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PROGRAM 

WOLFGANG AMADEUS MOZART 
(1756-1791) 

PIANO QUARTET in E-tlat ~or, K. 493 (1786) 
Allegro 

ANTON VON WEBERN 
(1883-1945) 

, , 
BELA BARTOK 
(1811-1945) 

ANTONIN DVORAK 
(1841-1904) 

Andante 
Rondo 

LANGSAMER SA TZ (1905) 

SIX BAGATELLES, Op. 9 (1913) 
I. Massig 
II. Leicht bewegt 
Ill. Ziemlich fliessend 
W. Sehr Iangsam 
V. Aussert Iangsam 
VI. Fliessend 

STRING QUARTET NO. 3 (1927) 
(played without pause) 

Prima parte: Moderato 
Seconda parte: Allegro 
Ricapitulazione della prima 

parte: Moderato 
Coda: Allegro molto 

INTERMISSION 

PIANO QUINTET in A Major, Op. 81 (1887) 
Allegro, rna non tanta 
Dumka: Andante con moto; Vivace 
Scherzo (furiant) : Molto Vivace 
Finale: Allegro 

The Emerson String Quartet appears by arrangement with IMG Artists and records exclusively for Deutsche Grammophon. 
Photographing and sound recording are prohibited. 

We further request that audible paging devices not be used during performances. 
Paging arrangements may be made with ushers. 

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

KUHf887FM 
The radio voice of Houston Friends of Music. 



PROGRAM NOTES 

WOLFGANG AMADEUS MOZART 
PIANO QUARTET in E-FLAT MAJOR, K. 493 

I. AUegro II. Andante III. Rondo 

The dark, dramatic opening phrase of the Ejlat quartet 
is scant preparation for the several delightful motifs that 
Mozart soon introduces to rOJUid out the first subject. The 
second thei'I'U!, stated by the piano after two powerful 
chords, has but one TI'U!lodic strain, with a particularly 
TI'U!morable motto/ike opening. A number of brief new 
motifs bring the exposition to a close. The second-thei'I'U! 
motto dominates the development section, appearing about 
twenty times in various keys, instrumental combinations, 
dynamics, and musical meanings. The somewhat shortened 
recapitulation closely mirrors the exposition, and the final 
coda features a tight, fugal reworking of the by now very 
familiar second-theme motto. 

Mozart wrote the Larghetto with a wonderfully light 
and delicate touch. The entire movement is distinguished 
by immediate echoes of almost every phrase- soi'I'U!times in 
exact repetition, sometimes elaborated or modified in some 
way. The overall feeling is wistful and tender, but with 
strong hints of great inner tension. 

Mozart usually planned compositions completely in his 
head, without writing out preliminary sketches. But two 
preparatory versions oft he last movement's principal theme 
have been found, which suggest that it required a mighty 
effort to create what Alfred Einstein enthusiastically called 
"the purest, most childlike and godlike melody ever sung." 
The movement is structured in a combined rondo and sonata 
form with the first thei'I'U! followed by a second rather 
militant thei'I'U! that soon relaxes into a more lyrical mood, 
as Mozart brings in additional motifs. After a brief section 
featuring virtuosic runs for the piano that can be considered 
the development, the second and first themes coi'I'U! back, 
and the work concludes with a short coda. 

Program 110tu by M~lvill B~rg~r from 
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ANTON VON WEBERN 
(1883-1945) 

LANGSAMER SATZ 
SIX BAGATELLES for String Quartet, Op. 9 

During the eight years between the composition of 
fAnesamerSatzandtheOp.9Si+Baeatelles AntonWebern 
developed into one oft he 20th century's most innovative and 
expressive composers. The L.nnesamer Satz for string 
quartet is an early work, conventionally written in the late 
romantic style. In contrast, the Sir Baearelles not only 
revealWebernasamasterofthestringquartetmedium,but 
bring to it a completely new language of expression. 

