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PROGRAM 

Quartet in G Major, Op. 33 No. 5 (1781), Hob. III: 41 
Vivace assai 
Largo cantabile 
Scherzo - Trio 
Finale. Allegretto 

Quartet No.3 in F Major, Op. 73 (1946) 
Allegretto 
Moderato con mota 
Allegro non troppo 
Adagio 
Moderato 

INTERMISSIO 

Ludwig van Beethoven 
(1770-1827) 

Quartet inC Sharp Minor, Op. 131 (1 826) 
Adagio, rna non troppo e malta espressivo 
Allegro malta vivace 
Allegro moderato 
Andante, rna non troppo e malta cantabile 

(Theme and Variations) 
Presto 
Adagio quasi un poco andante 
Allegro 
(play ed w ithout pause) 

Photographing and sound recording are prohibited. 
We funher request that audible paging devices not be used during performances. 

Paging arr.lngements may be made with the ushers. 

If it is anticipated that tickets will not be used, subscribers are encourJged to rum !.hem in for resale. 
This is a tax-deductible donation. Call 285-5400. 
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PROGRAM NOTES 
Quartet in G Major, Op. 33, No. 5 

Franz Joseph Haydn 

I n Griesinger's biography of Haydn , published a year 
after the composer's death in 1809, there appears this charming 

episode from around 1750: ·A Baron Fuernberg had an estate in 
Weinzierl , several rages from Vienna; and from time to time he invit
ed his parish priest, his estate manager, Haydn, and Albrechtsberger, 
in order to have a little music. Uohann Albrechtsberger, 1 32-1809, 
Haydn's exact contemporary, became a famous theorist and compos
er. Forty years later, Beethoven, frustrated by his teacher Haydn's lax 
instruction, would ask Albrechtsberger to supplement his counterpoint 
training.] Fuernberg asked Haydn to write something that could be 
pl:lyed by these four friends of the Art. The eighteen-year-old Haydn 
accepted the proposal, and so originated his first Quartet which, 
immediately on its appearance, received such uncommon applause as 
to encourage him to continue in this genre: 

Haydn did indeed continue, and over the following rwenty years 
produced many highly successful ets of quartets. culminating in the 
complex and masterful opus 20 of 1772. Increased opera load at 
Esterhazy and various professional and personal contingencies cur· 
tailed his quartet writing for the ne:-.1 eight or nine years. When he 
took up quartet writing again for op. 33, it was in what he himself 
called "a new and special way," a phrase he used in a number of let
ters from 1781 offering this set of six works for ale by subscription. 
This was not mere advertising fluff, as has sometimes been suggested. 
Whether it was the influence of his comic opera writing, or the bright
ening of his di mal marriage by the beginning of a happy affair with 
Luigia Polzelli. soprano in his opera company (and wife of one of 
his violinists), or the fact that the Esterhazy opera theater burned 
down in 1779-who can really know-the quartets of op. 33 are, 
compared to op. 20, brighter, more concentrated, more luminously 
clear and playful. They are often referred to as Gli scherzi and are, in 
Tovey's phrase ' the lightest of all Haydn's mature comedies: 

Haydn scholar H. C. Robbins Landon offers a precis of this ·new 
and special"-and very successful- way: "Haydn 's symphonies, 
sonatas, and quartets of the 1 80's were in the new, ·popular' style
folk-like tunes alternating with learned contrapuntal developments 
and pert Austrian minuets leading to finales in the new sonata rondo 
form. Soon Haydn created a huge school of follower . . . The 
Haydn school had conquered Europe.' There was certainly a fertile 
cross-pollination berween Mozart and Haydn: op. 33 hows more than 
a little influence of the younger master, and it was the e quartets. in 
tum, that inspired Mozart to write his six "Haydn Quartets.' 

