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PROGRAM 

String Quartet inC Minor, Op. 18, No.4 
Allegro rna non tanto 
Scherzo: Andante scherzoso quasi Allegretto 
Menuetto: Allegretto 
Allegro 

Second String Quartet (1979) 
I 

II 

III 

IV 

INTERMISSION 

Five Movements for String Quartet, Op. 5 (1909) 
Heftig bewegt; Etwas ruhiger 
Sehr Iangsam 
Sehr bewegt 
Sehr Iangsam 
In zarter Bewegung 

String Quartet in D Major, Op. 44, No. 1 
Molto Allegro vivace 
Minuetto: Un poco Allegro 
Andante espressivo rna con moto 
Presto con brio 

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

Paging arrangements may be made with the ushers. 

If it is anticipated that tickets will not be used, subscribers are encouraged to tum them in for resale. 
This is a =-deductible donation. Call 285·5400. 

KUHF88.7FM 
The radio voice of Houston Friends of Music. 



PROGRAM NOTES 
Quartet inC Minor, Op. 18, No.4 

Ludwig van Beethoven 

B eerhoven wrote the sL"< quartets of his Opus 18 between 
1798 and 1800, at the rime when he was becoming more and 

more aware of his growing deafness. Bur this personal tragedy 
did nor prevent the music of these quarrers from being expressive 
of a wide range of feelings. Although the present quarrer came 
fourth in the published set, it was probably composed last , 
though Joseph Kerman thinks that it may contain reworked older 
material. Significantly, it is in C minor, the key of the Piano Trio 
Op. 1, No. 3; the String Trio Op. 9, No. 3; the "Pathetique" Piano 
Sonata; the Op. 30 Violin Sonata; the Fifth Symphony; and the 
Piano Sonara Op. 111. 

Like these works, the quartet contains moments of high 
drama; in the opening bars, for instance, the first violin climbs 
from irs lowest note to a very high one, and this statement is 
punctuated by emphatic chords. After some transitional conversa
tion between the violins, the second violin plays the more lync 
second subject in E flat major, a theme derived from the second 
phrase of the first theme. The viola joins with the first violin in a 
repeat of this second theme, and all come together in a passage 
that inverts elements of the first theme. Quiet unison steps are 
intenupred by loud stamping chords that lead to the repeat of the 
exposition and then to the development. Over pulsating eighth 
notes, the violin begins manipulating the first theme. and 1s soon 
joined in dialogue by the cello. After more punctuating chords, 
the cello sings our the second theme untll a bnef contrapuntal 
passage yields to rremelo-like sixteenths that crescendo to the 
recapitulation, in which the chords are extended forcefully. A 
coda concludes the movement with a burst of excitement. 

There is no lyrical slow movement in this quartet, bur the con
trapuntal second movement, a C-major Andante scherzoso,. is 
novel and original. Unlike the typical scherzo, it 15 m a modif1ed 
sonara form. The second violin begins the fugato opening with 
three repeated notes, a motif that will pervade the movement. 
The other voices enter at increasingly shorter intervals. After a 
strong cadence, the cello begins another series of entrances, and 
the first violin introduces the second theme. These matenals are 
developed briefly until the sixteenth-note movement subsides into 
a series of quiet eighth-note modulations that lead to the recapitu
lation. 

The minor returns in the minuet, which shares a 'rising open
ing with the first movement. Accents on the third beat of many of 
the measures add ro the unsettled feeling. In the rno, the flrsr VIO

lin plays triplets against exchanges of a brief motif in the lower 
voices. The first section then repeats at a faster tempo. 

The finale is a lively rondo, the minor giving a gypsy flavor to 
the violin's rapid notes. A contrasting lyric theme gives the second 
violin some rewarding work, and another contrasting section 
begins with ornamented, staggered stings rising from the cello. A 
prestissimo coda ends with unison versions of these same orna
mented chords. 

This is the fourth performance of this work on a Friends of 
Music program; it was last played in April 1993 by the Tokyo 
String Quartet. 

