
 

 

 
Chamber Music Society of Louisville 

Sunday, October 7, 2012:  The Takács Quartet 
Program Notes 

 
String Quartet in D Major, Op. 76, No. 5                                                         
Joseph Haydn (1732-1809) 
 
In his discussion of Haydn’s early and late string quartets, the English critic Wilfred Mellers, 
concludes, “It seems as if the composer has not so much developed a technique as created a new 
world of thought and feeling.” This seems to be only half of the truth, for this String Quartet in D 
Major, is all he says–and more: it is also innovative, intellectually engaging and witty behind its 
modest surface. In his commentary about Opus 76, which was to be the last set of quartets 
composed by Haydn (1797), Karl Geiringer, one of Haydn’s early biographers, wrote, “If there 
were to be an appropriate motto for this series, the word Excelsior should have first choice. 
Everything here is condensed and intensified.” 
 In the first movement, when the first section with its slight swinging motion and balanced 
phrases cadences without moving into another key, and the second section opens in the parallel 
minor mode, it appears that this might not be a movement in sonata form, but a set of variations. 
However, as the music continues to develop, it proves not to be so simple. Instead of continuing 
the gracious melodic line, the first violin, dips into its low register, and followed by the second 
violin and viola, rises up to into its highest register, after which, almost immediately, an 
energetic contrapuntal exchange develops in the middle register between second violin and viola. 
Then, as suddenly as a tropical storm, the first violin flashes back to its upper register. 
Everything points to this being a development section: sequential modulations, violins moving in 
opposite directions, up and down in fast-paced fragmented scales, intense “scrubbing” action in 
the lower strings. Then after the climax, calm is progressively restored; high registers are closed 
down, scale by scale, and when the lowest pitches are reached, we have the return of the major 
tonic and theme. Nothing prepares for the sudden change in tempo, nor anticipates the surprise of 
what happens next: the light swing of the allegretto shifts into an allegro and quickened pace, 
now “in two,” with accelerating contrapuntal exchanges between all four instruments. Someone 
once commented that on occasion a composer provides a movement that looks backward as 
much as it does forward: this codetta becomes the recapitulation for the minor “variation” which 
now feels like it was a development. 
 The second movement, Largo, singing and melancholy, is remarkable for its balance of 
elements that, together, create a flawless entity. To begin with, Haydn has “raised the bar” with 
the performing requirements of tempo (very slow), meter (very slow “two”), and key (F# Major, 
a key without any reference to open strings). To execute these demands as an ensemble requires 
extraordinary discipline, as well as agreement and understanding. The key alone produces its 
own tone and tension; all by itself, it lifts expectations.  The form is a marvel of concision; not a 
single element is extraneous to the melodic expression, the harmony, or the rhythm. Nothing 
mars the smooth progress, in which elements continually reflect each other; some small aspects 
even evoke musical ideas from the first movement. As the movement unfolds with its unique 
melodiousness, it strikes one as new and familiar at the same time–like a meditation. 
 If there were one movement in the quartet where the composer could be expected to bow 
to convention, it would be the dance. In what might seem like an old-fashioned move Haydn 
decided on a Minuet (not a Scherzo as in the past), with D Major as tonic for the Minuet and D 



 

 

Minor for the Trio. Moreover, the minuet and trio have so many small, intimate elements in 
common that, in spite of obvious differences, one invariably hears the trio as a skeletal version of 
the Minuet. For instance, in the trio the little turn on the high A in the violin at the end of the first 
section evokes not only the turn on the lower A at the end of the first section of the Minuet, but 
also the hemiola figure starting with the high A and G# at the beginning of the succeeding 
section. Such details make listening to the whole movement a bit of an adventure.  
 I hate to spoil the joke, but in the Finale Haydn outdoes himself by beginning a 
propulsive essay with nothing less than quick, cheerful final cadences–not one, not two, but five–
before he begins the headlong plunge into the body of the movement. Again, a sonata form with 
so many effortlessly combined and recombined cross references between the melodic phrases of 
the first and second themes, that the movement appears seamless; every aspect is part of and 
contributes to the continuous whole. Even the challenge of far-afield keys in the development 
(Haydn reaches as far as the key of Bb Major–no less than five accidentals away from the tonic!) 
and the obligatory return of the final cadences at the beginning of the recapitulation are handled 
as though they posed no challenge. 
 
 
String Quartet No. 2 in C, Opus 36            
Benjamin Britten (1913-1975) 
  
Benjamin Britten’s total work list is dominated by vocal music, in particular, by opera. Though 
his earliest compositions include numerous pieces for chamber ensemble, his mature output 
comprises relatively few works in this genre and only three numbered string quartets. The 
second was composed in 1945, soon after he finished the scoring for Peter Grimes. It was 
premiered that November on the occasion of the 250th anniversary of Henry Purcell’s death, the  
factor that inspired his choice of a chaconne, or “Chacony,” as Purcell had it, for the finale. 
 Is it that the title’s “in C” embodies a promise of something sparkling? Or does this  
optimistic sense come from the unusual opening, a progression of three sets of rising major  
tenths played in unison octaves, each one followed by a lengthy melodic line played in octave  
unison?  This leisurely exposition traverses new ground. It clearly isn’t an introduction–it’s not  
drawing toward a goal, a point of departure, for it is too open-ended. Not only are there three 
distinct thematic ideas, with three different melodic cadences, but they build up three key areas, 
the tonic key of C, its dominant G, and D. Each complex adds another dimension to the possible 
continuations for exposition, extension and development. Furthermore, the free melodic 
character of the solo lines is more characteristic of Anglican chant of English folk song, than 
classical writing for strings.  
 The conclusion of the exposition is signaled by a cadenza for solo violin, the first of  
many short cadenza-like passages that “close off” sections throughout the quartet (most notably  
in the first and third movements). The exploration of the three themes proceeds separately, and  
only occasionally with one as a counter theme to another. When the development is ushered in  
by a dramatic cadenza for the violin that, for example,  traces (pp leggiero) a five-and-a-half 
octave descent on the instrument, the principal focus rests on the third theme. Eventually with 
repeated statements, it is condensed into a shortened motive (da_ da_ dadedadeda_). Special 
features are introduced segment by segment: elaborate glissandos ending in harmonics, fugato 
treatment of motives, short passages in which moments of agitato and tranquillo alternate, 
passages indulging in trills. Following the transparent structure of the exposition, the  
development is rather more methodical, and the recapitulation is surprisingly dense: here instead 



