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PACIFICA QUARTET 
WITH URSULA 0PPENS, PIANO 

-PROGRAM-

ANTONIN DVORAK (1841-1904) 

Cypresses csELECTioNs) 

II. "Death reigns in many a human breast" 

(Allegro ma non troppo) 

III. "When thy sweet glances on me fall" 

(Andante con moto) 

XI. "Nature lies peaceful in slumber and dreaming" 

(Allegro scherzando) 

DMITRI SHOSTAKOVICH (1906-1975) 

Quintet for Piano and Strings, Op. 57 (1940) 

Prelude: Lento 

Fugue: Adagio 

Scherzo: Allegretto 

Intermezzo: Lento 

Finale: Allegretto 

-INTERMISSION -

LUDWIG VAN BEETHOVEN (1770-1827) 

Quartet in A Minor, Op. 132 

Assai sostenuto - Allegro 

Allegro ma non tanto 

Heiliger Dankgesang eines Genesenen in die Gottheit, 

in der lydischen Tonart: Molto adagio - Neue Kraft fiihlend: Andante 

Alla Marcia, assai vivace 

Allegro appassionato 
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ANTONIN DVORAK (1841-1904) 
Cypresses 

Inspired by the love of a woman, Antonfo Dvorak composed a cycle of 

eighteen songs in 1865 based on the poems of Gustav Pfleger-Moravsky. 

Dvorak was twenty-four at the time and this was his very first composition for 

voice. It was immediately apparent to both him and his friends that the work 

was weak. Dvorak was not yet comfortable writing for voice and the melodic 

lines were more instrumental in character, a medium with which he was far 

more experienced. Dvorak never performed the songs in their original form 

but, because of the memories of his love for Josephine Cermaltova, he often 

returned to these songs using the material in other works. Later in his life he 

rewrote several of the songs as Four Songs, Op. 2 (1882), and Love Songs, 
Op. 83 (1888). 

In 1887 Dvorak decided to transcribe a group of the songs ( originally 

ten but later twelve) for string quartet. He titled the work Echoes of Songs. 

While keeping the overall character and musical ideas, these songs were 

transformed and developed with great skill. Pleased with the result, Dvorak 

tried to convince Simrock, his publisher, to print them. Unfortunately Sim

rock was uncomfortable with the novel idea of a song cycle for string quartet. 

During Dvorak's life the songs were performed only once (and just five 

of them), under the title Evening Songs. The manuscript was soon lost and it 

was not until 1921 that Joseph Suk (Dvorak's pupil and son-in-law) rediscov

ered the score. Suk made his own substantial revisions to ten of the songs 

and renamed the work Cypresses (the original title). 

Notes by Nicholas Mann 

DMITRI SHOSTAKOVICH (1906-1975) 

Quintet for Piano and Strings, Op. 57 (1940) 
In 1940 most of Europe had already plunged into war. The Soviet Union, 

though ostensibly protected by a non-aggression pact signed by both Stalin 

and Hitler, was already beginning to face the certainty of conflict, though no 

one could imagine the actual brutality of the Great Patriotic War, which was 

to come. Yet the country was quiet, like the proverbial calm before the storm. 

The Red Terror of the early years after the revolution of 1917 had passed. 

The collectivization of the peasants in 1929 and 1930 had been completed 

(albeit at the cost of famine and starvation and the death of millions). The 

purge trials of 1935 and 1936 and the mass arrests that engulfed the entire 

country in 1937 and 1938 were complete. Shostakovich himself had almost 



succumbed to personal political terror in January of 1936 when Stalin and 
his minions walked out of a performance of the opera, Lady Macbeth of the 
Mtensk District. After an article entitled "Muddle Instead of Music" was pub
lished in Pravda ("things could end very badly for this young man"), Shosta
kovich withdrew public performances of his work. The Fifth Symphony, Op. 4 7 
(1937) rehabilitated him in the stern eyes of the regime, i.e.: Josef Stalin. 

