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PROGRAM 

Quartet in F Major, D. 487 (Op. posth.) 
Adagio 
Rondo Concertante 

Piano Quartet in A Major, Op. 26 
Allegro non troppo 
Poco adagio 
Scherzo: Poco allegro 
Finale: Allegro 

INTERMISSION 

Quintet for Piano and Strings 
in A Major, Op. 114, D. 667, "Trout" 

Allegro vivace 
Andante 
Scherzo: Presto 
Thema: Andantino 
Finale: Allegro guisto 

The Los Angeles Piano Quartet is represented by Melvin Kaplan, Inc., 115 College Street, Burlington, VT 05401. 

Photographing and sound recording are prohibited. 
We fu rther 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 rum them in for resale. 
This is a tax-deductible donation. Call 285-5400. 
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PROGRAM NOTES 
The music on this program unites two giants of chamber music, each commemorating an important anniversary 
in 1997: Franz Schubert's 200th birthday, and the lOOth annicversary of the death of Johannes Brahms. 

Quartet in F Major, D. 487, (Op. posth.) 
Quintet for Piano and Strings in A Major, Op. 114, 

Franz Schubert 

T he pairing of Schubert's "Adagio and Rondo Concertante in 
F" (D. 487) with his "Trout Quintet" (D. 667) presents the lis

tener with some intriguing contrasts and comparisons. Both works 
are for piano and strings; both are early compositions, if one can 
use that phrase for a composer whose entire output would be com
pleted before the age of 32. "The Adagio and Rondo" is from 1816, 
when Schubert was 19; the "Trout Quintet" was written three years 
later. In the earlier and little-known composition, Schubert 
employed a popular medium, the piano quartet; for the later, 
famous work, a combination which had never before been used for 
an original composition, and would never again enter the classical 
repertoire - a quintet for piano, double bass, cello, viola and one 
violin (its only other use had been for an arrangement Hummel 
made of his own Septet some years earlier). The "Adagio and 
Rondo" was to be so neglected as to remain unknown even to 
many professional musicians, let alone the concert-going public, 
while "Trout" would become among the most famous and beloved 
pieces of chamber music in the entire literature. Each work owes its 
existence to the amateur cellist for whom it was written. 

At age 19, Schubert had already produced some of his greatest 
songs, including "Erlking" and "Gretchen at the Spinningwheel." 
During the same year he applied for, but failed to obtain the posi
tion of music master in a training school for elementary teachers 
which would have at last brought him a reasonable income. 
Despite the severe disappointment he remained actively engaged in 
his circle of musical friends and admirers, taking part in many 
evening performances of his music in their company. The "Adagio 
and Rondo" was composed for one of them, the amateur cellist 
Heinrich Grob (brother of the young soprano who had sung the 
solo part in his Mass in F, composed two years before) . Despite its 
origin, the work is nevertheless 9ominated by the piano, rather 
than the cello. It is said to be the closest Schubert ever came to 
writing a piano concerto.It is short, in two movements; and 
although one can hear a few characteristic Schubertian modula
tions and enharmonic changes, it has relatively little of the flavor 
we associate with Schubert. In fact, one hers faint echoes of 
Hummel and Spohr. The Adagio serves as an introduction and is 
somewhat somber, with moments of suspense and anticipation. 
The Rondo, despite sharing that form's characteristic light-hearted 
grace, is not a rondo at all, but rather a movement which makes 
the rounds - in modified sonata form - with a series of contrasting 
themes in various keys following the pattern ABCD - development -
ABCD - coda. To add to its oddity, the original theme returns in the 
sub-dominant rather than the tonic when it finally arrives. The 
composition seems to have been rather experimental for Schubert 
and apparently received little notice until it was published in the 
complete edition of Schubert's works by Breitkopf & Haertel seventy 
years after his death. 

