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PROGRAM 

Quartet inf minor, Op. 95 ("Serioso") .. Ludwig Van Beethoven 
Allegro con brio (1770-1827) 

Allegretto, ma non troppo 
Allegro assai vivace, ma serioso 

Larghetto espressivo - Allegretto agitato 

Fugues from Bach,'s 
'Well-Tempered Clavier" ...... Wolfgang Amadeus Mozart 

(1756-1791) 
(Commemorating the 300th anniversary of Bach's birth in 1685) 

String Quartet ''Emerson,'' 1984 ..•......••. George Tsontakis 
Brash, conforza (1951~) 

Parlando - Drammatico 
Con pazzia 

Trance-like: Lento 

INTERMISSION 

Quartet in D major, Op. 11 •..•••..•.. Peter Ilyich Tchaikovsky 
Moderato e semplice (1840-1893) 

Andante cantabile 
Scherzo: Allegro non tanto e con fuoco 

Finale: Allegro giusto 

The EMERSON STRING QUARTET is represented by Melvin Kaplan, Inc., 115 College Street, 
Burlington, VT 05401 and 1860 Broadway I Suite 1010, New York, NY 10023. 

The EMERSON STRING QUARTET is the Resident Quartet of the Chamber Music Society of 
Lincoln Center, the University of Hartford's Hartt School of Music, and at Vermont,s 

Middlebury College. 

Recordings: Book-of-the-Month Club, CR/, Smithsonian 

Photographi11g 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 527-4933 
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THE HOUSTON FRIENDS OF MUSIC is a non-profit organization 
dedicated to the presentation of chamber ensembles with national and interna
tional reputations and to the development of new audiences. 

1984 - 1985 HOUSTON FRIENDS OF MUSIC CHAMBER MUSIC SERIES 
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Thursday, October 18 ...................... Tokyo String Quartet "Clarinet Quintet Evening" 

Gervase de Payer, Clarinet 
Thursday, November 15 ........................ Kuijken Quartet "Baroque Quartet Evening" 

1st Presbyterian Church 
Thursday, December 6 ................................. Borodin Trio "Piano Trio Evening" 
Thursday, January 10 ............................................ Emerson String Quartet 
Thursday, February 21 .............................................. Ridge String Quartet 
Thursday, March 7 ........................................... New York Chamber Soloists 

"Baroque Evening - Brandenburg Concertos" 
Tuesday, April 2 ....•...... ........................................ Eastman Brass Quintet 
Tuesday, April 30 ............ ....................................• Guarneri String Quartet 

BENEFACTORS 
Dennis & Susan Carlyle George E. Coughlin Mr. & Mrs. Seymour Wexler 

Dr. & Mrs. Grady L. Hallman 
Cultural Arts Council of Houston 
National Endowment for the Arts 

PATRONS 
Drs. Vlasta & Ervin Adam Gary L. Hollingsworth Walter & Ilse Mannheimer 
Lutz & Mariel Birnbaumer Barbara Kauffman Irving Schweppe 
Mr. & Mrs. Emory T. Carl Tomas & Marcella Klima Br. & A. 0. Susholtz 

Alex & Ann Goldstein Margaret Waisman 

SPONSORS 
Dr. & Mrs. J. K. Alexander Ario Weltge & Janet Macheledt Robert & Natal,ie Thrall 

Drs. Chester & Jaimie Cochran Heather & Richard Mayor Steven J. Tillinger 
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Secretary ....................•............................................. Ira J. Black 
Treasurer ...............................•................................. Ervin Adam 



THE EMERSON QUARTET 
In its more than 120 concerts per season, the Emerson String Quartet has 

in the last 5 years performed in virtually all the important chamber music series 
in North America and all over Europe from Paris to Budapest. The New York 
Times in its search for superlatives in October, 1983, called it, ''perhaps the 
most distinguished of America's new generation of quartets;'' in May, 1984, 
"an ensemble that stands out among all groups of its kind;" and in July, 1984, 
"simply one of the finest groups in memory." Now in its third year as Resi
dent Quartet of the Chamber Music Society of Lincoln Center and its sixth 
year in residence at the Smithsonian Institute, the quartet also holds perf or
mance residencies at the Hartt School of the University of Hartford, at the Ci
ty College of New York, and at the Spoleto and Aspen festivals. 

