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FRANZ JOSEF HAYDN (1732-1809) 

Quartet Op. 77 No. 2 in F Major (1799) 

Opus 77 No. 2 is Haydn's last completed string quartet. How far 
Haydn's art had traveled! What started out as an undistinguished bit of 
light background music developed over the decades into some of the most 
inventive, beautiful and witty music ever composed. It progressed by leaps 
and bounds thanks to the composer's intrinsic genius and perhaps to some 
creative cross-fertilization with others, primarily Mozart, until Haydn had 
developed a musical form of unending innovation. We ought not fail to 
acknowledge, however, the important role played by an appreciative, 
receptive and prepared audience, without which the tree might have 
fallen in the forest in silence. By way of illustration, tonight's quartet was 
commissioned for the Princess Lobkowitz, a member of one of a list of 
wealthy royal families supporting Vienna's musicians. 

Haydn did not intend this to be his final completed string quartet, yet 
it provides a splendid capstone to his opus. It bears all his best traits: it is 
cheerful, ever fresh, in perfect (if original) form, and full of little jokes. 
There are unusual choices of key and key changes, an odd indication of 
tempo, confusing rhythms, his old trick of making one theme do the work of 
two, and sly instructions to the performers. In fact, one might state that most 
of his witticisms were meant as inside jokes for the musicians, since the 
surface of this quartet is deceptively smooth, making for easy listening. 

The opening Allegro moderato is in the key of F major, purportedly in 
sonata form; a closer look, however, reveals that the arrival of the second 
theme, although having modulated to the expected key of C major, is 
accompanied by the first theme, now serving as a countertheme in the second 
violin! What kind of sonata form is that? This is the sort of shenanigan 
which provoked one of Haydn's wealthy private London pupils to accuse 
him of making lots of mistakes in his music. The device is repeated in the 
development section. With each appearance, Haydn instructs the musicians 
to hush their tone. First he writes "sotto voce" (under the voice). The next time 
he writes "mezza voce" ("half voice"). Now in practice there is no earthly 
way to produce a discemable difference between these two instructions; 
it is a tease. Next comes the Menuetto. Presto ma non troppo. The minuet 
is a stately dance. Presto is not a stately tempo. The movement is, in fact, 
practically a scherzo. The upper strings spend quite a lot of time in two, 
while the lower strings are determinedly in three. The music goes by rather 
quickly so this is not as hard on the audience as it is on the performers. The 
key is again F major - up until the Trio, which, with a dramatic preparatory 



Grand Pause, dumps us in the extraordinary key of D-flat major, a major 
third down the scale. Five flats! The much more usual key change would 
have been to D minor, a minor third down. This would have allowed for an 
easy change because most of the notes of the scale would remain the same. 
By dropping down that extra half tone, most of the notes are now "on the 
black keys." There are no open strings; overtones are suppressed, thus the 
entire sound quality produced by the stringed instrument has changed. One 
can almost hear the audible gasp from that original audience. 

The Andante provides yet another surprise, even to our modem ears. 
It is set in the key of D major which sounds very distant indeed, with 
the tones of D-flat still in our ears. The expected keys might have been 
A or even C major. Nevertheless, Haydn uses this bright key to construct 
a truly beautiful, simple and elegant set of variations in the style galant, 
initially with just two instruments, like a two-part invention, then gradually 
embellishing the texture and harmony with each variation - a device he had 
very memorably used in the past (Opus 20 #4). The last movement, Finale. 
Vivace assai has returned to the key of F major. It is a lively country dance 
with the hint of a polonaise and certain rhythmic ambiguities, but it is by no 
means as wild as some of Haydn's other finales. There is beautiful melody, 
plenty of technical challenge for the performers, and a wonderful, playful, 
seemingly effortless modulation which takes one's breath away. This final 
quartet of Haydn's seems to be just right - and a truly splendid gift for the 
Princess, whose world as she knew it was soon to come to an end. 