T he Trout Quintet was to have quite a different history. In the 
summer of his 22nd year, Schubert was for the first time in his 

life able to take an extended holiday. Thanks in part to his associa
tion with the well-known Viennese opera singer, Johann Michael 
Vogl, his songs had a growing reputation beyond Vienna. By now 
they included "Death and the Maiden" and "The Trout." It was at 
Vogl's invitation that the two journeyed to the singer's birthplace, 
the town of Steyr in the Austrian Alps. Here, during his three-month 
stay, Schubert was introduced to the musical life of the town, which 
centered on Sylvester Paumgartner, a well-to-do manager of a local 
mine, who was also a devoted amateur cellist. It was Paumgartner 
who requested of Schubert a quintet for use at his afternoon musi
cales and it is he, it is believed, who requested inclusion of the 
"Trout." Schubert promptly obliged, turning out the work in two 
weeks' time (finishing touches were added upon his return to 
Vienna). The result was a serenade in five movements, sunny and 
high-spirited, and with an unmistakable timbre (owing to the rela
tively high register of the piano-writing to allow the cello and dou
ble bass lower octaves). The first movement begins with a tremen
dous "Splash!" A lovely, transparent melody follows, setting an idyl
lic mood which is then enriched by harmonic complexities and the 
usual key changes which were Schubert's trademark. Further along 
one finds a rare instance of Schubertian haste: the recapitulation is 
thirty-six measures shorter than the exposition, and ends abruptly 
without a coda. Next comes a tranquil Andante, followed by a 
Scherzo and Trio, in the tradition of Beethoven. Interposed between 
this movement and the Hungarian-style Finale is the Variation 
movement. For this, Schubert employed a simplified version of his 
song, giving the theme first to the strings alone, then placing it 
successively with the piano, viola, and the double bass and cello 
together. It is in the last variation that the melody of the song final
ly appears with the original accompaniment and fittingly, it is the 
cello which gets to play the long solo, no doubt a gesture from the 
composer to the man who had commissioned the work. 

The Trout Quintet was the first of at least three other chamber 
works for which Schubert would fashion variations on one of his 
songs ("Die Freunde von Salamanka" in the Octet, Variation for 
Flute and Piano from "Die Schoene Muellern" and "Death and the 
Maiden" for the d minor Quartet). It was published by Czerny a 
year after Schubert's death, becoming far and away his best-known 
instrumental work. 

Program notes by Nora Avins Klein 
August, 1996 

Piano Quartet in A Minor, Op. 26 
Johannes Brahms 

I n the summer of 1861 , Johannes Brahms, 28 years 
old, rented an airy room on the outskirts of Hamburg, in a 

house with a large garden. He was spending his time conducting a 
women's chorus and composing, in an attempt to build a career in 
his native city. For the moment he felt rather at loose ends about 
his music. 

"If only I had anything I could trust to really please you," he 
wrote to his f1:iend, Joseph Joachim. "But I get nothing done 
because of my indolence and day-dreaming." 



What the "indolent" composer had produced so far that summer 
were three of his best works: the Variations on a Theme by Handel 
Op. 24, the First Piano Quartet Op. 25, and the work on tonight's 
program, the Second Piano Quartet Op. 26. 

Brahms was profoundly under Schubert's spell at the time, and 
although commentators often point to Beethoven as his spiritual 
mentor, the Second Piano Quartet displays the debt Brahms owes to 
Schubert. The work is cast on a very spacious scale, endowed with 
an unusual abundance of lyric themes, and travels to remote har
monic regions very much in Schubert's vocabulary. It is not there
fore one of Brahms's more concise works, but it is surely one of his 
most beautiful. 

The piece is in four movements, three of them, the first, second. 
and fourth, in sonata form - of sorts. Brahms is here on the way to 
perfecting one of his favorite forms, the sonata-allegro masquerad
ing as a rondo, and both 2nd and 4th movements can be under
stood as either one form or the other. 

The opening of the first movement is a theme of great poise and 
simplicity, arching over many measures before taking a breath. It 
makes use of a typically Brahmsian device: triplets alternating with 
duplets, three notes fitting into the space of two. In this case, the 
triplets are forward-moving and separate, the duplets tender and 
legato. That contrast of rhythm and mood provides much of the 
material for the entire movement. The Schubertian touch in this 
movement is an abundance of "second themes," one lyric flight of 
song merging imperceptibly into another. Of particular beauty is 
the Coda, based entirely on the music of the opening theme; it ends 
in a magical stretching out of the duplets so that the music, and 
not the musicians, produces the final slowing down before ending 
suddenly, in only two beats, with triplet exclamation marks. 