The Emerson String Quartet is perhaps the only string quartet performing 
before the public today in which two members equally share the part of first 
violinist, a feature that contributes significantly to the creative excitement and 
interpretive insight of their performances. 

PROGRAM NOTES 
LUDWIG VAN BEETHOVEN: Quartet in f minor, Op. 95, ("Serioso") 

The Quartet in f Minor, Op. 95, subtitled "Serioso" is unique among 
Beethoven's quartets. Written in ·1809, in the twilight of Beethoven's produc
tive middle period, it gives more than a hint of what was to come in the late 
quartets. This work was withheld from publication for six years, and was the 
last quartet to appear for twelve years. It was the most radical and pro
blematical quartet to date; rejecting the accomplishments of his previous 
quartets. Breaking tradition even further, Beethoven dedicated this work to a 
friend rather than to a patron, a practice which became more common in the 
late period. 

The initial Allegro con brio is condensed into minutes, in contrast to the 
spacious first movements of the Rasumovsky quartets. It has a very 
schizophrenic quality, using a wide variety of dynamics, rhythms, textures and 
articulations to heighten the effect. After only two short bursts in f minor the 
music is jolted unexpectedly into the very foreign key of G flat. Contrast is all
imp0,rtant here, and the gentle, rocking second theme appears in the viola after 
only three bars of transition. 

The beautiful second movement, Allegretto ma non troppo, is given a bit
tersweet quality by the constant shifting of the tonality from major to minor. 
The movement cannot decide whether it is happy or sad. After the initial 
episode the viola wanders off on its own, singing a dark tune which turns out 
to be, after the entrance of the second violin, an eerie fugue. This fugue is ex-. 
tended to encompass the entire middle of the movement and foreshadows the 
late fugues such as the opening movement of the C-sharp minor quartet, -Op. 
131. The scherzo, marked Allegro assai vivace ma serioso, follows, attaca, 
joined to the slow movement by an identical diminished chord. This scherzo is 



really no joke; the only humor found here must be termed diabolical. The two 
trio sections differ harmonically but follow the same pattern of a chorale 
phrase repeated hypnotically. 

The finale is introduced by a short Larghetto espressivo, a rare (for this 
work) passage of sustained, quiet and tragic beauty. The questioning phrases 
eventually give way to the Allegretto agitato. That Beethoven wanted a 
leveling-off of tension here is evidenced by the construction of the theme; tense 
as it may be, each motif is heard twice successively over a steady accompani
ment, giving a feeling of resignation and accept"nce for the first time in the 
work. The finale does not lack fire, however; between the repetitions of the 
rondo theme (always played piano) are episodes off ortissimo explosions, wild 
scales and offbeat sforzandos. All the turmoil is finally put to rest in a dismal 
little coda which ends with an unexpected F major chord in pianissimo. Sud
denly, as if awakened from a nightmare, the music flies off in F major to a 
joyous conclusion, and the whole piece is suddenly over, its conflicts and ten~ 
sions gone up in a cloud of dust. Conclusions of this sort were used on more 
than one occasion by Beethoven, notably in the Quartet in a minor, Op. 132 
and in the Overture to Egmont, written simultaneously with Op. 95 and in the 
same key. That Beethoven saw fit to dismiss the trials and tribulations of this 
work so flippantly could possibly be explained by his own dying words: ''The 
comedy is over.'' - David Finckel 

WOLFGANG AMADEUS MOZA~T: Fugues a 4 from the Well-Tempered 
Clavier, II (1744) arranged for string quartet (1782-3), K. 405 

Six years after Johann Sebastian Bach died in Leipzig, Mozart was born 
in Salzburg. Few at that time were interested in preserving Bach's memory, 
and his work was deemed difficult and archaic well before his death. Eclipsed 
completely by his more famous, cosmopolitan, and up-to-date sons, Bach was 
totally unknown in the south of Germany. Burney offers part of the explana
tion in his remark that ''the Catholics appear unwilling to listen to the musical 
strains of the Protestants.'' So when Mozart undertook training in the 
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requisite "learned" style (Palestrina, as interpreted two centuries later), it was 
Austrian and Italian works that provided the example. 