As with much of Shostakovich's music the Piano Quintet is an historical 
reflection of its time. It is a gravely serene piece marked by a simplicity of 
texture, especially in the piano writing: lines are doubled two octaves below, 
and there is little complex inter-part composition. All of this provides clarity, 
and an ample accessibility, reflected in the popularity of the work immediate
ly after its premiere. Rostislav Dubinsky, original first violinist of the Borodin 
Quartet recalls in his book, Not By Music Alone: "For a time the Quintet over
shadowed even such events as the football matches between the main teams. 
The Quintet was discussed in trams, people tried to sing in the streets the 
second defiant theme of the finale. War that soon started completely changed 
the life of the country as well as the consciousness of the people. If previously 
there was the faint hope of a better life, and the hope that the 'sacrifices' of 
the revolution were not in vain, this hope was never to return. The Quintet 
remained in the consciousness of the people as the last ray of light before the 
future sank into a dark gloom." 

The work is cast in five movements. The Prelude opens in the style of a 
Bach prelude, and foreshadows the remarkable preludes that Shostakovich 
was to write in the Preludes and Fugues for Piano, Op. 87 (1950-51). The 
stirring entry of the piano is answered by the quartet, after which the mood 
changes and a related idea is developed until the opening reasserts itself. 
The Fugue begins gently and slowly and builds to a furor of lyricism. The 
Scherzo returns to Shostakovich's irrepressible sense of irony and humor, and 
is utterly brilliant. This side of the composer's personality is never restrained; 
there are dazzling and profound scherzos scattered throughout his work. This 
one is reminiscent of the Polka from the Age of Gold, or moments from the · 
Cello Sonata, Op. 40 (1934). The Intermezzo, tinged with regret and tranquili
ty, leads to a finale in which triumph is flung in direct opposition to darkness. 
This is the theme that Dubinsky recalls, and it appears before 
and after a thunderous, descending group of onrushing chords on the piano, 
the emotional core of the work. The Quintet finishes with wit and whimsy, 
contrary to the opening, in which the music spins off to a quiet conclusion. 

Shostakovich and the Beethoven Quartet premiered the Quintet on 
November 23, 1940 at the Moscow Academy of Music. Shostakovich was an 
accomplished pianist and performed the piece many times with the Beethoven 
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his performances. Valentin Berlinsky, cellist of the Borodin Quartet, recalls in 

Elizabeth Wilson's book, Shostakovich: A Life Remembered, that the composer 

would say "Let's play it fast, otherwise the audience will get bored." Ile would 

particularly rush the fast movements. The players would beg him to slow down, 

saying "but your metronome mark is such and such!" The composer replied, 

"Well, you see my metronome at home is out of order, so pay no attention to 

what I wrote." 

Program Note by Richard A. Gylgayton 

LUDWIG VAN BEETHOVEN (1770-1827) 

String Quartet in A Minor, Op. 132 
Europe changed very little in the hundred years preceding Ludwig van 

Beethoven's birth. In 1770, living conditions were quite primitive and the 

horse was still the fastest and most reliable means of transportation. By the 

time Beethoven died in 1827 at the age of fifty-six, political, social, and indus

trial revolutions had completely altered the way people lived. Kings were losing 

their thrones, gas lamps were replacing candles, electricity had been discov

ered, and both steam locomotives and steamships were being used for trans

portation. Though Mozart and Haydn showed little interest in politics, working 

within the social structure as they knew it, Beethoven was very much con

scious of the individual rights of each human being. His music reflects the 

violence, passion and upheaval of the times. It mirrors the quest for personal 

and spiritual fullfilment. 

