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FORTIETH SEASON 

STUDE CONCERT HALL * ALICE PRATT BROWN HALL * RICE UNIVERSITY 

TUESDAY, JANUARY 18, 2000, 8:00 P.M. 

THE AMERICAN STRING QUARTET 

Peter Winograd, violin • Laura Carney, violin 

Daniel Avoshalomov, viola • David Geber, cello 

PROGRAM 

FRANZ JOSEF HAYDN (1732-1809) 

Q}j.artet in F-sharp minor, Op. 50, No. 4 (1787) 

Allegro spiritoso • Andante 

Minuetto: Poco allegretto • Finale: Fuga allegro molto 

BELA BARTOK (1881-1945) 

Q}j.artet No. 6 (1939) 

Mesto: Vivace• Mesto: Marcia 

Mesto: Burletta • Mesto 

INTERMISSION 

JOHANNES BRAHMS (1833-1897) 

Q}j.artet in A minor, Op. 51, No 2 (1873) 

Allegro non troppo • Andante moderato 

Quasi Minuetto, moderato • Finale: Allegro non assai 

L 
f 

The AMERICAN STRING QUARTET 

• is represented by Melvin Kaplan, Inc. 

115 College Street, Burlington, Vermont 05401 

• 

KUHF88.7FM 
HOUSTON'S CLASSIC CHOICE 

r .. 

Martin Merritt- Stage Manager 

Matt Coldwell-Technical Director& Lighting Designer 
The Radio Voice of Houston Friends of Music 

Program Design by Geri Snider Creative 

Photographing and sound recording are prohibited. We further request that audible paging devices be turned off during the performance . 

Paging arrangements can 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 713-348-5363. 
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QUARTET INF-SHARP 

MINOR, OP. 50 NO 4 

FRANZ JOSEF HAYDN (1732-1809) 

The three great composers of the Viennese 
Classical school, Haydn, Mozart and Beethoven 
all dedicated major chamber works to Frederick 

William II, King of Prussia (a fine cellist and enthu
siastic chamber player) between 1784 and 1797. 
The compositions - the six quartets of Haydn's 

Opus 50, Mozart's last three quartets (K. 575, 589, 
590) and Beethoven's two Opus 5 cello sonatas -
all provided the music-loving monarch with cello 

parts of interest and importance. 
Although there is no record of King Frederick 

ever performing one of the Opus 50 quartets in 
public, it is known that he was so pleased with 
them that he gave Haydn a gold ring which the 
composer treasured above all other gifts he had 
received - he always wore it as a source of inspira

tion while composing. 
The Opus 50, No 4 is a wonderful example of 

Haydn's contribution to the development of the 

string quartet form as a "democracy" all four 
instruments are treated as musical equals. In contrast 
to earlier works in which the first violin carries 

much of the melody while the other three strings 
serve mainly as accompaniment. This equality is 
especially evident in the beginning of the first 
movement, which opens with a theme played in 

unison, and comes to full flower in the concluding, 
fugal movement. 

In fact, the final movement of Opus 50 
No. 4 marks the last time that Haydn would 

include a fugue in one of his quartets. It may be 
considered a farewell bow to more traditional 
forms, and the contrast between form and 
emotional coloring makes the fervent expressive

ness of the work all the more telling. The quartet 
is distinguished not only by its unusual (and 
somber) key signature, but by its overall brevity, 
and the abrupt endings of the first and third 
movements, which leave the listener feeling 

slightly unsettled. The F-sharp minor quartet 
is not as well known as many of Haydn's others, 
perhaps because of its dark, restless emotional 

quality, which is in contrast to the popular 
conception of Haydn as "the most genial 
of all composers." 

Pro9ram Xotes after Guide to Chamber Music by 

Mell'in Ber9er,© 1985 

STRING QUARTET IN A 

MINOR OP. 51, NO. 2 (1873) 

JOHANNES BRAHMS 

No composer had as rigorous and ruthless a sense .4,. 

of self criticism as Johannes Brahms. That is why, 
despite attempts at writing string quartets which 

began in his teen years, he was forty years old 
before he produced any he was willing to publish. 
But once ready, he published two at the same time. 
They appeared in November 1873, and take their 

place in Brahms's catalogue as Op. 51, No. 1 & 2. 
The quartet on tonight's program is the second of 

the set; if the first one (in C minor) explores turbu

lence, drama and vigor among four string instru
ments, tonight's work (Op. 51, No. 2 in A minor) 
leans more to the lush and lyric, and has always 

been the most popular and accessible of Brahms's 
output in the genre. Not only do three of the four 

movements begin by exploiting the singing quality 
of the instruments, the writing can only be called 
transparent, in comparison to much of Brahms's 
other work. ._ """ --.~ 

Both of the Op. 51 quartets were dedicated to • 1 Brahms' close friend, the renowned surgeon J 
Theodor Billroth (1829-94). "I am about to publish .. 11 
my string quartets - not the first, but for the first .. 

