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PROGRAM NOTES 
Langsamer Satz 
Anton Webern 

A !though Webern is better known for his brief, 
compact atonal and serial works such as the Five 

Movements for String Quartet, Op. 5, he, like his teacher 
Arnold Schoenberg, composed some of his early works 
in a late romantic idiom. The Langsamer Satz (Slow 
Movement) of 1905 is a lushly chromatic piece in the 
vein of Schoenberg's Verk/a.rte Nacht. Webern had 
played cello in a quartet coached by Schoenberg, and 
wrote his brother-in-law some years later that "Quartet 
playing is the most glorious music-making there is." 

The Langsamer Satz, to be played "slowly, with agi
tated expression," is in an elaborated ABA song; for~, 
beginning with a broad climbing melody that st~l[ts m 
the first violin, passes to the viola, and continues m the 
second violin. A secondary theme is introduceca by the 
second violin, and is taken up by the first. The central 
section, marked "very peaceful ," is dominated by a motif 
containing two descending triplet figures. After the sec
ond and first violins state this theme, the peaceful mood 
is disturbed as all the parts rise to a climax in unison. 
Peace returns, leading to the repeat of the first part. 
The theme of the middle section returns briefly before 
the movement comes co a quiet close. 

This is the first performance of this work on a Friends of 
.W11sic program. 

String Quartet No. 1 
Elliott Carter 

E !liott Carter is one of the most highly respected of 
living American composers, having won a nun_1ber 

of a,vards and having received honorary doctorates trom 
(at last count) nine major universities and conservato
ries. After earning a degree in English at Harvard, he 
received a M.A. in music and went to Paris to study with 
Nadia Boulanger. He has held teaching positions at sev
eral universities , including Queens College , Yale, and 
Cornel l. Much of his music is notoriously demanding 
on both performers and audiences because of its dense 
complexity. According co the article on Carter in the 
new Grove's Dictionary, the Quartet No. 1 "superimpos
es independent melodies in polymetric relationships as 
complex as 3 against 7 against 15 against 21; and the 
pitch materials of its entire 40 minutes relate noc _ to 
tonality but to a tetrachord , E-F-G#-A#, from which 
every interval may be obtained by permutation. " 

Carter was living in the Lower Sonoran Desert in 
Arizona while he was writing the quartet. He writes: 
"Like the desert horizons I saw daily while it was being 
written, the First Quartet presents a continuous unfold
ing and changing of expressive characters-one woven 
into the ocher or emerging from it-on a large scale. 
The general plan was suggested by Jean Cocteau's film 
Le Sang d'un poete, in which the entire dream-like action 
is framed by an interrupted slow-motion shoe of a tall 
brick chimney in an empty lot being dynamited. Just as 

the chimney begins to fall apart, the shot is broken off 
and the entire movie follows, after which the shot of the 
chimney is resumed at the point it left off, showing its 
disintegration in mid-air, and closing the film with its 
collapse on the ground. A similar interrupted continuity 
is employed in this quartet's starting with a cadenza for 
cello alone that is continued by the first violin alone at 
the very end. On one level, I interpret Cocteau's idea 
(and my own) as establishing the difference between 
external time (measured by the falling chimney, or the 
cadenza) and internal dream time (the main body of the 
work)-che dream time lasting but a moment of external 
time but from the dreamer's point of view, a long 
stretch. In the First Quartet, the opening cadenza also 
acts as an introduction to the rest, and when it reap
pears at the end, it forms the last variation in a set of 
variations." 

The composer further describes the quartet as "in 
four sections: Fantasia, Allegro scorrevole, Adagio, and 
Variations. This scheme is broken by two pauses, one 
in the middle of the Allegro scorrevole and the other just 
after the Variations have been started by the cello, 
w hile the other instruments were concluding the 
Adagio. The first section, Fantasia, contrasts many 
themes of different character frequently counterpointed 
aga inst each other. It concludes with the four main 
ideas being heard together, fading in and out of promi
nence. This leads directly co a rapid Allegro scorrevole, a 
sound-mosaic of brief fragments , interrupted once. by a 
dramatic outburst , then resumed, again interrupted by a 
pause, again resumed, and finally interrupted by another 
outburst chat forms the beginning of the Adagio. 

"During this extended slow movement , the two 
muted violins play soft, contemplative music answered 
by an impassioned, rough recitative of the viola and 
cello. This Adagio forms the extreme point of diver
gence between simultaneous ideas in the quartet and 
has been led up to and is led away from by many lesser 
degrees of differentiation. The last section, Variations, 
consists of a series of different themes repeated faster at 
each successive recurrence, some reaching their speed 
vanishing point sooner than others. One that persists 
almost throughout is the slow motive heard in separated 
notes played by the cello just before and after the pause 
that precedes the Variations. This motive passes 
through many stages of acceleration until it reaches a 
rapid tremolo near the end. " (Carter's notes are quoted 
from the Composers Quartet recording on the Nonesuch 
label. ) 

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

Quintet for Strings in G Minor 
Wolfgang Amadeus Mozart 

Mozart coinpose? six works f~r string quart~t 
with an added v10la, four of which were from hrs 

latest and richest period. Perhaps the best known is the 



quintet in G minor, which he completed on May 16, 
1787. Several writers have considered the key of G 
minor to have especially melancholy assoc ations for 
Mozart, and it is true that many listeners and players 
have found this quintet to be expressive of poignancy or 
at least wistfulness. Perhaps this effect is produced not 
only by the minor key, but by the structure of much of 
the melodic material. The two main themes of the first 
movement, both in G minor, consist of upward leaps 
followed by stepwise descents, as if striving upward 
only to slip back. Similar motifs, both major and minor, 
can be found in the other movements. 

