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RICHARD STRAUSS Death and Transfiguration, Op. 24
(1864-1949) I. Largo

II. Allegro molto agitato

[Il. Meno mosso

IV. Moderato

~Intermission~

JOHANNES BRAHMS Symphony No. 4 in E Minor, Op. 98
(1833-1897) I Allegro non troppo

II. Andante moderato
[Il. Allegro giocoso

IV. Allegro energico e passionato

The program is subject to change.

Please be considerate to the performers and other members of the audience. If you must leave during the
performance, do so only at the end of a work. Taking photos, audio recordings and videos without prior written
permission from The Tianjin Juilliard School is strictly prohibited in this hall.
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Program Notes By Dr. Niccolo Athens

RICHARD STRAUSS
Death and Transfiguration, Op. 24

Richard Strauss composed Death and Transfiguration, one of his most celebrated
symphonic poems, when he was only twenty-four. A fully mature work, it is nevertheless
restrained, unified, and even classical in comparison with some of the composer's
subsequent efforts in the genre. The music is completely free of the grotesquerie and
excessively mimetic effects that mar tone poems such as Don Quixote or even the
otherwise formidable Alpine Symphony. After Strauss completed the work, he asked his
friend Alex Ritter to write a short poem elucidating the programmatic content of its four
main sections: the sick man near death, the battle between life and death, the dying man'’s
life passing before him, and finally the eponymous transfiguration and ascent into a higher
realm. Despite this putative programmatic content, the work’s form hews surprisingly
closely to the traditional sonata form, although modifying it in ingenious and expressively
potent ways.

The first section of the program corresponds to a lengthy slow introduction. This begins
with a memorable rhythmic motif evoking a faltering heartbeat. While the C Minor mood
is mostly dark and ominous, fragments of a soaring melody beginning with an octave leap
emerge from the gloom. The music eventually makes its way to a lengthy dominant pedal,
the traditional preparation for the beginning of the main allegro that follows. This allegro,
corresponding to the second part of the program, also serves as the first thematic group
of the work’s modified sonata form structure. Turbulent and chromatic, it is the kind of
music indispensable to the tradition of darkness to light redemption narratives stretching
back to Beethoven. The eventual redemption from this storm and stress usually comes
in the form of the major-key second theme that follows it, which must eventually make
its way triumphantly into the tonic major before work'’s conclusion. The music that occurs
in this section of Death and Transfiguration (corresponding to the first part of the third
section of the program) is indeed a lyrical theme in the dominant major of the usual type
— in fact it is @ more developed version of the upward leaping melody heard during the
introduction. What comes before it, however, ultimately turns out to be of even greater
importance. While this majorkey second theme is being prepared by a long dominant
pedal, two fragments of a nobly ascending melodic figure prefigure a new theme that, for
now, fails to materialize, leaving the aforementioned second theme to run its usual course.
This is then succeeded in turn by a stormy development section ticking all of the usual
boxes: the music modulates with abandon and combines all of the themes heard so far,
including the faltering rhythmic motif of the introduction, with freewheeling inventiveness.
As the development progresses the storm temporarily subsides and the rising theme
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prefigured only very briefly in the exposition during the preparation for the second theme
now begins to assert itself more clearly, beginning in A-flat Major. This new melody
repeatedly rebegins, attempting ever more emphatic appearances in different keys, none
of them the sought for tonic major. Developmental turbulence returns with renewed
vehemence, temporarily vanquishing these unfulfilled hopes and leading to a compressed
recapitulation of part of the slow introduction as well as the stormy first theme. This finally
leads to a long tonic pedal, over which the nobly ascending transfiguration melody slowly
pieces itself back together, finally emerging in its complete form in a gloriously radiant
C Major: the long-promised transfiguration is finally at hand. The terror of C Minor's
mortal threat is vanquished not by the merely human lyricism of the second subject, in
retrospect woefully inadequate to the task, but instead by this transfiguring element from
outside the confines of the usual sonata form structure, a compositional masterstroke of
deeply spiritual significance.
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JOHANNES BRAHMS
Symphony No. 4 in E Minor, Op. 98

Brahms's fourth and final symphony of 1886 is the culmination of his symphonic art: the
work is equal parts passionate outpouring and rigorous technical achievement. Though
this delicate balance, so essential to the great works of the Austro-German tradition, was
soon to be toppled asunder in the music of the composers of the following generation, in
the music of Brahms it received one final valedictory incarnation.

