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CD1 Total time: 67:13

> (1878-80F 35k f
Anton I)RU(,I\NER (1824-1896)
Symphony No. 4 (1878/80, L. Nowak edition) E-flat major (Romantic)

o (Nicht zu schnell, keinesfalls schleppend) 11:12
Hh Finale (Bewegt, doch nicht zu schnell) 22:24

Recorded live at the National Concert Hall, Taipei on September 25, 2010

Total time: 51:55
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Jean SIBELIUS (
The Swan of Tuonela, from Lemminkdinen Suite, op. 22 09:02
HEEER FU1E Ming-I Lee, solo English horn

Recorded live at the National Concert Hall, Taipei on February 27, 2011

» VR SHE
Arnold SLHOENBERG (1874-1951)
Pelléas und Mélisande, op. 5

{ Anfang 03:48

IH) Heftig 03:15

H Lebhaft 04:00
rasch 03:24

<r|L§bE'7 Ein \Vcnig bewegter 05:21
) Schr langsam 04:29

B Etwas bewegt 02:19
11ATEMH) In gehender Bewegung 01:43 *E | E.ﬁ%—ﬁ% Shao-Chia Lii, conductor

e A8 4% Taiwan Philharmonic, the National Symphony Orchestra (NSO)

Recorded live at the Nat cert Hall, Taipei on March 6, 2011
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Shao-Chia Lii, conductor

“The conductor Shao-Chia LU is a master of nuance -
and an exceptionally gifted conductor.” — Suddeutsche
Zeitung

“... LU’s musical watchfulness is terrier-like in its intensity.
He pounces on the dramatic shifts in the score with
a seemingly feverish energy. His sense of rhythm is
exact and he knows how to signal unerringly each of
the many small changes of pace in a thoroughly studied
interpretation... he is, an deserves to be, the star of this
evening.” — The Sydney Morning Herald

Taiwan-born Shao-Chia Lii studied music in Taipei, later at
the Indiana University in Bloomington, USA, and also at the
College of Music Vienna. His training was topped off with
three important first prizes at renowned international conductor

competitions: Besancon, Trento and Amsterdam.

In 1995, he began his opera career as Erster Kapellmeister at the
Komische Oper Berlin. Numerous guest performances followed,
including the Opera Australia and the English National Opera,
the Theatre de la Monnaie in Brussels, the opera houses of
Frankfurt, Hamburg and Stuttgart as well as the Deutsche
Oper Berlin. In 1998, Shao-Chia Lii took over the position of

General Music Director of both the Staatsorchester Rheinische
Philharmonie Koblenz and the Koblenz Theatre.

Shao-Chia Lii, as General Music Director of the Staatsoper
Hannover between 2001 and 2006, has established himself
firmly as an excellent opera conductor through numerous
outstanding performances during this period of such repertoire
as: Aida, Ernani, Le nozze di Figaro, Jenufa, Vec Makropulos,
Fidelio, Turandot, Madama Butterfly, Tosca, Tristan und Isolde,
Der Fliegender Hollander, Wozzeck, osenkavalier, Elektra,
Salome, to name a few. In summer 2004, Shao-Chia Lii and the
Staatsoper Hannover earned international acknowledgement by
performing Pelléas et Mélisande at the renowned Vienna and
Edinburgh Festivals. Shao-Chia Lii’s recent opera engagements
include : Parsifal and Katja Kabanowa in Goteborg, Sweden, La
fanciulla del west in Stuttgart, Eugene Onegin at the Komische
Oper, Berlin, Madama Butterfly and Tosca in Sydney and

Melbourne.

Alongside his opera activities, Shao-Chia Lii is equally at
home on concert podiums. In 1994, he had his debut with the
Munchner Philharmoniker by replacing Sergiu Celibidache
at the last moment for 2 unchanged programms (including
Bruckner Symphony No. 8). The triumph of these concerts
brought him several further invitations from this orchestra. Apart

from the Munchner Philharmoniker, Lii has worked repeatedly

with many leading European orchestras, such as the Oslo
Philharmonic, the Orchestra Sinfonica di Santa Cecilia Rome,
the Norwegian and Swedish Radio Orchestra, the Helsinki
Philharmonic Orchestra, the Royal Liverpool Philharmonic, the
Bournemouth Symphony Orchestra, the Goteborg Symphonics,
the Orchestre National de France, the SWR Stuttgart, the
Rundfunksinfonieorchster Berlin, the Staatskapelle Weimar
and the Frankfurter Museumsorchester. In November 2011,
Shao-Chia Lii made his much acclaimed debut with the Royal
Concertgebouw Orchestra in Amsterdam.

