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FORTIETH SEASON 

STUDE CONCERT HALL * ALICE PRATT BROWN HALL * RICE UNIVERSITY 

THURSDAY, APRIL 13, 2000, 8:00 P.M. 

THE GUARNERI STRING QUARTET 
Arnold Steinhardt, Violin John Dalley, Violin Michael Tree, Viola David Soyer, Cello 

THE ORION STRING QUARTET 
Daniel Phillips, Violin Todd Phillips, Violin Steven Tenenbom, Viola Timothy Eddy, Cello 

PROGRAM 

Viola Quintet In G Minor, K. 516 

Alle9ro 

Menuetto: Alle9retto 

Ada9io ma non troppo 

Ada9io: Alle9ro 

WOLFGANG A. MOZART 

(1756-1791) 

The Orion StrinB Q,uartet with Michael Tree, Viola 

String Sextet in G Major, Op. 36, "A9athe" JOHANNES BRAHMS 

Alle9ro non troppo (1833-1897) 

Scherzo: Alle9ro non troppo 

Poco Ada9io 

Poco Alle9ro 

The Guarneri StrinB Q}jartet with Steven Tenenbom, Viola, and Timothy Eddy, Cello 

INTERMISSION 

Octet in E Flat Major, Op. 20 

Alle9ro moderato corifuoco 

Andante 

Scherzo: Alle9ro le99ierissimo 

Presto 

FELIX MENDELSSOHN 

(1809-1847) 

The Guarneri StrinB Q}jartet and The Orion Strina Q}jartet 

Herbert Barrett Management 1776 Broadway, Suite 1610 New York, N.Y. 10019 

The Guarneri String Quartet can be heard on RCA Victor and Philips Classics 

Visit the Orion Quartet's website at www.orionquartet.com 

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. 

Martin Merritt-Stage Manager Matt Coldwell-Technical Director and Lighting Designer 

KUHF88.7FM 
HOUSTON'S CLASSIC CHOICE 

The radio voice of Houston Friends of Music Program Design by Geri Snider Creative 
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STRING QUINTET ING 
MINOR,K.516 (1787) 

Wolfgang Amadeus Mozart 

During the spring of 1787, six years after his move 

to Vienna, Mozart found himself in serious fmancial 

straits. He moved his family to smaller quarters and 

interrupted work on Don Giovanni to write a pair of 

string quintets in an attempt to raise quick money. 

It was not a good time for Mozart or for Vienna, 

which was grumbling over the apparent unraveling 

of Emperor Joseph II's promised legal reforms; 

Mozart's father lay seriously ill and would, in fact, 

die within weeks of the completion of these works. 

Mozart began composing the quintets in April. He 

fmished in May whereupon he immediately offered 

them to his publisher for subscription (to little or no 

profit, as it turned out). The genre was not new to 

him; 14 years earlier he had written for the same 

combination producing a charming, youthful work 

in a simpler style, primarily indebted to Haydn. 

This time he was to write a pair of complex and 

unsurpassed masterpieces. 

Mozart chose the key of G minor for the second 

of the quintets, the one we hear tonight. This is a key 

he used in two other famous works notable for their 

expressions of anger, sorrow, even protest - .the 

"Little G Minor Symphony," K. 183, and the more 

famous Symphony No. 40, K. 550. In tonight's work 

we again hear sorrow, but this time more intimate 

and inward, more of resignation than anger. This 

sense of resignation is expressed throughout by the 

use of descending passages of "chromatic bitterness" 

as Charles Rosen puts it, as well as by the darkness 

of the key itself. In the first movement even the sec

ond theme starts in the key of G minor before ulti

mately shifting to its expected partner, B-flat major. 

The interweaving of the voices, in an exceptional 

display of counterpoint, seems to allow for no route 

of escape. 

The second movement is a dramatic Minuetto 

still in G minor, with large, harmonically intense 

downward leaps interposed between slashing chords 

of anger. The Trio maintains the tonality of G but in 

its brighter, major, mode and contains lovely writing 

for the inner voices, evocative of an operatic duo. 

The third movement, Adagio ma non troppo, is 

set, at last, in a major key. Not the expected interval 

up to B-flat, but down to the darker E-flat. At first 

blush, it appears to be a simple song of deep tranquil-

lity. This soon changes as the phrase length elongates, ~ 1 
the beat shifts and pauses appear, creating a sense of ~ 

uncertainty, a loss of confidence. The initial serenity 

is soon interrupted, too, by an agitated return to the • 

minor key and to more descending chromatic lines, 

only to be restored by an ineffably beautiful duet >-
between the viola and violin. This is string writing at 

its most exalted involving contrapuntal complexity 

not surpassed even in his symphonies. 