By the time Mozart encountered Bach, he was already at the beginning of 
his mature phase as an artist, having made the decisive move away from 
Salzbug in 1781 and assuming an independent posture in Vienna. Shortly after 
he arrived, Mozart was introduced to North German polyphony by the Baron 
van Swieten,. Vienna's Imperial Librarian and former Ambassador to the 
Prussian Court. Van Swieten had himself only heard about the ''old'' Bach in 
1774, when Frederick the Great, in his dotage, recounted the origin of The 
Musical Offering. The Baron contacted Philipp Emanuel in Hamburg, and 
returned to Vienna not only with copies of The Musical Offering and The Art 
of the Fugue, but with an impressive collection of keyboard works which pro
bably included the Clavierubung III, the organ Trio Sonatas and great 
preludes and fugues, the Suites, the Partitas, and the forty-eight preludes and 
fugues of the Well- Tempered Clavier. By April of 1782, Mozart. wrote to his 
father: 

''I go every Sunday at 12:00 to Baron van Swieten, where nothing is 
played but Handel and Bach. I am collecting at the moment the fugues of 
Bach - not only of Sebastian, but also of Emanuel and Friedemann. '' 

And later writes: 
''Baron van Swieten lent me all the works of Handel and Bach after I had 
played them through for him.'' 

For these playing sessions of 1782 and '83, Mozart provided string transcrip
tions of the three and four voice fugues from the second volume of the Well
Tempered Clavier of 1744. While the evidence indicates that some of these are 
lost, Kochel listed the extant fugues as K. 404a (trios) and K. 405 (quartets). In 
1796, van Swieten had six of the quartet fugues copied for his own use, and 
after 1799, when the publisher Anton Andre acquired all of Mozart's works 
from Constanze, he announced in a print of the ''Nine Famous Quartets'' that 
he had also published the composer's six fugues of J. S. Bach. No such print 
has come to light, but an autograph manuscript of the four fugues a 4 turned 
. up in this century in Los Angeles in the hands . of cellist Gregor Piatigorsky; it 
was only transcribed in 1962 (Mozart Jahrbuch) and includes No. 2 in g minor, 
No. 7 in E-flat, No. 9 in E, and No. 8 in the improbable key of D-sharp minor, 
which Mozart did not hesitate to transpose into D minor. Fugue No. 5 in Dis 
missing from the autograph but found in the later copy, and all five fugues 
were finally published, with slow introductions from a 1796 source in the 
Library of Congress, in 1981. Interest in performing the Bach/Mozart fugues 
has only recently been renewed with the 300th Anniversary of Bach's birth tak
ing place in 1985. 

Much of the real interest in these works, apart from their intrinsic value, 
is in discovering the tremendous impact Bach's genius had on Mozart's genius. 
The immediacy of Bach's effect on Mozart is clear, but the synthesis begins in 
earnest with the set of quartets dedicatd to Haydn, which Mozart began in 
1782 and did not complete without ulunga et laboriosa f atica" until early in 



1785. For three years, Mozart labored not only to acquire an agile technique in 
polyphony, but to reconcile the eternal qualities in Bach's vision with what the 
public wanted and his own strivings. In terms of quantity, nearly a third of 
Mozart's work from that period is fugal, and by 1789 he had become so profi
cient in improvising fugues at the keyboard that when he played at the 
Thomaskirche in Leipzig the Cantor declared that his ''old master, Sebastian 
Bach, had risen again." 

GEORGE TSONTAKIS: String Quartet "Emerson," 1984 
"This past year I will always remember as the 'Season of the Q-tets.' I 

have had the most gratifying chore of composing a quintet for winds, a brass 
quintet, and string quartets for three marvelous ensembles. Of the three, the 
String Quartet 'Emerson' is the most serious and introspective; in its 
untempered, unleashed, and relentless material, it is an expression of, and 
reaction to, our time. While careful thought was given to balance and form, 
the work is wrought of strong dramatic and rhythmic stuff, its restlessness 
reflecting my own restlessness, its meditative moments true to my own such 
moments. The 'parlando' second movement, with the viola and cello in 
tandem as a solo line or dividing into separate parts and reuniting, is a 
reference to Beethoven's famous 'Muss es sein?' Since I could not hope to 
answer the question as eloquently as does the Finale of the Op. 135 String 
Quartet, I have left it suspended, quiet but omnipresent (here in the guise of 
muted violins). 

