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LUIGI BOCCHERINI Quintet in C Major for Flute, Oboe, Violin, Viola and Cello
(1743-1805) Allegro non troppo
Allegretto

Tempo di Minuetto
Gergely lttzés, Flute
Mingjia Liu, Oboe
TarnTravers, Violin
Sheng-Chieh Lan*, Viola

Yeonjin Kim, Cello

CAMILLE SAINT-SAENS Septet in E-flat Major, Op. 65
(1835-1921) Préambule

Menuet

Intermede

Gavotte et Final
Sergey Tyuteykin, Trumpet
Ke Karl Zhu, Violin
Huan Ci, Violin
Zhangjuan Liu, Viola
Xinyang Lv, Cello
Xu Luo”, Double Bass

Natalia Katyukova, Piano

~Intermission~
JOHANNES BRAHMS Piano Quintet in F Minor, Op. 34
(1833-1897) Allegro non troppo

Andante, un poco Adagio
Scherzo. Allegro - Trio
Finale. Poco sostenuto - Allegro non troppo
Weigang Li, Violin
Angelo XiangYu, Violin
Honggang Li, Viola
Nicholas Tzavaras, Cello

Xiaohan Wang, Piano
A Guest Artist
* Graduate Student
Gergely Ittzés plays a Sankyo flute.
Tarn Travers plays on a Joseph Curtin violin.
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NOteS on the PrOg ram Program Notes by Dr. Niccolo Athens

LUIGI BOCCHERINI
Quintet in C Major for Flute, Oboe, Violin, Viola and Cello

The lItalian composer and cellist Luigi Boccherini, roughly a contemporary of Haydn, spent
much of his professional life at various court appointments in Spain. Although today he is
only remembered for a handful of works, Boccherini was an extremely prolific composer,
and highly influential in his day, so much so that some of the works in his catalogue are
likely the work of other composers appropriating his name and reputation. (This was not an
uncommon practice during the 18th century — the most well-known such work is probably
the famous “Serenade” for string quartet long attributed to Haydn.) The authorship of this
particular quintet in C-major for flute, oboe, and strings is also questionable. Regardless of
who composed it, however, it is a largely placid and sunny work, albeit with the occasional
surprising touch of melancholy. Its transparent textures leave the performers ample space
for florid ornamentation throughout.

The Quintet’s first movement is for the most part a standard 18th-century “sonata form”
affair with a playful initial subject, and a variety of important themes introduced in the
secondary key-area that follows. Following a brief development section, the movement's
recapitulation appears rather suddenly, and is unusually truncated: it begins directly with
the secondary material, while the playful initial subject is never restated. The work’s central
movement is a minuet in the subdominant with two contrasting trios. The first of these
features an elegant dialogue between the flute and oboe, while the second is notable for its
expressive “stile antico” suspensions that contrast strikingly with the Galant atmosphere of
the work as a whole.

The quintet’s third and final movement is also its most unusual. Like the second movement,
it opens with a brief minuet in binary form. Rather than being paired with contrasting
trios, however, this short minuet goes on to serve as the theme for a set of 12 variations.
The initial melody, heard in the flute, turns out to be inconsequential. The material of real
importance is instead the bass-line played by the cello — a doggedly ascending and then
descending C-major scale, one note per bar. This scale is preserved unaltered in each
variation (although it is passed around between the different instruments of the ensemble).
New material is woven around this fixed element — almost in the manner of a passacaglia.
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CAMILLE SAINT-SAENS
Septet in E-flat Major, Op. 65

An ongoing preoccupation for Camille Saint-Saéns was to reforge for France a presence
in the domain of non-operatic instrumental music. In part, he accomplished this creatively
through the composition of numerous works of symphonic and chamber music, the latter
genre in particular having been neglected by French composers of the recent past. Another
area in which he focused his efforts was the revival of French instrumental music of more
distant vintage, editing the keyboard works of Rameau, for example. Both these strains
came together in his Septet in E-flat major, a sui generis piece of chamber music that
makes many overt references to Baroque models. The most notable feature of the work'’s
instrumentation is the inclusion of the trumpet, a humorous reference to the name of the
organization for which the piece was written (‘La Trompette’).