This extraordinarydevelopi'I'U!ntwas aided by We bern's 
studies with Arnold Schoenberg, whose gifts as a teacher 
also helped to form Alban Berg's distinctive musical per
sonality. Webern wrote: "Before all else Schoenberg 
demands that the pupil should not write just any notes to 
comply with a school formula, but that he should perform 
these exercises out of a necessity for expression ... with the 
greatest energy he searches out the pupil's personality, 
seeking to deepen it, to help it break through." 

Indeed, Webern's own musical personality broke through to 
such an extent that he went on to compose music whose 
originality had an even greater impact on other 20th century 
composers than Schoenberg's did. 

One ofSchoenberg's first suggestions to We bern was to 
depart from writing for large orchestra (lm Sommecwind 
1904) and return to the classic discipline of string quartet 
writing. Webernrespondedwith the ImmamerSaezand the 
larger String Quartet which immediately followed it. With 
this immersion into smaller scaled music Webern began a 
process which eventually led to his mature style: a style of 
great delicacy, compression, and maximum use oft he sound 
possibilities of individual instruments. 

Hans Moldenhauer has aptly described the lAne ramer 
SiJU. as "pure and exalted love music." In fact, it was written 
immediately following a mountain excursion Webern made 
with his cousin (and later wife) Wilhelmina. "Our love rose 
to infinile heights and filled the universe" Webern wrote of 
the trip. His love music is hardly this cosmic, but is deeply 
felt and written with technical prowess. In this piece, 
We bern skillfully alters his main thei'I'U! through modulation 
and rhythmic changes so that in the end it appears quite 
transformed. 

The Si+ Baeatelles are characteristic ofWebern's ma
ture style, and were his most concise works to date. Indeed, 
their brevity was so extreme that Schoenberg felt the need 
to write an introduction to the printed score, which read: 

Though the brevity of these pieces is a persua
sive advocate for them, on the other hand, that 
brevity itself requires an advocate. Consider 
what moderation is required to express oneself 
so briefly. Every glance can be expanded into 
a poem, every sign into a novel. But to express 
a novel in a single gesture, joy in a single breath 
-- such concentration can only be present in 
proportion to the absence of self-indulgence. 

Webern's brevity is not an end in itself, but a powerful 
and original way of expressing musical ideas. Charles 
Rosen comments: "these miniatures do not diminish the 
emotions they express but enlarge them, as if fragments of 
feeling were blown up by a powerful microscope." 

Webern's world is one of magical gestures-- some 
rhythmic, some lyrical. some poignant, and all containing a 
greatvarietyofsounds --harmonics, muted notes.~ 
~(bowing with the wood side), and sui nancicello 
(bowing near the bridge). Though the~ are not 
strictly 12-tone (Schoenberg's system of composition with 
12 notes did not appear until the mid 1920s), al/12 notes of 
the chromatic scale are used in the style of free atonality 
which Webern's and Schoenberg's music employed al this 
time. 

Notu by Hd~" Siv~ PaJCtOft 
, , 

BELA BARTOK 
STRING QUARTET NO.3 

The Third Quartet, written ten years after the Second, 
is one of Bartok's most compact works in any genre; "it last 
only 14 minutes. and a lot happens in that brief time. Here 
the composer is experii'I'U!nting with arch form, the most 
perfect examples ofwhich are the Fourth and Fifth quartets. 
The Third is in one continuous movement, divided into four 
sections: Prima Parte (slow) , Seconda Parte (fast), 
Ricapitulazione della prima parte (not a literal reprise, but 
a condensation of some oft he materials ofthefirst part), and 
a Coda, based on the second part. 



As the Quartet opens, the three lower instruments set the 
backdrop for the violin's introductory melody~ith ~cluster 
of minor seconds. This announces the new dlrectwn that 
Bartok's harmonic language has taken: the Quartet will be 
dominated by chords based on seconds and fourths, as well 
as polychords. The compositional procedure is as rigorous 
as the harmony; there is almost nothing that does not spring 
from three or four basic motives. By now there is a 
complete incorporation of the Balkan folk rhythms so close 
to Bartok's heart. The fast parts are full of metric changes, 
from 3/8 to 518 to 2/4, etc. , and abundant cross-rhythms 
resultfromcanonic imitation,Brusque, syncopated chords 
often accompany the melodic lines. The music is bursting 
with rhythmic vitality and doesn't let us sit still. 