It has been a great experience writing this quartet with the knowledge that 
its first manifestation in sound - that most miraculous moment when notes on 
paper take on life and breath -will be carried out by the EMERSON STRING 
QUARTET. It was with the image of the Emerson's intensity and elegance 
that the work was conceived, and it was with the kind of excitement they com
municate that it was created. I am proud to be part of this 'inside job,' part of 
a work composed and performed by my own generation.'' 

The above thoughts on String Quartet "Emerson" were written by com
poser George Tsontakis for premieres this season at Alice Tully Hall (April 29, 
30, May 1) and the opening of the Conference on Contemporary Music at the 
Aspen Music Festival (July). 

Mr. Tsontakis was born in New York in 1951 of Greek-Cretan parentage, 
and began studying composition at an early age with Hugo Weisgall. He 
entered the J uilliard School, where he is currently completing his doctoral 
work, as a student of Roger Sessions, and served as a teaching assistant to 
Vincent Persichetti. As a Fulbright scholar in Italy, he studied with Karlheinz 
Stockhausen in Rome, and with Franco Donatoni at the Accademia di Santa 
Cecilia. He has been the recipient of numberous awards, fellowships, and 
scholarships, including the 1983 Nonesuch Commission Award from the 
American Music Center, three MacDowell Colony Fellowships, the Charles 
Ives Scholarship from the American Academy of Arts and Letters, and three 
Ellstein scholarships in composition from the Juilliard School. 



Over the past ten years, Mr. Tsontakis has been active as both a composer 
and conductor. He has been on the f acuity at Aspen since 1976, has been the 
Music Director of the Metropolitan Greek Chorale since 1979, and has recently 
been appointed to the staff of Orchestral and Opera Programs at the Aaron 
Copland School of Music at Queens College. 

Mr. Tsontakis first came to prominence with the 1982 premiere of his 
Oratorio-Drama Erotokritos, based on a 17th-century Cretan epic poem, 
which drew capacity audiences at Tully Hall. The New York Times compared 
the unusual fusion of drama, music and dance to Stravinsky's Oedipus Rex 
and Pendereski's Paradise Lost, and commented: 

''The music, which bore certain hallmarks of the second Viennese , 
school, nonetheless proved accessible and imaginative, and worked 
effectively on a subliminal level as well.'' 

PETER ILYICH TCHAIKOVSKY: Quartet No. 1 in D major, Op. 11 
Tchaikovsky was just 30, and well-established in his faculty position at 

the new Moscow Conservatory, when a year-long hiatus in the performance of 
his works was brought about by events which began with the unanimous rejec- l 

- tion of his opera Undine for production in St. Petersburg, and the failure of ") , 
his symphonic overture, Romeo and Juliet, in the Moscow premiere of March, 
1870. By the beginning of 1871, it was clear to Tchaikovsky that he had to take 
action to restore both his artistic as well as his financial credibility. The sugges-
tion of a concert of his own works performed for his own benefit, with the 
right mix of prestige artists , a new work, and an " old" favorite, came from 
Nicolai Rubenstein, Tchaikovsky's close friend. In mid-January the composer 
was still working on a promising new, but slow-going, opera, Oprichnik (he 
had immediately burned the score of Undine), but quickly rose to Nicolai's 
challenge with a string quartet for the March 1871 '' benefit." Discounting stu
dent efforts, it was his first string quartet and, more importantly, Russia's 
first. The performance, which also included Goethe's ''None But the Lone1y 
Heart'' on the program and the famous Turgenev in the audience, was a re
sounding success. 

Betraying neither haste nor inexperience, the D major Quartet is a 
classically structured and beautifully assured piece of chamber music 
writing.Its stylistic origins and key relationships may be traced to Schubert, its 
contrapuntal ~ctivity and ingenuity to Mozart. Tchaikovsky's assessment of 
his great European exemplars is, however, somewhat strange. His adulation of 
-Mozart is well known, but while he declared that ''Mozart is the Christ of 
musk, in whom are quenched all his predecessors, just as rays of light are in 
the sun itself,'' he had little use for the d minor Quartet (K. 421 ). He also felt 
that Schubert was full of invention but deficient in imagination, and he 
''couldn't bear" the late quartets of Beethoven. 

