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HOUSTON FRIENDS OF MUSIC 

THE SHEPHERD SCHOOL OF MUSIC 

present the 

MUIR STRING QUARTET 

PETER ZAZOFSKY, VIOLIN 

LUCIA LIN, VIOLIN 

STEVEN ANSELL, VIOLA 

MICHAEL REYNOLDS, CELLO 

with guest artist 

JAMES DUNHAM, VIOLA 

THURSDAY 

APRIL 3, 2003 8:00 P.M. 

STUDE CONCERT HALL 

ALICE PRATT BRO\VN HALL 

RICE UNIVERSITY 

Tms PROJECT IS FUNDED IN PART BY THE CITY OF HOUSTON 

AND THE TEXAS COMMISSION ON THE ARTS 

THROUGH THE CULTURAL ARTS COUNCIL OF HOUSTON/HARRIS COUNTY. 



MUIR STRING QUARTET 

-PROGRAM-

LUDWIG VAN BEETHOVEN (1770-1827) 

Quartet in G Major, Op. 18, No. 2 
Allegro 

Adagio cantabile 

Scherzo: Allegro 

Allegro molto, quasi presto 

ERWIN SCI-IULHOFF (1894-1942) 

Five Pieces for String Quartet (1923) 
Alla Valse Viennese (Allegro 

Alla Serenata (Allegretto con moto) 

Alla Czeca (Molto allegro) 

Alla Tango milonga (Andante) 

Alla Tarantella (Prestissimo con fuoco) 

-INTERMISSION-

JOHANNES BRAHMS (1833-1897) 

Quintet in F Major, Op. 8 8 
Allegro non troppo ma con brio 

Grave ed appassionato - Allegretto vivace - Presto 

Allegro energico - Presto 

The Muir Quartet is Quartet-in-Residence 

at Boston University. 
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LUDWIG VA BEETHOVEN (1770-1827) 

String Quartet in G Major, Op. 18, No. 2 

Although Beethoven was very much the brash young man about town 
in the Vienna of the 1790s, filled with republican idealism and fearless 
in his expressions of it, there was nothing reckless about the approach 
he took to the presentation of his first set of quartets for the Viennese 
audience. This was a discriminating collection of highly educated and 
well-to-do people, bred for the past several decades on the genius of 
Haydn and, more recently, Mozart. Beethoven was very aware of the 
standards he would be measured against. He sketched and re-worked his 
Opus 18 for several years before, and in a burst of energy and in consul
tation with the most eminent string quartet of the day, the Schuppanzigh 
Quartet, he finally had them published in 1801. Those early years in 
Vienna were surely the most carefree of Beethoven's life. Ile had entree 
to all the great Viennese establishments in which music was revered, he 
was acknowledged by the cognoscenti as a musician of brilliant talents, 
and was well remunerated. Ile had only just begun to realize that his 
hearing was faltering but did not yet know that the loss was to be per
manent and profound. 

Opus 18, No. 2 was actually the third of the group to be composed. 
In it, Beethoven adhered outwardly to the courtly conventions of the 
day, yet the stamp of his originality is noticeable the moment it begins. 
The first movement, Allegro, opens in a light-hearted vein with three 
motifs, one right on top of the other: a Italianate rococo flourish (a 
tirata), a little march, and a formal, lyric response. Its glowing good 
cheer, its combination of gay flourish and formality, inspired the nick
name "The Compliment Quartet", much used in the nineteenth century. 
As the movement progresses we find wonderful and occasionally startling 
changes of key, rich contrapuntal devices (Beethoven was renowned for 
having, very early in life, memorized the complete Preludes and Fugues 
of J.S. Bach) and a good number of suspenseful surprises, always return
ing to the galant style of the opening, and always showing an utterly 
masterful ability to play with the form. In a gesture learned from Haydn, 
the movement ends with a restatement of the elegant opening measures. 