 

 

of revisiting each of the three themes one at a time, Britten merges them into one contrapuntal 
whole over a pedal C in the cello. The movement ends with a pensive coda with generous, 
leisurely pizzicato chords in the cello at the top of which can be heard a recall of the short  
motive from the third theme.  
 The second movement is a quickly-moving scherzo with sudden explosive figures. Mutes  
on all the instruments enhance the sense of the furtive quality that prevails throughout. 
Opposition of rhythmic patterns played by the instruments in pairs: first, the second violin and 
viola (the “inner” voices) play strenuous and opposing arpeggios (setting up a strong 6/8 
rhythm), while the cello and first violin play–in unison–a scurrying scalar tune that works in 
cross-rhythms against the emphatic 6/8 rhythm in the other two. A short burst of this and then 
the roles are reversed (arpeggios in the “outer” instruments, and tune in the “inner” ones). A 
central segment brings on a challenge to arrangement with vigorous unison chords followed by 
scurrying scales played in parallel seconds–adding a “blur” to the whole.  The Trio introduces 
yet more “takes” on the rhythm, most notably passages in 3/4 and 2/4 in the first violin while the 
other instruments maintain–fast forward–their 6/8 rhythm, only shortly yielding to the first violin 
in a 2/4 passage before returning to their 6/8. It all is quite droll! Eventually the Scherzo (and its  
contrasting segment) repeats and flies off into the upper registers to end.  
 The last movement is a grand set of twenty-one variations that, in spite of using a title  
that was once used by Purcell, has little direct reference to him other than some limited details:  
the asymmetrical nine-measure theme, the triple meter (3/2) and the traditional rhythm of the  
elongated (triple-dotted) second beat. The tune, played first in unison, is modal; its overall  
trajectory, starting on a Bb, is C (by way of D, G, Eb, A and G).  
 Britten’s comprehensive scheme for the movement is three sets of six variations each one 
“capped” by a solo cadenza,  followed by a set of three more variations and a coda. Each set 
of variations starts with a simple exposition of the principal idea, following that with a 
progressively complex development. The focus of the first set is harmonic and the cadenza is 
played by the cello. The second set eludes the pull of the tonic and veers forcefully away from 
the center; it is capped by a striking cadenza for the viola. The third set of variations work on 
melodic ideas and is finished off by a brilliant cadenza for the first violin. The final set of three  
variations returns to the original tune and, restoring the tonal base, devises a final gesture that 
serves as the final gesture for all three movements.  
 String Quartet No. 2 is a work that is manifestly personal. From the description above, it  
is clear that Britten has ignored many formal conventions in creating this work. In fact,  
evaluating only the more obvious details, one could say that there is hardly any traditional aspect  
of string quartet writing to be found in his treatment of the form, tonality, the number of 
movements, the balance between them, and texture, which is not to mention the numerous 
cadenzas and the bold deviation from the contrapuntal, conversational texture that has been so 
much a part of the string quartet tradition since Haydn.  
 Never a devoted “modernist,” Britten never expected  to compose atonal music.  
However, his “in C” begs some questions: is it really possible to convincingly compose a tonal 
work that stays in one, or on one key?  If the whole work relates solely to one key as the central 
and sole source of harmony, what provides the sense of motion away from it and back? In some 
sense, this work posed the same challenge to the listener in 1945 as Terry Riley’s In C of 1964. 
 

 
 
 



 

 

String Quartet No. 12 in F Major, Opus 96 “The American”       
Antonín Dvořák (1841-1904) 
  
In 1892 Dvořák arrived in New York to become director of the Conservatory of Music. An eager 
traveler, always appreciative of the musical cultures he encountered on his journeys, Dvořák 
found Native American tunes and African-American plantation melodies appealing. He 
appreciated the syncopated rhythms and use of pentatonic scales, which he recognized from 
many European musical cultures, especially his own Czech–or Bohemian–music. While he 
vacationed in the summer of 1893 in Spillville, Iowa, he was inspired to compose a string 
quartet. The composition went easily; it took three days to sketch and it was finished in about 14 
more days. The quartet was premiered on New Year’s Day, 1894. 
 The “American” quartet reflects the relaxed circumstances of its origins. The parts add to 
a whole, conventions have been followed and made to work. The forms of each movement are 
filled out with symmetrical phrases, often stated first in one combination of instruments and then 
answered with the complementary set: violin and cello answered by violin and viola, for 
instance. Each tune, in its own way, is gratifyingly lyrical; the inspired opening of the first 
movement, with the deep-throated melody in the viola floating up through the murmuring 
tremolos in the violins, is as fresh and spirited as the opening tune in the second movement with 
its yearning for home, is wistful. The tunes and rhythms in the third movement literally beg to 
dance, and in the last movement, the breaks for brief hymn-like passages are only little pauses 
that momentarily halt the bustle of the themes. A special feature of the piece, came about when  a 
scarlet tanager so irritated Dvořák with its insistent chatter that he transcribed it and incorporated 
it into the Scherzo movement as the second theme. Another feature is found in the Trio when the 
second violin plays an augmentation of the first theme of the Scherzo as the counterpoint to the 
new Trio theme (somewhat reminiscent of Haydn’s practice in his quartet heard earlier in the 
program). So accessible is this quartet that it is performed to the near exclusion of the 
composer’s other, often fine, works for chamber ensembles.  
 Given that Dvorák unselfconsciously drew on the melodic ideas of his native Bohemia, 
it’s not surprising that he thought African-American plantation songs and Native American tunes 
should become the basis for creating a true American music, which irritated some contemporary 
American composers. In response, Edward MacDowell wrote: “Purely national music has no 
place in art, for its characteristics may be duplicated by anyone who takes the fancy to do so . . . 
We have here in America been offered a pattern for an ‘American national music costume’ by 
the Bohemian Dvorák.” Nevertheless, Dvorák ultimately contributed to the development of 
American music by encouraging early American composers to write string quartets, by inspiring 
Arthur Farwell to establish his Wa-Wan Press to publish the work of American composers based 
on Native melodies. It could also be that his insistence on using American tunes found an echo in 
the mid-20th century cowboy film music.  
  

The pre-concert lecture will be presented by Dr. Douglas Shadle of the Music History 
Department. Dr. Shadle’s specialty is the history of American Music. The lecture, from 2-2:45 
PM will take place in room 130 in the School of Music. 
 
