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LUDWIG VAN BEETHOVEN 
(1770-1827) 

STRING QUARTET in D Major, Op. 18, No. 3 
Allegro 

" , v 

LEOS JANACEK 
(1854-1928) 

, , , 
ANTONIN DVORAK 
(1841-1904) 

Andante con moto 
Allegro 
Presto 

STRING QUARTET No. 1 
Adagio (con moto) 
Con moto 
Con moto (Vivace andante) 
Con moto (Adagio) 

INTERMISSION 

STRING QUARTET in C Major, Op. 61 
Allegro 
Poco Adagio e molto cantabile 
Scherzo. Allegro vivo 
Finale. Vivace 

The Ridge String Quartet is represented by Frank Salomon Associates, 201 West 54th Street, New York, NY 10019 

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 turn them in for resale. 
This is a tax-deductible donation. Call 285-5400. 

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



PROGRAM NOTES 
LUDWIG VAN BEETHOVEN 

(1770-1827) 

STRING QUARTET in D, Op. 18, No. 3 

In the popular imagination, Ludwig van Beethoven 
is an unruly, anti-social genius--the very emblem of 
Romanticism who disdainfully turned his back on the 
well-ordered Classical universe to scale Promethian 
heights and consort with the Olympian gods . 

In his brilliant critical study, The Classical Style, 
Charles Rosen makes the case that, contrary to that 
my thos, Beethoven was the clear, logical and faithful 
heir to the Classical traditions--and remained so 
throughout his life. 

If Beethoven was a revolutionary--of that there is no 
question--he was, as Sir Donald Francis Tovey put it, 
" the most conservative of revolutionists; a Revolutionist 
without the R ... Enormously as the power of his art in
creased with its range, his development maintains a 
perfect continuity with the art of Mozart and Haydn." 

The quartets which comprise the Op. 18 set offer an 
excellent opportunity to appreciate the evolutionary 
aspect of Beethoven's art. 

Composed between 1798 and 1800, they represent 
Beethoven only on the brink of success and recognition 
as a composer. Having left his native Bonn for Vienna 
in 1792, Beethoven spent the intervening years trying to 
break out of the mold as virtuoso pianist and improvisor 
and to live up to Count Waldstein 's prediction that, 
"With the help of assiduous labor you shall inherit 
Mozart's spirit from Haydn's hands_.,, We should note 
that Beethoven was Haydn's student only briefly. He 
had great affection for the older man but much less 
respect for the senior composer. 

The Op. 18 quartets are, on the whole, extroversive 
and untroubled, decidedly preTitanic. The Angst of his 
deafness, described in profound detail in the 
Heiligenstadt Testament, is still two years away. In 1798 
Beethoven is twenty-eight, self-assured and making his 
way in society. 

Described by one critic as ''tremulous and discreet,'' 
the Quartet in D, published as the third of the series, 
might actually have been the first of the six to be writ
ten, which means the composer's very first known essay 
in the form. 

The Allegro's hesitant introduction almost rises to a 
small emotional climax but demurs. By turns 
declamatory, jocular and genial, the movement is suffus
ed with the golden glow of candle-light. The overall tex
ture is most reminiscent of what Charles Rosen calls the 
civilized conversations of Haydn's quartets, though the 
development section does rise to a typically Beethovenian 
peak before regaining its composure for the brief 
recapitulation. 

The fluwing line of the second movement's pensive 
opening abruptly changes to rhythmically pronounced 
ejaculations among the solo voices until the conversa
tional tone is restored. The juxtaposition of rumination 
and argumentation gives the movement its motive force. 

While Beethoven is credited with having changed the 
Classical Minuet into the Scherzo, this quartet's third 
movement is neither but a cantering cabaletta marked 
simply Allegro. 

Not without its momentary emotional clouds, the high
spirited Presto has been described by essayist Kenneth 
Slowik as "rude caricatures of Haydnesque wit but the 
movement's evaporative conclusion can easily strike the 
ear as the wink of one humoristic composer to anotheL" 

., ,., 
LEOS JANACEK 

(1854-1928) 

STRING QUARTET #1 
"AFTER TOLSTOY'S KREUTZER SONATA" 

Born in Hukvaldy, Leos Janacek is the sole Mora
vian in the pantheon of great Czechoslovak Nationalist 
composers. Like the others, he came to international 
attention rather late in his career--and much later than 
any of the others. Until his fiftieth birthday he was a 
practicing pedagogue in the Moravian capital Brno and 
after ten years of more focussed attention on his com
posing he was well-known in Brno musical circles but 
completely obscure beyond the city walls. 

Only in 1916, when his opera Jenufa was performed 
at the Prague National Opera, did he achieve a national 
fame and the well-deserved international acclaim didn't 
come until a decade later, when he was past seventy! 

Around 1916 he developed a passionate but platonic 
love for Kamila Stasslova, the wife of a storekeeper and 
thirty-eight years his junior. Though he wrote to her 
daily, she doesn't appear to have accepted or understood 
hi.s ardor . Whatever her view of the relationship, for 
Janacek she would be the model for all the heroines of 
his operas and both of his two quartets. 

Leo Tolstoy's novella Kreutzer Sonata has nothing 
to do with Beethoven but with a loveless marriage full of 
silence, anger and attempted suicide and a man driven to 
jealousy and insanity, who loses all touch with reality 
when he hears his wife and her supposed lover play 
through the Beethoven piece. Confronting the two alone 
in her suite, he obliviously stabs his wife to death. 

