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VERMEER QUARTET 

-PROGRAM-

WOLFGANG AMADEUS MOZART (1756-1791) 

Quartet in D Minor, K. 4 21 
Allegro Moderato 

Andante 

Minuetto 

Allegretto, ma non troppo 

BELA BART6K (1881-1945) 

Quartet No. 2, Op. 17 
Moderato 

Allegro molto, capriccioso 

Lento 

- INTERMISSION-

ROBERT SCHUMANN (1810-1856) 

Quintet in E-flat Major, Op. 44 
Allegro brillante 

In modo d'una Marcha. Un poco largamente 

Scherzo: Molto vivace 

Allegro ma non troppo 
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WOLFGANG AMADEUS MOZART (1756-1791) 

Quartet in D Minor, K. 421 

Mozart's early years in Vienna were for him a time of optimism carried 

on the wings of a big success with his comic opera, The Abduction from the 

Seraglio, and marriage to his own Constanza. He had grand plans for the 

future, which included producing chamber music for the Viennese audience 

who had demonstrated such interest in Haydn's string quartets. After a thor

ough study of Haydn's Opus 33, he set about to write his own. The results were 

so extra-ordinary that Haydn himself spoke of Mozart with awe after the two 

spent an evening together playing these quartets, in a group which included 

Mozart's father Leopold and the composer von Dittersdorf. Mozart dedicated 

these quartets to Haydn and they were published as Opus 10, Nos.1-6, in 1785. 

The future looked bright, but Mozart was no stranger to sorrow, having 

not long before witnessed the death of his mother while the two were on an 

extended tour of Europe. Tonight's quartet, the second in the set, is written 

in the key of D minor, a key he was to reserve for works of powerful and dark 

drama, e.g. the Piano Concerto, K.466, Don Giovanni, and the great Requiem 

Mass. It is the stormiest, and the only one of the great six to be written in a 

minor key. Its anguish is announced at the very onset of the Allegro moderato 

with dramatic leaps down an octave, then in sotto voce (hushed) up a tenth, 

and then again, more insistent and in a higher register. Even the shifts into a 

major key do not really relieve the atmosphere, an effect obtained in part by 

the injection of agitated rhythms into these sections. 

The Andante which follows starts out as a gentle, halting dance, tender and 

somber, initially in the traditional relative major but much of the time back in 

the darker mode, always D minor. (It seems that on those infrequent occasions 

when Mozart composed in a minor key-the vast majority of his compositions 

were in bright, major keys-the drama of the work impelled him to maintain a 

mostly monochromatic tone. This is true for the Piano Concerto No. 24 in 

C minor, the two G minor symphonies, and the G minor Viola Quintet). The 

Andante slips back into an atmosphere of protest and remorse before gradually 

ending on a note of consolation. 

The Minuet continues in D minor. It is angry, even strident in terms of 

Mozart's language. By contrast, its trio is a pleasant Viennese serenade, com

plete with plucked string accompaniment in imitation of a guitar. The huge 

leaps in the first violin part bring to mind some of Haydn's witticisms. 



Mozart chose a Siciliano theme and variations for the final movement. 

Brisk, dark, angry and still in D minor, it showcases each of the four instru

ments with important solos. Highly chromatic and with a complex rhythmic 

texture, it surges forward until the last variation when, for the first time in 

this entire work, the sun truly emerges from behind the clouds. This is short

lived. The coda is a piu allegro restatement of the theme-tense, hushed and 

hurried, telegraphing an urgent and unrelenting message of sorrow. 

Program note © Nora Avins Klein, November 2002 

BELA BART6K (1881-1945) 

Quartet No. 2, Op. 17 

Bart6k's dramatic break with the nineteenth century Western musical 

idiom was not well received by the music-loving Budapest public. Here is the 

opening of a 1917 review by one of his supporters: 

"Eight years ago Arnold Szekely played the piano piece Ma mie qui 

danse in recital. It was a strange kind of waltz: people looked at one another 

in consternation, some hissed. A respectable German critic leapt up from 

his seat during the performance, slammed the door behind him, and said, 

"Scandal!" The piece was by Bela Bart6k. Bart6k was instantly proclaimed 

a musical revolutionary, a Jacobin, a sansculotte, an anarchist, and a patho

logical case. Then the Philharmonic played his Second Hungarian Suite, 

making the witty critics moan about Texas, where there are signs in the 

concert halls asking the audience not to shoot at the musicians, but this 

request frequently goes unheeded. The careful spoke about a great talent 

regrettably gone astray. Those who were even more careful wrote, 'Bart6k 

must have himself a good laugh when he says that some people actually 

applaud such horrors .... "' 

How did Bart6k arrive at his radical musical language, having been 

brought up in the Western musical tradition of Germany and Austria? 