 

 
 
 



 

 

Chamber Music Society of Louisville 
Sunday, November 4, 2012:  Chicago Pro Musica with Lucy Shelton, soprano 

Program Notes 
 
Der Hirt auf dem Felsen / “The Shepherd on the Rock,” D.965          
Franz Schubert (1797-1828)  
 
Schubert composed Der Hirt auf dem Felsen, D. 965, in the last months of his life. It was a 
commission from Anna Milder-Hauptmann, a highly-regarded opera singer who had expressed 
interest in having a work that would allow her a wide range of expression. She collaborated on 
choosing the text, which accounts, in part, for the dramatic tone. Schubert also included an 
obbligato part for clarinet, all of which contributes to the question that has been asked: is it a 
song, an aria or a duet? In some ways it is all of these, but first and foremost it is a great piece of 
chamber music.  
 The first four and the last two stanzas in Schubert’s text are from poetry by Wilhelm 
Müller (the author of texts for Die Schöne Müllerin and Der Winterreise), but the fifth and sixth 
stanzas are by another poet, Karl August Varnhagen von Ense (and not by Helmina von Chézy, 
as occasionally noted). The setting is in three sections, and reflects the shepherd’s physical and 
emotional states. The exceptional quality of the work lies in Schubert’s contrast between the 
portrayal of the shepherd and the immensity of nature in the first and last sections and that of the 
shepherd’s all-consuming personal isolation in the middle section.  
 In the first part, the lonely shepherd, sitting high on a rock, listens as echoes of his own 
voice rebound from the valley below. The scene is conveyed in an initially straightforward, 
uncomplicated text laid out in short stanzas; the music is in the major mode, voice and clarinet 
echo each other. The further he sends his voice, the brighter it comes back, and greater his desire 
to be with his distant sweetheart. His own echoes are his only company. In the middle segment, 
now in minor, the text changes character with longer stanzas and longer lines. The shepherd, 
consumed by loneliness and desire, gives in to hopelessness and despair. But, in the final section, 
he returns to life, and, accompanied by the surging clarinet lines, shakes off his feelings of 
isolation and realizes that it is time to prepare for the coming of spring. The music returns to the 
major mode and the clarinet “takes it out” on a string of bubbling arpeggios.  
 
 
Quintet in A Major for Piano and Strings, Op. 114, D. 667  “The Trout”  
Franz Schubert (1797-1828)  
 

Schubert had a marvelous summer in 1819. He went on a three-month walking tour with his 
friend, the professional singer, Johann Michael Vogl. One of their destinations was Vogl’s 
birthplace, Steyr, where they met Sylvester Paumgartner, an amateur cellist and enthusiastic 
performer of chamber music whose group was practicing a work by Hummel. Paumgartner asked 
Schubert to write piece for the same unusual combination of instruments: piano and a string 
quartet of violin, viola, cello and double bass. Schubert’s response to the was one of the most 
endearing pieces in the chamber music repertoire. Its nickname comes from his use of one of his 
earlier songs, Die Forelle, as the theme for the variations in the fourth movement.  
 In the work his treatment of the sonority is especially sensitive. Although the full 
resonant range in the string ensemble provided a rich foil for the piano, Schubert was cautious 
about overloading the bass and consequently he keeps the piano largely in the upper register 



 

 

where the subtle percussive quality of the instrument contrasts wonderfully with the warm, 
bowed lyricism of the strings. The sparkling beauty of the writing has often been attributed to the 
pleasure he experienced in the district that he once described as “inconceivably lovely.” An 
altogether happy meeting of circumstances resulted in one of his most enjoyable works.  
 Although Schubert has chosen a classical form for his first movement, he does not follow 
classical standards for developing it: for him the flow of melodic ideas is more important than 
creating the strong tensions that are basic to a classical musical thesis. Tension most often comes 
from the interesting and unpredictable harmonic movement. Themes often have common 
features; they begin slowly with long note values and increase in movement as the note values 
become shorter. In the development section, Schubert makes the most of interesting harmonic 
relationships; starting immediately the third-related key of C Major, he eventually arrives at Eb, a 
key that could hardly be more distant from A Major. Varied rhythmic figures enliven the 
treatment of the thematic material as he works his way to the recapitulation where he begins in 
the unusual key of the sub-dominant–and a matter of convenience–as the rest of the movement 
is, for the most part, an exact transposition of the exposition and brings the movement to a close 
in the home key, A Major.  
 The transparent and calm second movement is slow and in triple meter. As in the first 
movement one is captivated by the themes, varied accompaniments, and rhythms. Listening is 
easy: one idea passes smoothly into another. Mid-way, the movement slows and comes to a stop 
with a fermata in the key of G Major–and when it starts again, we are in an entirely new key, Ab 
Major: the composer repeats the first half of the movement in the new key, so that when it 
arrives at the end, there is again a fermata–this time back in the original key of F Major.  
 The Scherzo in A Major is a marvelous scamper. By this time it seems as though the 
piano and the strings are thoroughly acquainted with each other and prepared to raucous trading 
off, occasionally measure by measure. The Trio is a gentle reply to the gaiety of the Scherzo. 
Both segments follow the traditional two-part dance form with the only anomaly being the 
chromatic maneuvering to achieve C Major (the key of the lowered third degree) instead of the 
dominant, E Major, at the end of the first part of the Scherzo.  
 In the fourth movement in D Major, the first five variations follow the two-part structure 
(bar form, or, aab) of the theme, which is stated in the strings. The first three variations focus on 
thematic ideas and as he finds new combinations of instruments, he increases the rhythmic 
activity. In the fourth–minor variation–perhaps recalling the sad reality of the “Trout,” the theme 
nearly disappears in a dramatic outburst of repeated thundering chords. The fifth variation 
prepares for the Allegretto finale in which Schubert introduces the ingenious darting 
accompaniment figure from his song that projects the image of a lively trout swimming in a 
stream. 
 A jolting “signal,” an E in bare octaves in the viola, cello and piano, opens the last 
movement. As in the first movement, after a number of related tunes and accompaniment figures, 
the dominant arrives as the second key area with a two-part second theme (strings have their tune 
and the piano has its own dotted figure). After some maneuvering through interesting harmonic 
changes, and an outburst in D Minor, the harmony comes to a full stop on the subdominant (D 
Major). Following a measure of silence comes a second “signal” pitch–just as in the very 
opening of the movement–but now on B, and what follows is a transposition of what has come 
before. Skirting the development, Schubert  takes the segment that began with the octave E and 
just came to a stop on D Major, transposes it note for note, to finish neatly back in the home key.  
 Interestingly, few commentators have anything to say about the large amount of 
repetition in this work. Rosen doesn’t either. His comment focuses on the fact that Schubert uses 



 

 

a classical form, but does not follow classical precepts, that foregoing a development section in a 
sonata form results in a work without a dramatic conclusion in the classical sense. He then adds 
that to look for something the composer had no intention of supplying might result in missing the 
real merits of the composition. In this early and extended chamber work Schubert has no text as 
he has in the songs to curtail his melodic inventiveness. Here, instead, the cumulative effect of 
these melodies that have many of the same qualities (but are delightfully different), together with 
the opportunities for large-scale sectional review, makes a virtue of unimpeded repetition.  
 