Program note © Nora Avins Klein, October, 2008 

DMITRI SHOSTAKOVICH (1906-1975) 

Quartet No. 7 In f-sharp minor, Opus 108 (1960) 

At the end of 1954, Shostakovich received news that Nina, his wife of 
22 years, mother of his two children, had suddenly fallen critically ill while 
working with radioactive materials at a high-security physics institute in 
Armenia. He flew the long distance to her side, but by the time he arrived 
she was unconscious and only hours from death. Over the next six years 
he experienced depression, social withdrawal, the start and end of a failed 
second marriage, and another cycle of the political repression and cultural 
isolation which Soviet intellectuals suffered throughout their lives, this one 
in response to the critical acclaim abroad of Boris Pasternak's Dr. Zhivago. 
In 1960, he finally wrote a memorial to Nina. The result was a small 
masterpiece, his String Quartet No. 7 inf sharp minor, Op. 108. It is his 
shortest work in this medium, lasting barely thirteen minutes. It is personal 
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and intense in nature, the three movements played without interruption. A 
fascinating aspect of this quartet is Shostakovich's use in it of the Kontakion, 
the Russian Orthodox Hymn to the Dead (the seventh movement of the 
Russian Orthodox Requiem service which one can view in the 1902 Anglican 
Hymnal). It is used in all three movements in various guises: as a quiet 
lament, as a running base line, embedded into a countertheme, as a stark 
comment between the second and third movements, and transformed into 
the raging opening of the third movement. In purist form it is a repetitive 
four-note, falling and rising tetrachord, the first two notes separated by a 
half step, second and third by a whole step, the third and fourth again by a 
half step, undulating up and down like a sine wave. Shostakovich sometimes 
disguises it, transforming it by lengthening and extending the sequence. 
Benjamin Britten also employed the Kontakion himself in his Cello Suite 
dedicated to Shostakovich. 

The opening movement is marked Allegretto-sprightly, crisp, busy, 
and sober. Structurally, it is in two parts, each of which returns in modified 
form. The Kontakion makes its first appearance in the second theme, 
introduced by the cello. The Lento which follows is in straightforward ABA 
form, played on muted strings; the writing is exceedingly spare. The second 
violin plays a quiet lament, slipping into the Kontakion pattern for a few 
brief measures. The first violin is silent for much of the time. In the final 
moments, the viola twice sounds the descending line of the Kontakion, in 
what is perhaps the central moment of the quartet. It leads directly into the 
final Allegro, a ferocious fugue of unabashed rage expressed fortissimo by the 
other three instruments. The unmuted viola continues the angry whirlwind 
motif. Suddenly, the opening theme from the first movement is heard, this 
time heavy and harsh, rising to triple forte. A little later, a dotted rhythm 
from the middle movement and a previous pattern of underlying sixteenth 
notes (in which the Kontakion is embedded) appear. The muted strings also 
return, summing up the thematic motifs and moods of the composition as 
the rage subsides and the movement whispers to a close. 

I am indebted to the English mathematician Iain Strachen for pointing 
out the pervasive use of the Russian Orthodox "Kontakion" in the music of 
Dmitri Shostakovich. 

Program note © Nora Avins Klein, September, 2008 



SOFIA GUBAIDULINA (B. 1931) 

String Quartet No. 2 (1987) 

The generation of Soviet composers following Shostakovich and 
Prokofiev included a trio who came to be known as "the great three" -
Denisov, Schnittke, and Gubaidulina. They were the acknowledged core of 
the non-conformist movement of Soviet music in the post-Stalinist era. Their 
collective title referred to their talent, their originality and their courage; for, 
whereas they had escaped the pervasive terror of the Stalinist years, they 
worked and lived under determined attack by the narrow-minded, semiliterate 
dogmatists who still made up the official Soviet cultural bureaucracy. They 
were forbidden to travel even long after their music had traveled all over 
the world, and it was not until 1982 that their music finally received its first 
major performance inside the Soviet Union in a joint presentation in the 
Grand Hall of the Moscow Conservatory. By then Gubaidulina was 51 years 
old; Stalin had been dead for 30 years. 

Sofia Gubaidulina was born in Kazan, the capital of the Autonomous 
Tartar Republic, in 1931. She completed piano studies at its conservatory 
then moved to the Moscow Conservatory to study composition. Although 
she was not enrolled in Shostakovich's class, he knew and encouraged her 
work. Her originality made her an outcast with the authorities but she was 
able to support herself by writing music for film. It was internationally
known musicians, among them Gidon Kremer, who started playing her 
works on the world's concert stages, spreading her fame. Although little
known in Houston, her name is more familiar in some parts of the United 
States, and she has for some time been viewed in Europe as one of the 
more important contemporary composers. Late in the 80's she was finally 
granted a visa allowing her to exit the Soviet Union. In 1992 she moved 
permanently to Hamburg, Germany. She is an honorary member of many 
institutions, including the American Academy of Arts and Letters. 

