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PROGRAM 

Rice University 

Quartettsatz in C Minor, Op. Posth., D. 703 
Allegro 

Quartet in E Flat Major, Op. 7 4 ("Harp") 
Poco Adagio; Allegro 
Adagio, ma non troppo 
Presto 
Allegretto con variazioni 

INTERMISSION 

Quintet (1995) 
in four movements 

The Emerson String Quartet and Edgar Meyer appear by arrangement 

with !MG Artists and record exclusively for Deutsche Grammophon. 



PROGRAM NOTES 
Quartettsatz in C Minor, D. 703 

Franz Schubert 

L ate in 1820, Schubert e~tered a new_ phase in his q~artet _writing, 
leaving the so-called sociable, domestic character of his earlier com

positions to compose highly dramatic works that surge with passion and 
intensity. One reason for the change may have to do with the fact that 
Schubert was no longer writing for his more technically limited family 
quartet, brothers Ferdinand and Ignaz, violins, Franz, viola, and their 
father, cello. Now he had in mind professional players with a virtuosic 
command of their instruments. Also, it may be that Schubert's tum to a 
more revolutionary and Romantic style of writing was in reaction to an 
official reprimand he received that year for consorting with the radical 
poet Johann Senn. 

In December 1820, Schubert completed the first movement and forty
one measures of the second movement of what seemed to be the begin
ning of a full-length quartet in C minor. And there the manuscript ends! 
As with the "Unfinished" Symphony, scholars speculate that Schubert 
probably planned to write four movements, but somehow circumstances 
intervened. It is also possible that he abandoned the task when he found 
himself unable to sustain the high-pitched intensity of the first move
ment. Although we will probably never know for sure why the work was 
not finished, we can savor the quartet movement (Quartettsatz in 
German) for what it is-a thoroughly satisfying and compelling cham
ber music composition, among the most outstanding in the entire 
repertoire. 

The music opens mysteriously, with the first violin murmuring a 
repeated-note figure that is taken up fugally by the others. After quickly 
rising to a fervid climax, the same melcxly, but without the repeated notes, 
continues quietly. Another, more lyrical theme appears in the first violin, 
while the second violin and viola carry on the rocking rhythm that has 
been established. An abrupt change of mocxl intrudes as the lower instru
ments intrcxluce a highly theatrical, tense section similar to the opening 
and the first violin sweeps up the scale, again and again, in portentous
sounding runs. Schubert then brings in still another theme, an air of lyri
cal innocence, but the initial melcxly insistently runs through the viola 
and cello, gaining in importance and finally taking over in a hushed, 
chilling episode. The exposition ends as the cello plays the last echo of 
the opening and the others go through the measured paces of the closing 
themes. 'Iwo violent outbursts signal the start of the brief development, 
which uses the contour of the opening theme as the springboard for fanci
ful flights of melodic creation. The recapitulation brings back all the 
themes in the proper order-except for the most important theme, the 
first; Schubert saves that for the final measures of the piece, the short, 
concluding coda. 

This is the fifth time this work bas appeared on a Friends of Music 
program. It was last played by the American Quartet in January 
1994. 

Quartet in E Flat Major, Op. 74, "Harp" 
Ludwig van Beethoven 

S everal important events occurred during 1809, while Beethoven was 
composing his E flat major quartet. Early in the year he was granted 

an annual stipend from three noblemen. With this financial security, 
Beethoven proposed marriage to Therese Malfatti, his teenaged pupil
and was devastated by her family's rejection of his suit. The French army 
attacked Vienna in May, bombarding and laying siege to the city (the 
account of Beethoven cowering in a cellar during the shelling, pillow 

clamped over his ears to save his little remaining hearing, dates from this 
time) , followed by an occupation that lasted until October During the 
military seizure, Louis de Vienny, a French music lover, called on 
Beethoven and left this description of the composer's living 
quarters: 

