EFFANNE—REMEAERETT
EARWRL, BE, XXMTFERFENR, ENER. KEERERIXNARITEIAIRA,
XN TFRFNINX I FNEBEEL.



Notes on the PrOg ram Program Notes by Dr. Niccolo Athens

WOLFGANG AMADEUS MOZART
Quintet in E-flat Major for Piano and Winds, K.452

This Quintet of 1784 is one of the pinnacles of Mozart's chamber music output, at least
if the composer himself is to be believed. Just after completing it, he wrote to his father
that it was at that time the best thing he had written, and an honest assessment of
the work’s qualities reveals this to have been more than the usual creative high spirits.
Beethoven too was an admirer of this work, emulating both its instrumentation and key
in one of his own early chamber works. This music is the epitome of Mozart's genius:
inimitable intricacies of counterpoint and harmony are balanced by unmatched melodic
grace and perfection of form. The total effect is rendered even more exquisite by Mozart's
profound appreciation of the heterogeneous timbral and expressive qualities of the
different wind instruments and the deftness with which he combines them with the piano.

The quintet’s first movement begins with a stately introduction that flowers into one of
Mozart's gorgeously elaborated suspension chains before coming to rest on the usual
dominant preparation. The sonata allegro that follows is moderate in tempo and intimate
in tone, all its main thematic material gentle in character. The second movement, a
Larghetto in the dominant key, is laid out in an expansive binary structure: its first section
begins with a quintessentially Mozartian slow-movement melody of great tenderness.
This is followed by a chromatically restless passage in which the main musical line is
passed between the four wind instruments. This culminates in a cadence in the dominant
key, bringing with it a sweetly wistful closing theme, a gift to the listener courtesy of the
composer's superfluous melodic generosity. The second section opens with a chromatic
development that further increases the level of harmonic instability, eventually reaching
the absurdly distant tonality of E minor before resolving back into the tonic in only a few
bars as if by magic. The quintet’s third movement rondo is a lightweight affair whose
most notable feature is a written out “cadenza” (borrowed from the concerto form) in
which all the instruments participate together. This serves to prepare a final abbreviated
restatement of the movement's principal theme, bringing the quintet to its conclusion.
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HEITOR VILLA-LOBOS
Bachianas brasileiras No.6, W392

Although he is generally remembered as Brazil's most famous composer of concert
music, Heitor Villa-Lobos was in fact one of the most intriguing musical figures of
his time from any nation. He deliberately embraced his status as an autodidact and
cultivated a reputation for a being a profound embodiment of his nation’s authentic
identity, almost like a Brazilian Mussorgsky. Unlike Mussorgsky however, Villa-Lobos
honed a fluent technique, becoming one of the most prolific composers of the 20th
century, composing profusely in all genres.

This two-movement duet for flute and bassoon of 1938 is the sixth in a series
nine “Bachianas Brasileiras” in which Villa-Lobos set out to combine Brazilian
musical materials with the style of Bach (or Baroque music more generally). Its first
movement is an aria subtitled “Choéro,” a genre of Brazilian popular music that Villa-
Lobos made his own, composing another series of works bearing this title. This aria
is a wistful D-minor affair, with a long, sequential bassoon melody, inflected by gentle
syncopations (sequences signify the Baroque, syncopations Brazil). This movement
is highly reminiscent of the previous installment in the series (No. 5), a striking work
for soprano and cello ensemble which has become by far Villa-Lobos's most famous
composition. The unchanging texture throughout is also a clear nod to the music of
the Baroque. The work's second movement, “Fantasia,” is freewheeling and angular,
and more representative of the composer’s usual style than the ubiquitous No. 5.
While also consisting primarily of the sequential treatment of different motives, it is
tonally much more adventurous than the first movement, introducing a great variety
of different musical ideas.
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JOHANNES BRAHMS
Piano Quartet No. 1 in g minor, Op. 25

As in many of Brahms's early chamber works, the symphonic grandeur of the musical
ideas in his first piano quartet seems to strain against the bounds of the instrumental
forces to which the composer consigned them. (Perhaps this is why Arnold Schoenberg
was compelled to transcribe the work for full orchestra). This is particularly true of
the work’s first movement, which combines Schubertian breadth with Beethovenian
thematic economy. Although theoretically a fast first movement, the impression is
one of sustained lyricism. The movement’'s expansive exposition contains a wealth
of different ideas, but the four-note motive first heard at the outset is of particular
importance. After new themes in the dominant minor and dominant major, it returns
in the form of a closing theme. Brahms follows this with an exact repeat of the work's
opening bars, lulling the listener into expecting an exposition repeat before launching
unexpectedly into a complex development section consisting mostly of an exhaustive
working out of the initial fournote motive. The moment of recapitulation is rendered
somewhat ambiguous by beginning “too late,” omitting the music already “used up” at
the beginning of the development.

The second movement “intermezzo” is a somewhat sedate replacement for the usual
scherzo. Its initial section is built over a steady stream of repeated eighth notes that
make their way doggedly around the ensemble, while the central trio is faster in tempo
and livelier in mood. A short coda based on the trio material rounds out the movement.
The third movement andante is full of richness and warmth, making studied use of the
surprisingly diverse textural possibilities of the small ensemble. The movement is cast
in an ingeniously modified ternary design, and after the lush lyricism of its opening
E-flat major theme, the heroic Polonaise of its central section comes as somewhat of
a surprise, as do the developmental vicissitudes into which the music then launches.
These struggles finally subside into an “wrong key"” return of the opening theme in C
major, which Brahms deftly redirects to the recapitulation proper in the movement's
home key, the movement’'s main theme this time generously ornamented and
elaborated anew. The quartet’s most popular movement is probably the last, a “gypsy”
finale that stands as part of a tradition stretching back at least to Haydn. It initially
unfolds as a very traditional Rondo: a spirited main theme in G-minor alternates with
several contrasting strains that have their own complete binary form. As the movement
progresses, however, these various materials are rotated with increasing freedom, the
musical eventually disintegrating into an incongruous piano cadenza, at which point the
music is slowly put back together again, the gypsy theme returning one final time in
the form of an exhilarating coda.
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