The second movement is one of Brahms's great tone paintings, 
an atmosphere of repose, mystery, and drama created by the use of 
muted strings counterbalanced by the piano in its richest timbre. 
The very opening theme is worth paying close attention to (fortu
nately it returns more than once): as it is heard on the piano, the 
strings are playing an embellishing figure which anticipates the 
next note of the piano melody, so that we have the theme and a 
variation of the theme sounding together. Among many other won
derful moments is the rocking cello figure, heard solo in its deepest 
register, repeatedly broken into by an ever more agitated rumble of 
piano and joined by the other strings, until the piano breaks loose 
in a great outcry. By now the cello has retreated from soloist to 
background, but has kept its rhythmic and melodic shape exactly 
intact. This is Brahms at his most romantic, his most powerful, and 
his most intellectual at one and the same time. 

The third movement, a scherzo, might just as well have been 
called a minuet, and best reveals its full charm when performed 
with visions of Schubert waltzes. It is fun to play, with its long, sin
uous lines, but is far more difficult than it appears. Since Brahms's 
other deep interest at the time of composition was a study of Bach's 
counterpoint, it is not surprising to find that the middle section of 
the movement is a strict canon between the strings and the piano. 

With the fourth movement, we are on familiar Brahmsian terri
tory: Hungarian gypsy music. His interest in it stemmed from his 
teenage years, when a garrison of Hungarian soldiers was quartered 
just outside of Hamburg. Nourished by his association with two 
Hungarian violinists - one of them his life-long friend, Joseph 
Joachim - the flavor of gypsy music found its way into much of his 
work. Here it is unabashedly recognizable from the start. The gypsy 
theme is passed from strings to piano and back, fragmented in imi-

tation of itself, alternated with contrasting, static themes (the sec
ond and closing theme, if you are listening for sonata form), dis
guised in triplets, and returns at least six times, giving a strong 
sense of a rondo and producing a highly satisfying work. 

The quartet was published in 1863, simultaneously with its 
slightly older sister, the G minor Piano Quartet Op. 25, a piece 
which is probably played more frequently. But for many performers 
and Brahms enthusiasts, it is the Quartet in A major that finds its 
way most deeply into the heart. 

Brahms's Piano Quartet in A Major, Op. 26, 
Program Notes copyright © 1996 by Styra Auins. 

Styra Avins is a cellist and author of the forthcoming 
Johannes Brahms, Life and Letters, Oxford University Press 
(1997), which will be the first comprehensive collection of 
the letters of Brahms in English . Her discovery that Brahms 
studied cello as a child is developed in an article in The 
Strad, which will appear in the October 1996 issue. 

Los Angeles Piano Quartet 

A fter its debut at the Los Angeles Music Center in 
1977, the Los Angeles Piano Quartet soon earned 

recognition as America's premier piano quartet. They 
have performed in the major venues in the United 
States and Europe, as well as at the Bermuda and 
Tuscon Festivals; they have also appeared on televi
sion and on Public Radio's "St. Paul Sunday Morning. " 
They have commissioned new works by such promi
nent contemporary composers as John Harbison , 
Gerard Schurmann, and Stephen Hartke. Their recent 
recordings include the Dvorak and Schumann quartets 
on the MusicMasters label and the two Faure quartets 
for Pickwick. The individual members of the quartet 
are also active as soloists and recitalists. 

Timothy Pitts, a graduate of the New England 
Conservatory of Music, has performed with the 
Boston Pops, the Amabile Quartet, the Vermeer 
Quartet, and other ensembles. Mr. Pitts was a member 
of the Cleveland Orchestra and the faculty of the 
Oberlin Conservatory until 1992, when he accepted 
the positions of principal bass with the Houston 
Symphony and Associate Professor of Double Bass at 
the Shepherd School of Music. 

Ayako Yoshida plays a violin by Carlo Antonio 
Testore made in 1720 in Milan; Katherine Murdoch's 
viola was made by Matthias Klotz in 1740 in 
Mittenwald; and Peter Rejto's cello was made in 
Venice in 1721 by Dominicus Montagnana. The Los 
Angeles Quartet is a Steinway ensemble. 