In addition to this quartet, we can find Tolstoian 
inspiration in a piano trio of 1908 and the opera Kat •a 
Kabanova (1919-21) . The latter sees the tragedy through 
the woman's eyes. In the quartet the point of view is as 
enigmatic as the ending of each of its movements. 



The first movement, Adagio--con mota, begins with 
a soaring passionate line juxtaposed with a folk-like stac
cato figure. The contrasts between harmonies is typically 
Janacek, as are the disquieting harmonies themselves . 
More characteristic is the driving rhythmic force at
tributed to Janacek's attempts to distill the "speech
melody" of the Czech language into pure music. In 
Czech the fir st syllable of all words takes the beat. 

The second movement, marked simply "with 
motion," is even more empassioned in its lyricism and 
agitated in its contrasts. A folk dance doesn't seem able 
to get off the ground and bizarre vioEn harmonics create 
the atmosphere of a nightmarish ballroom scene. 

The third movement, which passes through three 
tempi, begins with a soulful lament set against the 
agitated figures with which we are already familiar . The 
latter takes the ascendancy of a demonic dance, while 
the passion builds in successive climactic plateaux until 
the lament returns for an enervated conclusion. 

The last movement begins with a tone of utter 
resignation. It appears to shake off the lethargy for 
echoes of passion--of both love and hate--which build to 
a painful climax. The movement ends unexpectedly and 
abruptly, like a murdered life. 

, .., , 
ANTONIN DVORAK 

(1841-1904) 

STRING QUINTET No. I I in C, Op. 6/ 

The eleventh of Dvo~ak's fifteen quartets was writ
ten in just sixteen days between the end of October and 
the beginning of November 1881. In the seventh month 
of work on the opera Dimitri, Dvorak happened upon 
an announcement in a Vienna newspaper that the 
celebrated Hellmesberger Quartet would premiere his 
new quartet in mid-December. No one was more sur
prosed than Dvorak who hadn't even been planning a 
quartet, let alone written one. 

In 1881 Dvorak was still relatively unknown outside 
the musical community of Prague. Fortunately for him, 
he came to the attention of Johannes Brahms and the 
Viennese doyen of music, Eduard Hanslick, both of 
whom were effusive in their praise for the forty year old 
composer. Hanslick declared, "Your art requires a wider 
horizon, a German environment, a bigger non-Czech 
public." 

To that end, perhaps, this quartet, designed 
specifically for a Viennese audience, a good part of 
which was xenophobically anti-Czech, has little of 
Dvorak's native musical flavor--the very idioms which he 
used with such genius and which are still dismissed by 
some critics as infra dig. 

The opening Allegro is bucolic and sunset-lit, with a 
yearning quality from cello throbs and sighing violins. 
The emotional temperature rises with each reiteration of 
the initial theme. 

The Poco adagio e molto cantabile is a 
stately and profoundly moving song with 
an inner tension of contained passion . 
With the theme's return toward the move
ment's end, the stateliness has been replac
ed with a touching emotional hominess . 

The long lines of the second move
ment give way to a more animated and 
rhythmically invigorated scherzo, marked 
Allegro vivo. The echoes of the con
templative song remain, lending a warm 
patina to the movement, what one com
mentator has called ''an air of confiden
tiality." 

The last movement is marked vivace, 
with fast and slow versions of the skocna 
or "leaping dance," the only overt 
reference to the Czech idiom, making the 
movement, as the same critic declared , 
''worthy of the best of the Slavonic 
Dances.'' 
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RIDGE STRING QuARTET 
The breathtaking musicality, infectious warmth , 

and exuberance that lie at the heart of the Ridge 
String Quartet's artistry are among the qualities that 
have made the youthful ensemble a favorite around 
the world. First prize winners of both the Coleman 
and Fischoff Chamber Music Competitions and the 
youngest quartet ever presented by Carnegie Hall, the 
Ridge has achieved the kind of success granted only to 
the most exceptional of ensembles . With over fifty 
engagements per season, including appearances all 
over the United States, as well as Australia, Europe 
and Japan, the Ridge has earned unquivocal raves 
from audiences, presenters and critics alike. 

The Ridge Quartet grew out of musical collabora
tions which occurred first at the San Francisco Con
servatory and later at The Curtis Institute of Music . 
With the encouragement of their chamber music 
coaches and mentors, Alexander Schneider and Felix 
Galimir, the Quartet made its New York debut in 
1983 in Mr. Schneider's New School Concerts series, 
which alio introduced such major ensembles as the 
Guarneri, Cleveland and Vermeer Quartets and Tashi 
to New York audiences. The Ridge began touring in 
1983-84 and has since performed extensively 
throughout the United States and abroad . An over
whelming success as the resident at the Spoleto 
Festival in Charleston, South Carolina, in 1985, the 
Ridge was re-engaged there and at the Spoleto Festival 
in Italy in four subsequent years . 

The members of the Ridge String Quartet are 
former Marlboro Music Festival and New York String 
Orchestra participants who studied at The San Fran
cisco Conservatory, The Curtis Institute of Music, 
The Eastman School of Music and The Juilliard 
School. The Ridge takes its name from Ridge Vine
yards, the California winery which the Bennion family 
co-founded. 

Program notes by Ira I. Black 