1 

time", he wrote to him in July 1873, from his H 
retreat in the foothills of the Bavarian Alps, and ._. 

asked for Billroth's help in wording the dedication. _ 

" ... you have so many titles that I don't know j 
which ones - to leave off." Billroth's distinctions ~ 

1 
extended to more than titles; not only had he an 
unusually perceptive understanding of Brahms's -I 

music, set out in dozens of letters to the composer, 
he was also an excellent amateur musician who 
played the piano well, the violin and viola capably. 
More than likely, however, the quartet on tonight's 

program was originally intended for dedication to 
Brahms's longtime friend, the violinist Joseph 

Joachim, arguably the greatest exponent of quartet- ~ 

playing in Europe. The opening phrase of the work 
incorporates an anagram of Joachim's motto, "Frei 

aber einsam," "Free but lonely" (represented by 
~ 

three of the first four notes [ a J fa e), and this series 

of notes appears at certain strategic moments 1 1 
throughout the entire quartet, sometimes in • L 
reverse, sometimes in contrapuntal imitation remi- '?'1

1 niscent of the counterpoint studies the two friends 
carried on in the 1850s, sometimes even as the bass 

line, where it creates the harmony. But a serious " 
falling out marred their friendship just at the begin-
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ning of the summer of 1873, the likely cause for 
Brahms's change of mind about the dedication. 

Nevertheless, it is Joachim who gave the world 

premiere of the piece, playing in Berlin from 
manuscript before the music was in print. 

The quartet has four movements, of the type and in 
~ the order one would expect, just the sort of tie to 

the past which has caused so many music historians 

""1 

to call Brahms a conservative. But every movement is 
1/ filled with surprise, and this is one of the pieces 

Arnold Schoenberg used as an example of the pro-
- It 

gressiveness of Brahms's method of composition. The 
• first movement is in sonata-allegro form. It has the 

requisite two contrasting themes and is in the keys 
one expects - but the real motif of the movement is 

-if a shape, exemplified by the violin theme right at the 

f 

beginning - two rising skips and then one descend-
. ~ ing. Throughout the movement, the notes and the 

r 
i'(., sizes of the intervals change, but the shape can be 
• found everywhere, as theme, as inner texture. The 

I 
movement is prescient in another way: supposedly in 

A minor, the piece begins in tonal ambiguity. Brahms 
-,<1 .. takes a full 20 bars before touching dovvn solidly in 
~ .the key to reassure us that the title of the piece is no 

misprint. In the process, he has begun on a chord on 
'I< " the fourth degree of the scale and wandered through 

.,._ . a series of unstable chord inversions into distant keys. 
In constrast, the rest of the key relationships are tra-

1 

-. ditional and the movement concise. A very short 

r 

.,..._ development section leads to a false return (where 
the cello firmly plays the theme and the other instru

r .. ments are in rhythmic unison) so that one becomes 
f ) , only gradually aware of the real recapitulation, 19 

n..,.-. bars later. It is a mysterious return. The second 

,. movement is one of Brahms' gorgeous andantes 

f-
1 ("Herr Brahms, how do you get your slow move-
~ ments to be so beautiful?", a lady admirer once 

_ 'J, cooed at him. "Madam", Brahms replied, "my 

~ 
publisher insists on it."). It is almost, but not quite, 

~ the usual ABA form, but here the middle section has 

a second phrase which is related to the A section. 
When A returns, it is as a variant and in the wrong 

l 
• key; the real return is at the cello solo, which leads 

to a wonderfully delicate and richly interwoven coda. 
.._ Brahms was correct to entitle his third movement 

Qyasi Minuetto, because what ought to be the con
trasting Trio section is in 2 I 4 time rather than the 

" traditional 3 I 4 - highly irregular. As if to make 

.,, amends, this Allegretto section is twice broken into by 
a Tempo di Minuetto in 3/4 time, making a complex 
section out of what is traditionally the simplest part 

... of the piece. Filled with syncopations which require 
perfect precision between the players, it is also 

exceedingly difficult to play. Listen for the bridge 

back to the beginning; the five-bar chorale is an ana
gram of Joachim's motto - this time EA F, Einsam 

aber Frei. 

The vigorous last movement is one of Brahms' 

remarkable sonata-form rondo combinations. The 
rondo has three elements, the second of which acts 

like a second theme. But there is no development 

section, properly speaking; rather, each repetition of 
the three elements presents them in new lights, a 

kind of continuous development - again pointing the 
way to the future. The movement has an enormous 
range of texture and contrapuntal effect, making use 

of all of Brahms' technical skill. Topping it all, the 
first theme is designed to be harmonized by the ret
rograde of Joachim's motto, as one only discovers in 
a choral section just before the final piu vivace. It is 

one of Brahms's most exciting finales. 

Copyright © I 996 by Styra Avins, all rights reserved. 