Shao-Chia Lii has been Music Director of the Taiwan
Philharmonic, the National Symphony Orchestra (NSO) since
August 2010.
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Taiwan Philharmonic,
the National Symphony Orchestra (NSO)

“Under the Viennese-trained LU, (NSO) made the fin
de siecle sound world idiomatic. He coaxed from them
a burnished, glowing sound that showed off Strauss’s
(Elektra’s) luscious orchestration: the strings rippled with
menace and the brass and woodwind relished their angst-
filled discords.”— OPERA 2011/05

“Li has an innate gift for flow and pulse. His tight,
buoyant rhythms are the perfect match for this orchestra’s
incisive rhythms and astounding ensemble-sine qua non
qualities, ...” — American Record Guide 2011/01

“Shao-Chia Lu handled the second and third movements
of Mahler’s No.5 with tremendous finesse; conductor and
musicians interacted in perfect synthesis, fusing rhythmic
and melodic sense, rendering a powerful delivery...
L4 and Taiwan Philharmonic’s concert in Guangzhou
epitomized the pursuit of artistic perfection. —Yazhou
Zhoukan (Asia Week) 2010/12

“There was also a convincing performance of the Adagio
from Mahler’'s Tenth Symphony, LU’s carefully calibrated
rendering capturing the angst...The second programme
[featured] an utterly dazzling performance of Brahms’s

Piano Quartet in G minor arranged by Schoenberg.” —
Gramophone 2009/09

Founded in 1986, Taiwan Philharmonic, the National Symphony
Orchestra (NSO), also known as Taiwan Philharmonic, is hailed
as one of the best orchestras in the Asian Region and became
an artistic affiliate of the National Chiang Kai-Shek Cultural
Center, the nation’s center for the performing arts, in 2005. Led
by renowned conductor Shao-Chia Lii as its 5 music director
starting August 2010, the NSO has increasagl the country’s
cultural richness and music educational strength throughout

Taiwan.

The NSO with 96 members presents a 40-week musical season
of approximately 70 concerts/chamber recitals and one to two
operas each year. It also launched educational programs and
outreach projects mostly at its resident venue, the National
Concert Hall in Taipei. Tour performances are regularly offered
throughout Taiwan and overseas. It has toured to Vienna, Paris,
Berlin, Singapore, Kuala Lumpur, Sapporo, Tokyo, Yokohama,
Hong Kong and major cities in China.

The NSO works regularly with internationally acclaimed
conductors, such as Lorin Maazel, Krzysztof Penderecki,
Rudolf Barshai, Leonard Slatkin, Christopher Hogwood, Oleg
Caetani, Gennady Rozhdestvensky and soloists, including
Midori, Vadim Repin, Hilary Hahn, Baiba Skride, Yo-Yo Ma,
Gautier Capucon, Alban Gerhardt, Misha Maisky, Evelyn
Glennie, Martin Grubinger, Louis Lorti, Kin-Woo Paik, Stephen
Hough, Stephen Kovacevich, and many others.

The NSO has extended its artistic reach, involving in theater
and opera productions, such as working with Lin Hwai-Min, the
worldrenowned choreographer and founder of Taiwan’s Cloud
Gate Dance Theatre, Austrian digital artist Klaus Obermaier,
and opera stage directors Tobias Richter, Moffatt Oxenbould,
and Hans-Peter Lehmann. In addition to its record-breaking
semistage concert operas Der Ring des Nibelungen, and Elektra,
the NSO has collaborated with world-class opera houses for its
multinational productions, such as Der Rosenkavalier (Deutsche
Oper am Rhein, 2007), Carmen (Royal Opera House Covent
Garden, Norwegian National Opera and Opera Australia, 2009)
and Madama Butterfly (Opera Australia, 2012).

HAITOSN
il

\;
P

—_
—_



T B VRIS A - Al TR - BUHEHBIAZEE -

B EAER QRIE) BB - RATE SR BN Em - (B0 ey NRE

A FRERAE — M AR ZEAE » T AT AR 18 A TR B 5 o A 8 S 1 AT B
i+ T AT /)R R — B MR P 2o A — I e R — i L BR RS A A
B — R B AREE A b 5A B — AR EREE — R E--1 » BERE S — S E R A e
PRI B DR RRERIBERET > 55 AR IREIB BT - 2 = SRS
I BT R R H ROk - fEAR B SRR AR E B B e - (R
18) BT R YRR - SRl AR TS (e o 3 BRIl (3R AT AT, ©

