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* * * 
THIRTY-EIGHTH SEASON 

STUDE CONCERT HALL * ALICE PRATT BROWN HALL * RICE UNIVERSITY 

TUESDAY, APRIL 21, 1998, 8:00 P.M. 

EMERSON STRING QUARTET 

Eugene Drucker, Violin (first in Shostakovich and Tchaikovsky) 

Philip Setzer, Violin (first in Beethoven and Stravinsky) 

Lawrence Dutton, Viola • David Finckel, Cello 

PROGRAM 

DMITRI SHOSTAKOVICH (1906-1975) 
Ada9io and Polka 

Qyartet No. 7 in F-Sharp Minor, Op. 108 (1960) 
Allegretto • Lento • Allegro-Allegretto 

LUDWIG VAN BEETHOVEN (1770-1827) 
Qyartet in F Major, Op. 135 ( 1826) 

Allegretto • Vivace • Lento assai, cantabile e tranquillo 

Der schwer gefasste Entschluss: Grave, ma non troppo tratto; Allegro 

... Intermission . .. 

]GOR STR AVI NS KY (1882-1971) 
Three Pieces far Strin9 Qyartet ( 1914) 

Danse • Excentrique · Cantique 

PETER ILYICH TCHA IKOVSKY (1840-1893) 
Qyartet No. 1 in D Major, Op. 11 ( 1871) 

Moderato e semplice • Andante cantabile 

Scherzo: Allegro non tanto; Trio • Finale: Allegro giusto; allegro vivace 

IMG Artists, 450 W 45th Street, New York, NY 10036 

Photographing and sound recording are prohibited. We further 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 turn them in for resale. This is a tax-deductible donation. 
Call 713 -285-5 400. 

KUHF88.7FM 
HOUSTON'S CLASSIC CHOICE 

The radio voice of Houston Friends of Music. Program Design by Geri Snider Creative 



* * * 
PROGRAM NOTES 

AD A GI O A ND p O L KA level, for instance, Shostakovich will support a quite disso-

DMITRI SHOSTAKOVICH 

The Adagio is an arrangement of Catherine's aria from Act 3 

of Lady Macbeth ef Mtsensk (1932). The Polka, transcribed 

from the score of Shostakovich's ballet, The A9e ef Gold ( 1930), 

reveals the satirical and comic side of the composer. 

~UARTET NO. 7 IN 
F-SHARP MINOR, OP. 108 

DMITRI SHOSTAKOVICH 

It is a bouncy and playful phrase which opens Shostakovich's 

Seventh Quartet. The elements of this phrase are of the 

most basic kind: a descending line, some repeated tones, 

and simple short-short-long rhythms. This is Shostakovich's 

shortest quartet, and the musical language, for the most 

part, remains clear and simple throughout; but by the 

quartet's end, some twelve minutes later, we have traversed 

an emotional landscape of enormous tension and pathos. 

It is the essence of Shostakovich's art to invest his musical 

materials, no matter how simplistic, with a powerful human 

significance. A typical Shostakovich theme, rather than 

having a particular character, seems actually to be a char

acter, as in a play, novel, or news story, and its developments 

and reappearances are charged with what feels like explicit 

dramatic meanings. 

The Seventh Quartet is dedicated to the memory of 

Shostakovich's beloved wife, Nina Varzar. Varzar, a research 

physicist, married the composer in 1932. During their 

courtship, Shostakovich was at work on his opera Lady 

Macbeth ef Mtsensk. He is quoted in Testimony (ed. S. Volkov; 

New York, Limelight Editions, 1984): "I dedicated Lady 

Macbeth to my bride, my future wife, so naturally the opera 

is about love too, but not only love. It's also about how 

love could have been if the world weren't full of vile things. 