The main motive of the Prima Parte consists of three 
notes, rising a fourth and descending a third. The intervals 
of the motive are sometimes expanded, but its shape is 
always recognizable. A second motive is played sui 
ponticello (near the bridge) by the violins. Their glassy 
sound, with the muted accompaniment of the lower instru
ments recycling the three-note main motive, creates an 
example of" night music." Night music appears in many of 
Bartok's mature works. Slightly anxious, sometimes sinis
ter, sometimes sad, it provides atmosphere and always 
functions as a change of texture and mood. One can 
imagine the sound of crickets on a hot summer evening, or 
a walk through a forest with strange things lurking at every 
turn in the path, or simply a journey through one's own 
unconscious. 

The Seconda Parte's main motive is a scale-line, up 
and down, plucked in parallel triads by the cello. The main 
use of triads in this piece is right here, not as a functioning 
part of the harmonic fabric, not to anchor a particular key, 
but as a melodic gesture which, if anything, obscures the 
tonality. The only thing that secures the key here is the 
second violin's buzzing trill onD, Soon the first violin plays 
a bouncy, almost completely disguised variation of the 
cello's pizzicato motive. Here begin the meter changes 
mentioned above. What sounds like a second theme,played 
first by the viola and cello in fortissimo octaves to a jabbing 
accompaniment by the violins, is actually another variant 
of the pizzicato motive. Later, a fugue is built on the 
bouncy, asymmetrical melody first played by the violin, but 
as a fugue subject it is flattened out into a passage of even 
running notes. The fugue is full of inversions and stret~os 
-the piling-up of statements oft he subject before each vozce 
has had a chance to state it in its entirety. The ear boggles 
at the beehive frenzy of ordered activity. 

In this piece,Bartokproduces some of his most experi
mental sonorities. Great virtuosity is demanded from the 
players in producing glassy and percussive textures, in 
constantly changing meters, and in maintaining rhythmic 
stability during intensely complicated contrapuntal pas
sages. The Coda provides the most striking example of this: 
at one point the two violins are in canon a half-step and an 
eighth-note apart (it sounds as if they had been thrown off 
and were desperately trying to get back together), while the 
lower instruments play long downward glissandos that 
sound like the wails of air-raid sirens. From here the music 
hurtles relentlessly toward the end. Huge sonorities are 
achieved through doublestopping in all the instruments, 
and the work ends abruptly with a series of percussive 
chords. 

Program Notes l7y EugeM Drucker 
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ANTONIN DVORAK 
PIANO QUINTET in A MAJOR, Op. 81 

I. Allegro, ma non tanto II. Dumlaz: Andante con 
moto; Vivace. III. Scherzo (Furillnt); Molto 

vivace. IV. Finale: Allegro. 

Dvorak composed his first piano quintet (A major, 
Op. 5) in 1872, but, unhappy with the results, destroyed 
the score shortly after its premiere later that year. Some 
fifteen years went by and Dvorak reconsidered his rash 
act. He retrieved a friend's copy of the music and made 
extensive revisions. Still not satisfied, he decided not to 
submit it for publication after all. Instead, he wrote the 
.completely new Piano Quintet inA major, Op. 81, which 
is now one oft he three acknowledged masterpieces in the 
form; the others are by Schumann and Brahms. 

By 1887 Dvorak had achieved acclaim and accep
tance for his nationalistic music, having passed through 
afewyearsofcrisisintheearly1880s,atimewhenhewas 
torn between his desire to continue incorporating na
tional musical elements into his compositions and the 
urging of Brahms and other friends to live in Vienna and 
devote himself to the creation of operas in German. As 
part of his renewed devotion to the Bohemian folk idiom, 
Dvorak composed the piano quintet, theE flat piano 
quartet, and the "Dumky" Trio, works that have come to 
epitomize the composer's nationalistic style. 

