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EMERSON STRING QUARTET 
-PROGRAM-

FRANZ JOSEPH HAYDN (1732-1809) 

ALLEGRO MODERATO 

ADAGIO 

MENUETTO: PRESTO 

FINALE: PRESTO 

DMITRI SHOSTAKOVICH (1906-197 5) 

ADAGIO 

DOPP!O MOVI~IENTO 

TE~IPO PRI~IO 

played without pause 

- INTERMISSION-

LUDWIG VAN BEETHOVEN (1770-1827) 

~mddin cifooffcycxµ~ &ft. 5.9~ G ti;;. 1 (1806) 

ALLEGRO 

ALLEGRETTO VIVACE E SEMPRE SCllERZANDO 

ADAGIO MOLTO E MESTO 

THEME R USSE: ALLEGRO 

THE E~IERSO)( STRJ)(G QUARTET APPE.\RS BY .\RR.\XGE~IEXT \\'ITH Il\lG ARTISTS 

AXD RECORDS EXCLL'Sl\'ELY FOR DEUTSCHE GR.\.\L\IOPHO'.\'. 

\\'\\'\l'.E~IERSOXQU,\RTET.cm, 

PIIOTOGRAPIIIX(i AXD sonm RECORDIXG ARE PROIIIBITED. 

ll'E FURTHER REQl'EST Tll ,\T ,\ l 'll lllLE PAGl:SG DEl'ICES NOT BE USED 

DURJXG PERFOR,11.\NCES P,\G ING .IRIUXGEllEXTS llAY BE lL\DE 111Tll 1'11E L!SIIERS. 

lURTIX llERRITT- ST.\GE ~L\.'i.lOER TIM DICKSON - TECIIXIC.IL DIRECTOR .11\ll LIGIITING JlF;S IGNER 

PROGRAM DESIGN BY GERI S:<IDER CRE.ITll'E SER\'ICES 
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FRANZ JOSEPH HAYDN (1732-1809) 

The Op. 77, No. 1 quartet is a fine example of a synthesizing work that 
integrates a number of disparate elements present in Haydn's style. Many of 
the motifs, though obviously of folk-song extraction and endowed with great 
directness of expression and simplicity of means, are treated with his own 
sophisticated, learned compositional approach. Also, while fully aware of all 
the standard formal structures, Haydn nevertheless allows the musical content 
to determine the final organization. And finally, Haydn strikes a new balance 
between such opposite tendencies as chordal writing and counterpoint, accom
panied melody and equality of the voices, and a predominant first violin and 
active, interesting parts for all four instruments. 

The opening theme, thought by scholar Bence Szabolcsi to be based on an 
old Hungarian military recruiting song called a bokazo, has a marchlike lilt to 
it. As the first theme continues, Haydn introduces a running triplet passage in 
the form of a dialogue between the two violins. A modification of this triplet 
figure in the viola along with a smooth melody in the second violin start the 
subsidiary theme. The following development section barely gets started before 
there is an apparent recapitulation; we hear what sounds like the first and sec
ond themes (even though the latter is in the "wrong" key). After following this 
false direction for a while, Haydn brings everyone together for a loud unison 
measure in triplets to get into the true recapitulation, which omits the second 
theme in this final go-around. 

The second movement, the only one that seems completely free of folk 
influence, is deeply personal and seems to come straight from Haydn's heart. 
After stating the short, impassioned opening phrase, which might be an 
anguished cry, Haydn devotes the rest of the movement to an exploration 
of its musical and emotional connotations in a structure that is partly theme 
and variations and partly sonata form. The character varies from carefree to 
foreboding, from exultant to tender, from relentless to sentimental until the 
movement ends with a quiet final statement of warmth and consolation. 

The spirited Menuetto quickly sends the first violin running and leaping up 
from its lowest note to the very top of its range. (It is believed that the high D 
reached by the violin near the end of the Menuetto is the highest note in the 
standard string quartet repertoire.) The trio, which seems to have a folk dance 
origin, sustains the high-energy level of the Menuetto and features sharp 
changes in dynamics, with sudden bursts of fast notes bursting in on the slower 
notes. The Menuetto is repeated after a measure of silence. 