The Andante cantabile which follows opens as a florid aria, Italian 
seria style. The song, lush and ornate, is sung primarily by the first vio
lin. In accordance with the conventional da capo form, there is a middle 
section. But here, Beethoven has his little joke - a stunning race around 
the track, instruments playing at full speed, sparks flying, opera bujfa 
style - until the movement is finally reigned in to finish up with a 
restatement of the opening section, but now phrased as an even more 
ornate and dramatic setting of the aria, giving the cello, and later the 



middle strings, a more opulent role. 
Next is the Scherzo movement, which has more the feel of a traditional 

minuet-trio, albeit with wit, than Bethoven's later scherzos. In the opening 
allegro section we hear a lighthearted interplay of the motifs, jaunty and 
serious, scattered among the four strings, alternating with moments of 
strict rhythmic unity. The trio which follows starts out as a heavy country 
dance but then shifts to a scene of elegant rococo flourishes for all four 
instruments, which dominate the movement, in keeping with the some
what skewed style galant, unifying the entire quartet. 

Beethoven ends his virtuoso display with an Allegro molto quasi Presto, 
which means "play it fast." One might have expected a rondo for the 
finale, but in fact the movement is in sonata form. The cello starts solo 
with a brisk country dance in what is to be a movement sparkling with 
bounce and rhythmic jokes, harmonic sleights of hand, outright startling 
key changes, and abrupt changes of mood. There is ample opportunity for 
the instrumentalists - and the composer - to showcase their skill. The 
movement ends with a four-square statement of the opening theme, ban
ishing all the ambiguities of rhythm and tonality with which Beethoven 
amazed his audience. 

Program note © Nora Avins Klein, March, 2003 

ERWIN SCHULIIOFF (1894-1942) 

Five Pieces for String Quartet (1923) 

The musically prodigious son of a German-Jewish family, Schulhoff 
was encouraged to explore his talent at an early age: at ten, in the Prague 
Conservatory; at twelve, in Vi~nna; and at fourteen, in Leipzig, where his 
composition teachers included Max Reger. By the time he was nineteen, 
Schulhoff was in Cologne, receiving honors as both composer and pianist. 
World War I (he served as an Austrian soldier) interrupted his studies and 
brought him to a new direction as a composer. He spent 1919 through 
1923 in Germany, hot on the trail of the radical new music scene. 
Schulhoff explored the worlds of atonality and expressionism, and fell 
deeply in love with jazz. The Berlin Dadaist painter George Grosz became 
his friend. The two shared a passion for amassing large collections of jazz 
recordings, and Schulhoff dedicted a 1919 jazz cycle, Picturesques for 
Piano, to Grosz. The works of his prolific 1923-1930 period in Prague 
include a "jazz oratorio" called H.M.S. Royal Oak, Rag-music, Cinq Etudes 
de Jazz, and a piece for alto saxophone and piano called Hot Sonata. 

Socialist politics swept in to capture Schulhoff's creative imagination in 
the 1920s: in addition to half a dozen symphonies, he composed a "mani
festo on words by Marx and Engels" for choirs and winds in 1932-33. Not 
only did his compositional style change to reflect socialist doctrines, but 
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also his political commitment brought him into conflict with the deadly 

forces at work around him. In demand all over Europe as a pianist, 

Schulhoff's work, including the planned Berlin premiere of his opera, 

Flammen, was banned from Germany after 1933. He performed under a 

pseudonym as a jazz pianist on Prague Radio after 1939. An effort to 

immigrate to the Soviet Union as a Soviet citizen led to his arrest in 

Prague in June of 1941. He died of tuberculosis in the Wiilsburg concen

tration camp, in Bavaria, a little over a year later. In the 1990s the Prague 

Radio Orchestra recorded Schulhoff's six symphonies. 
Emphatic rhythms dominate the Five Pieces for String Quartet. Like 

many of his contemporaries, Schulhoff explored the dance suite, infusing 

new ideas into this relic of the renaissance and baroque periods. The pres

ence of a tango among the pieces marks this composer as one of the styl

ish voices of his era, captivated with this exotic form from the energetic 

New World. 
© Arts Management Group, Inc . 