1L N wle



HAI'TOSN
B EE0o

—_
'S

LW - AT ¢ Bk B OCHESDUSRACE N CIRiED)

(1878-80 *F3H v EET i)

X | BatRs (BNt BMARESLENITHT / SERER)

2 H - A B FAR (Anton Bruckner, 1824-1896) » & i 19 fif
FOIE RIS > (R8BS 4% ~ B b LA 5 E W
AT > — A Al AT o {th (AR R BRIt R L iy JE
(Ansfelden) » 6 FKGAIAE 4438 - BEENET ~ ERETFI/ MES: o
ACBIASETEM 13 BRIRE T > (AT TR - PR
HBCEBEE » o) {5 chiGi 1840 4 » fRT{EZL (Linz) »
AR TR B S 5 SE TR - S 1843-1849 4R » SERK
T B ~ —ER R AR E (A AR IR 0 1855 4F
ThATTEAE AR > MR 2R o S PR B R 2 R o

A LIS (18 4 T TR W AT A o SR R A ek
{ELR AT 5 PO AP T8 SO A HE R v B ~ AR T T T
AT AR X E IR o $ar Z W AT S » md
SRR AR L0 T A 4B S RE SR 5 B SE TR ~ 22
ZTREISETFRN S » A0 B 2 (8 PR T I ~ R AR
TREE AR JUHGR - BRI SR EEE R A
IO -

A SEHATE SR GH 52 S 1 F TR (2 R

A 1868 FH5 /5 Bl 4ty > RAwsbth i RARBEARR
B R FE LI EHERR AN BRAERPEN A

BB o ik g R X F A ED 0 EMA LI LR T ey —
BEEGEEE - ML FAHATRETREE LBk
AEAEAT B 55 o

AT DA R BRI R B » T SR {1 5 ) A S TR
BB R WTTRAT R o (e SR BI(E b el AR
e KERIRAL o Ay sc BT E S - SR AT 38 B2k » MR
FEE IE R > LUARIERBGRE » Bl R R IR
FE A REIRRRINR - 25— 5% 228 =0 <8t » A E
B ) L R v Y SO - — U AN EERRA > — B
VUSRAZ2ER (IRY8) (Die Romantische) A JE1SR ) <381 (IR
18) thRmE iR E # ~ il ws s Bl -

A& e fAIE A S SRR, - S8 B BITERS 1874 fEAY4LH
HARFIE > BRI o AR ARRER » RE L TR
it » Eb K3 (Sinfonie, Es-Dur) » 520742 A » fif i
W 7B A6 H T TREH ) (romantische) AR © 1877 4
A SO AR E fthrg 27 = R A8 B v i 1 o ROE B Ut 2R
VYRR o 1878 4 > AL T # TR RIIGEIH] » (B TE— ~ =~
VULEEs - O = 44 (AR ) R E TR 2 1880 4E 6 A
FPUSETE AF T - i ETE 1881 FF 2 H 20 H » HHE A
¥ (Hans Richter) 8 HiHE A 445 S4Bl Y - R RS »

(EFFALE - HEH A HUE AT R W SR E A -
AN » A& se e S T/ Mg > fNCER1E T —
SERAFE > G S T o

i B e AR AL & R (Max Auer) SO T #i & v il
B8 A S — AR IR IR — R —
508 e S R B T — AR AR RE REER R — BSR40
L 77 % R — AR R 38 5 R (Mittelalterliche Stadt —
Morgengrauen — Ritter reiten zum Tor hinaus — der Schatten des
Waldes umfangt sie — Vogelsang — und so entwickelt sich das
romantische Bild weiter) 32 {445 =AY 20 778 » 25T o
LeTE—PHIR - RS S U AR R R R

5% A B IS T SRR A K AR Sl = s -

MR T+ PR 2+3 (O E 23 TSR JE R ) e BT

FH el JE 1 26 — SRR R R F e Lk R A A%
Rl s {ESS IR AR > R RERITE & AT ARG o b
96 -

S (PO MRRIIITHR) (Andante quasi Allegretto) ¢
/NG HGERE 0 TESNS A-B-A-A-B-A o B G A BREERR
HRTEEIEH > RERRIE - B BN 1 BRIk Hh e ss -

WA E R R M B W EE 2L W etk > =KW
DIFERINE S - S iR R RS RAE AR L o

BB o e b (FTIRD (Jagd) » {1 A 5 44
HHEE > 82 A KA (scherzo) MILEHER (trio) » FF
[F 2 3R Gl S B 17 — %8 : Scherzo — Trio — Scherzo » ki
HR ISR > R ECHINEAT B L BRI L R SR dh - H
FRER BB S RIS — S S AR - B A AR 243 RS
RIARER A B > G R NI B TR E RS > B %
yS4TE o