The second Adagio, a preface to the final move- i. _ 

ment, returns to the key of G minor in what can 

only be described as an anguished lamentation. Set i 
in the form of an aria played by a solo violin with 

echoes from the cello, against a steady heart-beat 

accompaniment of the inner strings, it leads directly 

to the final movement, a graceful Allegro rondo, t' 
replete with virtuoso passages, lovely melodies and L 
textures alternately rich and simple. A Mozartian • r 
ending; a reassuring gesture of reconciliation from '1-
perhaps music's greatest genius. • ' • 

Program notes © by Nora Avins Klein, March 2000 

SEXTET IN G MAJOR, OP. 36 
Johannes Brahms 

"How are things in all those houses one liked so 

much to visit? ... that particular house and garden 

near the city gate ... '.' Obliquely, as was his way, 

Johannes Brahms was asking an old friend for news 

of Agathe von Siebold, the 23-year-old professor's 

daughter he had fallen in love with one summer in 

Gattingen, six years past. Apparently still not entirely 

free of the entanglements of his romance, he set to 

work on his second string sextet soon after writing 

the letter quoted above, weaving Agathe's name firm-

ly into the first movement. 

Brahms already had one string sextet to his 

credit (Op. 18 in B flat), the composition which first 

spread his name beyond a very small circle of admir

ers. It remains one of his most popular works to this 

day. But now, as frequently happened when Brahms 

wrote a pair of works in the same genre, his second 
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sextet would have a very different character, more 

complex on the whole, less immediately accessible to 

some, but perhaps ultimately even more rewarding. 

The work begins with an unusual sound effect, 

the first viola playing a continuous two-note warble 

one half-step apart. This viola drone is the core of 

the music for the first 32 measures, around which the ~ 
It J rest of the music swirls. "I could do without that first 

..II- theme," Clara Schumann wrote to Brahms when he 

~ )L sent the work to her, ''but what wonders you do with 

it!" It is easy to share her enthusiasm; you will hear 

Brahms using his two-note motive in various inge

nious ways throughout the sonata-form movement, 

but a theme it is not. The actual first theme is a long, ,.. ., 
broadly contoured, sweeping yet serene melody 

"1 played first by the violin and them by the cello. And 

~ in this expansive first movement there are several 

) other themes that flow by in the resonant keys of G 1 and D major, keys which allow string instruments to 

-~1 use open strings and vibrate at their best. Along with J • delicate, translucent scoring, that is what gives this 

:1 movement its particular glow. -r It is at the end of the second theme that Agathe 

I
i • makes her appearance, in a phrase with the notes u. A G A B E repeated urgently in the first violin and 

( viola (the note Bis called Hin German practice). 

..-

1 

Brahms then expands this phrase into the entire clos

r ,._ ing section, and even in the recapitulation much later 

I into the movement, he manages to work in the same 
-.-

) 
notes in a canonic cascade of Agathes. 

- ~ The second movement, in textbook ABA form, ~t is wonderful not only to listen to, but to watch. The 

J two violins, two violas, and two cellos are paired in 

J

i....i every imaginable way, producing a kaleidoscope of 

~ timbres in an otherwise straightforward piece of 

] music. Watch especially the beginning, as the cellos r ~ hand the pizzicato bass line back and forth, in ensem~L ble playing that must be perfectly timed to sound 

as one instrument. You'll discover other groupings 

J of two, three, and even four instruments, but what 

l you will not hear are all six instruments playing 

r, -< either notes or rhythms in unison. With the B section 

.J we've stumbled on a countryside um-pa-pa band, in 

) a startling change of pace. Here too, though, you can 

I ,~ clearly hear and see pairs of instruments interspersed i thrnughout th, gffieral g,icty. 

The third movement is a octurne Fantasy dis

guised as a set of variations, or vice versa- a rhapsodic 

movement of great rhythmic complexity. The very 

theme, an unusual one in that the first part takes four 

measures and the second part eight, is rhythmically 

complex, not the kind of theme most composers 

would choose for a set of variations. As the piece 

progresses, cross rhythms, syncopations, and a some

times dense polyphony abound. Each individual part 

is exciting to play; only long training in communal 

self-denial enables the members of a good chamber 

ensemble to subdue their own parts in favor of the 

main voice of the moment, and so avoid producing a 

continuous dull roar in the ear of the listener. But by 

the end of the movement rhythmic calm is restored, 

and the music ends in a shimmer of gorgeous sound. 

The last movement brings us back to bright day

light. This boisterous sonata-allegro movement is full 

of Brahmsian tricks: an introduction that turns out 

also to be the bridge to the second theme and the 

basic ingredient of the development section; a recap 

that appears so unassumingly and unannounced that it 

is hard to catch; a double coda, the second of which 

is a recap of the development section; and measures 

of moderninstic pointillism worthy of Anton Webern. 