And the laws and proprieties and financial worries, and 

the police state. If conditions had been different, love 

would have been different too." But even through the ter

rible years of Stalinist purges and World War II, the bond 

between husband and wife remained solid. Varzar died 

in 1955, and although the Seventh Quartet, written five 

years later, may not display overt grief (the fugue does 

betray a great anger and resistance), the work is definitely 

a profound leave-taking 

There is, in all of Shostakovich's work, an extreme dy

namic tension, a dialectic if you will, that helps explain his 

music's powerful impact and coherence. On a note-to-note 

nant melody with a simple accompaniment of basic func

tional harmony; or will use common triads in complex or 

startling progressions; or will move passages of extreme 

harmonic dissonance in stately block patterns. Thus, the 

music is held together even as it threatens to fly apart. 

In the Seventh Quartet, we note how the descending 

line that begins the opening movement is balanced by the 

ascending line that begins the third and last movement, 

and how the fugue, to which this line forms a prelude, 

seems frantically torn between upward and downward 

melodic directions. And we also see that the most violent 

and emotionally turbulent section of the quartet is con

tained within the highly formal lineaments of the fugue, 

which in its turn is succeeded by a melancholy waltz. Thus 

the learned is balanced by the popular, the formal by the 

violent, and the personal by the universal. In the end, 

Shostakovich's music is about death, love, joy, freedom -

in a word, life. And in this century, whose musical revolu

tion has so often seemed obsessed with theory and tech

nique, his music offers us a powerful and lifegiving tonic. 

This is the third peiformance ef this work on a Friends ef Music 

pro9ram; it was last played in April 1992 iJ' the Emerson Qyartet. 

Program notes by Paul Howard Epstein. 

STRING ~UARTET IN 
F MAJOR, OP. 135 
LUDWIG VAN BEETHOVEN 

Op. 135, the sixteenth and last complete string quartet 

that Beethoven wrote, represents a sharp departure from 

the other late quartets. For one thing, the work is quite 

short, vying with Op. 18, No. 2 as the briefest of them all. 

One possible explanation of its brevity is supplied by the 

composer's friend, Karl Holz, who reported that Beethoven, 

believing that his publisher had not paid him enough for 

the work, had said: "If (he) sends circumcised ducats he 

shall have a circumcised quartet. That's why it is so short." 

In addition to the modest length of the quartet, the 

work has less emotional intensity and spirituality than the 

other late quartets, and a deeper sense of calmness and 

peaceful resignation. Those who hear in it serene accep

tance of the inevitability of death refer to a letter Beethoven 

sent with the quartet to his publisher, Moritz Schlesinger: 

"Here, my dear friend, is my last quartet. It will be the 

last; and indeed it has given me much trouble. For I 

could not bring myself to compose the last movement. 
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But as your letters were reminding me of it, in the end I 

decided to compose it. And that is the reason why I have 

written the motto: 'The difficult decision - Must it be? 

- It must be, it must be!"' 

Beethoven composed his final quartet during August 

and September, 1826, finishing it on October 30 at his 

brother's country estate in Gneixendorf, Austria. It was 

published in September, 1827, with a dedication to Johann 

Wolfmayer, a cloth merchant, and the Schuppanzigh 

Quartet gave the premiere in Vienna on March 23, 1828, 

almost one year to the day after the composer's death. 

The opening movement's warm, conversational tone 

derives in part from its first subject group of five separate 

motifs, each with its own inflection and character, and 

tossed from instrument to instrument as though engaged 

in informal discourse. An ascending staccato arpeggio and 

a frolicsome descending run are pitted against each other 

in the second subject. With supreme confidence and as-

suredness, Beethoven develops the material he has intro

-, ""' duced, brilliantly expanding the various motifs and pre

senting them in intriguing new guises and combinations, 

before bringing them back for the recapitulation. A coda 
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based on motifs from the first subject ends the movement. 

The swift and scintillating "1vace functions as the 

scherzo movement; it is propelled forward by its pointed 

syncopations and cross accents. A rising scale in the viola 

and cello and a repated-note accompaniment introduce 

the contrasting middle section, which continues the break

neck tempo and sends the first violin out into death-defying 

acrobatic leaps while the others doggedly repeat an osti

nato measure a full forty-seven times! The movement 

closes with a shortened reprise of the opening section. 