His lcxlging, I believe, consisted of only two rooms, the first one 
having an alcove containing the bed, but small and dark, for 
which reason he made his toilet in the second room,-or salon. 
Picture to yourself the dirtiest, most disorderly place imagin
able-blotches of moisture covered the ceiling; an oldish grand 
piano, on which the dust disputed the place with various pieces 
of engraved and manuscript music; under the piano (I do not 
exaggerate) an unemptiedpot de nuit; beside it a small walnut 
table accustomed to the frequent overturning of the secretary 
placed upon it; a quantity of pens encrusted with ink, compared 
wherewith the proverbial tavern pens would shine; then more 
music. The chairs, mostly cane seated, were covered with plates 
bearing the remains of last night's supper, and with wearing 
apparel . . .. 

No one can say exactly how the personal and political turmoil and the 
squalor of his surroundings affected the composition of the Op. 74 quar
tet, but it is known from his letters that Beethoven found it difficult to 
compose under wartime conditions; the thirty notebook pages devoted to 
working out the quartet attest to his struggles. Also, the quartet does not 
push forward into new and unexplored regions, but rather demonstrates 
a consolidation of previous growth, with some backward glances over 
well-traveled Classical pathways. 

Although widely accepted, the subtitle, "Harp," was not devised by 
Beethoven but was added later. It is an unfortunate choice of name, since 
it calls undue attention to some pizzicato accompaniment figures in the 
first movement that are of minor musical importance, even though they 
probably shocked listeners in the early 1800s. 

The slow intrcxluction to the first movement centers around a four-note 
motif heard immediately from the first violin and repeated a number of 
times. 1\vice Beethoven interrupts the placid flow with a powerful chord 
before continuing in unruffled tranquility. The top notes of the three 
sharp chords that open the main bcxly of the movement follow the same 
general contour as the introductory motif. 'Iwo other melodic frag
ments-a flowing line in the second violin and a cantabile melcxly in the 
first-fill out the first group. The transition to the second group includes 
the first appearance of the pizzicato figure that gives the quartet its nick
name and of forceful chords reminiscent of the intrcxluction. The viola 
intrcxluces the second theme, a long note followed by a flurry of descend
ing and ascending notes, but is soon joined in imitation by all the instru
ments. A closing theme, with jarring offbeat accents, brings the exposi
tion to a close. After ordinary and rather predictable development and 
recapitulation sections, the coda is particularly striking with brilliant pas
sage work in the first violin and expansion by the others of pizzicato 
arpeggios and melcxlic fragments heard earlier. 

The Adagio, a movement of profound spirituality, foreshadows 
Beethoven's sublime late quartets. The superb, though simple, melcxlies 
convey a great richness of emotional content. The movement revolves 
almost entirely around the tender, almost sentimental main theme initial
ly stated by the first violin, which is heard three times in varied repetitions 
separated by contrasting episodes-the first repeat in minor, conveying a 
weighty despondency, the second, loftier and more spiritual. 



The concentrated energy and drive of the third movement, really a 
scherzo, make this the climax of the entire quartet. Still obsessed with the 
dot-dot-dot-dash rhythm of his Fifth Symphony from one year earlier, 
Beethoven gives this movement a power and force that is rare in chamber 
music. Nor is there any relaxation in the following section, introduced by 
the cello. Beethoven marks it Piu presto ("faster"), but contradicts him
self by giving it the same metronome setting as the opening, in what some 
say is a parody on academic counterpoint exercises. Both parts are repeat
ed before a third hearing of the opening, hushed in tone, acts as a transi
tion to the last movement, which follows without pause. 

The disarming finale, with its simple drooping tune, seems almost anti
climactic after the furious third movement. Its form is a theme and six 
variations, in which variations 1, 3, and 5 are strong and active, while 
numbers 2, 4, and 6 are gentle and lyrical. The coda accelerates in 
tempo, leading to a high-speed, brilliant conclusion based on the melodic 
line of the third variation. 