AN — 445 » BRDYSE R AYE T th DIgy B RL SR G - 28
B BIRTE S —/NETHIBE - SERAEE 7E Bb KR8 &
Bb b RHE T 42 /1N > EESITICR T - EHEE AR L
T E ) Eb » SURARIEE — R 280 - DUED /NS
BB RETEAS — ~ B/ NEE IR B R B AT P KA
NE o 5872 R ARSI Z2 IS 2K » SR B EHOL F5 A
ZOHE S NHEFHIERES THIR o EEE (Koda) H1 - i
BTN T —BEASERT ~ BUEMRIIEERK (Choral) » FFK
S B EE BT T 0 B EIE -

BRSO

HAI'TOSN

—_
o



HAI'TOSN
B EE0o

—_
(=2}

Anton BRUCKNER (1824-1896):

Symphony No. 4 E-flat major (Romantic) (1878/80, L. Nowak edition)

Not even Bruckner's Eighth Symphony underwent such radical
changes as No. 4. Written in 1874, the composer revised it
substantially in 1877-78. While the thematic substance of
the first two movements remained identical there are great
differences in their details. Bruckner totally discarded the
Scherzo and Trio and replaced the third movement with the
celebrated "Hunting" Scherzo and its adorable Trio; the Finale,
now called the Volksfest, was substantially rewritten. In 1880
he composed yet another Finale, and this is the version that is
usually played. It is considered by some to be too sombre for the
rest of the work, but others think that it is the crowning glory of
this wonderful symphony. There is definitely a place, however,
for the much lighter Volksfest. At the same time there is also the
first printed score (the Loewe edition) of 1889. This contains
savage cuts, destroying the formal balance, and a complete re-
orchestration of nearly every bar.

These distortions were perpetrated by some of Bruckner's well-
meaning but misguided pupils in order to make this enormous
work more acceptable to contemporary audiences. It must
be recorded that the insecure composer, in his desire to be
performed, not only sanctioned these 'improvements' but, alas,
became an accomplice, taking part in these cruel distortions.
A gentle string tremolo at the beginning of the work awakens

in the sympathetic listener a 'cosmic feeling' even before the
magical horn calls.

These are taken up by the woodwind and soon the orchestra
intones Bruckner's favourite rhythmical pattern: two duplets
followed by three triplets. The full orchestra resumes this
rhythm in great strength, then stops after repeating one remote
major chord several times. Another remote key introduces
the charming dance-like second theme. The first two quavers
(eighth-notes) have staccato dots over them, while the second
pair has not, although most conductors play the second pair also
staccato. Therefore we use the following unusual bowing:The
exposition ends mysteriously, very softly. Now the horn tune is
magnificently embroidered by the wind instruments. A proud
chorale in the brass is followed by a soft section which leads to
the recapitulation, decorated by the flute and cellos. The ensuing
coda, like the coda in the last movement, is among Bruckner's
greatest. The second movement is a gentle funeral march. The
cellos introduce a noble melody, developed by the rest of the
orchestra. The second theme is an enormous song for the violas;
it is accompanied by the plucked notes of the other strings.

This viola melody, which, later in the movement, is repeated
a tone higher, is of great dynamic and rhythmical complexity.

After a great crescendo in the whole orchestra the music comes
to rest in the very remote key of C flat major. Without much
ado Bruckner moves up a semitone to the main key of the
movement, this time in the major. A sad, rather austere Trio for
clarinet, horn and violas concludes this movement, with a long
note in the violas. Bruckner wrote over this note a trill sign in

parentheses. Did he mean the trill was optional?

The “Hunting” Scherzo is a virtuosic study of Bruckner's
favourite rhythmical pattern, starting a softly as possible. It
is interesting that the composer begins the crescendo earlier
when the beginning is repeated later in the movement. Also
noteworthy in this harmonically brilliant movement is a cello
passage accompanied by three trombones. Bruckner is supposed
to have said that the quite wonderful Trio represents the hunters
unpacking and eating their cheese.