Second String Quartet (1979) 
Charles Wuorinen 

When Arnold Schoenberg abandoned tonality in the early 
years of this century, he left a structure that was m sen-

ous decay: the old hierarchy of tonic, dominant, and subdomi
nanr in major and minor keys had been eroded by the increas
ing chromaticism of late romantic music. After some years of 
composing free atonal music, he developed a system of order
ing the twelve notes of the tempered chromatic scale that has 
come ro be known as serialism or the twelve-tone method. For 
the last seventy years, this method has been profoundly influen
tial fo r serious composers, including Schoenberg's student 
Anton Webern and his arrisric descendant, Charles Wuorinen. 
Bur this •music has been problematic for audiences. Although it 
is often dissonant, dissonance has for some time been been no 
barrier to the acceptance of composers like Stravinsky and 
Bartok. Bur the lack of perceivable pattern-the lack of readily 
audible repetition of material-makes music that is constantly 
changing seem to some listeners, paradoxically, all the same. 
Perhaps the most rewarding way to listen to works like 
Wuorinen's quartet is to attend to the changes, the shifting 
rhythms, colors, dynamics, and relations among the voices, 
from the rhythmic opening, with irs pizzicatos vaguely sugges
tive of bluegrass, through passages of harmonics, rremelos, and 
thin over-the-bridge effects contrasted with rich, full sonorities. 

Charles Wuorinen studied composition at Columbia 
University under Otto Luening, Jack Beeson, and Vladimir 
Ussachevsky. He has taught at Columbia and the Manhattan 
School of Music and has held many guest lectureships. He is 
currently Professor of Music at Rutgers University and is a mem
ber of the American Academy of Arts and Letters and the 
American Academy of Arts and Sciences. His many honors 
include a MacArthur Foundation Fellowship and the Pulitzer 
Prize (he was the youngest composer to receive the award). His 
compositions are in a variety of forms. Recent works include a 
piano quintet and The Mission of Virgil, one of three new works 
for the New York City Baller. A number of his works are avail
able on discs from Koch International Classics; forthcoming this 
fall are recordings of Genesis for chorus and orchestra and A 
Reliquary for Igor Stravinsky (on Deutche Grammophon). 

About the Second String Quarter, the composer writes: 
I wrote my Second String Quartet during the first half of 

1979 for the Columbia String Quartet, who gave the first per
formance at the Grand Teton Music Festival (Jackson, 
Wyoming) the following August. The work is in four cormecr
ed movements, bur each of these has its own slow and fast 
music, and its own areas of activity and repose: the whole 
work, therefore, is really a single large movement. 

Much interesting music lately has been composed as a 
response to ideas of dichotomy and opposition: musics of dif
ferent character simultaneously unfolding, and the continuity 
that results from such approaches is often very striking. But 
in this work, I have been more interested in unity and co
operation than in multiplicity and independence. Chamber 
music means the fusing of independent wills in the voluntary 
performance of a single entity. Thus, my quartet is "about" 
such fusion. The members of the ensemble speak nor with 
many, but with a single tongue through most of the work. 

This is the first performance of this work on a Friends of 
Music program. 

Five Movements for String Quartet, Op. 5 
Anton Webern 

Webern's Opus 5, composed in 1909, is an atonal work, but 
not a serial one; Schoenberg did not develop the senal 



method until the early 1920s, and Webern took it up soon after. 
But the Opus 5 shares the extreme brevity and condensation of 
Webern's later works: the total playing time for all five move
ments is under eleven minutes. Although Webern at one time 
rejected repetition, saying that "Once stated, the theme express
es all it has to say," there is a bit of repetition in some of the 
Five Movements. And in 1932 Webern wrote, "As we gradually 
gave up tonality, there came the idea: we don't want to repeat, 
something new must come all the time! It's obvious that this 
doesn't work, as it destroys comprehensibility." 

The first movement is in a concentrated sonata form. The 
first subject is a two-note motif, a rising minor ninth played by 
the cello and second violin and then pizzicato by the viola and 
fi rst violin, all in one fast bar. After some highly colored pas
sagework played with the wood of the bow and over the 
bridge, as well as with pizzicato and harmonics, the second 
theme is stated in the cello, and is carried forward , in conso
nant parallel thirds and sixths, by the violins. After more col
oristic development, the recapitulation brings back the recog
nizable second theme in the first violin with the parallel conso
nances in the viola and cello. The leaping minor ninth recurs 
several times, especially in the last bars. 

The thineen-bar second movement, indicated "very slow," 
never rises above a piano, and the last bar is marked "barely 
audible." Above slowly pulsing chords the melody rises from 
the viola , passes to the second violin, then to the first , and 
finally back to the second. 

Less than a minute long, the fast third movement is a kind 
of scherzo, characterized by pizzicato in one or more of the 
voices until the end. The loud two-bar phrase at the end is a 
repetition of a wispy phrase first given by the first violin in the 
middle of the movement. 

