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AMERICAN STRING QUARTET 

-PROGRAM-

FRANZ JOSEPH HAYDN (1732 -1809) 

P2uaddin@~J Wft.soJC2/Vo.s 
Allegro moderato 

Poco Adagio 

Tempo di Menuet; Allegretto 

Finale: Vivace 

PAUL HINDEMITH (1895-1963) 

c?~~Q/Vo.JJ Wft.22 
Fugato: Sehr langsame Viertel 

Schnelle Achtel-Sehr energisch 

Ruhige Viertel-Stets fliessend 

Massig schnelle Viertel 

Rondo: Gemaehlich und mit Grazie 

- INTERMISSION-

Allegro non troppo 

Andante, un poco Adagio 

Scherzo: Allegro 

Finale: Poco sostenuto 

PHOTOGRAPIIING AND SOUKD RECORDING ARE PROIIIBITED. 
\l'E FURTHER REQUEST THAT AUDIBLE PAGING DE\'ICES NOT BE USED 

DURING PERFORJIANCES. PAGING ARRANGEMENTS MAY BE ~!ADE \\'ITH THE USHERS. 

~!ARTIN MERRITT- STAGE ~IA.NAGER TI~! DICKSON -TECHNICAL DIRECTOR AND LIGHTING DESIGNER 
PROGRA.\l DESIGN BY GERI SNIDER CREATl\'E SER\' ICES 

This project is funded in part by the City of !Iouston and the Texas Commission on the Arts 
through the Cultural Arts Council of Houston/Harris County. 
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67~~Min@~,, Wftu6so,,a4.s 
FRANZ JOSEPH HAYDN (1732-1809) 

There can be few things in adult life which bring such profound inner 
joy as the attainment of success beyond one's wildest childhood expectations -
the kind of success achieved by Haydn who, despite his birth in an impover
ished corner of the Austro-Hungarian Empire to a family of limited means, 
became not only highly remunerated but the most honored composer of his 
time. Perhaps it is this which explains the cheerfulness of so much of Haydn's 
music. And perhaps it is in this context that so many of his compositions 
somewhere contain a musical joke. 

In tonight's Quartet in F Major, Opus 50, No.5, the joke appears promptly, 
in measure five of the opening movement (Allegro moderato ). The two upper 
voices have opened the scene alone, playing an artless little duo when they are 
rudely interrupted by the lower voices entering in octave unison on a "wrong" 
note. Haydn builds on this joke, turning it about and proceeding to construct 
the rest of the movement on it. There is no counter theme, only some vigorous 
rhythmic motion - this economy being a characteristic of his Opus 50 quartets, 
in which we find Haydn, the inveterate inventor, now sowing his rich garden 
from a single seed. In case you missed the joke, Haydn repeats it just before 
the coda-this time preceded by a pregnant pause, to make sure you get it -
and finishes with a coda consisting of amplifications of the joke. 

At the time Haydn was writing the Op. 50 quartets, he was frenetically 
involved in producing operas for the Esterhazy establishment- his own and 
those of others. One would therefore expect of the Poco Adagio ( entitled 
"The Dream") a tuneful operatic aria as was the tradition. Yet this adagio, 
lovely as it is, would be difficult to sing, nor is it in traditional aria form 
as again there is only one theme in the movement, not two. 

As for the Minuet-Trio, it wittily starts off in the wrong key then alights 
momentarily in the promised territory before hopping off again. Only quite 
recently has it been learned that in Haydn's autograph, which surfaced in 1982, 
there is no Trio marked as such. He intended that, contrary to custom, there 
should be no relaxation in the mood. The same thematic material is thus car
ried on into the darkness of the minor key, thereby increasing the tension of 
the movement while remaining faithful to his overall monothematic schema. 

The Finale: Vivace follows the same plan: a single theme, rhythmic motif 
for contrast, and sharing of the musical ideas among all four voices. 



The six Opus 50 Quartets were dedicated to Frederick Willhelm II, King 

of Prussia, thus their designation as the "Prussian Quartets." After disappear

ing for 130 years, the autographs of Nos. 3 to 6 turned up in Australia in 1982 

during the celebration of Haydn's 250th birthday, in the possession of the 

descendents of a music-loving British Colonel who had purchased them at an 

auction prior to emigrating with his family to New Zealand. Thus the standard 

editions in use today did not have the benefit of authentication from the origi

nal manuscript from which we have learned that important differences exist in 

the Minuet movement of tonight's quartet. 

Program note © by Nora Avins Klein, April, 2002 

67~ ~C24. s~ Wft. 22 
PAUL HINDEMITH (1895-1963) 

At the start of the 1920's, Germany was a country in great turmoil, as 

Communists, royalists, army groups, and Hitler's National Socialists were 

all struggling to overthrow the weak Weimar Republic and assert their own 

power. Inflation raged out of control, causing widespread economic chaos and 

disorder, and an air of hopelessness and disillusionment pervaded the nation. 