JOHANNES BRAHMS (1833-1897) 

Quintet in F Major, Op. 8 8 

In 1882, Brahms spent his second season at the spa of Bad Ischl, 

which had been made fashionable by Emperor Franz Joseph and his 

court. The composer's friends wondered why he bothered leaving town 

when half of Vienna was at Ischl, but Brahms replied that he didn't 

mind, as long as it wasn't half of Berlin or Leipzig. Other musicians 

were there too, among them Johann Strauss, whose special gifts Brahms 

greatly admired. It was at Ischl that he responded to a Strauss daugh

ter's request for an autograph on her fan by writing out the first meas

ures of the great Blue Danube Waltz and adding, "Unfortunately not by 

Johannes Brahms." That summer at Ischl he wrote two choral works, 

the Op. 87 Trio, and the Op. 88 Quintet. 
It was some twenty years since his last attempt at a string quintet, 

the lost original of the work that we now know as the great Piano 

Quintet. His instruments then had been two violins, viola, and two cel

los, and they had proved incapable of containing and expressing the 

music he had conceived for them. This time, he used a single cello and 

two violas, which enriched the middle voices in his musical texture and 

simplified the problem of giving a viola the lead from time to time. 

Even so, there are moments in the first and third movements where 

the music seems to be struggling with the instruments, which are trying 

to become an entire string orchestra. 



Brahms must have had the Quintet ready to polish off long before he 
got to the resort, for he finished it in June, and described it to his friends 
as a "springtime piece." When he sent the score to his publisher, he said, 
"I can tell you that you have not had anything as beautiful from me 
before-and probably not from anyone else in the last ten years." 

It is a radiant and joyous work of great grace. Its modernity is marked 
by many things; the entirely original construction of the second move
ment, for example, and the extraordinary slow harmonies just before its 
end. There is also much in this Quintet that looks backward. The second 
movement's slow theme had originated more than twenty-five years earli-
er as a Sarabande for piano that was intended as a study in the style of 
Bach; and for its gracious quick theme, Brahms seems to have adopted, 
quite consciously, the manner of Frarn;ois Couperin, whose harpsichord 
music he had edited for publication. The idea of the fugal finale probably 
came from Beethoven's String Quartet Op. 59, No. 3, and Beethoven 
probably got it from Mozart's Jupiter Symphony. 

The Quintet starts simply, with a movement of great directness, 
Allegro non troppo ma con brio, based on two clearly stated themes. 
The first is as simple as a folk song. The second, introduced by the viola, 
is one of those rhythmically complex, off-beat melodies that Brahms so 
loved and that only he could make graceful. The two are elegantly devel
oped and the second theme, when later recalled, is even more beautiful 
than the first time. 

Second is an unusual combination of the expected slow movement 
with the quicker, entirely different material of a scherzo, in alternation. 
The music of the rich, slow opening, Grave ed appassionato, is first inter
rupted by an elegant theme, Allegretto vivace, that has the rhythmic 
characteristics of the first movement's second theme, and then again by 
a speedy variation on it, Presto. The finale, Allegro energico, brilliantly 
combines the "science" of fugal writing with a boisterous, rustic dance 
and closes with a brilliant Presto. 

© Arts Management Group, Inc. 

MUIR STRING QUARTET 
Celebrating its 25th anniversary this season, the Muir String Quartet has long been 

acknowledged as one of the world's most powerful and insightful ensembles, distinguish
ing itself among audiences and critics with its "exhilarating involvement" (Boston Globe), 
"impeccable voicing and intonation" (San Francisco Examiner) and "unbridled musicali
ty" (American Record Guide). 

Winner of the 1981 Naumburg Chamber Music Award and the 1980 Evian 
International String Quartet Competition, the Muir first appeared on the scene in 1980, 
and was greeted with rave reviews and an extensive feature in the New Yorker. The quar-
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tet was also featured on the internationally acclaimed PBS broadcast, In Performance 
at the \Vhite House for President and Mrs. Reagan. Formed in 1979 following graduation 
from the Curtis Institute of Music, the Muir String Quartet's principal chamber music 
teachers were Felix Galimir and members of the Guarneri Quartet . 