Fresh and lovely, gleaming with bright melodies, 
glowing harmonies, and piquant rhythms, the quintet 
opens with a wonderfully lyrical theme in the cello. 
Dvorak immediately puts the melody through a succes
sion of transformations before the viola introduces the 
second subject, less cantabile than the first, and with a 
slight tinge of sadness. Here, too, Dvora/c varies the 
melody at once, changing its serious character to one of 
increasing jubilation. After a full development of the two 
subjects, Dvorak has a free recapitulation that is much 
shorter than the exposition. 

The Dumka is modeled on an old folk-ballad form, 
with repetitions of a sober, pensive melody separated by 
fast , happy interludes. It can be diagrammed as A-B-A
C-A-B-A. The A section consists of the refrain (piano) 
and variations on the melancholy principal theme (viola); 
B is a contrasting melody .fast and sunny, shared by both 
violins and the piano. After the return of A, the quick and 
vigorous C section, which is derived from the opening 
refrain, is announced by the viola. The overall elegiac 
tone, alternating with abrupt changes in mood and 
tempo, readily conveys the spirit of the Slavonic folk 
ballads that were Dvorak's source of inspiration. 

Although Dvorak parenthetically adds Furiant after 
the title, Scherzo , this movement lacks some of the 
customary characteristics of the folk-dance form. It 
sounds rather like a fast waltz, with a slow middle section 
that is really a nostalgic reminder of the Scherzo section 
and a shortened repeat of the first part in conclusion. 

The Finale is a high-spirited, lightsome cap to 
the entire quintet. Combining the vigor of a peasant 
dance with the playful badinage of a humorous folksong, 
the entire movement, including a fugal section in the 
development and chorale in the coda, coruscates bril
liantly throughout. 

Dvorak composed the quintet from August 18 to 
October 8, 1887, and it was first heard in Prague on 
January 6, 1888. 

Program 110/u l7y Melvin Berger from 

GUIDE TO CHAMBER MUSIC 
Published l7y AN:hor!Doub/eday 



Francisco Aviles-Roig 
Ira J. Black 

Carter Crawford 
Elizabeth Duerr 
Aon Fairbanks 

Arthur Ginzbarg 
Aon Goldstein 

Harvey L. Gordon 

BOARD OF DIRECTORS 1992-1993 

Michael Hanunond 
Barbara Kauffman 

Tomas Klima 
J. Parry Lauzon, Jr. 

Tom Littman 
JackMazow 

Daniel Musber 
Bobbie Newman 

OFFICERS 

Susan Maise Strauss 
Steven J. Tillinger 
Marsha Tsuchida 

Irving Wadler 
Margaret Waisman 

Anita Werch 
Seymour Wexler 

Walter Mannheimer, Emeritus 

President .... .................................. ........................ ........................ ................... ................................. ........ ............ ....... Ann Fairbanks 
Vice Presidents ............................................. ............ .... ................ ........ ................ ........................... Arthur Ginzbarg, Daniel Krohn, 

Bobbie Newman, Marsha Tsuchida, 
Margaret Waisman 

Secretary ... ........................................ ............................................ ................................................ .............................. Ann Goldstein 
Treasurer .................................................................... ................................ ........................................................... Steven J. Tillinger 

Anonymous 
Dr. Edith F. Bondi 

Caduceus Foundation, Inc. 
Leon Wilson Oarlc, M.D. 