Beethoven was born into a musical family in Bonn, Germany. His father, 

who was Kapellmeister for the Archbishop-Elector of Cologne, recognized his 

young son's talent and provided him with lessons in piano, violin and composi

tion, with the intention of shaping him into a child prodigy like Mozart. Young 

Beethoven's formal schooling lasted only three years. At the age of twenty-two 

he moved to Vienna where he studied for short periods with Haydn and 

Albrechtsberger. He became greatly respected in Vienna, both as a composer 

and as a virtuoso pianist. During his lifetime the focus of music was moving 

into the concert halls, away from the church and the drawing rooms of aristo

crats. Beethoven helped to change the role of the composer from that of a 

craftsman for the rich, to a creative artist who composed music as a mode of 

self-expression. His work eventually led the way to the Romantic era and must 

be considered one of the great disruptive forces in the history of music. 



Beethoven's string quartets span what are customarily known as the three 

creative periods of his adult life. The first period lasted until the early 1800s. 

During this period Beethoven was much in demand as a pianist and composer 

and it was an exciting time for him. His compositions were characteristic of 

late eighteenth century technique. The string quartets of Op.18 were written 

during this period. During the second period, which lasted until about 1816, 

Beethoven was facing the fact that he was losing his hearing and that, in 

many ways, fate was depriving him of love, marriage and family. The quartets 

and piano trios written during this period (Opp. 59, 70, 74, 95, and 97) are 

further removed from classical models in terms of length, intensity and origi

nality. The symphonies Nos. 3-8 were composed during this period. 

The third period encompassed the last ten years of Beethoven's life. 

His hearing had continued to deteriorate. By 1816 he could hear nothing. 

He was suffering from poor health, draining experiences as guardian of a 

difficult nephew, unrequited love affairs, and difficulties with his publishers. 

Yet despite his distress, Beethoven wrote to his publisher in 1822: "I sit pon

dering and pondering. I have long known what I want to do, but I can't get it 

down on paper. I feel that I am on the threshold of great things." Shortly there

after he began a period of incredible creation. After completing the Diabelli 

Variations, the Missa Solemnis and the Ninth Symphony (and with sketches 

for a tenth symphony already begun) he set aside all other work and began to 

compose his five final string quartets (Opp.127, 130, 131, 132, 135, and the 

Grosse Fugue). 

The first three of the "late quartets" that Beethoven composed were 

Opp. 127, 130, and 132. They were commissioned by a Russian nobleman 

and amateur cellist, Prince Nikolai Galitzin, who was living in St. Petersberg. 

In these works Beethoven left the classical style almost entirely. His works 

of this period are no longer determined by a preset structure, but by the 

musical thoughts themselves. He composes in a meditative style, working 

with motifs more often than with melodies. He provides continuity by blur

ring the dividing lines between phrases and by making use of contrapuntal 

techniques - treating all four instruments as separate entities. New sonorities 

are introduced in this manner. 

The String Quartet in A Minor, Opus 132, was actually the second of the 

three commissioned quartets to be composed. The first movement begins 

with a short introductory motif - a slow, rising half step followed by a flourish 

in the first violin, which leads into the main theme, played by the cellist in a 

high register. One idea follows another in rather free form. 

The second movement begins with two motifs. The first is a pair of ascend

ing three-note figures and the other is one long note that then descends quickly. 
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The middle section of this movement is characterized by a bagpipe-like drone 

over a high melody in the first violin. The beginning section returns to com

plete the movement. 
While working on this quartet Beethoven became very ill, completing 

the work as he was recovering; hence the subtitle of the third movement 

"Holy Song of Thanksgiving to the Divinity by a Convalescent, in the Lydian 

mode." The use of the Lydian mode (a modern F major scale, but omitting 

B-flat) was a reference to the ancient ecclesiastical scale. The middle section 

reflects a return of strength through the use of alternating loud and soft meas

ures that surge with powerful force. At the end of the movement the first 

theme returns with Beethoven's instructions written in the score to be played 

"with the most intimate emotion." 

The fifth movement follows the fourth movement march without pause. 

Due to the delay caused by his illness, Beethoven abandoned the original 

plan for the finale and drew on another plan from his sketchbooks that had 

originally been intended for the finale of his Ninth Symphony. Thus evolved 

the Allegro Appassionato. This string quartet was completed in May 1825 . 