In its commitment to advancing contemporary American music, the Muir Quartet 
has had commissioned works written for them by such distinguished composers as Joan 
Tower (Night Fields), Richard Danielpour (Shadow Dances and Psalms of Sorrow
featured on CBS Sunday Morning), and Charles Fussell (Being Music- based on poetry 
of Walt Whitman). The quartet also gave the world premiere performance of the Native 
American collaborative work, Circle of Faith, featured on National Public Radio. 
Recently premiered works include those by esteemed American composers Richard 
Danielpour (Feast of Fools-for bassoon and string quartet), Lucas Foss (String Quartet 
#4), and Joelle Wallach (String Quartet #3). 

The Muir Quartet has been in residence at Boston University's College of Fine Arts 
since 1983, and gives annual summer workshops at the Boston University Tanglewood 
Institute (BUTI). The Muir has also given masterclasses at schools nationwide, including 
the Eastman School of Music, the Curtis Institute, and the Shepherd School of Music at 
Rice University. For over a decade, the quartet has taught, coached, and administered 
the Advanced Quartet Program at The Summit Institute for the Arts and Humanities 
in Utah. 

In keeping with the quartet's namesake, the great naturalist, explorer and Sierra 
Club Founder, John Muir, the quartet donates proceeds from its EcoClassics CDs to 
a variety of environmental and conservation organizations . Its recording of the 
Beethoven Quartets (Op. 132 and the Grosse Fugue) on this label received a 1995 
Grammy nomination. 

Highlights of recent and upcoming appearances include cities such as New York, 
Chicago, Los Angeles, San Francisco, Philadelphia, Montreal, Seattle, Pittsburgh, 
Toronto, and Minneapolis. The quartet's busy European concert schedule also takes 
them frequently throughout Germany, France, Austria, Switzerland, Belgium, France, 
and the Netherlands. 

The Muir has been lauded for its stunning performances of complete Beethoven 
String Quartet cycles in Boston, Providence, Salt Lake City, the University of Maryland, 
and on the prestigious Slee Series in Buffalo. The 2002-03 and 2003-04 seasons bring 
encore performances of the Beethoven Cycle in Boston, Providence, and Buffalo. 

PETER ZAZOFSKY, became the first violinist of the Quartet in the fall of 1987 after 
after having established a reputation as an outstanding solo artist in the U.S., South 
America and Europe. Zazofsky was raised in Boston where he studied with Joseph 
Silverstein. Ile subsequently studied at The Juilliard School with Dorothy Delay and 
Ivan Galamian and graduated from The Curtis Institute in 1976. After graduating he 
toured several seasons with Music from Marlboro and won a series of top prizes in the 
American International Competition, and second Prize in the 1980 Queen Elisabeth 
Competition in Brussels. Peter Zazofsky plays on a Carlo Bergonzi violin (1744) . 

LUCIA LIN, violinist, is the newest member of the Muir String Quartet. A native of 
Champaign, Illinois, she made her debut performing the Mendelssohn Concerto with the 
Chicago Symphony at age eleven. Since then, she has been a prizewinner of numerous 
competitions, including the 1990 International Tschaikovsky Competition in Moscow. 
She received her bachelor's degree at the University of Illinois and her master's of music 
at Rice University. 



Ms. Lin has performed at the Sapporo Music Festival, the Taos Chamber Music 
Festival, the St. Barts Music Festival, and the Barbican Hall Chamber Series in 
London. She has also served as Concertmaster of both the Milwaukee Symphony 
Orchestra and the London Symphony Orchestra, and is currently a member of the 
Boston Symphony Orchestra. Iler violin was made by Petrus Guarnerius of Venice 
(year unknown). 

STEVEN ANSELL, violist, is one of the founding members of the Muir String 
Quartet. A graduate of the Curtis Institute of Music, he has held positions on the facul
ties of the University of Houston, Yale University and was assistant principal violist of 
the Pittsburgh Symphony under Andre Previn. Since 1995 he has been principal vio
list of the Boston Symphony Orchestra. Mr. Ansell holds an honorary doctorate from 
Rhode Island College. 

Ile is on the faculty of the Tanglewood Music Center and the Boston University 
Tanglewood Institute. Ile teaches intensive courses in quartet playing at BUTI as well 
as at the Juilliard Quartet Seminar. Mr. Ansell plays a viola by Xavier Siloni of 
Florence, c. 1820. 