The answer lies in the nationalistic fervor which swept Eastern Europe at the 

end of the nineteenth century. Although not directly active in politics, Barto~ 

was governed by an intense desire to influence the direction of Hungarian 

society back towards its essential Magyar character and away from the cos

mopolitan culture of Budapest which he despised as foreign-dominated and 

illegitimate. So adamant was his patriotic fervor, that as a very young man 
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just emerging from the Franz Liszt Conservatory, he took a fiercely partisan 

side, forbad his mother to speak her native German or to call his sister by 

her German name during the 1903 political crisis centered on the use of 

Hungarian in the Hapsburg military. '1\vo years later he brought back from 

his first music-gathering foray into the Hungarian countryside, furniture and 

costumes which he insisted his mother use in the home they shared. It was 

Bart6k's belief that the true cultural roots of Hungary were to be found only 

in its rural life, unspoiled by urban civilization. Ile scorned the idea of gypsy 

cafe music as Hungarian, viewing it instead as a commercial betrayal of the 

real thing. About rural Hungarian music, he wrote that it "attains an unsur

passable degree of perfection and beauty to be found nowhere else except in 

the great works of the classics." Using the melodic intervals and pentatonic 

scale of old peasant Hungarian songs, Bart6k constructed a harmonic method 

based on tonal intervals of fourths and seconds rather than on the triads 

which are central to traditional Western European harmony. In his view, 

music in this vein would contribute to his goal of restoring genuine Magyar 

culture while allowing him to take a place among the major composers of the 

day in a voice of his own. 

Seven years separate the composition of Bart6k's first and second string 

quartets. During that time he had continued his great work of collecting and 

recording the folk music of the Hungarian countryside, as well as that of 

Rumania, Turkey, and, most recently, northern Africa. The mournful quality 

of Bart6k's Second Quartet may reflect its composition during the opening 

salvos of World War I, around the time Rumania invaded Hungarian Transyl

vania, trapping his vacationing wife and son for three weeks. It opens with a 

slow movement, lyrical and contemplative, even pessimistic in atmosphere, 

which approaches atonality in harmonic style. The characteristic intervals 

and modal quality of old folk songs make their appearance immediately. 

The second movement, Allegro molto capriccioso, is based on not Hun

garian but Arabic folk music, with rhythmic drumming patterns from North 

Africa. Ferocious in nature, it brings to mind Bart6k's popular Allegro Barbaro 

for piano. Its form is interesting and unusual-a rondo-variation: each reap

pearance of the Arabic theme differs both in melodic range and in rhythmic 

articulation; the movement ends in a complex prestissimo coda. The third 

and final movement, Lento, resumes a mostly atonal, more mournful charac

ter in which elements of old style Hungarian folk song and harmonic structure 



can once more be detected. It fades away ... there is no fourth movement. 

Of all the composers of the twentieth century, it is Bart6k whose work 

most reflects a national idiom, albeit couched in ultra-modern terms. Despite 

this, his work has gained universal appeal in the six decades since his death, 

and he has become a Hungarian national hero. 

Program note © Nora Avins Klein, November, 2002 

ROBERT SCHUMANN (1810-1856) 

Quintet in E-jlat Major, Op. 44 

Robert Schumann's father was a small-town bookseller who encouraged 

his son's inclination toward the arts. At the age of six, the boy began to play 

the piano and to compose, and by the time he was fourteen, he was a pub

lished poet. At eighteen he entered the University of Leipzig as a law student, 

but the call of music was too strong to resist. In his third year he abandoned 

the University, determined to become a great pianist. When accident or ill

ness injured his hand, he gave up hope of a career as a performer, turned to 

composition, and wrote the several brilliant collections of short, descriptive 

and atmospheric pieces that established his position as Germany's leading 

Romantic composer. 

Throughout his career, Schumann's output consisted of series of works in 

related forms and styles. In 1840, the year of his marriage to Clara Wieck, he 

wrote almost nothing but songs, more than 130 of them, in a great outpour

ing of love and gratitude. His attention was diverted to the orchestra in 1841, 

when he wrote four symphonic compositions and the first movement of his 

Piano Concerto. In 1842 he put other work aside to concentrate on chamber 

music. That April, he ordered scores of all the Mozart and Beethoven string 

quartets available, which he studied for two months, and then, between June 

and October, in a furious burst of creative energy, he composed three string 

quartets, a piano quartet and this piano quintet. 