QUARTET NO. 6, 

Sz 114 (1939) 

BELA BART6K (1881-1945) 

Bart6k was one of a handful of spectacularly gifted 

musical geniuses of his day - a fact which, although 
recognized, did little to make his life easy or secure. 
In early childhood he had suffered from severe bouts 
of eczema which kept him close to home. Later he 

would struggle with asthma. The family was poor 
but his widowed mother did everything possible to 
see that his gifts were encouraged, to which he 

responded with hard work. He was shy, somber, 
brilliant, and uncompromising; and through all the 

struggle, he developed a moral code remarkable for 
its unshakable rectitude in pursuit of personal, artis
tic, and political dignity and integrity. A determined 
patriot from his teens, he spent much of his life 

bringing to light the unknown music of the villages of 
Hungary and the peasants of Eastern Europe and 
Turkey. His own music is best understood in light of 
these folk influences. 

In 1939 Bart6k was commissioned to write a work 

for strings as well as a string quartet. The result was 
his wonderful Divertimento and, immediately after

wards, most of the quartet on tonight's program, 
all written within a four-week period. He was in 
Switzerland, at work on the quartet when word of 

his mother's death arrived. He bitterly reproached 
himself for not having done more for her during her 



* * * 
PROGRAM NOTES 

last years, but in fact he had stayed on in Europe 
only for her. He had been planning to take his fami 
ly and leave Hungary for America in the wake of 

the spread of Facisim in Europe, even though it 
entailed agonizing professional sacrifices. Although 
not active in politics, he was no fool and was one of 

the first in Hungary to confront the implications of 
Nazism, refusing after 1933 to set foot in Germany. 

Later, disdaining to answer a Nazi questionnaire to 
prove his "racial purity," he prohibited his works 

from being played over the air in Germany and 
Italy. He believed that to stay in Hungary was to 
appear to sanction Hungary's cooperation with Nazi 
Germany. With his mother's death he was free to 

leave; thus this quartet, originally intended for a 
Swiss group, was instead first performed in New 
York City in January, 1940, by the Kolisch Quartet. 

In this music, Bart6k makes no attempt to hide 

his pessimism. The word "mesta"- sad, gloomy, 
dejected, mournful - is appended to each move
ment, and the last movement, written after his 

mother's death, is marked only that. Each of the 
four movements is introduced by a beautiful, 
mournful, and lyrical solo, lengthened and increas

ingly more complex with every return. Initially it is 
heard as a viola solo with which the quartet opens; 
it is led by the cello with viola in the second move

ment; in three voices at the beginning of the third 
movement, led this time by the violin; and by all 

four strings at the beginning of the fourth move
ment, continuing beyond into much of the remain

der of that movement. 
The first movement, marked Mesta - Piu massa, 

pesante - Vivace, is in sonata form. The strong 

presence of folk elements, both rhythmic and 
melodic, is heard towards the end of the first 
movement and prominently in the next two. 
The second movement, Mesta; Marcia, is in the 

rhythm of an 18th-century folk dance, the 
"verbunkas." The writing grows quite sarcastic 
in middle section. Next comes the Mesta; Burletta, 

more irony and satire; and fmally, the infinitely 
poignant last movement marked only Mesta, 

drawing heavily on the ritarnella theme, but 
with hints of moments from the Berg Violin Con

certo (another composition engendered by loss) 
and nostalgic whispers of two earlier themes from 
the first movement, as the music slows down 
and fades away. One hears in this music Bart6k's 
"farewell" - to his mother, to the world as he 

knew it, and, in retrospect, to the quartet genre, 
which he so honored. 

Program Notes© I 999 by Nora Avins Klein 

THE AMERICAN STRING 

QUARTET 

The American String Quartet celebrated its 25th 

anniversary in the 1998- 1999 season. 

The group has yearly toured virtually every 
important concert hall in Europe and North Ameri

ca since its inception and has been the Resident 
Quartet at the Aspen Music Festival since 1974. 
It was one of the first groups to receive a National 

Arts Endowment grant for its activities on college 

campuses and has taken part in many other 
educational activities. 

Among many distinguished positions, it has also 
served as the Quartet in Residence at the Manhat
tan School of Music in New York City since 1984. 

Most recently the Quartet has recorded the com-
plete Mozart quartets for MusicMasters/ Musical 

Heritage - this in addition to previous complete 
sets of the quartets of Beethoven, Schubert, Schoen- J 
berg, and Bartok. ,,. I 

The four musicians studied at the Julliard School 
where the quartet was formed in 1974, winning th<! 
Coleman Competition and the Naumburg Award 

that same year. Each member also finds time for " '>f 
solo appearances and recitals. • ,..._I 

.-

... 

-NEXT CONCERT-

COLORADO Q,UARTET 
TUESDAY, FEBRUARY 15,2000 

STUDE CONCERT HALL at 8 PM 

MOZART 

~artet in C Major,K.465 ("Dissonant'') .. 

j 

-, 

r BEETHOVEN 

~artet in Ejlat Major, Op. 74 ("Harp'') 
)< -

f/ I • 

SHOSTAKOVICH 
t 

~artet No. 5 in Bjlat Major, Op. 92 