The Lento assai is a sublime example of Beethoven's 

most inspired "interior music." It was added as an after

thought to the originally conceived three-movement 

quartet. Over sketches for the simple main melody, in 

the key of D-flat major, which Beethoven associated with 

the expression of sentiment, he wrote: "Susser Ruhegesang, 

Friedengesang" (sweet restful, peaceful song). Simply 

and lovingly, Beethoven puts this eight-measure, stepwise

moving melody through four variations played without 

pause that never rise above a piano dynamic level to create 

a section of rich, satisfying beauty and repose. 

The final movement, "Der Schwer gefasste Entschluss" 

(the difficult resolution), asks the question "Muss es sein?" 

(Must it be?). The answer is the ringing affirmation, 

"Es muss sein! Es muss sein!" (It must be! It must be!). 

Although in his letter to Moritz Schlesinger, Beethoven 

assigns a profound meaning to the exchange, its origins 

were simple, even humorous. Presumably, Beethoven re

fused to give Ignaz Dembscher, a government official and 

friend, a copy of his quartet, Op. 130, because Dembscher 

had not attended the premiere performance. Wanting to 

set matters right, Dembscher asked Karl Holz to intervene. 

Holz suggested that Dembscher send Schuppanzigh, whose 

quartet gave the first performance, the cost of a subscrip

tion, 50 florins. Dembscher asked, "Muss es sein?" and 

Holz replied, "Es muss sein!"When Holz recounted the 

story to the composer, Beethoven burst into laughter and 

immediately sat down to compose a canon on the dialogue. 

Later Beethoven expanded the musical materials of the 

canon into the quartet's last movement. In slow, solemn 

tones the two lower strings pose the question, a setting of 

the words, "Muss es sein?" and in forceful, joyful musical 

phrases, the two violins deliver the exultant response with 

which Beethoven may indeed avow his triumph over death. 

This is the first peiformance ef this work on a Friends ef Music 

pro9ram. 

Program notes by Melvin Berger from his Guide to Chamber 

Music (Doubleday Anchor, 1985). 

THREE PIECES FOR 
STRING Q,UARTET 

IGOR STRAVINSKY 
Stravinsky composed the Three Pieces for String Quartet 

in 1914, in Salvan, Switzerland, one year after he completed 

his epochal ballet, Le Sacre du Printemps (The Rite ef Sprin9). 

Although the overall time of composition was three 

months, the manuscript shows that the first piece was 

written in one day, April 26, the second also in one day, 

July 2, while the third took two days, July 25 and 26. The 

work marks a turning point between the end of the rich 

style of composition characterized by Sacre and the first 

steps in a leaner, more austere direction. Stravinsky him -

self observed that the Three Pieces marked "an important 

change" in his music, and, indeed, over the following 

years his music developed the ideas that first appeared in 

these short pieces. 

Originally the Three Pieces did not have titles, just 

metronome markings to indicate the tempo. Stravinsky 

added the titles, "Danse,""Excentrique," and "Cantique" 

fifteen years later when he orchestrated all three and 

added one more to create his Four Etudes for Orchestra. 

The titles succinctly describe the three short parts, which 

are, in the words of Stravinsky expert Eric Walter White, 



* * 
PROGRAM 

"really contrasting studies in popular, fantastic and litur

gical moods." 

The first and shortest piece, "Danse," has a chantlike 

melody consisting of just four notes that the first violin 

plays over and over again in varied rhythmic patterns. It 

represents a primitive folk dance style that was to become 

important in Stravinsky's later, so-called Russian pieces. 

Throughout this brief movement each instrument main

tains a single, unique method of tone production: first 

violin uses the entire length of the bow; second violin 

plays with short strokes at the bottom (frog) of the bow; 

viola sustains one note ponticello (near the bridge), while 

plucking a note with the left hand; and cello plays a 

repeated (ostinato) figure pizzicato (plucked) throughout. 