Schumann's idea of combining the piano and string quartet was a new 

and modern one for which there was little precedent. Boccherini, for example, 

had written a dozen piano quintets in the eighteenth century, but they were 

little known, and there is not one by any of the great composers between 

his time and Schumann's. Mozart approached it, quite independently of 

Boccherini, with some very distantly related works: two quartets for piano 
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and strings, three concertos playable with quartet, and a quintet for piano 

and winds. These were entirely original pieces, at once piano concertos with 

small instrumental ensemble instead of orchestra, and also chamber music in 

which the piano and the other instruments are equals. Schumann must have 

known them, for his Quintet is written in just the same way. Before the nine

teenth century was over, many composers had followed him in trying this 

new medium, and the great piano quintets of Brahms, Dvorak, and Franck, 

had been added to the repertoire. Schubert's Trout Quintet uses a different 

combination of strings. 

Schumann sketched the music of his Piano Quintet in just five days of 

September, 1842, and he completed the score on October 16. In November, 

it was read through in the Schumann home in Leipzig by a quartet of distin

guished string players and Clara Schumann, the composer's wife, who was 

one of the great pianists of the time. When they were to do it again for 

friends, in December, Clara was ill, and Felix Mendelssohn played the piano 

part in her place, at first sight. He suggested some revisions, which Schumann 

made in time for the first public performance on January 8, 1843, in the 

Leipzig Gewandhaus. 

The music begins with a powerful, declarative main subject, Allegro 

brillante, that Schumann skillfully mines for the elements of all the tunes 

in this marvelously melodic movement. The second movement, Un poco 

largamente, is "in the manner of a march", but it is a somber cortege rather 

than a bright parade march, with an agitated section written as a kind of 

contrasting trio. The main theme of the Scherzo, Malta vivace, is no more 

than a simple scale, in triplets, but its rhythms are so ingeniously spaced by 

Schumann that the ear can hardly guess where the beat really is. There are 

two contrasting trio sections here. The first superimposes the complexity of 

the strings' counterpoint on that of the piano's rhythm, and the second is a 

restless rustic dance. The vigorous Finale, Allegro ma non troppo, combines 

elements of the sonata and rondo forms, and ends with a climactic fugato in , 

which the opening theme of the first movement reappears . 

Program note © Margaret Bragg, November 2002 



VERMEER QUARTET 
With performances in practically every major city in North America, 

Europe and Australia, the Vermeer Quartet has achieved an international 
stature as one of the world's finest music ensembles. Since its formation 
in 1969 at the Marlboro Music Festival, the Vermeer has performed at the 
most prestigious festivals including Tanglewood, Aldeburgh, Mostly Mozart, 
Aspen, Bath, Lucerne, South Bank, Flanders, Albuquerque, Stresa, Berlin, 
Schleswig-Holstein, Santa Fe, Edinburgh, Great Woods, Spoleto, Ravinia and 
the Casals Festival. 

In the 2001-2002 season, the ensemble performed for chamber music soci
eties in Calgary, Philadelphia, Columbus and San Antonio. In addition, they 
appeared on the Chamber Music Series of Notre Dame, Pennsylvania State and 
Ohio Universities, among others. The Vermeer Quartet also toured Europe 
twice and toured Japan for the third time in six years. They will perform the 
Beethoven cycle under the auspices of Syracuse Friends of Chamber Music 
this year, and over a six year period, the Vermeer will perform the Beethoven 
cycle at the Cleveland Museum of Art as well. In 2002-2003, their North 
American engagements include performances in St. Louis, Boston, Cleveland 
and Mexico City. They will again tour extensively in Europe. 

The members of the Vermeer Quartet have been on the Resident Artist 
Faculty of Northern Illinois University at DeKalb since 1970. Beginning in 
1978 they have presented annual master classes at the Royal Northern College 
of Music in Manchester, England. For over two decades they have spent part of 
each summer on the coast of Maine as the featured ensemble for Bay Chamber 
Concerts. The Vermeer makes its permanent home in Chicago, where it has 
been the resident quartet for Performing Arts Chicago since 1984. 