Her String Quartet No. 2 was written in 1987. Like much of her 
music, it is a tour de force of atmospherics. It de-emphasizes melody in 
favor of exploration of disembodied sound, single tones examined from a 
variety of sonic angles, creating an ominous mood of stark isolation. We 
think of avant guarde music as being dissonant, but this music is so devoid 
of harmony and counterpoint in the usual sense that dissonance is not the 
issue. 

The work is in two sections, the first based entirely on the note G 
played in a variety of timbres, registers, and dynamics. The second section \ 
is more decorated, utilizing a wider range of tones as well as a recognizable 
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sequence of major and minor thirds. It pushes us into an ever more exotic 
tunnel of sound, which, at the end, leaves us with the impression of having 
been on a visit to another world. 

A fascinating live performance of her Viola Concerto performed by 
Yuri Bashmet can be seen and heard on YouTube. 

Program note © by Nora Avins Klein, September, 2008 

BENJAMIN BRITTEN (1913-1976) 

String Quartet No. 2 in C Major (1945) 

Edward Benjamin Britten was born in Lowestoft, Suffolk, in 1913. 
The family home overlooked the North Sea, and on winter days and nights 
one could hear the constant sound of large waves breaking and the squawks 
and screeches of seabirds. Britten's father was a dentist, his mother was 
an amateur soprano, and he grew up in a home where vocal music was 
prevalent. His mother was active in local choral organizations and held 
regular musicales in the home. His father, while not a trained musician 
himself, was interested in and appreciative of the music in his home. He 
preferred to have neither a gramophone nor a radio in the house as he felt 
that such technology impaired the creative process. 

Young Britten began composing at the age of five . As was true 
throughout his life, he usually wrote for specific occasions. While he was 
young, this meant setting poems to music that he thought his mother could 
use. Most of his knowledge was attained through studying scores, because, 
though he was given piano and later viola lessons, there was no music theory 
in his early schooling. His first real help with his compositions came when 
he was eleven years old and was introduced to Frank Bridge while attending 
the 1924 Norwich Triennial Festival at which Bridge was conducting his 
own composition, "The Sea". Bridge continued to work with Britten 
throughout the young man's formal school years, which included his student 
days at The Royal College of Music in London. This was fortunate, because 
Britten was bored by the college and unhappy with the lack of exposure 
to contemporary music as well as the lack of opportunity to have his own 
work performed. Surprisingly enough, one of Britten's favorite composers 
was Henry Purcell (1659-1695), whose "clarity, brilliance, tenderness, and 
strangeness" he admired. 

Upon graduation, Britten served as composer for a documentary film 
company for several years and became even more proficient at writing music 
for specific occasions. By the 1930's he was receiving commissions as well 
as requests for performances of several of his works, such as "Variations on 



a Theme of Frank Bridge" given at the Salzburg Festival in 1937, a work 
which gained him the recognition of a wider public. As the war approached, 
Britten terminated what had been a three-year stay in America. Though 
himself a conscientious objector to the war, he decided that he could be 
of service to his own country by writing British music on British soil. He 
returned to Aldeburg near his childhood home. 

The Quartet No. 2 in C Major was composed, upon his return, for the 
250th anniversary celebration of Henry Purcell's death. It was completed 
shortly after Britten's enormously successful opera Peter Grimes and it is 
impossible for this listener not to be reminded of some of the instrumental 
sections of Peter Grimes when listening to the first two movements of this 
quartet. The quartet contains only three movements, the third more than 
twice the length of the first two. The theme of the first Allegro begins with 
the musical interval of a tenth, played in octaves by first violin and cello and 
accompanied by a drone in the viola. Two more themes are introduced, both 
using the tenth, and the movement continues to develop more in the style of 
a fantasia than in the usual sonata form. A spiccato section is followed by 
the use of glissandi, the interval of the tenth being prominent throughout. 
The movement concludes with a viola cadenza punctuated by quiet tenths 
and pizzicati in the other instruments. 

The second movement is in scherza form. The light arpeggios in the 
second violin and viola are overridden by the ferocious theme in the first 
violin and cello. The trio section is introduced by murmuring among the 
lower instruments, while the first violin plays a new melody that is virtually 
an augmentation of the initial theme. A version of the Scherzo returns and 
ascends as it fades away. 