After a brief introduction dominated by the trumpet’s fanfare figures, the septet’s first
movement launches fearlessly into striding bass lines and fugal textures that immediately
conjure the musical style of the early 18th century. The septet's second movement is
a minuet, a brief galanterie in binary form that might be indistinguishable from the real
article if it were not for a few piquant harmonies and Romantic piano arpeggios. The work’s
third movement intermezzo is stylistically in a different world, more Italianate serenade
than “musique ancienne.” Its generous melodic unfolding reveals surprising depths of
contrapuntal invention. The septet’s closing movement is a gavotte and finale that returns to
a neo-Baroque vein. A pair of gavottes (a brisk dance form beginning on the second half of
the bar) arranged in ternary fashion a la Rameau are followed by a brisk fugato that brings
the work to a vigorous conclusion.
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JOHANNES BRAHMS
Piano Quintet in F Minor, Op. 34

As with many of Brahms’s masterpieces, the F-minor piano quintet of 1866 had a tortuous
gestation. While it is now regarded as one of the outstanding examples of the genre, it did not in
fact begin life as a piece for piano and string quartet. Brahms only finally settled on this form after
two years of work and as many discarded alternate versions. Nevertheless, the music perfectly
suits its final instrumentation: Brahms used his contrapuntal mastery to expand the textural variety
of the ensemble far past what Schumann accomplished in the work’s most notable predecessor.
Whereas Schumann’s work was largely dominated by the piano with the strings often sustaining
its harmonic outline, in Brahms's quintet the five instruments are combined in many more and
varied polyphonic possibilities.

The symphonic scale and intensity of the quintet is apparent from its first movement's opening
bars. A stormy primary theme in f minor gives way to a devious secondary theme in the remotely
related key of C-sharp minor (the minor submediant). The exposition is rounded off by a closing
theme in which the mode is adjusted to D-flat major, bringing the tonal shape of the entire first
stretch into clearer focus. The movement's development treats all the exposition's thematic
material with great imagination, Brahms upping the contrapuntal ante on the already very rich part
writing of the exposition. The recapitulation begins in a cunningly inventive way, with the initial
phrases of the primary theme intruding on the dominant pedal that closes the development before
it has resolved. The end of the recapitulation and the beginning of the coda that follows it seem
to promise a tranquil resolution into F major, but the music is wrenched back to the tonic minor
where the movement ends in a mood of grim defiance.

The quintet's second movement adagio is, like most of Brahms's inner movements, a more
modestly scaled ternary affair. Its main theme in A-flat major is tender and placid, while its stormy
central section is cast in E-major (resulting in the same flat-submediant key relationship that
characterized the first movement's exposition). The transition into the reprise of the A-flat major
theme makes many tonal feints towards other keys, so that when the moment of expected return
does at last occur it is exquisitely satisfying. The quintet’s scherzo is perhaps its most popular
and memorable movement. Extremely compelling in its relentless forward drive, the main body
of the movement is built around the alternation of two themes, one rhythmically disjointed and
unsettled, the other brash and heroic. A brief trio in C-major provides a stretch of gently noble
repose before the scherzo is repeated.

The work's lengthy finale more than fulfills the structural promise of its intense and elaborate
opening movement. The finale opens with a highly chromatic slow introduction based on a leaping
three-note motive, eventually settling on a dominant preparation for the main theme: a memorable
tune whose internal tonicization of the relative major gives it some of the “gypsy” flavor for which
the composer is so beloved. These theme goes on to be the basis for a “sonata-rondo” movement
of great vitality and ingenuity. The movement's marvelous coda begins with a transformation of
this main theme into a kind of funeral march that is then followed by a surprising final turn towards
the first movement's C-sharp minor. This in turn sets off another variant of the main theme, this
time an exhilarating 6/8 transformation of the tune that sets in motion a madcap dash to the finish.
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Meet the Ensemble

Tianjin Juilliard Ensemble

The Tianjin Juilliard Ensemble is a world-class, mixed-instrument ensemble
showcasing the distinguished faculty from The Tianjin Juilliard School.

As the resident ensemble of The Tianjin Juilliard School, The Tianjin Juilliard Ensemble
features some of the world’s finest classical musicians. They are solo artists and
former members of award winning chamber groups and top orchestras from North
America, Europe, and Asia.

These accomplished performers blend their talents to present concerts that draw on
the musicians’ international backgrounds, creating programs that are both dazzling
and thought-provoking. The Ensemble encompasses strings, winds, brass, harp,
percussion and piano allowing for versatile programming including both small and
large ensemble repertoire.

As one of the most exciting new ensembles in China, The Tianjin Juilliard Ensemble
kicked off its inaugural season in 2019 with performance tours in China and South
Korea in addition to regular concert series in Tianjin and Beijing.
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