In addition to the tylistic synthesis mentioned by Landon, the new 
way featured a profound economy of means. Haydn could build a 
movement out of almost nothing- some repeated notes. an upbeat 
figure , a silence- which he would deploy with his perfect sense of 
rhythm, phrasing, and dramatic timing, placing these elements in wirty 
contexts and dynamic balances. The first movement of op. 33, no. 5, 
for example, begins with (and extensively develop ) a little rising 
scale figure that, as the final cadence of the movement proves, really 
is an ending. The third movement is a riot of misplaced accents and 
unexpected pauses. The Trio plays the straight man. The other move
ments are. by contrast, conceptually impler, although the second. an 
impassioned viol in solo in a concertante style, feels like the work's 
emotional center. The last movement, a deceptively imple set of vari
ations on a ' folk-like" tune whose "hook" is some subtlv modal chord 
changes, sets the whole work down with nary a bump . . 

Haydn continued writing quartets throughout his life, over eighty 
of them, all possessing that sense of the earthy merged with the ·ub
lime, of the amateur ascending Parnassus- that the true Humanist 
ide:~! which the Cia ·ical style, and the string quartet in particular, can 

project. These magnificent works are imbued with the image of ·four 
friends of the Art" among whom, as music lovers, we may count our
selves. 

Tbis is the first performance of Ibis work in a Friends of Music 
concert. 

Program notes by Paul Epstern. 

Qttartet No. 3 in F Major, Op. 73 
Dmitri Shostakovich 

I t helps to think of Shostakovich's instrumental music-the sym
phonies, the quartets-as a kind of multi-leveled theater. where 

strongly characterized musical ideas are played out on musical, cultur
al, personal. and historical stages. Musical relationships are, by their 
high expressive charge, recast as dramatic situations and encounters. 
On the large t-scale musical level. for instance, note how the strangely 
distant key relationships of the three middle movements to the outer 
ones give the work an expansive, troubled frame; or, in ever decreas
ing scale, how the first movement's development section, a remark
able double fugue, does not o much lead to the recap as it is 
repressed by it; or how the foreshortening of the recap replace the 
Classical sense of proportion with a more modern sense of unresolv
ability; or the way Shostakovich's melodies often seem at harmonic or 
ironic odds with their accompaniments (in the second movement, for 
instance); or how, in that movemem's chillingly hushed middle sec
tion, the almost total stasis seems more like a total threat; or at the 
smallest, note-to-note level , how the drooping, ha lf-step cadences 
conclude the whole piece with more re ignation than resolution. 

Also, at the cultural level, the music summon up a complex web 
of associations and references, oblique and direct, which Shostakovich 
actively manipulates to programmatic effect. You'd never guess from 
the first movement' · jauntily popular, even silly, opening tune that this 
monumental work, written in 1946, is one of a constellation of works, 
including the eventh and Eighth Symphonies, dealing with the 
Russian experience of the Second World War. hostakovich's music is 
so emotionally specific and direct that he wasn't afraid of taking an 
overtly programmatic approach. In fact, he was really unable to do 
otherwise, since the ruling Party demanded that cr/1 art serve its social 
program. The multidimensional depth of his expressive language 
allowed him to promote programs which seemed acceptable to the 
Party taste makers but which the public knew meant omething much 
truer and darker. The official line on the eventh Symphony, the 
"Leningrad," is that it depicts the terrible siege that the city endured. 
Later, Shostakovich was quoted as aying "It's about the Leningrad 
that tal in destroyed and that Hitler merely finished oil" Likewise, the 
Eighth Quartet is dedicated "to the victims of Fascism." but is at least 
as much about the victims of Sta lin's bloody repression. The Third 
Quartet originally had program titles: 1) "Calm unawarene of the 
future cataclysm," 2) ·Rumblings of unrest and anticipation: 3) "The 
forces of war unlea hed," q) "Homage to the Dead," 5) ·The eternal 
question- Why' And fo r what?" The ambiguity of the titles, plus the 
fact that they were withdrawn should warn us against taking them too 
literally. They're a good starting point, though. 