Jim & Carolyn Alexander 
Drs. Francisco & Mariame Aviles 

Lutz & Marie! Bimbaumer 
Edward Blum 

Dennis & Susan Carlyle 
Drs. Chester & Jairnie Cochran 

Fred & Betty Durrance 
Dr. & Mrs. David A. Freedman 

Mr. & Mrs. Jerry W. Brougber 
Barbara & Jim Butler 

Deborah & James Callier 
Mr. & Mrs. EmoryT. Carl 
Barbara & Carter Crawford 

Dr. & Mrs. Joel Cyprus 
Elizabeth H. Duerr 

Isaac & Constance Dvoretzky 
Aon Fairbanks 

Dr. Dale B. Haufrect 
Drs. Eva & Fred Haufrect 

Drs. Viasta & Ervin Adam 
Stephen & Paula Baker 

Ira J. Black 
Dr. J. H. U. Brown 

Melvin Buck 
Mr. & Mrs. Albert V. Caselli 
Dr. & Mrs. Laurence Cowles 

James D. & Ritsuko Cox 
Dr. & Mrs. Patrick Davidson 
Jean-Claude De Bremaecker 

Bruce Dice 
Chris Dixie 
J. Kay Duon 

Mr. & Mrs. John W. Eagleton 
Robert Eikel 

Uoyd & Margie Elliort 
Mr. & Mrs. Elmer Eisner 

John & Marilyn Aynn 
Mary & Harry Frissell 

BENEFACTORS 

Dr. & Mrs. Meyer L. Proler 
Cultural Arts Council of Houston Tom Reiser - Technical Risks, Inc. 

Dr. & Mrs. Grady L. Hallman Dr. Stephen A. Tew 
Barbara M. Osborne Texas Commission on the Arts 

Mr. Harold Schiff in memory of Mozelle Edelstein Schiff 

PATRONS 

Lila-Gene George 
Drs. Aon & Alex Goldstein 

Dr. & Mrs. Harvey L. Gordon 
Barbara Kauffman 

Tomas & Marcella Klima 
Dr. & Mrs. James H. Krause 

Dr. & Mrs. J. P. Lauzon 
Mr. & Mrs. Benjamin 0 . Leff 

SPONSORS 

C. Stratton Hill, Jr .• M.D. 
KBK. Inc. 

JohnS. W. Kellett 
Nora Klein, M.D. 

Mr. & Mrs. Leonard Leon 
Louise Levien 

Franklyn K. Levin 
Gebhard Long 

Julia & Jack Mazow 
Helen F. Mintz 

Daniel & Karol Musher 

CONTRIBUTORS 

J. S. & Edythe Fulton 
ArthurS. Ginzbarg 
Leon Gordon, Jr. 
Donald M. Gray 

Harian Hall 
Gordon R. Hamilton 

Mr. & Mrs. J. B. Harkness 
Beverly I. Hawkins 

Mr. & Mrs. Robert D. Hawthorn 
John & Edith Hempel 

Mr. & Mrs. D. H. von Hennig 
Mr. & Mrs. Robert W. Hill 

Rachel R. Hillman 
Paul Hudek 

Anthony Jones 
Nancy Booth & H. Blandin Jones 

Rochelle Kahan 
Walter R. Kaye 
Daniel A. Krohn 

YildizLee 

Drs. Walter & lise Maonbeirner 
Bobbie & Arthur Newman 

H. Irving Schweppe, Jr., M.D. 
Bettiruth & Adolph Susholtz 

Mr. Richard Vierbuchen 
Margaret Waism.an & Steven Callahan 

Seymour & Shirley Wexler 
Robert & Edith Zinn 

David G. Parsons 
Donald E. Roper 

Eva P. Rosencranz 
Mary S. Schoettle 

Dr. & Mrs. Malcolm Sher 
Steven & Janet Tillinger 

Don Thiel 
Marsha & Douglas Tsuchida 

Ida & Irving Wadler 
Drs. A. & J. Werch 

Bette & Peter Liebgold 
Alicia D. Leff 

Mrs. E. H. Littman 
Robert L. Maby, Jr. 

Donna B. Miller 
Bruce & Judy Moorad 

Dr. & Mrs. Nils Normaon 
Mr. & Mrs. Nathan M. Pryzant 

Aorante & Nora Quiocho 
Elizabeth G. Reynolds 

Ellen & David Ross 
Frank Solorzano 

Paula Stephenson 
Susan & Michael Strauss 
William M. & Rae Taylor 

Robert M. & Natalie Thrall 
Bobby N. Torbert 

Janet Macbeledt & Arlo Weltge 
Mr. & Mrs. Herschel J. Wood, Jr. 