't The Finale theme, believed to be a kolo, a Croatian round dance that 
Haydn knew from his youth, is a gleeful, witty tune that provides the musical 



impetus for the entire movement. Although organized in sonata form, it is essen
tially monothematic; the second theme is nothing more than a transposition of 
the first. The part writing throughout is virtuosic, making it a true display piece 

for all four performers. 
Program notes by Melvin Berger from GUIDE TO CHAMBER MUSIC 

Publisher: Anchor/Doubleday 
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DMITRI SHOSTAKOVICH (1906-197 5) 

When speaking of Shostakovich's last quartets, one's language is continual
ly threatened by hyperbole. It is music at the edge of expression, on the edge 
of danger, in which conventional musical discourse is under attack. In the 13th 
Quartet, normal playing techniques no longer sufficiently contain the music's 
force: there is much knocking, plucking, and scraping; quarter tones and 
impossibly clotted chords undermine harmonic integrity. Simple sounds, no 
longer moored by functional harmony, attain their own spooky, solitary mean
ings, as in the devastating last sound of the 13th-a note that swells to bursting 
under the cumulative dramatic pressure. 

And yet the intensity and complexity are expressed by deceptively simple 
means. The music's impact is not adequately explained by its sounding surface, 
which seems almost too rough or rudimentary to convey the breadth and depth 
of the work. We are led to read the music as unfolding according to a psycho
logically and dramatically motivated design-a daring course in an age of 

abstraction and theory, but one Shostakovich had no choice but to follow. 
One of the many parallels between Shostakovich's and Beethoven's late 

quartets lies in their unusual formal layouts: in the varying number of move
ments and the contrast, function, and inner flow of the movements, and in 
the use of materials not always associated with the Classically balanced, four
movement quartet-here we find shards of fugue, hymn, chant, folk tune, and 
opera. Shostakovich's 11th Quartet is a suite of seven short movements of sim
ple scope and suggests the incidental music for a tragic puppet play. In the 
massive, two-movement 12th, a first movement of not inconsiderable weight 
and length is followed by one three times longer and brutally contrasted in 
character. The 13th and 14th, each ostensibly in three movements, are really 
one-movement works that reveal different levels and that unfold along thesis
antithesis lines. 

In the nearly two decades since his death, Shostakovich's reputation and 
the meaning of his music have undergone a remarkable "rehabilitation" (to use 
the old term of Soviet historical manipulation). There has been a flood of revi
sionist literature, mostly from the West, in which we can trace the metamor
phosis of the composer's image from dutiful party hack, writing in the shadow 
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of the glitzier Prokofiev, to Avatar of the Future. Shostakovich even has a newly 
commercial profile: recordings of his Preludes and Fugues have become hits 
(including one by popular jazz-turned-classical pianist Keith Jarrett). Proponents 
of the "New Simplicity," such as Arvo Part and Ilenryk Gorecki, close stylistic 
descendants of Shostakovich's more mournful and static side, are enjoying an 
astonishing marketplace success helped perhaps by their aura of mystical piety, 
never present in the work of their spiritual father. 

The overwhelming experience of Shostakovich's music-created by many 
means, some discussed here-is that of the direct transmission of mind, of human 
feeling. The experience transcends symbolic and abstract musical/acoustic 
explanation, so pure and inhuman but so ephemeral a social phenomenon. It is 
spiritual music without the religions of God or Beauty but possessing an intense 
human commitment and compassion. 
Program notes by Paul H. Epstein 
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LUDWIG VAN BEETHOVEN (1770-1827) 

The first "Rasoumovsky" Quartet seems more like the consummation of a 
style than the beginning, in chamber music, of Beethoven's middle period. The 
spacious conception, the high expressivity, the sweep of formal structure, the 
beautiful melodies, the rich harmonies, the surging rhythms, and the brilliant 
string writing-all attest to surety, confidence, and maturity. 

The monumental Allegro opens with a serene and noble first theme, starting 
low in the cello and soaring up to the first violin's highest register. Several other 
distinctive melodic phrases round out the first group of themes before the first 
violin introduces the upward-stretching second subject. Again, further themes 
fill out this second group. A codetta, based on a melody obviously derived from 
the first theme, concludes the exposition. The development, which starts like a 
repeat of the exposition, is vast in size and imaginatively varied, with a brilliant 
fugal center section. The cello sneaks in to start the recapitulation under a 
descending scale in the first violin. The building and enriching process continues 
through the recapitulation and concluding coda. 

Musicians in Beethoven's day considered the opening rhythmic drumming 
on one note in the second movement strange and oddly amusing. Although the 
movement is lighter in mood than the Allegro, it still is somewhat restless and ill 
at ease. As in the previous movement, Beethoven uses many themes, some danc

l ing and gaily abandoned, others more lyrical and songlike. The structure can be 
interpreted either as a scherzo with two trios or as sonata form; in any case it is 
a thoroughly satisfying movement that grows organically and inevitably from the 
melodic material. 