The goofiness of the opening tune is also ironic in the context of 
the historically serious string quartet medium. hostakovich wa keen
ly aware of the quartet's august pedigree, and even when he is delib
erately defying formal expectations. the gho ts of Beethoven and 
Haydn are never far away. But, as with the two other masters· work, it 
is the gigantic range of forms. tyles, and routines which hostakovich 
draws into the mix that gives the work such breadth and life. 
Embedded in the still psychologically compelling structures of sonata 
forms we find show tunes (movement 1), waltzes (2), marches and 
insane, asymmetrical ,tomps (:)). mingling with fugues ( 1), and funeral 



marches and prayers (4). As is often the ca e in Shost:akovich's quar
tets, the last movement amalgamates and transforms the material of 
the preceding movements. 

At a personal level this music demands a high le\'el of emotional. 
cultural, and even, for his contemporary audiences, political engage
ment. hostakovich's own historical situatton creates fo r us yet anoth
er dimension: he was the idealist-survivor, officially appointed, but 
more deeply the ·elf-designated voice of the people. whose commit
ment to writing music that meant something to his society came into 
ll:lgic conflict with some of the most powerful forces of our time. 

This is the secontl time this work bas appeared on a Friends of 
Music program. It was last played by the American Stn'ng Quartet in 
Apri11984. 

Program 110res IJy Paul Epsrein. 

Quartet inC Sharp Minor, Op. 131 
Ludwig van Beethoven 

Beethoven once confided to friend Karl Holz that. while each of 
his sixteen quartets was unique, "each in its way," his favorite 

was the C sharp minor, op. 131. When chuben heard the piece, Holz 
reponed that "He fell into such a st:ate of excitement and enthusiasm 
that we were all frightened for him." Down to our own day many 
people, musicians as well as listeners, consider it the greatest quartet 
ever wrinen. 

l..:Jsting close to forty minutes, the quartet is di\'ided into seven 
sections that are played without pause, creating a completely organic, 
well-integrated whole. The burden for projecting this underlying unity 
re~ts with the performers, who must maintain the proper relationships 
of tempo and mood for the work to flow smoothly from beginning to 
end. ' 

Beethoven began to work on op. 131 late in 1825. after he had 
completed the th ree-quartet commission (opp. 12i. 130, 132) for 
Prince Galitzin, and presented it to the publisher on July 12 of the 
next year. Beethoven's flippant note on the score--Put together from 
ptlferings from this and that"-caused the publisher great concern, 
and the composer had to assure the publisher that the music was 
completely original, and his remark was only a joke. The quartet was 
dedicated to Baron joseph von Srutterheim, Field Marshal, in gratitude 
for accepting Beethoven's nephew Karl into the baron's regiment. 
Scholars believe that the first hearing was at a pri,·ate concert in 
Vienna in December 1826, but that the initial public performance did 
not t:ake place until 1835, long after Beethoven's death. 

The very slow introductory Adagio, which Richard Wagner said 
' reveals the most melancholy sentiment in music," i basically a fugue, 
with four episodes and a coda, all based on the sober melody origi
nally stated by the ftrst violin. More than sorrowful or pitying, ·the 
music is contemplative and serene, surmounting personal despair and 
sadness. The section ends with a quiet rising C harp octave leap, 
which finds an echo in the ascending D octave leap that opens the 
econd section. 

The fast second movement sails forth, cheery and open-faced. 
with none of the profundity or expre ivity of the first movement. 
Even the thematic material contributes no striking contrasts to create 
dramatic tension; the sa me kind of warm, good spi rits prevail 
throughout. 

The short movement that follows, only eleven measures long, is in 
effect a recitative, a rhythmically free introduction to the Andante that 
follows without pause. 