The opening Allegro begins with an upward climbing 
motif followed by a chromatic descent. The next phrase 
begins with an inversion of the first motif, the first of 
many manipulations of these six notes. The first4 viola 
repeats the theme, and after some transitional material 
the second theme appears, its initial leaps getting higher 
and higher until the first violin leaps a minor nint h to a 
high D. Some imitative play between the first violin and 
first viola leads to a closing section based on the open
ing motif. A relatively brief development section toys 
with elements of both themes, emphasizing the down
ward motion of the material. After the recapitulation, a 
coda begins with hopeful upward leaps broken by hesi
tation, and the movement concludes with recollections 
of previous descending passages. 

The Minuetto begins with a falling motif in the minor, 
and its flow is interrupted by chords on the third beats 
of the bars, suggestive of stumbling more than dancing. 
In the trio, Mozart allows the sun to peek through the 
clouds by changing to the major, and gives the paired 
violas a sweet conclusion to each repeated section. 

The Adagio, played with mutes, begins in the major 
with a milder, narrower version of the leaping and 
falling pattern, but is soon interrupted by exposed 
exchanges between the first violin and cello, and some 
gaping pauses. The second theme returns to the minor, 
with the first violin descending over a pulsing accompa
niment and oruff comments from the second viola. The 
third theme is back in the major, and is enlivened with 
accompanying offbeats, but the pattern of upward leap 
and fall retains its wistfulness. The second half of the 
movement repeats the first half with some imitative and 
decorative additions. 

The brief Adagio that introduces the finale is perhaps 
the most tension-filled and expressive of all. The pizzi
cato notes on the cello underlying the repeated eighths 
of the other voices push on inexorably while the violin 
sings mournfully above. The Allegro brings back the 
major and a degree of cheerfulness. The upward leap 
and fall pattern is still present, especially in rapidly 
descending scales, but upward scales and arpeggios are 
occasionally heard, and the quintet ends positively. 

This is the second performance of this work on a Friends of 
Music program; it was last played by the Tokyo Quartet in 
February 1991 . 

Program notes by Edward Doughtie. 

Vermeer Quartet 

Formed in 1969 at Marlboro by artists originally 
from Israel, Germany, New York, and Nebraska, the 

Vermeer Quartet provides a unique blend of musical 
and cultural backgrounds. Switzerland's Suisse has 
written, "Out of this alchemy is born a thing of beauty 
which one can define, without hesitation, as perfection." 
Since their formation the quartet has performed in every 
major city in North America, Europe, and Australia, and 
at the most prestigious music festivals. Their repertoire 
includes a number of less familiar works in addition to 
the standard classics, and they regularly present new 
works, many of which were written for them. Their 
numerous recordings include the entire Beethoven 
cycle, plus works by Schubert, Dvorak, Mendelssohn, 
Verdi, Brahms, and Tchaikovsky. Based in Chicago, the 
quartet has been on the Resident Artist Faculty of 
Northern Illinois University since 1970, and has been the 
resident quartet for Performing Arts Chicago since 1984. 

Of their performances, the Chicago Tribune has writ
ten , "Here was music-making of the most passionate 
kind, in which eloquent playing was brightened by bril
liant technique and tempered by a heightened sense of 
taste ." Australia's Tbe Age has said that "The performance 
was magnificent: majestic in style, technically without 
flaw , and utterly persuasive. " Stereo Review wrote of 
their Beethoven recordings: ·'What these peerless players 
oive us is a heady blend of old-fashioned warmth and 
~ommunicativeness, with exemplary demonstrations of 
modern standards of both taste and technique. More 
persuasive performances of any of these quartets are 
simply not to be found." 

Shmuel Ashkenasi plays a violin by Nicolo Bergonzi 
made in Cremona around 1780; Mathias Tacke's violin 
was also made in Cremona, by Lorenzo Storioni in 1788. 
Richard Young plays a viola by Peregrino di Zanetto 
made in Brescia around 1570, and Marc Johnson's cello 
was made by Francesco Stradivari in Cremona around 
1720. 

Atar Arad 
Born in Tel Aviv, where he began studying the violin, 

Atar Arad took up the viola in 1971 , and shortly after 
began winning prizes in international competitions for 
his playing. He has since performed many times as 
recitalist and soloist with major orchestras . His record
ing of the Hoffmeister and Stamitz viola concertos alon.g 
with Paganini's Sonata per la Grand'Viola e Orchestra is 
justly held in awe by other violists. In 1980 Arad came 
to the United States and joined the Cleveland Quartet, 
with whom he played for the next seven years. He has 
held teaching positions at the Eastman School and at 
Rice 's Shepherd School, and is currently Professor of 
Music at Indiana University. 