Scholars suspect that the enigmatic words, "A weeping willow or acacia tree 
upon my brother's grave," penned by Beethoven on the sketches for this move
ment, give an insight into the intent of this great and profoundly moving slow 
movement. Some say that the brooding intensity has to do with the composer's 
distress over his brother Casper Carl's marriage to Johanna Reiss , six months 
pregnant, and his belief that Casper's life had effectively ended. Others hold that 
the sorrow was evoked by the memory of another brother, born one year before 
Ludwig, who died in infancy. In any event, the lament, written in sonata form , 
has two cantilena themes, both characterized by wide intervals between the 
notes. The first is stated at the outset by the first violin; the second is sung 
by the cello while the violin weaves a filigree accompaniment above. The rest 
of the movement grows from these two melodies, as Beethoven continuously 
reexamines, reworks, and recasts them until a series of brilliant runs in the first 
violin brings the movement to an end. 

The Theme Russe ("Russian theme") of the finale follows without pause. 
No one is sure whether Count Rasoumovsky asked Beethoven to include a 
Russian melody in the quartet, or whether the composer did it to honor his 
patron. Nevertheless , it has been determined that Beethoven derived the melody 
from a collection of Russian folk songs published by Ivan Pratsch. While the 

song was originally in minor and in a slow tempo, it appears here in major and 
at double the speed. In this sonata form movement, the dancelike rhythm of the 
first theme is followed by a contrasting legato subsidiary subject played by the 
second violin. At the very end Beethoven slows down the last statement of the 
Theme Russe by a factor of four before a brilliant flourish concludes the quartet. 
Program notes by Melvin Berger from GUIDE TO CHAMBER MUSIC 
Publisher: Anchor/Doubleday 

EMERSON STRING QUARTET 
-BIOGRAPHY-

Currently celebrating its 25th anniversary season, the world-acclaimed 
Emerson Quartet has, over the years, carried out a brilliant series of recordings 
exclusively documented by Universal Classics/Deutsche Grammophon. They 
have received six Grammy Awards including two unprecedented honors for 
Best Classical Album. On the stage, they have performed complete cycles of 
the Bartok, Beethoven and Shostakovich string quartets in the major concert 
halls of the world. Today, the ensemble is lauded globally as a string quartet that 
approaches both classical and contemporary repertoire with equal technical and 
artistic mastery and enthusiasm. 

The Quartet began its anniversary season in July 2001 at London's Barbican 
Centre with eleven performances of The Noise of Time. This theatrical presenta
tion was directed by Simon McBurney and features Complicite and the Emerson 
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String Quartet in a live performance of Shostakovich's 15th String Quartet. 
Future performances of the work are slated for Berlin, Vienna, Los Angeles, New 
York, orthampton, Massachusetts and Urbana, Illinois. The South Bank Centre 
and Lincoln Center's Great Performers Series will feature the Emerson in three 
concerts devoted to selected Haydn quartets, Beethoven's Razumovsky quartets, 
Op. 59, and the complete string quartets of Bela Bart6k. The Quartet gives the 
U.S. premiere of Wolfgang Rihm's Dithyrambe for Quartet and Orchestra with 
Christoph von Dohnanyi and the Cleveland Orchestra in Severance Hall, 
Boston's Symphony Hall and New York's Carnegie Hall. 

Another of the Quartet's ongoing interests is a unique collaboration with 
acclaimed physicist and author Brian Greene (The Elegant Universe). Dr. Greene 
and the ensemble demonstrate the principles of String Theory through lecture, 
video presentation and performances of important musical works that illustrate 
or coincide with major developments in the history of physics. In addition, the 
Quartet has performed numerous benefit concerts for causes ranging from 
nuclear disarmament to the fight against AIDS, world hunger and children's 
diseases. In 2000, they were selected as Musical America's Ensemble of the 
Year. Past awards include recognition by the Governor of Connecticut for their 
outstanding cultural contributions to the state, the University Medal for 
Distinguished Service from the University of Hartford, and awards of individual 
honorary doctoral degree by Middlebury College in Vermont. In 1990 they 
received the James Smithson Bicentennial Medal from the Smithsonian 
Institution. 

In 2001, the Emerson String Quartet marks its 21st year as faculty at the 
Hartt School of the University of Hartford in Connecticut. This is also the 23rd 
season of their sold-out series at the Smithsonian Institution in Washington, DC. 

Formed in 1976, the Emerson String Quartet took its name from the 
American poet and philosopher Ralph Waldo Emerson. Violinists Eugene Drucker 
and Philip Setzer alternate in the first chair position and are joined by violist 
Lawrence Dutton and cellist David Finckel. The Quartet is based in New York City. 

-NEXT CONCERT-

~ <fflukuut 67~ <%w 
THURSDAY, JANUARY 17, 2002 8:00 P.M. 

Beethoven-Trio in C Minor, Op. 9 #3 

Schoenberg-String Trio, Op. 45 

Mozart/Bach-Two Adagios and Fugues K. 404A 

Dohnanyi-Serenade 
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