Hindemith's Third String Quartet, which dates from 1922, is very much 

a product of those times. In the words of Harold Schonberg, it "reflects a peri

od as only great art can." The music also shows the composer's deep involve

ment with the Neue Sachlichkeit or New Objectivity, particularly in the dry 

harmonies and in the clear and logical formal structures, with easily heard 

repetitions and sharp contrasts. 

The first movement is a fugato in which a serene melody, ambiguous 

in tonality and meter, slowly passes in imitation among the four instruments. 

The movement builds to a fervid climax and then quiets down to end much 

as it began. 

A barbaric explosion of sound launches the second movement, with its 

savage, disjointed rhythms hammered out by the entire quartet. A quiet, 

almost tender interlude follows, but it is soon overwhelmed by a return of the 

opening character. The coda brings back brief reminders of the middle section 

and of the opening. 

Over the soft, gentle strumming of the viola and cello, the second violin 

sings the haunting melody of the third movement. An extra piquancy comes 
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from the polytonality, with the lower strings in the key of A and the violin in C. 

Hindemith introduces other melodic material before presenting a free repeat 

of the opening. 

The fourth movement is little more than a short, forceful introduction 

to the finale. It begins as a cadenza for the cello, with the viola joining in, 

and proceeds without pause to the fifth movement. 

Hindemith treats us next to a charming two-part invention, one that Bach 

could have written had he been composing in the 1920's. As in the first three 

movements, there is a contrasting middle section before the composer ends 

with a highly condensed reminder of the opening. 

The premiere was given by the Amar Quartet, in which Hindemith played 

viola, at Donauschingen, Germany, on November 4, 1922. 

Program note by Melvin Berge1; used with permission. 

~vn<ff~fo 
f!l>iano cvrd 67~/ &ft.34 
JOHA IES BRAHMS (1833-1897) 

Johannes Brahms's Piano .Quintet Op. 34 is one of the monuments of 19th 

century chamber music, a work so firmly fixed in the concert repertory it is 

difficult to imagine it in any other form. Nevertheless, its genesis was anything 

but straightforward. The work started life as a string quintet for two violins, 

viola and two cellos, the same instrumentation as Schubert's great String 

Quintet i,n C major (D. 956). Brahms had heard his friends play through 

Schubert's work in the late 1850's; given his interest in the cello, an instrument 

he had played as a youth, and in Schubert, a composer he revered, it cannot 

surprise that Brahms attempted to follow in his footsteps (the version dates 

from 1862). Ilis musical confidants, though, were not entirely satisfied with 

the results. They felt that the strength of Brahms's musical ideas were not 

matched by the instrumental means he chose. Brahms seems to have agreed, 

for he took the trouble to rewrite the work as a powerful sonata for two pianos 

(in early 1864). It still exists in this form as Op. 34b, an impressive and excit

ing work. And it is in this form that he tried it out in turn with two friends, 

Clara Schumann and the conductor Hermann Levi. Both take credit for 

having persuaded Brahms to reconcile the piano with the earlier version for 



strings and so restore the warmth that strings provide. The final version for 
piano and string quartet, the Piano Quintet as we will hear it on tonight's 

program, is the result. 

The history of this work provides a brilliant example of the persistence, 
self-discipline and self-criticism that marks Brahms's career as a composer. 
Having determined the string version to be lacking, he destroyed all traces of it; 
we know it existed only because of his correspondence. The version for piano 
and string quartet was first performed in a concert at the Leipzig Conservatory 
in 1866, and has been in the repertory ever since. 

Aptly described as the "masterpiece of Brahms's first maturity", the 

Quintet is less expansive than the earlier piano quartets, more compact, more 
economical of musical motifs. Brahms has learned how to get the biggest bang 
for his buck. The opening of the first movement is a good example: four mea
sures lay out the theme, rich and broad but also austere. The theme is nothing 
more than one broken chord presented four times in continuously differing 
shapes. The next seven measures propel the music forward with stormy ripples 
which, upon inspection, are yet again simply speeded-up versions of the same 
broken chord-placed now with a sense for high rhythmic drama: a powerful 
opening based on the leanest of materials. 

While Brahms amply explores the lush sound of strings and the percussive 
power of the piano, he does not automatically divide his musical materials that 
way. The second movement, one of his most serene inspirations, starts with a 
sensuous theme played by the piano, the strings murmuring an accompanying 
figure. Eventually the strings will get their chance, but not until the piano has 
made it abundantly clear that it too can sing. 