The third movement pays direct homage to Purcell, both in the choice 
of the thematic material and in the Baroque form of a chaconne - a brief 
melody that is continuously varied. Britten chooses a nine-measure phrase 
and writes twenty-one variations on this theme. In Britten's words, "The 
sections may be said to review the theme from (a) harmonic, (b) rhythmic, 
(c) melodic, and (d) formal aspects." The first six variations are harmonic 
in character. A cello cadenza separates them from the next six that explore 
rhythm. A viola cadenza introduces six variations based on a countermelody 
played by the second violin, and the final three variations follow a first 
violin cadenza and reestablish the key of C Major. 

The quartet was first performed on November 21, 1945, in Wigmore 
Hall- the exact day of the Purcell commemoration - by the Zorian String 
Quartet. 

Program note © Margaret Bragg, September 2008 
\ 



Jupiter String Quartet 

The Jupiter String Quartet, formed in 2001, is a particularly intimate 
group, consisting of violinists Nelson Lee and Megan Freivogel, violist Liz 
Freivogel (older sister of Meg), and cellist Daniel McDonough (husband of 
Meg, brother-in-law of Liz). Meg and Liz grew up playing string quartets 
with their two brothers, Ben and J. Rehearsals were often quite raucous, but 
they grew to love chamber music during weekly coachings with Oliver Edel, 
a wonderful cellist and teacher who taught generations of students in the 
Washington, D.C., area. Nelson also comes from a musical family-both of 
his parents are pianists (his father also conducts) and his twin sisters, Alicia 
and Andrea, play clarinet and cello. Although Daniel originally wanted to 
be a violinist, he ended up on the cello because the organizers of his first 
strings program declared that he had "better hands for the cello." He remains 
skeptical of this comment (he was, after all, only five), and suspects they 
may just have needed more cellists, but is happy that he ended up where he 
did. Daniel, Nelson, and Meg met at the Cleveland Institute of Music, and 
when they were searching for a violist Meg suggested they might consider 
her sister Liz, who was at nearby Oberlin College. The quartet finished 
up their schooling together at the New England Conservatory of Music, 
where they were in the Professional String Quartet Training Program. They 
currently reside in Boston, Massachusetts. 

The quartet chose its name because Jupiter was the most prominent 
planet in the night sky at the time of its formation, and the astrological symbol 
for Jupiter resembles the number four. There are also musical references (for 
example, Holst's The Planets, in which Jupiter is "the bringer of jollity") 
that emphasize the connotations of happiness and strength associated with 
the Roman god Jupiter. The quartet owes much of its musical philosophy 
to the influences of the original Cleveland Quartet and the current Takacs 
Quartet, in which all four members form a dynamic and democratic union. 
The Jupiters spent many of their formative years under the instruction of 
these eminent chamber musicians, and continue to adhere to many of their 
central principles today. While enjoying the opportunity to work with 
living composers, they still feel a strong and fundamental connection to 
the core string quartet literature, particularly the wonderful set of sixteen 
quartets by Beethoven and the six quartets of Bela Bart6k. In addition to its 
formal concert schedule, the Jupiter String Quartet places a strong emphasis 
on developing relationships with future classical music audiences through 
outreach work in the school systems and other educational performances. 
They believe that chamber music, because of the intensity of its interplay and 
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communication, is one of the most effective ways of spreading an enthusiasm 
for "classical" music to new audiences. 

The Jupiters have been fortunate to receive several recent chamber 
music honors, including first prize in the Banff International String Quartet 
Competition, grand prize in the FischoffNational Chamber Music Competion, 
membership in Lincoln Center's Chamber Music Society Two, and Chamber 
Music America's Cleveland Quartet Award. The quartet also won the 2005 
Young Concert Artists International auditions and now holds YCA's Helen F. 
Whitaker Chamber Music Chair. Most recently, they were honored to receive 
an Avery Fisher Career Grant. 

The quartet concertizes across the United States, Canada, Europe, 
Mexico, and SouthAmerica. They have enjoyed playing in such venues as New 
York's Carnegie Hall and Lincoln Center, Boston's Jordan Hall, Mexico City's 
Palacio de Bellas Artes, and Washington, D.C. 's Kennedy Center, Corcoran 
Gallery, and Library of Congress. They have also been enthusiastically 
received at several major music festivals, including the Aspen Music Festival, 
the Vancouver Chamber Music Festival, the Caramoor International Music 
Festival, the Great Lakes Chamber Music Festival, the Honest Brook Festival, 
the Skaneateles Festival, and the Yellow Barn Music Festival. 

Visit the Jupiter String Quartet on the World Wide Web at jupiterquartet.com. 