This unconventional approach allows each instrument to 

maintain its own distinct character and independence, 

with virtually no interaction between the four parts. 

"Excentrique" comes next. Stravinsky explained that 

it was "inspired ... by the eccentric movements and pos

tures of the great clown, Little Tick," whom he had seen 

at a cricus in London. The music is fragmented into what 

the composer calls "jerky, spastic movement," but all in a 

joking, good-humored way. 

Much more serious is the third piece, "Cantique" 

(Canticle) which Stravinsky described as "choral and 

religious in character." Slowly and solemnly he intones a 

five-measure chant that uses only three notes (similar to 

the four-note repeated pattern in the first piece), and which 

is interrupted by two-measure, faster-moving responses, 

until the music fades away with the violas final tones. 

The premiere of the Three Pieces for String Quartet 

was given in Paris on May 19, 1915. 

This is the third peifromance ef this work on a Friends ef Music 

program; it was last played o/ the Emerson Q.yartet in April 1995. 

Program notes by Melvin Berger from his Guide to Chamber 

Music (Doubleday Anchor, 1985). 

Q_,UARTET IN D MAJOR, 
OP. 11 

PETER ILYICH TCHAIKOVSKY 
In 1871, despite a salary increase as professor at the Moscow 

Conservatory and a growing number of private students, 

Tchaikovsky was living in straightened circumstances 

some even say he was starving - when a friend suggested 

a concert of his music to raise funds. Since hiring an 

orchestra was too expensive, Tchaikovsky decided to pre

sent a program of solo and chamber compositions. 

* 
NOTES 

Lacking a major chamber work, he composed his first 

string quartet during the month of February, 1981. The 

concert, judged an artistic and financial success, was held 

on March 28, 1971, in Moscow; the string quartet was 

performed by members of the Russian Musical Society. 

From the rising and falling in dynamics of the open

ing chords comes the work's subtitle, ''Accordion." More 

fluid figures fill out the first subject and lead to the sec

ond, which starts with a richly harmonized melody in the 

viola. The tempo picks up slightly for the closing theme, 

beginning with light, delicate passages played by the first 

violin. All three subjects are treated equally in the follow

ing development section. With the first violin continuing 

a variant of the closing theme, the others launch the reca

pitulation, and the movement ends with everyone joining 

in the high-speed, exciting coda. 

Much of the fame of this quartet comes from the 

second movement, the Andante cantabile, which has been 

arranged for every conceivable instrumental combination. 

Tchaikovsky based the melody on a folk song, Side/ Vanya, 

which begins unremarkably enough: "Vanya sat on a divan 

and smoked a pipe of tobacco." It was a tune he heard 

while visiting his sister at Kamenka in the Ukraine during 

the summer of 1869. Between statements of the folk song 

melody, Tchaikovsky introduces another highly expressive 

theme, played twice by the first violin over a pizzicato 

accompaniment. 

The Scherzo is a gay, colorful movement with some of 

the robust rhythmic character of a Russian peasant dance. 

The middle trio section has, for the most part, the three 

upper instruments playing complex figurations over a sus

tained drone in the cello. The Scherzo is repeated at the end. 

A folk flavor permeates the Finale as well, dancing exu

berantly in the first theme and singing with Slavic soulful

ness in the second. After a vigorous working out of the 

two subjects, there is a sudden stop, and a slow, mock

serious reprise of a subsidiary motif, before a whirlwind 

coda brings the quartet to a close. 

This is the second peiformance ef this work on a Friends ef Music 

program; it was last played o/ the Emerson Q.yartet in January 1985. 

Program notes by Melvin Berger from his Guide to Chamber 

Music (Doubleday Anchor, 1985). 