 
 

Three times seven Poems 
from Albert Giraud’s 

Pierrot lunaire 
(German by Otto Erich Hartleben) 

for a Speaking Voice 
 

Piano, Flute (also Piccolo), Clarinet (also Bass Clarinet) Violin 
(also Viola) and Violoncello 

(Melodramas) 
 

by 
Arnold Schoenberg 

op. 21 
 
 
The above translation of Schoenberg’s title written in his elegant handwriting on the front of the 
manuscript for his acknowledged masterpiece provides a starting point for a brief introduction of 
central issues connected with the composition. Following the German lieder tradition 
Schoenberg places the title of the text, the names of poet and translator in the foreground, above 
the details of the musical setting and his own name. A demonstration that the text is central to the 
work, Schoenberg indicates that the purpose of the music is not to illustrate the text or to provide 
a background for its narration. Rather, by capturing the sound of the words, the music should 
reveal the essence of the poems and penetrate their inner meaning. Music and the words were to 
be regarded on the same high spiritual level: neither one subservient to the other, but equal. 
 Albertine Zehme, the Viennese actress who commissioned Pierrot lunaire, wrote in a 
program note for one of her performances entitled “Why I must speak these Songs”: “The words 
we speak should not solely lead to mental concepts, but instead their sound should allow us to 
partake of their inner experience.” She suggests that to accomplish this, “We must have an 
unconstrained freedom of tone. None of the thousand vibrations should be denied to the 
expression of feeling. I demand tonal freedom, not thoughts!” Her physical sensitivities to words 
were not far from Schoenberg’s who wrote in his diary on the day after he had begun the 
composition:  “And I am going in an absolutely new direction. I can sense it. The sounds are here 
becoming practically animal like in the direct expression of sensuous and spiritual  
emotions. Almost as if everything were being transmitted directly.”  This is in keeping with the 
spirit of the times in 1912: associating a “new” direction with the ideal of “direct expression” and 
the sensuousness of the sounds that engage him as he is working on the composition. Tones were 



 

 

the source of the essence of the work. He wrote once “the color means everything, the notes 
mean absolutely nothing.”  
 The singer and the composer shared a sensitivity toward text and an understanding of 
tone as absolute only in its fullest or greatest range of expression, or, as Zehme writes in that 
same note: “For our poets and composers to communicate, we need both the tones of song as 
well as those of speech. My unceasing striving in search of the ultimate expressive capabilities 
for the ‘artistic experience of tone’ has taught me this fact.”  
 In composing Pierrot lunaire, Schoenberg chose twenty-one poems from a collection of 
fifty rondels by the Belgian Symbolist poet, Albert Giraud, published in a translation by Otto 
Erich Hartleben. By all accounts Hartleben’s work is more of a creative response to the poems 
than a literal translation of the text, and to that Schoenberg added another element of poetic 
interpretation by culling poems and ordering them in three groups, each with a quasi focal point. 
In the first, the association is made between Pierrot, the poet and moonlight as the source of 
poetry; a series of encounters are rendered poetic, beginning with the moon and poetry and 
ending with martyrdom and illness. In the second group life is dark and threatening, laughter is 
banished, rude actions and ambition are punished; and in the third group nostalgia for the past, 
return of delight in poetry, moonlight, and mean fun act to banish sorrow 
 To realize the text, Schoenberg requested an ensemble of five performers who play nine 
instruments (flute/piccolo, violin/viola, clarinet in A/Bb/Bb bass clarinet, cello and piano). Each 
of the pieces requires a different instrumentation ranging from one number that requires only 
solo flute (#7) to another that uses the principal eight instruments (#21). All manner of special 
instrumental techniques that were current in 1912 are found in the score, but the speaker is asked 
to do much more than that. As there are relatively few sung tones in the whole work, they are 
extremely important, and as isolated sung pitches among the spoken ones, they constitute an 
important ingredient in the large selection of ornamental vocal techniques, which include 
glissandos, whispering, very thin tones or tonelessness, mordents or shakes. The performer is 
also requested  to precisely reproduce the rhythms as if singing, and to take no more freedom 
than that. In addition the singer is required to alter no tones when singing, and to differentiate  
that from speaking in which the tone is sounded but is immediately changed by either a rise or a 
fall in pitch, and by connecting each sound or syllable to the next one, the consonants are turned 
into vowels. To execute the text in Zehme’s spirit, the speaker must exploit her own full range of 
vocal expression. Finally, she is also asked to perform the music only as written, which, 
according to Schoenberg’s preface embodies all the ingredients that were important to him, and 
no more. He explains that expressing emotions or interjecting interpretation in the performance 
in any way would not be adding, but ultimately be subtracting something from the music.  
 Listening to Pierrot lunaire is a worthy challenge. The texts are not always easy to 
comprehend, even when read or listened to without the added demands of the musical setting. 
But there are many rewards coming to the person who tries. Occasionally one is admonished to 
pay little attention to the poetry, either because it is so illusive that it is impenetrable, or because 
it is nonsense. What is true is that in his endeavor to find the musical and spiritual equivalent to 
the poetic inspiration, Schoenberg did pay close attention to the impact it made on his heart and 
mind and created a complex that, when carefully scrutinized, yields rich rewards on many levels, 
some of which are immediately perceived, others emerge only after numerous encounters. In the 
end, it is wise to take Schoenberg at his word, and let the particular sound of the setting of 
individual poem be the guide to the essential meaning of the symbiosis of text and music that is 
more than the sum of the parts.  
 



 

 

Dr. Jean Christensen will present the pre-concert lecture in room 130, School of Music, between 
2 and 2:45 PM. The subject of Dr. Christensen’s dissertation was Schoenberg’s oratorio, Die 
Jakobsleiter. 
 