Perhaps the effect of Beethoven's late quartets on the listener is best 

summarized in a quote from the French violinist M. Baillot. Baillot was a 

friend of Prince Galitzin and, knowing him to be familiar with Beethoven's 

earlier chamber music, Prince Galitzin sent Baillot the first of the commis

sioned quartets that he had received (Opus 127). Baillot wrote in return: 

"Beethoven translates one to a new world, where one wanders in wild des

olation, on the edge of chasms, in the darkness of night. One awakes in an 

earthly paradise of ravishing beauty, and all the splendor of life shines in 

the sunlight." 

© Margaret Bragg, 2003 

PACIFICA QUARTET 
One of today's most dynamic and exciting string quartets, the Pacifica 

Quartet continues to win the hearts of audiences around the world with its 

impassioned interpretations and unique musical voice. Formed in 1994, the 

Pacifica Quartet burst onto the chamber music scene when it captured three 

of chamber music's most important international awards: the 1998 Naumburg 

Chamber Music Award, top prize at the 1997 Concert Artists Guild Competi

tion, and Grand Prize at the 1996 Coleman Chamber Music Competition. 

Honors and accolades for the Pacifica do not stop there. In September 

2002 the Quartet was awarded Chamber Music America's prestigious Cleveland 



Quartet Award, with benefits including concerts in eight of America's most 
important venues. In spring 2002, the ensemble was appointed Resident 
Quartet of Lincoln Center Chamber Music Society 'Iwo in New York. For two 
years beginning in the fall of 2003, this appointment will involve the Quartet 
in the full range of activities of the Chamber Music Society of Lincoln Center. 

The Quartet's multi-disc recording contract with Cedille Records has thus 
far produced acclaimed recordings of Dvorak's chamber works and the com
plete quartets of Easley Blackwood. Their next scheduled release is the com
plete string quartets of Felix Mendelssohn. 

Enjoying an active touring schedule, the Pacifica has played in important 
venues from New York's Carnegie Hall and Alice Tully Hall to San Francisco 
and Los Angeles, and as far afield as Australia, Greece, and Panama. In 1999, 
the Quartet had the honor of being selected Quartet in Residence by National 
Public Radio in Washington, DC, where it presented a series of live concerts. 

The Pacifica is a leading advocate of contemporary music, commissioning 
and performing as many as eight new works a year. Pairing their love of con
temporary music and their appetite for large projects, the Quartet will per
form Elliott Carter's five string quartets in concert in New York, Los Angeles, 
and Chicago this season. 

The Pacifica Quartet currently serves as faculty and Quartet in Residence 
at Northwestern University and the University of Chicago, where it is the first 
resident ensemble in the institution's history. Reflecting its dedication to 
musicians and music lovers of the next generation, the Pacifica was instru
mental in creating the Music Integration Project, an innovative program that 
provides musical performances and teacher training to inner-city elementary 
schools. In addition, the Quartet regularly teaches at summer festivals at uni
versities and schools nationwide. 

The members of the Pacifica Quartet share a unique history of personal 
and musical friendship. Originating on the West Coast, where it played many 
of its earliest concerts together, the Quartet takes its name from the awe
inspiring Pacific Ocean. 

The PACIFICA QUARTET is represented by Melvin Kaplan, Inc., 
115 College Street, Burlington, Vermont 05401 

www.melkap.com 
www. pacificaq ua rtet. com 

Recordings: Cedille Records 
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URSULA OPPENS 
Ursula Oppens has won equal renown as an interpreter of the established 

repertoire and a champion of contemporary music. Iler performances of music 
both old and new are marked by a powerful grasp of the composer's musical 
intentions and an equally powerful command of the keyboard's resources . 

For the 2002-03 season, Oppens appears as a soloist with orchestras in 
Illinois, Maryland and Washington, and plays Bartok's Sonata for Two Pianos 
and Percussion in California. 