Still, this initial effort (the best of the mere three he produced) concfusive
ly points to Tchaikovsky's complete control of form, the lack of which has 
been so much ,lamented in his larger works. The Quartet's outer sonata-allegro 



movements are masterfully proportioned and full of arresting technical detail, 
the inner movements simpler, perfectly poised ternary events. Into this 
classical mold Tchaikovsky poured a wealth of Slavic-inspired melody, ir
regularly contoured phrases, strong, syncopated rhythms, and drone-bass 
derived harmonies. That said, the entrenched fame of this work lies almost en
tirely in its Andante cantibile, which brought Leo Tolstoy to tears and eventual 
exasperation to the composer, who declared in 1884 ''They don't want to 
know anything else! '' 

The Andante theme is a Russian folk-song of affecting poignance and 
melancholy which Tchaikovsky heard sung at his sister's home in Kamenka 
two years earlier. In his very simple, almost artless treatment of the melody, 
and in the pizzicato accompaniment of the motivically derived secondary 
theme, Tchaikovsky tapped a deep well of response in his listener. He could 
not have accomplished this, however, without drawing on his emotional 
resources and depth of feeling for all things Russian. Tchaikovsky's union of 
soul with .:;tructure in the D major Quartet is one of his most admired, and en
during, achievements. 

Program notes for Mozart, Tsontakis, Tchaikovsky 
by Sarah Davies © 1984 
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ow that your investments 
require more thought, 

Kidder, Peabody offers a wealth of services and products 
for the wealthy investor. Consider our brokerage account 
that saves you time while earning you money. We 
thought of the Kidder, Peabody Premium Account so you 
could think about other things. 

Or consider our fixed income products such as CATS, 
CIBs and Option Tender Bonds. Some are taxable; others 
are tax free. All provide strong market yields with solid 
security. A CATS investment of $10,000 today would be 
worth at maturity over $30,000 - or triple your money in 
nine years and in twenty years it would be worth over 
$100,000. 

Or even consider our retirement programs that are 
designed to meet your needs by our specialists. 

For more information on how Kidder, Peabody can 
be of service call James N. Manley, VP at (713) 751-7617. 

Kidder, Peabody 8 Co. 
Incorporated 



> 

I ~ 

OUR OWN 

FRESHLY ROASTED 

COFFEES AND NOW, 

OUR OWN FRESH AND 

FLAVORFUL TEAS~ 

2520 Rice Boulevard 
Houston, Texas 77005 

713 I 527-0398 
10-6 Monday - Saturday 

For the Finest in Classic Guitars, 

Guitar Instruction, and Music 

and Accessories for the 

Classic Guitarist. 

1401 Richmond Avenue 528-5666 

Wadler~aplan 
Music Sl)op, Inc. 

''Hou$tdr!;,,~$ Largest 
Selectiot/qJlSHlft Music'' 

PIANO • vl;AL I· 1JtTRUMENTAL 

529-2676 

See Us for Unique Musical Gift Items 

Congrotulations to 
Houston Friends of Music; Inc. 

1.W. mark1 
Jeweleu 

on your 
25th ANNIVERSARY 

3841 Bellaire Blvd. Houston, Texas 77025 
713 I 688-5000 



If you liked the music in 
Fantasia 

The Shining 
Excalibur 

• 1en 
Elvira Madigan 

The Turning Point 
The Four Seasons 

A Clockwork Orange 
2001: A Space Odyssey 

you'll love KLEE 
Think back to how it felt at the movie . 

The sound worked its wav inside vou 
and made something happen to you. Some
how it felt right, a feeling you didn't want to 
let go of on your way home. 

Maybe you'd never heard most of that 
music before. You might have even thought 
it had been written for the movie. Mavbe 
you 're even one of the many people who 
went out later and bought the sound track. 

That wonderful music you enjoyed so 
much is only a miniscule sampling of the 

massive Classical repertoire. All the com
posers who wrote that sound wrote a lot 
more, and they're only a handful of the men 
who did. Imagine what you haven't heard 
vet-a wealth of music so vast and varied 
that literallv evervone can find their own col
lection of favorites there. 

KLEF plays that music all the time, 
twenty-foµr hours every day, right here in 
Houston, just like in the movies. For free. 
All you have to do is push a button, listen 
and discover your own Classics. 

Plenty more where those came from 

~KLEF 
94.S FM Stereo 