Brahms’s adherence to the traditional sonata form was lifelong, as was his quest to
invest this hallowed structure with new expressive significance. The first movement of
the E Minor symphony is perhaps his most astonishing achievement in this regard. Its
exposition begins with a sequential principal theme whose lilting wistfulness is gradually
transformed into passionate ardor. The lyrical second theme that succeeds it in the
dominant minor is set off by a memorable fanfare whose peculiar element of modal
mixture goes on to strongly color the music (including the following movement). The first
movement’s exposition ends with an unexpectedly placid third theme in the dominant
major that finally brings the music to rest on a single exquisitely prepared cadence. The
development begins with the head of first theme back in the tonic minor, feinting at an
exposition repeat that never materializes. The music soon modulates away, however,
veering into more turbulent waters. The intensely worked out thematic development
that follows deals largely with different parts of the first theme as well as the second
theme's preparatory fanfare, which develops out of proportion with its minor role in the
exposition. The recapitulation begins in the most unexpected and subtle fashion: the first
theme'’s opening notes are stretched out and reharmonized, the remainder of the theme
only returning in its original guise midcourse before the listener has realized that the long
awaited for restatement has in fact already begun.

The symphony's second movement andante, while relatively brief, is nevertheless a fully
realized symphonic slow movement, weighty and rich in comparison with the lighter
intermezzo-like affairs that Brahms often composed for interior movements. This andante
is cast in a version of the “sonata form without development” so beloved by Mozart in his
slow movements. Although its visionary first theme is ostensibly in E Major, it is tinged
with melancholy via the introduction of various flattened scale degrees borrowed from
the parallel minor. The movement’s gorgeous second theme that follows in the dominant
is more securely anchored in the major mode. Following a short bridge, the first theme
is then restated, purged of its minor-key elements, and, as if often the case in Mozart, a
robustly recomposed transition makes up for the missing development. After a passionate
tonic restatement of the second theme, the movement’s coda briefly restores the initial
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theme in its original melancholy guise.

The symphony's third movement is unusual — rather than a true scherzo, it is a fully
worked out sonata allegro that could have served as an effective finale for a symphony in
C Major. lts first theme is vigorous and march-like, while the contrasting second subject,
though underpinned by a current of subtle tonal ambiguity, is nevertheless both graceful
and ingratiating. As in the first movement, the third movement’s development begins
with a brief tonic restatement of the first theme that soon veers away from its original
path. Also like the first movement, this movement'’s recapitulation begins with deliberate
indirectness, omitting the principal theme’s memorable opening bars so that the music
rejoins its original course before the listener is aware of what has taken place.

The third movement's incongruity with the usual fourmovement plan gives rise to an
even more unusual finale. This finale is perhaps the most celebrated of Brahms's various
efforts to commune musically with his revered forebears. It is a passacaglia based loosely
on material from Bach's cantata 150. The passacaglia form, essentially a triple-meter set
of variations over a repeated bass, had been rarely used since its flowering during the
Baroque (although it did see a resurgence in the music of twentieth century composers,
perhaps following Brahms's example). Brahms groups his passacaglia's many variations
into three main sections, resulting in a ternary design that is nevertheless through-
composed and relentlessly developmental. The movement opens with the passacaglia
theme in its raw form, a passionate eruption given added emphasis by the first entrance
of the trombones. The first group of variations continue this passionate E Minor mood
that harkens back to the first movement. The second group of variations occur in a slower
tempo, and after a mournful variation featuring the solo flute, the music turns tenderly
towards the tonic major. The final group of variations begins with a wrenching return to E
Minor and the initial quicker tempo. Adding even more weight to this moment, Brahms
moves his passacaglia bass line to the top voice, a procedure that harkens back to Bach's
great C Minor passacaglia for organ. The final set of variations thus begun treats the
Passacaglia theme with ever greater intensity and freedom, utilizing both diminution and
inversion, and ensuring the music's developmental force continues unabated all the way
through the symphony’s shatteringly tragic final cadence.
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Conductor

SHAO-CHIA LU

“Der Dirigent Shao-Chia LU ist ein Meister der Zwischenténe.”
—— Siddeutsche Zeitung

Taiwan-born conductor Shao-Chia LU studied music in Taipei, later
at Indiana University in Bloomington, USA, and also at Vienna's
College of Music. His training resulted in first prizes at three
renowned international conductor competitions: Besancon (France),
Pedrotti (Italy) and Kondrashin (the Netherlands).