The third movement is perhaps the most dynamic work Brahms ever 
conceived. It is remarkably effective as a two-piano sonata, and here too as a 
quintet. Strings and piano match strength and rhythmic propulsion with each 
other. An ABA form, even the middle section does not quite calm down, but 
continues with an underlay of energy left over from the first section, to which 
the movement returns for a stunning end. 

The fourth movement, its sturdy main theme showing unmistakable signs 
of Brahms's love of Hungarian Gypsy music, glides imperceptibly out of a slow 
introduction of tentative cadenzas and fantastically wandering harmonies. 

Notes by Styra Avins © April, 2002 
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AMERICAN STRING QUARTET 

PETER \VI ' OGRAO, VIOLIN DANIEL AVSIIALO;\IOV, VIOLA 

LAURIE CARNEY, VIOLIN DAVID GEBER, CELLO 

The American String Quartet has achieved a position of rare esteem in the 

world of chamber music. On annual tours that have included virtually every 

important concert hall in eight European countries and across North America, 

the Quartet has won critical acclaim for its presentations of the complete quar

tets of Beethoven, Schubert, Schoenberg, Bartok and Mozart, and for collabora

tions with a host of distinguished artists. In the 1998-1999 season, the 

American String Quartet celebrated its 25th year with a tour that included 

concerts in all SO states, a performance at the Kennedy Center in Washington, 

and two European tours. 

Resident Quartet at the Aspen Music Festival since 1974, the Quartet also 

has ongoing series at Princeton University and the Orange County Performing 

Arts Center in California. The Quartet is credited with broadening public 

awareness and enjoyment of chamber music across North America through 

educational programs, seminars, broadcast performances, and published arti

cles. It was one of the first ensembles to receive a ational Arts Endowment 

grant for its activities on college campuses. The Quartet's commitment to con

temporary music has resulted in numerous commissions and awards, including 

three prizewinners at the Kennedy Center's Friedheim Awards, and , most 

recently, Richard Danielpour's Quartet No. 4 . 

The American has been Quartet-in-Residence at the Manhattan School 

of Music in New.York since 1984, served as Resident Quartet at the Taos 

School of Music from 1979 to 1997 and was previously on the faculty of the 

Peabody Conservatory. They have recently completed a 3-year visiting 

residency at the University of Michigan and have served as resident ensemble 

for the Van Cliburn International Piano Competition. In 1999 the American 

was invited to judge the first Bordeaux International String Quartet 

Competition. 

The American String Quartet continues to reach a widening audience 

through its recordings, including the complete Mozart quartets for 

MusicMasters I Musical Heritage recorded on a set of matched Stradivarius 

instruments, released as a boxed set in 1998. The Quartet's diverse activities 

have also included numerous radio and television broadcasts in fifteen coun

tries, tours to Japan and the Far East, and performances with the Montreal 



Symphony, the New York City Ballet and the Philadelphia Orchestra. 

The four musicians studied at the Juilliard School, where the Quartet was formed 

in 1974, winning the Coleman Competition and the Naumburg Award that same year. 

Outside the Quartet, each member finds time for solo appearances and recitals. 

MAXIM PHILIPPOV 
PIANIST 

Moscow-born Maxim Philippov began studying the piano at the age of five and 

made his public debut when he was eight. A laureate of several major international 

piano competitions, including the Leeds, Rachmaninoff, Rubinstein, and Tchaikovsky 

Competitions, he won first prize at the 1996 Esther Honens Calgary International Piano 

Competition. Named silver medalist of the Eleventh Van Cliburn International Piano 

Competition in June 2001, he was awarded two years of concert engagements and 

career management and a compact disc recording of his award-winning performances 

for the Harmonia Mundi label. He was also the recipient of a Steven De Groote 

Memorial Award for the Best Performance of Chamber Music for his semifinal round 

collaboration with the renowned Takacs Quartet. 

Mr. Philippov has performed recitals in Canada, Russia, the United States 

and throughout Europe, with appearances at important concert venues such as 

the Gasteig in Munich, Queen Elizabeth Hall in London, the Salle Cortot in Paris, 

the Tonhalle in Zurich, and the Kennedy Center in Washington, D.C. He has also 

collaborated with the Calgary Philharmonic, the City of Birmingham Symphony, 

the Edinburgh Symphony, the Hamburg Symphony, and the Moscow Philharmonic r 

orchestras. As one of today's most engaging interpreters of Rachmaninoff, Mr. / "' 
I 

Philippov has recorded two discs devoted to the solo works of this composer. J ...-r 
Mr. Philippov studied with Vera Gornostaeva and now resides in Moscow wher1 ,, 

he se~es on the£:;~~ :~M:: =:~~Y~~~:=, \ ,: 
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