The lovely tune at the beginning of the Trio was originally
played by oboe and clarinet in unison but was later changed
(by others?) to the far less characterful unison of flute and
clarinet. After a throbbing crotchet (quarter-note) rhythm in
the lower strings, horn and clarinet play in long notes a big
step (an octave) down, followed by a smaller one (a third),
again downwards. This leads to the slow main tune in the

full orchestra. Its development finishes in the main key of
the symphony with a quotation of the horn call of the first
movement. The tempo slows down for a most beautiful passage
in the strings in the relative minor key. A charming 'innocent'
melody in the major follows, answered by yet another happy
melody. After these lyrical passages we are confronted by most
powerful sections developing the various themes. At the end of
the coda Bruckner in the earlier versions let the horns play their
first-movement call again, but later discarded the idea; however
it was put back (by others?), as in the Nowak edition. Some
think the composer rightly thought that the tune had already
been heard often enough.

© Georg Tintner, Naxos Music Library
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Jean SIBELIUS (1865-1957):

The Swan of Tuonela, from Lemminkdinen Suite, op. 22

For Sibelius, 1894 and 1895 marked a quiet period during
which he worked on the Lemminkdiinen Suite. When it was first
performed, in 1896, it was panned by music critic Karl Flodin.
After the second performance, Flodin wrote a scathing review,
and Sibelius reacted by banning two of the movements from
public performance, only allowing The Swan of Tuonela and
Lemminkdinen's Return to be published. Even these two he
revised. The suite was forgotten for a long time and it was not
performed in its entirety until the Kalevala centenary in 1935.
Sibelius later exchanged the places of the second and third

movements, making The Swan of Tuonela the second movement.

Lemminkdinen and the Maidens of Saari, the title movement,
as it were, is melodic and memorable. Sibelius wrote to his
publisher to explain its background: 'Lemminkéinen, the Don
Juan of Finnish mythology, abandons his young wife and goes
to Saari, where he sports with the young maidens; the men
chase him off." Lemminkdiinen in Tuonela is a sombre, anguished
depiction of the journey of Lemminkéinen to the black river of
Tuonela (land of the dead), where he is killed. Life triumphs,
however, since Lemminkéinen's mother brings her son back to

life. This event is aptly set in a touching and subdued lullaby.

The third and most important movement, The Swan of Tuonela,
is like a dream vision - enchanting, full of pathos and mysticism.
'The Swan of Tuonela, with its English horn melody and
wonderful melancholy harmonies, in the vision of a great poet,
was the verdict in France after a concert performance in 1900.
The Swan of Tuonela has been described as Sibelius's first true
masterpiece. The final movement of the suite, Lemminkdinen's
Return, is heroic music at its best: Lemminkiinen returns
home triumphantly to lucid and powerful music that is filled
with dramatic tension. The Lemminkdinen Suite was a step
further along the road on which Sibelius had embarked with
Kullervo and En Saga. In many ways, it paved the way for the
symphonies, the first of which Sibelius began to write soon

afterwards.

© Ralf Hermans, Naxos Music Library
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Arnold SCHOENBERG (1874-1951):
Pelléas und Mélisande, op. 5

Schoenberg began the composition of his polyphonic tone
poem Pelléas und Mélisande in Berlin in 1902 and completed
it in Vienna the following year. According to Schoenberg, "The
first performance, 1905, in Vienna, under my own direction,
provoked riots among the audience and even the critics.
Reviews were unusually violent and one of the critics suggested
putting me in an asylum and keeping music paper out of my
reach. Only six years later, under Oscar Fried's direction, it
became a great success, and since that time has not caused the
anger of the audience. " However, the piece was highly praised
when performed in Prague in February 1912, in Amsterdam
in November, and in St. Petersburg in December. Stravinsky,
who had just met the Viennese composer in Berlin, wrote
to musician friends in his native city extolling the genius of
Schoenberg, though he himself had not yet heard Pelléas und
Mélisande.

The music is often compared to Debussy's opera based on the
same text by Maurice Maeterlinck, and the distinction has
been widely accepted that Schoenberg succeeded in elevating
the same material from the particular to the general. Thus he
does not attempt to evoke the sounds and atmosphere of the
first scene in the forest in Brittany, in which Golaud and his

future wife, Mélisande, find each other, but instead mixes

motives in sombre harmonies and instrumental colors that
unmistakably convey a sense of tragic fate. The deep bass
register and the dense harmony at the beginning are followed
by a solo oboe playing a tender theme beginning on a high
note and characterizing Mélisande. This theme is developed
polyphonically, as are all of the other themes. Neither before
nor since has any music for large orchestra offered so many
layers of intertwined counterpoint. The scene in the death
chamber of Mélisande coincidentally employs the whole-
tone scale for the first time in the world of German music,
whether or not Schoenberg borrowed it from Debussy. This
most gorgeous quiet climax in the work is made beatific by
the funereal brass-instrument chorale in the middle and lower

ranges of the orchestra.

© Robert Craft, Naxos Music Library
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