 
Special Pierrot lunaire Workshop, October 27 
 
Under the direction of Dr. Christensen, graduate students at the School of Music will present a 
special workshop on Saturday, October 27 starting at 3 PM in the Green Room of the School of 
Music. Ermir Bejo (composition), Hong-da Chin (flute), Claire Divizio (voice) and Kaylyn 
Kinder (music history) will introduce, discuss and demonstrate specific aspects of Schoenberg's 
masterwork, Pierrot lunaire. By addressing some special qualities of the work, the participants 
aspire to stimulate a responsive experience for listeners.  The session is expected to finish 
approximately at 4:30, and is open to the public. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

Chamber Music Society of Louisville 
Sunday, February 10, 2013: Kalichstein-Laredo-Robinson Trio 

Program Notes 
 
Trio No. 2            
André Previn (b. 1929) 
  
André George Previn, Knight of the British Empire, who was born in Berlin, is a German- 
American pianist, conductor, and composer. In 1939, to escape the Nazi regime in Germany, 
Previn’s family emigrated and settled in Los Angeles. He became a naturalized citizen and 
graduated from Beverly Hills High School in 1946. A versatile musician, he has had an amazing 
career. In the 1950s and early 1960s, he was active as a jazz pianist, composer, and arranger of 
film scores. In an interview he once mentioned that he enjoys composing, but he that regards  
himself to be more of a performing musician. As a jazz pianist he is known for his interpretation 
of mid-century songwriters (Jerome Kern, Frederick Loewe, Vernon Duke and Harold Arlen) 
and he recorded with Dinah Shore, Doris Day, and Julie Andrews. His adaptation of important 
scores for film include Porgy and Bess, Gigi, My Fair Lady, and he composed original scores 
for Long Day’s Journey Into Night, Elmer Gantry, Two for the Seesaw, and Designing Woman, 
among others. In the later 60s, he developed a career as conductor and music director, first 
succeeding Sir John Barbirolli as conductor of the Houston Symphony Orchestra, then 
successively became conductor of the London Symphony Orchestra, the Pittsburgh Symphony 
Orchestra, and the Royal Philharmonic Orchestra in London. His last position was with the Los 
Angeles Philharmonic. He has recorded many works with these ensembles, not only as a 
conductor, but also as solo pianist. 
 His catalogue shows that his compositions of contemporary classical music began in  
earnest in the early 1990s. Since then his production has been prodigious and includes works for 
soloists, symphony orchestra and chamber ensembles, vocal music, and two operas. The Trio  
No. 2 for violin, violoncello, and piano was commissioned for the Kalichstein-Laredo-Robinson  
Trio and premiered in New York in 2012. While the three movements follow the standard  
outline of fast (or moderato)-slow-fast the composer has not really adopted classical forms;  
rather, the formal structures are created by juxtaposing freely-composed segments with segments  
that are fundamentally variations, much like the series of “choruses” typical of jazz form. We 
might not be wrong in comparing these variations to jazz improvisations.  
 The first movement opens with a rather extensive introduction encompassing about 50 
measures, a third of the movement. Previn explores all possible combinations of the instruments: 
solo passages, duets and full ensemble. While musical ideas are formed phrases of standard 
lengths, the basically tonal orientation is obscured by modality and complex dissonant chords. 
The introduction begins and ends in C Major, and then moves into the body of the movement 
where increasing complexity and drama are developed in a series of variations on a 12-measure 
theme. Frequent meter changes underlie large phrases that flow freely without any regular 
accentuation. Seven variations cover a range of textures; some are simple and sort of “bluesy” or 
“folksy,” others more driving and excited in a style somewhat reminiscent of Shostakovich. 
Previn is an eclectic composer open to influences and we are reminded of cadences, harmonies 
and textures identified with American  composers–Copland, Barber, and even–very  
exceptionally–Ives.  The last variation gives way to an extended cadence before the movement  
settles quietly on F Minor.  
 The second movement opens with a long passage for solo cello, a 12-measure thematic  



 

 

idea that is extended as the cello is joined by the violin. The subsequent statement of the initial  
theme in the piano seems to presuppose that this movement will also be a series of choruses, but  
in the central section, dramatic figuration and harmonic complexity intrude and a new shape  
develops. Eventually calm is restored and the movement is concluded with a dramatic coda that  
explores complex harmonic structures. The movement ends, somewhat hesitantly, in C Major.  
 The third movement is full of syncopations, fast dotted figures and virtuosic passages  
that involve quick and demanding trade-offs between the instruments. Quite unexpectedly along  
the way, it turns into a waltz with clever syncopated alterations of the triple meter–quite in the  
spirit of a jazz waltz. Eventually phrases from the opening measures return and the movement  
heads toward the final cadence on a bright C Major chord. Throughout the work, there are bits  
and pieces that, broadly speaking, reference popular idioms, in particular film music, jazz or  
Broadway. It isn’t a far stretch to identify the composer of the film score of Two For the Seesaw  
from 1962  with the composer of this Trio, composed 50 years later. As Previn says of himself,  
he is no “postmodern” composer trying to “create new kinds of aesthetic experiences.”  
 
 
A Child’s Reliquary         
Richard Danielpour (b. 1956) 
   
Richard Danielpour, who is of Persian-Jewish heritage, received his training at the New England 
Conservatory and The Juilliard School of Music. He is presently on the faculty of the Curtis 
Institute of Music and the Manhattan School of Music. Praised for his “distinctive American 
voice” and “optimism,” he has received many awards, among them a Guggenheim Foundation 
Fellowship, a Charles Ives Fellowship and a Lifetime Achievement Award from the American 
Academy of Arts and Letters. Pivotal composers whose music has influenced him include the 
Americans Copland, Bernstein, and Barber, and the Englishman Benjamin Britten. 
          According to his biography, Danielpour’s early work was impacted by the then-current 
modern compositional techniques–serialism, in particular. At the end of the 1990s he began to 
adopt a more accessible style warming to the use of triadic harmony and the inclusion of 
elements from contemporary music culture: pop, rock, and jazz. Most recently he has begun to 
explore the rich resources of his own Persian heritage. His extensive catalog includes 
compositions for chamber orchestra, three symphonies, four piano concertos, the ballet Anima 
mundi (1995), and the opera, Margaret Garner (composed in collaboration with Toni Morrison).  
As of 2009 he had composed six string quartets. A Child’s Reliquary was revised as a Double 
Concerto for Violin, Cello and Orchestra, In the Arms of the Beloved. 
 In the three movements of A Child’s Reliquary, Danielpour frequently treats strings and 
piano rather independently, contrasting the melodic lyricism of the strings with the chordal 
sonorities of the piano. In the opening, slowly-rising octaves and chords in the piano, evoking 
bells, envelop the two-part texture in the strings. Played with harmonics, the appealing folk-like 
or chorale-like melodies with their falling melodic lines seem at first a bit out of focus, but they 
return in many guises throughout the first and last movements. The rondo-like form of the 
movement is more or less defined by this melodic component. The falling lines that pervade the 
sonority reflect a sense of grief, while in the middle section flashes of brief, helpless rage hint at 
abiding anguish.  
 The extended second movement is the longest and most complex one. Essentially a study 
of rhythmic potential in 6/8, and sometimes 3/4, meter it requires virtuoso technique from the 
ensemble, individually and as a whole. The instruments trade off all manner of energetic display; 