As soloist with the leading orchestras of the U.S. and Europe, Oppens has 
concertized with the New York Philharmonic, the Chicago Symphony, the 
Cleveland Orchestra, the Los Angeles Philharmonic, the American Composers 
Orchestra, the Baltimore, Atlanta, Houston and Cincinnati symphonies, as well 
as with the St. Paul Chamber Orchestra. In the U.S. she has presented recitals 
coast-to-coast in various venues and at university and college campuses. Oppens 
has played at many of the world's major festivals, including those in Aspen, 
Tanglewood, Santa Fe, and Edinburgh. 

Oppens studied piano with her mother, Edith Oppens, as well as with 
Leonard Shure and Guido Agosti, and earned her master's degree at the Juilliard 
School, where she studied with Felix Galimir and Rosina Lhevinne. As an under
graduate at Radcliffe College, she studied English literature and economics. 
Oppens made her New York debut under the auspices of Young Concert Artists. 

An enduring commitment to integrating new music into regular concert life 
has led Ms. Oppens to commission and premiere many new compositions. 
Among these are works by Anthony Braxton, Elliott Carter, Anthony Davis, John 
Harbison, Julius Hemphill, Tania Leon, Gyorgy Ligeti, Witold Lutoslawski, 
Conlon Nancarrow, Tobias Picker, Frederic Rzewski, Alvin Singleton, Joan Tower, 
Lois Vierk, Christian Wolff, Amnon Wolman and Charles Wuorinen. 

A co-founder of Speculum Musicae, a performing group which has pioneered 
new music since 1971, Ms. Oppens has recorded new works extensively. Her 
dedication to music of differing styles and periods is reflected in her releases on 
the Music and Arts label: an all-Beethoven disc and a 2-CD set of contemporary 
American piano works, American Piano Music of Our Time, including works 
by John Adams, Elliott Carter, Julius Hemphill and Conlon Nancarrow. 

Ms. Oppens is currently the John Evans Distinguished Professor of Music at 
Northwestern University in Evanston, Illinois. 

Ursula Oppens is represented by: Colbert Artists Management, Inc. 
111 \Vest 57th Street, New York, .Y. 10019 

TEL: (212) 757-0782 FAX: (212) 541-5179 
http://www.colbertartists.com 

Recordings: Angel, Arista , BMG, CBS Masterworks, CP2, CRI, Koch International, 
New Albion, New World, Nonesuch, Vanguard and Watt Works 



CHANGES IN CONCERT PARKING AT RICE 

There will soon be a new parking system on the grounds of Rice University. 

You will have three options for parking. This system will be installed in February 

and there be some delay during this installation. 

If you want more information, please call the Rice University Parking Office 

at 713-348-2020. 

The parking lot directly across the street from Alice Pratt Brown Hall will 

have gated entrances and will no longer be free . A credit card (Mastercard, VISA, 

American Express or Discover) will be required to enter and exit this lot. Cash 

or cards without a magnetic strip will not be accepted. Fees for this lot will be 

$.75 per hour, .$1 minimum. 

A second option is underground parking in the new Central Campus Garage 

beneath the Jones Graduate School of Management (the new building just north 

of the Shepherd School) . The parking fee there is Sl.50 per hour, $1 minimum. 

Both cash and credit cards are accepted there. 

The third option is free parking in two lots: one southeast of Rice Stadium 

(between the stadium and the university police department/post office) , and 

the other between Rice Stadium and Greenbriar Drive. There are shuttle buses 

every 10-15 minutes until 10:30 pm from these lots. 

Partial subscription tickets 

for the remainder of the season 

are available. 

For securing these concerts 

and benefiting from a considerable discount, 

call us at 713-348-5400. 

- NEXT CONCERT -

The Atlantic Brass Quintet 
TUESDAY, MARCH 4 , 2003 8 :00 P.M. 

Music by 

HELLENDAAL, MONTEVERDI, STRAVINSKY, 

Mo CAYO, PRAETORIUS AND LISZT 
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