MICHAEL REYNOLDS, cellist, began his career as the founding cellist of the Muir 
String Quartet. In that capacity, he tours the musical centers of North America and 
Europe annually, in addition to his activities as a professor at Boston University, where 
he has been in residence since 1983. A native of Montana, he received his professional 
training at the Curtis Institute of Music in Philadelphia, where he was a student of 
David Soyer and Martita Casals. Upon graduation, he continued his studies with Karen 
Tuttle and George Neikrug and attended Yale University. Ile received an honorary doc
torate from Rhode Island College in 1995. 

Mr. Reynolds has appeared as recital and orchestral soloist throughout the U.S, 
and his recording of the complete Bach Suites for Solo Cello has received much criti
cal acclaim. Ile is the director of the Montana Chamber Music Festival and President 
of EcoClassics, Inc. Ile is also Artistic Director of Classics for Kids Foundation, which 
gives quality student instruments to communities and schools around America. Mr. 
Reynolds performs on an "Oliver" Amati (1615). 

ARTS ~IANAGEMENT GROUP, IN"C. ST. JAMES BUILDIN"G 
1133 BROAD\\'AY, SUITE 1025 NE\V YORK, NE\\' YORK 10010 

(212) 337-0838 TEL (212) 924-0382 FAX IN"FO@ARTS~IG.cm, 

Soloist, chamber musician and teacher, JAMES DUNHAM is active internationally 
as a recitalist and guest artist. Formerly violist of the Grammy Award winning 
Cleveland Quartet, he has collaborated with such renowned artists as Emmanuel Ax, 
Joshua Bell, Richard Goode, Sabine Meyer, Bernard Greenhouse and members of the 
Guarneri, Juilliard and Tokyo Quartets. An advocate of new music, he has worked 
with many prominent composers and in July 2001 gave the premiere of a new sonata 
for viola and piano written for him by Libby Larsen. 

He spends summers at a variety of festivals including the San Diego Mainly Mozart 
(Principal Viola), Aspen, Domaine Forget, Sarasota, Musicorda and Ernen 
(Switzerland) Festival der Zukunft. Violist of the Cleveland Quartet from 1987 through 
its final recordings and concerts in December 1995, he performed throughout the 
U.S., Canada, Europe, the Far East and the former Soviet Union. In March 1996 the 
Cleveland Quartet was honored with the "Best Chamber Music Performance" Grammy 
Award for their Telarc recording of John Corigliano's String Quartet, written for their 
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final tour. A founding member of the Naumburg Award winning Sequoia String 
Quartet, Mr. Dunham formerly taught at the California Institute of the Arts and the 
Eastman School of Music. Newly appointed Professor of \'iola at Rice University's 
Shepherd School of 11usic, !\Ir. Dunham most recently taught at the ew England 
Conservatory where he also chaired the String Department. In 1991 he received the 
first Distinguished Alumni Award from the Cal-Arts Music School, where he received 
his BFA and MFA degrees. Mr. Dunham has recorded for the Telarc, Nonesuch, Delos 
and Crystal labels. Ilis viola is a Gaspar da Salo, c.1585. 

CHANGES IN CONCERT PARKING AT RICE 
There will be a new parking system on the grounds of Rice University. 

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

February and it may cause some delay for our patrons . 

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, \'ISA, 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 S.75 per hour, Sl minimum. 

A second option is underground parking in the new Central Campus 

Garage beneath the Jones Graduate School of Management ( the new build

ing just north of the Shepherd School). The parking fee there is SI.SO per 

hour, Sl 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. 

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

Office at 713-348-2020. 

- NEXT CONCERT -

Emerson String Quartet 

MONDAY, APRIL 28 , 2003 8 :00 P.11. 

BEETHO\'EN - QUARTET OP. 18, No. 1 
H. AITKEN - "LAURA GOES TO INDL\" 

BARBER -ADAGIO 

SCHUBERT - QUARTET, "DEATH AND TIIE MAIDEN" 
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