Shao-Chia LU accepted positions as General Music Director of
the Koblenz Theater (1998-2001), the Staatsorchester Rheinische
Philharmonie Koblenz (1998-2004), and the Staatsoper Hannover
(2001-2006). He was also Chief Conductor of the South Denmark
Philharmonic from 2014 to 2017.

Shao-Chia LU was Music Director of the Taiwan Philharmonic from
2010 to 2020, and has been honored with the title Conductor
Emeritus in 2021. He has also held the Distinguished Chair
Professor at Taipei National University of the Arts since September
2020.

Shao-Chia LU appears regularly as guest conductor at several
world-renowned opera houses, including Opera Australia in Sydney
and Melbourne, the English National Opera, Théatre de la Monnaie
in Brussels, Den Norske Opera in Oslo, Gothenburg Opera, Oper
Frankfurt, Staatsoper Hamburg and Stuttgart, Deutsche Oper and
Komische Oper Berlin.

Alongside his opera activities, LU is equally at home on concert
podiums. LU has worked frequently with many leading European
orchestras such as the Royal Concertgebouw Orchestra in
Amsterdam, Minchner Philharmoniker, SWR Stuttgart, Rundfunk-
Sinfonieorchester Berlin, the Oslo Philharmonic, the Swedish Radio
Orchestra, the Goteborg Sinfoniker, Orchestra dell’Accademia
Nazionale di Santa Cecilia, and Orchestre National de France. In
Asia, LU has worked with the Hong Kong Philharmonic, NHK, New
Japan Philharmonic, Seoul Philharmonic, KBS Symphony Orchestra
and leading orchestras in China.
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Meet the Orchestra

Tianjin Juilliard Orchestra

The Tianjin Juilliard Orchestra presents up to 10 concerts each season, performing a
diverse repertoire ranging from baroque to contemporary orchestral works, as well as
pieces using traditional Chinese instruments. Resident faculty and visiting artists lead
discussions, coach sectionals, and play side-by-side with students in rehearsals and
performances. In addition to concerts led by the resident conductor, in recent seasons
the orchestra has also worked with renowned guest conductors such as Chen Lin,
Shao En, Rachel Zhang, Lin Daye, Yu Long, Jing Huan and Lan Shui.

Violin

Angelina Lee, Concertmaster

Siqi Jing, Principal
Simon Luke Brown
Daniel Chang*
Hongbin Chen*
Karri Cheng
Huan Ci*
Shurui Duan+
Boyang Geng
Zimeng Guo®
Shugi Jiang
Linfeng Li
Jieru Li*
Xingyu Li*
Qianwen Liu
Mingyuan Ma
Mary Palencia®
Lingyun Wang*
Ruoyun Wang
Wanting Yu
Yijia Zhao

Yihe Zhang+
Yawen Zhou

Ke Zhu*

Viola

Haowen Sun, Co-Principal
Meitong Liu, Co-Principal
Junchi Bai+

Jingzi Chen

Michael Chong

Hungyu Lin*

Zhangjuan Liu*

Ao Peng*

Guangyu Shan

Rui Xu

Cello

Sunny Jin, Co-Principal
Yunbei Liu, Co-Principal
Anna Fromson-Ho

Cynthia Lei
Hongwenging Luo
Xinyang Lv*
Mingyin Ma®
Zheyuan Yang

Bass

Yuyao Ji, Principal
Xingi Lin®

Gege Man*
Yunze Wei°

Yi Wu

FanYang®

Flute

Diego Acosta
Yulong He
Puleum Kim

Yi Luo
Yucheng Zhang

Oboe

Ruotong Fan
Yongqi Lu
Yangkun Lv
Taysia Petersen

Clarinet

Yifei Huang

Jue Mei
Bingzhi Wang
Wenxuan Zhang

Bassoon
Mingze Li

Takao Sukegawa
Xingzhi Yang

Horn

Yung-Shan Hsieh
Yan Liang Lee
Jiapeng Li

Zuoxuan Li
Amir Sharipov
PeiYin Xu
Boxuan Zhang
Zhiyang Zhou

Trumpet

Hui Ping Lau
Supamongkol Naw
Binh Phan
Binghan Zhou

Trombone
Stefan Bencic
Danzengyixi
Ryan Shaw
James Tan
William Yee
Yuehan Zhu

Tuba
Uvahraaj Anbarasan

Timpani
Yuze Wu
Wenrui Xie

Percussion
Yuze Wu
Wenrui Xie

Harp
Tongxin Chen
Zhia Chee Chong

*: Guest Player

°: Continuing Education

+: TJCM Student
Arranged in alphabetical
order
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