 

 

rushing scales, heavy and fleet chords, flashing figures rush energetically through measures of 
6/8 with its eighth notes (and sixteenths) in every conceivable combination: accented, 
syncopated, detached or joined in loping melodic figures. Only two passages, marked Andante 
Cantabile–in essence a Satie-inspired waltz–briefly slow the headlong rush. The first appearance 
comes rather early, the second one, now varied and extended, only manages to slow the action 
before the last culminating segment. Topped by a fast waltz with strong swinging syncopations, 
this conclusion gives way, section by section, to a step-wise reduction of the forward motion. 
The movement ends with four bars of a ruminating C Minor chord enriched with a minor 9th and 
11th.  
 Restoring the contemplative mode of the first, the last movement returns to the folk-like 
tune in the strings and the bell-like octaves and chords in the piano, but at first and for a while, 
the instruments are quite isolated from each other. As the lines continue to fall, they become 
more extended, and as some hesitant and shadowy references gradually emerge they approach a 
refrain that can be recognized as Brahms’s lullaby. (See composer’s note below.) Resignation 
turns to a kind of strained acceptance and only a brief momentary flash of large chords disrupt 
the progress to the extended final cadence.   
 

Notes for A Child’s Reliquary: 
I know of nothing more tragic or heartbreaking than the death of a child. The inspiration for A 
Child’s Reliquary (Piano Trio) came from the untimely and tragic death of Cole Carsan St. Clair, 
the 18-month-old son of Carl and Susan St.Clair. The work was intended as a kind of 
Kindertotenlieder without words—and everything in the piece, including references to the 
Brahms Cradle Song—relates to its initial inspiration. Work on A Child’s Reliquary began on 
August 19, 1999, and was completed on September 17th of the same year. The work was written 
expressly for Jaime Laredo, Sharon Robinson, and Joseph Kalichstein and is dedicated to the 
memory of Cole Carsan St. Clair.  - Richard Danielpour  
 
 
Piano Trio in Bb Major, Op. 97, “The Archduke”    
Ludwig van Beethoven (1770-1827) 
  
In 1803 or 1804, Beethoven met the Archduke Rudolf of Austria, member of the House of 
Habsburg-Lorraine who became closely associated with the composer with whom he studied 
piano and composition. He was Beethoven’s only composition student and became his most 
important patron when he arranged for an annuity for the composer in 1809, after having 
extracted a promise from him to never move away from Vienna. In addition to the Trio, op. 97, 
Beethoven dedicated ten works to the Archduke, including some of the most exceptional ones: 
the “Les Adieux” and Hammerklavier Sonatas, the Fourth and Fifth (“Emperor”) Piano 
Concertos, the Violin Sonata, Op. 96, the Missa Solemnis and the Grosse Fuge.  
 Composed in 1811, “The Archduke” Trio is the last and the most expansive of 
Beethoven’s seven Piano Trios. The opening theme of the first movement in the piano is a full 
eight measures, and its leisurely unfolding and initial treatment of the phrase, sets the mood for 
the whole work. Following the first statement of the theme alone in the piano, the violin and 
cello enter and extend it another five measures. The cadence of this extension is the signal to 
begin the consequent phrase, a repeat of the eight-measure theme in the strings, now extended 
twelve measures in the piano. When it ends in an cadence, it is still in the tonic key. With these 
expanded thematic statements, this exposition of the principal musical idea, in which the piano 



 

 

and strings share equally, constitutes a definite point of departure from the norm for the opening, 
with consequences for the entire work. After this, throughout the whole movement, Beethoven 
takes every opportunity to enlarge the dimensions of the form, for instance, when he establishes 
the new key (G Major). In spite of the grand scope of the movement, the actual amount of 
thematic material is, however, quite limited. The first theme is repeatedly brought back, even in 
the middle of the second theme, by piano and strings in an alternating pattern. The drive to the 
cadence takes the closing theme through alternating duplets and triplets, then in a second repeat 
of the passage in triplets Beethoven introduces a succession of long trills played in octaves by 
both hands in the piano. Note that these are not the first trills in the piece, but the ones earlier 
have decorated individual notes; these trills are harbingers of details to come. 
 The development is a fascinating mix of extended play with motives derived from the 
first theme, which he treats one at a time. As a whole, the section has a symphonic character in 
its intense drama that builds, falls back, thins out, and builds to another climax. The whole 
development is laced with scales in all the instruments–singly and doubled, in thirds or sixths, 
running up and down, now in the same and then in the opposite directions–and more trills in the 
piano. When the last extended trill in the piano the development comes to an end, and, ushering 
in the recapitulation, it is much like one would expect at the end of a cadenza passage in a 
concerto. It is all quite exciting, and though the strings are challenged, as always with 
Beethoven, here it is the pianist who has to be the virtuoso. The recapitulation is both a study of 
condensation and of elaboration; Beethoven removes about twenty measures from the repeat of 
the exposition, but adds an extended coda of about the same length. 
 In the second movement Beethoven is deadly serious about carrying out musical jokes. 
The Scherzo begins with the strings alone with a downbeat that seems as though it should be an 
upbeat–the rhythmic pattern misplaces the downbeat. This is only the beginning of subtle fun 
that develops throughout. But not limiting himself to rhythmic gimmicks, in the Trio he begins 
with a playful unwinding of a chromatic line, so that it seems to start in the key of the parallel 
minor, not its actual key of Db Major, a fact that is eventually revealed. Not to give up too soon, 
eventually he launches  into a waltz–an exuberant one at that–so much so that one almost forgets 
the Scherzo, when, without a pause, and before the Trio has completely wound down, it jumps 
back in.  
 The third movement is a theme and variations, this time in the third-related key of D 
Major, far enough away from the tonic to create a small surprise. The theme comprises two long 
eight-measure phrases, the first played once by the piano alone, and then is played again by all 
three instruments before continuing on to the answering, eight-measure phrase. There are only 
four variations in which Beethoven focuses on the melodic and rhythmic, rather than the 
harmonic possibilities for development. Like in the first movement, as the variations proceed, the 
rhythmic character speeds up progressively; breaking up the melodic fabric, less substitutes for 
more. However, with the fourth variation, we return to the quarter and eighth notes of the theme; 
and the theme returns to the piano with effective, restrained, ornaments, while the strings almost 
give it a by-pass. But then the coda returns the theme to the strings, and supported by 
unwavering triplets in the piano, they carry it to the end of the movement. Without a pause, the 
fourth movement begins with a little jolt, and races quite unbridled through an extensive 
excursion, a full rondo in which the pianist gets a complete workout. There is no question at this 
point that one of the main elements of elaboration in the work is unapologetic virtuosity. The 
character of the writing is as pianistic as it would be for a concerto, and the style of the 
composition has numerous interesting elements that come from the concerto. It’s true of the 
whole work: from the opening with the solo piano, the trills and the pianistic runs in the first 