Perhaps the most mysterious movement is the next: like the 
second movement, it has only thineen bars, the instruments are 
muted, and it is soft and slow throughout; harmonics and eerie 
over-the-bridge effects add to the color. Three rising figures 
appear, and the last in the second violin seems to float off into 
the clouds. 

The last movement continues the fee ling of the fourrh, 
though it has more moments of agitation and even rises to a 
forte before ending quietly. It begins with a melody in the cello 
which turns into an accompaniment for the quiet chords in the 
upper voices. After some fluttering over the bridge in the lower 
parts, the first violin brings back the rising interval of the fourth 
with which the cello began. More coloristic effects lead to a 
brief but climactic tremelo bar. Following an exchange of 
arpeggios, the movement ends with the violin stating the rising 
fourth a last time. 

This is the fifth performance of this work on a Friends of 
Music program; it was last played in September 1992 by the 
Emerson String Quartet. 

Quartet in D Major, O p. 44, No. 1 
Felix Mendelssohn 

L ike Mozart, Mendelssohn was a mature composer in his late 
teens. The three quartets of Opus 44 come from an even 

more mature and experienced twenty-nine year old. The last of 
the quartets of this opus to be completed, this work was dated 
Berlin, July 24, 1838. He probably placed it first in the collec
tion because of the immediate appeal of its brilliance and vivac
ity. Expressing satisfaction with the quartet in a letter to the vio
linist Ferdinand David, he wrote that it was more spirited and 
grateful to the players than the others. 

The quanet gets off to a flying start with the first violin leap
ing up a D-major chord to a high F while the second and viola 
scurry ·along with sixteenth notes. A softer and more lyrical 
theme gives contrast without dissipating the energy, and the 
opening theme soon returns. Another contrasting theme in the 
minor has all the parts moving together for a moment, but it 
soon yields to the motif of the upward leaping sixteenths of the 
beginning. A canonic closing section leads to the development 
in which these materials are manipulated with ingenuity and 
grace. After the recapitulation, a brief coda marked "with fire" 
concludes the movement. 

Instead of a characteristic Mendelssohnian scherzo using 
what Karl Haas calls "feathersti tching," the second movement is 
a gently melodious minuet. The trio section has more move
ment, but it is flowing movement. After the repeat of the first 
section, a bit of the trio returns as a coda. 

As with the Beethoven quartet on this program, the slow 
movement is not very slow, an andante "with motion." But the 
two main themes are more lyrical. Melvin Berger notes that 
both themes are given to the first violin wi th faster-moving 
countermelodies in the second. Instead of the usual develop
ment section, the material from the exposition is developed in 
the recapitulation: the viola adds another countermelody to the 
first theme, and the second theme is in the minor. A long pedal
point trill in the first violin points to a brief coda that ends the 
movement quietly. 

Brilliance and energy return in the finale, which, like the 
finale of the Italian Symphony, is flavored by the saltarel/o, the 
dance form characterized by rapid triplets. As in the first move
ment, the first theme is energetic, the second more lyrical, and 
the first theme comes back before the softer, contrasting third 
theme arrives. After some contrapuntal development and reca
pitulation, the movement comes to an exciting close. 

Tbis is the third performance of this work on a Friends of 
J'Yfusic program. It was last played by the Guarnieri String 
Quartet in October 1991. 

Program notes by Edward Doughtie 

~·~ 
Brentano String Quartet 

Named for Antoine Brentano, a candidate for Beethoven's 
"Immortal Beloved," the quartet was formed in 1992 when 

Serena Canin, Mark Steinberg, and Misha Amory, who had met 
while studying at Juilliard, joined with cellist Michael Kannen. 
In its relatively short lifetime, the quartet has won praise for its 
technical brilliance, musical insight, and stylistic elegance. The 
quartet recently won the 1995 Naumberg Chamber Music Award 
and the lOth Annual Martin E. Segal Award, and is the first 
quanet in residence at New York University. Highlights of their 
upcoming North American season include performances at 
Alice Tully Hall in New York, the Philadelphia Museum of Art, 
Washington, San Francisco, PittSburgh, Baltimore, New Orleans, 
La Jolla, and North York, Ontario. They have performed at such 
festivals as the Caramoor International Music Festival, Chamber 
Music Northwest, and the San Luis Obispo Mozart Festival, and 
could be heard recently on Public Radio's "S t. Paul Sunday 
Morning." The Sixth String Quartet of Milton Babbitt and two 
quartets by Bruce Adolphe were written especially for them, 
and they have recorded the Adolphe quartets on the CRI label 
(to be released in 1996). 