The fourth movement is an expansive theme and variations that 
provides the pivotal central focus of the entire quartet. The syncopat
ed theme, which Wagner called the "incarnation of mnocence," i 
shared by the two violins. Beethoven then puts the mdody through a 
senes of six variations in which it is completely shaped and fash ioned 
to re,•e-JI fully all of its expn::ssive potential. 

The Presto corresponds to the Classical scherzo movement, playful 
and humorous in spi rit. The lightness of character, though, disguises a 
score that is treacherously difficult for the mu icians. It requires gre-at 
delicacy of touch and split-second reaction times to interweave the 
four pans and achieve the smooth flow that is necessary. After the 
abrupt four-note growl by the cello that opens the movement, the fir t 
violin picks up the dancelike tune. Passages of smooth legato arti
cu lation interrupt sta tements of the bright, bouncy main theme. 
Beethoven directs that the final return of the opening rune be played 
ponticello (bowed near the bridge), producing a glassy, whistlelike 
ound. The whirlwind motion continues until two sets of chords effec

tively end the movement. 
The short, intro pective Adagio, only twenty-eight measures long, 

provides a transition between the gay flight of the preceding Presto 
and the rhythmic excitement of the finale. Based on a mournful, med
itative mdody, which is first played by the viola, the Adagio moves 
directly to the Ia t ection. 

Two bold, angry unison phra es precede the martial main theme 
with its dotted (long-short) rhythm, which recalls the last movement 
of Beethoven's E minor quartet, op. 59, no. 2. Forcefully, and with 
great thrust , the melody builds up momentum until a quiet contrasting 
melody, obviously derived from the melody of the opening fugue, 
intercedes. The second theme. a long descending line that slows 
down as it jumps to three high notes at the end, is heard before a 
shortened development, recapitulation. and full-length coda. In sum
marizing this movement, Richard Wagner wrote: -This is the fury of 
the world's dance-fierce pleasure, agony, ecstasy of love, joy, anger, 
passion, and suffering; lightning flashes and thunder rolls; and above 
the tumult the indomitable fiddler whirls us on to the abyss. Amid the 
clamour he miles, for to him it is nothing but a mocking fantasy; at 
the end, the darkness beckons him away, and his taSk is done." 

This is the tenth time this work bas appeared on a Friends of 
Music program; it was last played by the Tokyo Quartet in September 
1993. 

Program notes IJy Melvin Berger,Jrom his Guide to Cbamber Music 
(New York: Anchor lxmbleday, 1985). 

~·~ 
The Emerson String Quartet 

The Emerson tring Quartet is one of the premier chamber ensem
bles of our time. The Quartet's credits include an exclusive 

Deutsche Grammophon recording contract, three Grammy Awards 
including Best Classical Album, Gramophone Magazine's Record of the 
Year Award, and a schedule of more than 100 concertS each season. 
During the 1995-96 season. the Quartet will perform in virtually all of 
the world's music capitals, including New York, Washington, D.C., 
Chicago, Philadelphia, Toronto, Los Angeles, San Francisco, Zurich, 
Rome, Milan, Florence. london, Munich, and Paris. The Quartet has 
performed many benefit concertS for causes ranging from nuclear dis
armament to the fight against AJDS, world hunger, and children's dis
eases. The Emerson String Quartet took its name from the great 
American poet and philo opher Ralph Waldo Emerson in the U. 
Bicentennial year. The Quartet has been the topic of two award-win
ning films, is fearured on a Teldec laser disc and holds residencies at 
the Hartt School of Music and the mith onian Institution. 

Eugene Drucker plays a violin made by Antonio Sll:ldivari in 1686, 
and Philip etzer's violin was made in France in I 93 by Nicholas 
lupot. Lawrence Dutton's viola was made in Milan in 1796 by Pietro 
Giovanni Mantegazza, and David Finckel's cello, also made in Milan, 
is by Giovanni Baptista Guadagnini, dated 1754. 