 

 

movement, and the waltz in the Trio to the point in the last movement, when, under a long, 
sustained trill in the piano, the strings restore the tonic and the whole ensemble hurls its way to 
the final cadence. The effect is a bit like being lost in the dark–with the coming of light you see 
that you are back on the right track.  
 

The pre-concert lecture will be given by Dr. Krista Wallace-Boaz, an accomplished performer of 
chamber music and member of the piano faculty at the School of Music. The presentation will 
last from 2-2:45 PM in room 130.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

Chamber Music Society of Louisville 
Sunday, March 17, 2013:  Pacifica Quartet with Ursula Oppens, piano 

Program Notes 
 
 
String Quartet in F Major, Op. 135      
Ludwig van Beethoven (1770-1827) 
  
Beethoven’s last string quartet has been controversial. Some critics regard it as technically 
competent, but less imaginative than the four that preceded it. Others, appreciate its concise 
exposition, quirky humor and sublime third movement. What is the controversy? Briefly, the 
four quartets that preceded Opus 135 are extraordinary challenges to classical style, but with 
Opus 135 Beethoven changed directions, had even “come to his senses.” The four movements of 
this work do not continue the challenge. 
 The year was 1826, Beethoven was not well and his personal life was in disarray, but by 
mid-year he completed the C# Minor Quartet, Opus 131, and by mid-September, the F Major 
Quartet, Opus 135. Opus 131 is extraordinarily diverse and Opus 135 evokes the artistic ideas of 
the past, specifically those of Haydn and Mozart. Kerman writes, “it is absurd to make excuses 
for the last quartet, for its un-Faustian tranquillity and relaxation,” and that Beethoven was only 
doing what he periodically had done throughout his creative life.  
 A surprising number of musical ideas are used in the first movement sonata and the 
conversational mode encourages a range of compatible ideas, if not necessarily related ones. One 
subject leads unselfconsciously to the next one; each voice is the equal of the others. The 
exchange begins abruptly with the viola’s impertinent motive and continues nonstop through the 
first eight measures. When it does stop, the consequent materializes as a surprising “answer” to 
the antecedent, one of entirely different “character”: five measures of straight quarter notes, 
played in unison, “change the subject.” The new configurations that follow resume the 
conversation for some time before finally entering the new key area. In spite of the number of 
musical ideas, the movement remains concise and well-proportioned throughout. 
 The Vivace is a finely-wrought Scherzo and Trio, a mocking contrapuntal rush. The three 
beats in the measure are divided among the instruments making it a delightful mesh of cross 
rhythms: first the viola and cello have patterns that emphasize the measure, and both violins have 
syncopated, but different patterns. Then the set-up is inverted until an inexplicably rude low 
unison Eb interrupts the on-going motion and repeats itself. When it has faded away, the motion 
resumes with more contrapuntal ingenuity.  
 The Trio takes off in a rush. It is both longer and more eventful than the Scherzo: 
repeated notes, rising scales, and a little five-note figure rush through an unusual succession of 
keys, getting more and more out of kilter until it hits a rut in the key of A Major. Here a diabolic 
wild dance in the first violin carries on over the repetition of the five-note motive (played 51 
times!) until, exhausted, it sinks down through three octaves. There is a quick reorientation to F 
Major, and, with no pause, the Scherzo returns. A very short coda in F Major reaffirms the end. 
 A single low note in the viola connects the F Major tonality of the first two movements 
with the darkly beautiful Db Major of the slow set of variations. Compact and short, the whole 
movement covers less than two pages of a miniature score, but Beethoven’s marginal note in his 
sketches,“Süsse Ruhegesang oder Friedensgesang” (“Sweet song of rest or peace”) 
acknowledges its singular value. The eight-measure theme flows out of the build-up of the tonic 
chord in the first two measures. At first, it moves step-wise, then slowly and serenely, it rises 



 

 