EMERSON STRING 
QUARTET 

Formed in the Bicentennial year of the United States, 

the Emerson String Quartet took its name from the 
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:;reat American poet and philosopher Ralph Waldo 

Emerson. Since that time, the quartet has been ac

claimed for its artistry and dynamic performance style, 

and has amassed an impressive list of achievements: an 

exclusive Deutsche Grammophon recording contract, 
I four Grammy Awards, Gramophone magazine's Record of 

, the Year award, regular appearances with virtually every 

\ chamber music series and festival world-wide, and an 

\ t international reputation as a quartet that approaches 

I 
.. both the classics and contemporary music with equal 

mastery and enthusiasm. The quartet is a frequent and l ~... welcome feature of the Friends of Music series, and will t open our 1998-99 season in September. 

* * * 

- NEXT CONCERT -

CHANTICLEER AND THE 
CHANTICLEER SINFONIA 

Tuesday, May 12, 1998 

Musrc OF THE MEXICA BAROQUE: 

Works for voices and orchestra by 

Manuel de Zumaya (1678-1755), 

Ignacio de Jerusalem ( 1708-1769), 

Andre Campra ( 1660-1744 ), 

and Giacomo Rust ( 1741-1786). 
Co -presented with PSALM 

SUBSCRIBERS ARE ENCOURAGED TO CALL THE FRIENDS' OFFICE TO DONATE THEIR TICKETS IF UNABLE 

TO ATTEND A PERFORMANCE. THE OFFICE WILL SEND A RECEIPT FOR INCOME TAX PURPOSES. 

TICKETS WILL BE IN ESPECIALLY HIGH DEMAND FOR THE FORTHCOMING CHANTICLEER CONCERT 

SO PLEASE CHECK YOUR CALENDAR AND PHONE (713) 285-5400 IF YOU DO NOT PLAN TO ATTEND. 

RllfR OAKS 
BOOKSTORf 

INDEPENDENT 
GENERAL BOOKSTORE 

Knowledgeable Staff 

Personal Service 

Special Orders Welcome 

3'.lJO WfSTHflMfR 
AT Rl"fR OAKS Bl "D. 

113.~'.l0.0061 

bpPrirm·r \\orld-Class Hrillianrr! 
Hc)USTO~YMPHONYCHAMBERl'IAYER5 

CHRISTOPH ESCHENBACH. CoNOUCTORIPIANO 

"impressive, understated virtuosity" 
HOUSTON CHRONICLE 

1997-98 CADDELL & CHAPMAN SERIES 

HIGHLIGHTS 

• CHRISTOPH EscHENBACH, PIANO • AN EVENING OF Mus1cAL JoKES 

DECEMBER 4, 1997 APRIL I, 1998 
Mozart, Trio in E major for Violin, Mozart, Ein musikalischer Spass 

Cello and Piano (A Musical Joke) 
Brahms, Piano Quintet in F minor P.D.Q. Bach, Schleptet in E major 

• ROBERT SPANO, PIANO 

FEBRUARY 3, 1998 
Shostakovich, Trio No. 2 for Violin, 

Cello and Piano in E minor 
Dvorak, String Quintet in G major 

• CHRISTOPH ESCHENBACH, PIANO 

MAY20, 1998 
Von Bose, Paraphrase from the 

opera The Sorrows of Young Werther 
Faure, Piano Quartet No. 1 in C minor 

STUDE CONCERT HALL AT THE SHEPHERD SCHOOL OF Music, 
RICE UNIVERSITY 

FOR TICKETS AND INFORMATION CALL KUHF 

!if (713) 227-ARTS 
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Kirk & Nancy Weinert Hana N. Ginzbarg*** 

Fund of the Endowment Fund of 
Anita & Angel Werch Grumman Retiree Club+ 

the Jewish Community of Houston* 
Yamaha, Inc. Robert W & Rosemary F. Hill 
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Margaret Kaye 

Ors. Ann & Alex Goldstein Anita Kiperman** .( 

Richard M. Adams+ & Sam H. Lester 
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