Program notes ©1997 by Styra Avins 

OCTET IN E FLAT, OP. 20 
Felix Mendelssohn 

Mendelssohn wrote this remarkable work in the 

summer and fall of 1825, when he was sixteen years 

old; he dedicated it to his violin teacher, Eduard 

Rietz. It is often compared with that other master

piece of his youth, the Overture to A Midsummer 

Night's Dream. Both have energy, variety, and an 

inventive mastery of form. Even Mozart produced 

nothing at this age that compared as well with works 

of his maturity. But Mendelssohn did not publish the 

Octet until 1833, after a number of cuts and some 

rewriting; only the third movement, the scherzo, has 

no important revisions . 

Mendelssohn's older contemporary, Ludwig 

Spohr, also wrote string octets, but called them dou

ble quartets. Spohr said that Mendelssohn's Octet 

was "an entirely different art form, in which the two 
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quartets do not vie and alternate with one another in 

the manner of a double choir, but all eight instru

ments work together." Sometimes the first violin 

dominates over accompaniment figures; sometimes 

pairs of instruments double a line; and sometimes 

each of the eight parts contributes individually. 

The first movement begins with the first violin 

thrusting upward in a series of arpeggios against a 

rustling accompaniment. After some transitional 

passsages, the fourth violin and first viola introduce 

a quiet second theme which is punctuated by frag

ments of the first theme. The development of this 

material leads to a climax in which the strings have 

an extended unison run that flows into a much 

abbreviated recapitulation. An energetic coda ends 

the movement. 

The Andante exploits the eight instruments to 

vary the color and texture of the melodic material as 

it unfolds in an unusual sonata form in which the 

first theme does not appear in the recapitulation, but 

in the coda. 

Since the Scherzo is similar to Mendelssohn's 

"fairy music" for A Midsummer Ni9ht' s Dream, listen

ers have associated such fast, light, soft movements 

in this and other works by Mendelssohn with Shake

speare's mischievous but benign elves. But Fanny, 

Mendelssohn's sister, said that this movement was 

inspired by the end of Faust's Walpurgis Night dream 

from Goethe's drama: "Passing clouds and veils of 

mist/ Are lighted from above;/ Air in the leaves, 

wind in the reeds,/ And all is blown away." 

The finale, Presto, if one chooses to continue 

the Midsummer Ni9ht's Dream association, would be 

appropriate to the dance of Bottom and company 

at the end of their play, from the tumbling rumble 

of the cello opening to the heavy unison accents that 

follow like the stamping of boots. But just as Bottom's 

play is a sophisticated parody, Mendelssohn's good

humored fmale is a sophisticated piece of counter

point, with a motif reminiscent of Handel, and a 

formal device he was to develop in his later works: 

introducing material from previous movements. 

Themes from the Scherzo can be clearly heard near 

the end of this last movement. 

Pro9ram notes © by Edward Dou9htie 

THE GUARNERI STRING QUARTET 

The Guarneri String Quartet have been playing 
together since 1964 with no changes in personnel. / 
They have become a legend in their day, the subject ~ 
of books, television specials, and a full-length film, ' 
as well as the recipient of numerous awards and 
innumerable accolades. They were awarded Hon
orary Doctorate degrees by two universities, and 
are the only quartet to receive the Award of Merit 
from the Association of Performing Arts Presenters ),. 
in New York City, their home town. They had previ
ously received New York City's first New York Seal " 
of Recognition, presented by the Mayor. They have 
performed all over the world and have collaborated 
with some of the world's greatest artists such as 
Artur Rubinstein and Pinchas Zukerman. To their 
long list of superb recordings they have recently i added a recording of the Mendelssohn Octet with 
the Orion Quartet. 

THE ORION QUARTET ~f 
The Orion Quartet, now entering' its second decad,., 
together, have made a reputation as major players 
on the New York scene, serving as Quartet-in-Resi- .... ,
dence at the Chamber Music Society of Lincoln • 
Center and at New York's Mannes College of Music. 
In addition, they have toured the important music <-. 
centers throughout North America and Europe and t 
over the years have worked with a long list of the 
most influential chamber musicians to come to the ~ 
United States. The brothers Daniel and Todd Phillips J 
share the first violin chair equally. .. 

- NEXT CONCERT 

EMERSON STRING 
QUARTET 

MONDAY, MAY I, 2000 

STUDE CONCERT HALL, 8:00 P.M . 

Quartet in F Major, Op. 18 # I 
LUDWIG V. BEETHOVEN 

Quartet No. 13, Op. 13 8 

DIMITRI SHOSTAKOVICH 

String Quartet No. I in G minor, Op. 10 

CLAUDE DEBUSSY 

• 