The Vermeer Quartet offers an impressive variety of repertoire, including 
not only the standard classics, but many less familiar compositions as well. 
In addition, they regularly present new works for string quartet, many of 
which are written for them. Their numerous recordings include the entire 
Beethoven cycle plus works by Schubert, Dvorak, Mendelssohn, Verdi, Brahms 
and Tchaikovsky. Their Grammy-nominated CD of Haydn's The Seven Last 
Words of Christ has been broadcast to over 60 million people throughout the 
world, thus reaching far beyond the traditional chamber music audience. 
They have recently completed a recording of the Shostakovich and Schnittke 
piano quintets with Boris Berman and are currently working on a recording 
of the Bartok Quartets, both for the axos label. 
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SHMUEL ASHKENASI, violin, was born in Israel, where he was a student 
of Ilona Feher. He later studied with Efrem Zimbalist at the Curtis Institute in 
Philadelphia. He was the winner of the Merriweather Post Competition, was a 
finalist in the Queen Elisabeth Competition, and was second prize winner in 
the Tchaikovsky Competition. He has performed with many of the world's lead
ing orchestras in the United States, Europe, the Soviet Union and Japan, and 
has appeared in recital with Murray Perahia and Peter Serkin. He has recorded 
two Paganini violin concerti with the Vienna Symphony for Deutsche 
Grammophon, as well as the Mozart A Major Concerto and the two Beethoven 
Romances for Tudor record. 

MATHIAS TACKE, violin, is originally from Bremen, Germany. He studied 
with Ernst Mayer-Schierning in Detmold, with Emanuel Hurwitz and David 
Takeno in London, and with Sandor Vegh in Cornwall. He won first prize in the 
Jugend Musiziert national competition, and graduated with honors from the 
Nordwestdeutsche Musikakademie, where he was later appointed to the faculty. 
From 1983-1992 Mr. Tacke was a member of the Ensemble Modern, one of the 
most important professional groups specializing in twentieth century music. In 
this capacity he gave countless premieres, including works by most of today's 
leading composers. He has made numerous recordings for such labels as Sony, 
ECM and Harmonia Mundi. 

RICHARD YOUNG, viola, studied with Josef Gingold, Aaron Rosand, 
William Primrose and Zoltan Szekely. At age thirteen he was invited to perform 
for Queen Elisabeth of Belgium. Since then, he has been soloist with various 
orchestras and has given recitals throughout the United States. A special award 
winner in the Rockefeller Foundation American Music Competition, he was a 
member of both the New Hungarian Quartet and the Rogeri Trio. He has taught 
at the University of Michigan, the People's Music School in Chicago, and was 
chairman of the string department of Oberlin Conservatory. Mr. Young has 
appeared at many festivals including the Library of Congress, Kapalua, Wolf 
Trap and the Casals Festival. 

MARC JOHNSON, cello, studied in Lincoln, Nebraska with Carol Work, 
at the Eastman School of Music with Ronald Leonard, and at Indiana Uni
versity with Janos Starker and Josef Gingold. While still a student, he was the 
youngest member of the Rochester Philharmonic, and has subsequently per
formed as soloist with that orchestra. In addition to numerous other awards, 
he won first prize in the prestigious Washington International Competition. 
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Before joining the Vermeer, Mr. Johnson was a member of the Pittsburgh 

Symphony. He has recorded for CRI records, and has received critical 

acclaim for his recitals and solo appearances with various orchestras in the 

United States and Europe. 

North American Management and Publicity ARTS MANAGEMENT GROUP, INC. 

ST. JAMES BUILDING 1133 BROADWAY, SUITE 1025 NEW YORK, NY 10010 
(212) 337-0838 TEL (212) 924-0382 FAX 

INFO@ARTSMG.COM 

UELI WIGET 
UELI WIGET was born in Winterthur, Germany in 1957, and began piano 

lessons at the age of ten. From 1978 to 1983 he attended the Stattlichen 
Hochschule fur Musik und Theater in Hannover, where he was a harp student 
of Hans Leygraf and Ruth Konhauser. He completed his studies with degrees in 
both piano and harp. From 1983 to 1986 he received in-depth musical instruc
tion with Gyorgy Kurtag and Zoltan Kocsis in Budapest. 

Mr. Wiget won both the Swiss Youth Competition and the State Music 
Schools Competition of the Federal Republic of Germany. In addition, he has 
received numerous awards from various international piano competitions, 
including those in Sydney, Leipzig, and Monza. Since 1986 he has been a 
member of the Ensemble Modern, one of the most important professional 
groups specializing in twentieth century music. A musician of unusual versatil
ity, Mr. Wiget has given countless premieres, including works by most of 
today's leading composers. He has made numerous recordings for such labels 
as Sony, ECM and Harmonia Mundi. 

- NEXT CONCERT -

Chanticleer 
TUESDAY JANUARY 14, 2003 8:00 P.M. 

OUR AMERICAN JOURNEY 

A selection of American folk songs, 

popular songs and spirituals. 

WORKS BY LIENAS, BILLINGS, HAWLEY, 

STUCKY, HILL, DAVIDS AND MANTYJARVI. 

. -

• ~1 

• j 

" ~ 
I 

.. ""'i 

~ -1 
~ 1 
~ i 

! 

.. 