The "Harp" Quartet received its premiere at the Vienna home of Prince 
von Lobkowitz in the fall of 1809 and was published the following year. 

This is the third performance of this work on a Friends of Music pro
gram. It was last played in March 1984 by the Tokyo Quartet. 

Program notes by Melvin Berger, from his Guide to Chamber Music 
(New York: Doubleday Anchor, 1985, 1990). 

Quintet 
Edgar Meyer 

The composer writes: "The Quintet was written in 1995 to be 
performed by the Emerson String Quartet and myself. It was com

missioned by a consortium consisting of Chamber Music Chicago, UCLA, 
The Lieds Center in Lawrence, Kansas, St. Paul Sunday, The Lively Arts at 
Stanford, and Harold and William Slapin. One of my primary goals in 
writing Quintet was that it be clear and self-explanatory. Given this goal, 
detailed program notes could be considered a distraction or even a failing, 
so please forgive the brevity of these. The piece is in four movements. The 
first is a cross between theme and variation and variations on a ground 
bass. The second movement is moderate with some sense of humor. The 
third is slow and devoid of humor. The fourth is fast (and difficult). If 
this leaves you wondering what to expect, all the better." 

Emerson String Quartet 

F ounded in the Bicentennial year of 1976, the quartet 
took its name from the American poet and philosopher Ralph Waldo 

Emerson. They have since become a favorite of audiences in Houston and 
the rest of the world. Violinists Eugene Drucker and Philip Setzer, who 
alternate playing the first violin parts, were founding members; violist 
Lawrence Dutton joined the ensemble in 1977, and David Finckel became 
cellist in 1979. 

The Emerson String Quartet is one of the premier chamber ensembles 
of our time. The Quartet's credits include an exclusive Deutsche 
Grammophon recording contract, three Grammy Awards including Best 
Classsical Album, Gramophone Magazine's Record of the Year Award, and 
a schedule of more than 100 concerts each season. During the 1996-97 
season, the Quartet will perform in virtually all of the world's music 

capitals, including New York, Washington, Chicago, Philadelphia, 
Toronto, Los Angeles, San Francisco, Zurich, Rome, Milan, Florence, 
London, Munich, and Paris. The Quartet has performed many benefit 
concerts for causes ranging from nuclear disarmament to the fight 
against AIDS, world hunger, and children's diseases. The Quartet has 
been the topic of two award-winning films, is featured on a Teldec laser 
disc, and holds residencies at the Hartt School of Music and the 
Smithsonian Institution. 

Eugene Drucker plays a violin by Antonio Stradivari dated 1686, and 
Philip Setzer's 1793 violin is by the Fench maker Nicholas Lupot. 
Lawrence Dutton's viola was made in Milan in 1796 by Pietro Giovanni 
Mantegazza, and David Finckel's cello, also made in Milan, is by 
Giovanni Baptista Guadagnini, dated 1754. 

Edgar Meyer 

T he critic of the San Diego Magazine called Edgar Meyer "the best 
bassist alive." He is certainly the most versatile, for he is equally at 

home with jazz and bluegrass as with classical music, and is an innova
tive and often-performed composer. Starting at age five with the instuc
tion of his father, and continuing later with Stuart Sankey, Meyer is the 
winner of numerous competitions. From 1985 to 1993 he was the regular 
bass player for the Santa Fe Chamber Music Festival, and has been fea
tured as a performer and composer at many other festivals. He joined the 
Chamber Music Society of Lincoln Center as an artist member in 1994. 
From 1986 to 1992 Meyer was a member of the progressive bluegrass band 
"Strength in Numbers," and now plays regularly with a bluegrass trio. He 
has recorded extensively with such popular artists as Kathy Mattea, Garth 
Brooks, Chick Corea, Lyle Lovett, and the Chieftains. His recording with 
Yo-Yo Ma and fiddler Mark O'Connor, "Appalachia Waltz," has recently 
been released, and a recording of his Quintet with the Emerson Quartet is 
due soon. 