higher phrase after phrase, and culminates in a sweeping arch. The first variation continues the 
gentle movement, with added chromatic touches and dynamic accents. The third variation moves 
to the parallel minor for slower block chords and phrases; broken rhythms obscure the theme and 
it is now heard only in the overall design of the gentle rise and sweeping arch. The last two 
variations restore the major mode, first with the eighth notes of the original phrases, then with 
flowing sixteenth notes. A quiet final statement only preserves the harmonic outline of the 
theme. This series of variations is less about a specific melody than about its arching shape and 
emotional range. Rosen points out that the move away from the tonic (the little step into E Major 
in the minor variation) is significant enough to require resolution. Although Beethoven never 
leaves the tonic, he succeeds in creating harmonic tension that must be resolved in the end as in 
classical style. 
 In an unusual move, Beethoven added an annotation something like a motto, at the top of 
the last movement: “DER SCHWER GEFASSTE ENTSCHLUSS” (“The difficult decision”). 
Below that, he noted two musical motives. The first, marked Grave, is in the bass clef, in 3/2, 
and in a key without accidentals: a three-note motive is underscored with the words: Muss es 
sein? “Must it be?” Next follows an Allegro, in the treble clef, F Major key signature, and 2/2 
meter, and another three-note motive underscored with the words: Es muss sein! “It must be!” 
And, to be sure, he repeats: Es muss sein! The first motive dips a minor third, then rises a major 
third–as in a question. In contrast, Es muss sein rises a minor third and falls a perfect fourth. It is 
most definitive: “It must be!”  
 This “motto” will always be enigmatic–though some explanatory biographical clues 
exist: when Beethoven refused to lend the parts for Opus 130 to a certain musician until he had 
paid his subscription dues, the fellow muttered “Wenn es sein muss!” Subsequently, Beethoven 
took this and his own answer, “Es muss sein!” and composed a silly canon. Then he started the 
quartet with a Grave introduction, followed by an Allegro Finale. Whether or not the motto has 
existential import beyond the challenge of composing the work, it seems not completely out of 
line to assume that Beethoven considered the composition of the Finale to be something of a 
serious chore. A difficult decision, indeed. 
 The Grave introduction, with its numerous iterations of “Muss es sein?” is not left 
completely behind when the Allegro takes shape, but, underscored by tremolos and serious 
harmonic color, it returns at the head of the recapitulation. The numerous statements of the main 
motive, “Es muss sein!” and other subsidiary ones, including march-like themes are handled with 
contrapuntal finesse. Beethoven’s last essay in the genre rises to the challenge of taking on the 
spirit of Haydn and Mozart, but with touches that could hardly have been written much before 
1826.  
 

 
Tableaux Funébres (1988/2003)       
Claude Baker  (b. 1948) 
 
Claude Baker is currently Professor of Composition in the School of Music at Indiana 
University, Bloomington. He has also served on the faculties of the University of Georgia, the 
University of Louisville School of Music, and as a Visiting Professor at the Eastman School of 
Music. At the beginning of the 1991-92 concert season, he was appointed Composer-in-
Residence for the Saint Louis Symphony Orchestra--a position he held for eight years. The 
following program notes have been written by the composer:  



 

 

 
Tableaux Funébres provides musical commentary on four haiku texts of rather dark imagery. A 
haiku is a very short, seventeen-syllable form of Japanese verse that is intended to evoke a 
wealth of thoughts and emotions. Because of its brevity, the haiku must depend for its effect on 
the power of suggestion and a deliberate elusiveness: the reader must “fill in” the outlines that 
have been drawn. 
 
The music of Tableaux Funébres seeks not only to reflect the moods suggested by the poetry, but 
also to amplify the implied meanings present in each haiku…and even to create additional 
associations. This is accomplished in part by the allusion to and quotation of passages from well-
known vocal works that echo the spirit and content of the haiku selected. The poems from which 
the piece gains its programmatic impetus are given below (in English translations by Harold G. 
Henderson), each followed by a brief description of the respective movement. Since each of the 
four haiku refers to a different time of the year, the movements they inspired are laid out in a 
“four-seasons” sequence, from summer to spring. 
 
 I.  Summer night: 
  from cloud to cloud the moon 
   is swift in flight.   Ranko (1726-99) 
 
Upon first encountering this haiku, I thought immediately of the text of “Der Abscheid,” the final 
movement of Gustav Mahler’s symphonic song cycle, Das Lied von der Erde, and in particular 
of the passage that reads, in translation: 
 
 O see, like some tall ship of silver sails, 
 The moon upon her course, through heaven’s blue sea. 
 I feel the stirring of some soft south-wind 
 Behind the darkling pine-wood. 
 
Herein is described the death of the day, when the sun sets and the world falls asleep. Midway 
through my first movement, after disjointed references to other elements in Mahler’s song, there 
appears an altered quotation of the music that underscores this text. Now, however, Mahler’s 
orchestral fabric is reduced to a string quartet, and the lines emerge as if recalled in distant 
memory. 
 II.  Grave mound shake too! 
  My wailing voice-- 
   the autumn wind.   Basho (1644-1694) 
 
The pitch materials for this movement are derived almost exclusively from permutations of the 
five-note row that serves as the basis of Igor Stravinsky’s In Memoriam Dylan Thomas for tenor, 
string quartet and four trombones. Stravinsky selected as text for the “Song” (the principal 
section of his work) the poem Dylan Thomas composed in memory of his father, “Do Not Go 
Gentle into That Good Night.” In my own movement, there are two modified quotations of the 
“Song’s” brief refrain, that portion of Stravinsky’s music written to the words, “Rage, rage 
against the dying of the light.” 
 
 III.  Night; and once again, 



 

 

  while I wait for you, cold wind 
   turns into rain.    Shiki (1867-1902) 
 
The third movement draws its inspiration from “Der Dopplegänger,” the last of the “Heine 
Lieder” that comprise the second part of Franz Schubert’s song cycle Schwanengesang (Swan 
Song). In Heine’s poem, the narrator stands before the house where his lost love once lived and 
is horrified when he imagines that he sees a stranger in the moonlight whose face reflects his 
own pain. Although Schubert’s haunting setting of the poem provides the structural and 
emotional basis of my movement, the only literal reference to the original song is the appearance 
of the recurring four-note bass pattern in the piano. 
 
 IV.  The beginning of spring: 
  thoughts come - and there is loneliness; 
   the autumn dusk is here.  Basho    
 
The final movement is in two parts, the division corresponding to the colon in the haiku above. 
Spring is normally a time for happiness and renewal. For me, one of the greatest poetic and 
musical celebrations of spring is Richard Strauss’ “Frühling,” the first number in his valedictory 
work, the Four Last Songs. The final cadential chords of the orchestral accompaniment to the 
Strauss song are adapted here as a sort of motto in the first section of this movement. By way of 
transition to the contrasting second part, I make reference to various elements from the opening 
movement of Tableaux. For the concluding section itself, the juxtaposition of the words 
“loneliness” and “autumn” brought thoughts again of a passage from Das Lied von der Erde, this 
time from the second of the six songs, whose individual title is “Der Einsame im Herbst” (“The 
Lonely One in Autumn”): 
 
 O love’s warm sunshine, have you gone forever 
 And will my burning tears be never dried? 
 
As the climax for this movement (and, indeed, for the entire work), Mahler’s setting of these 
poignant words erupts suddenly from the texture of my own music. Thus, with the quotation of a 
fragment from “Der Abschied” in the first movement of Tableaux, Mahler’s music frames mine 
and brings to full circle the seasonal changes of the haiku.  
 
Tableaux Funébres was commissioned by the Chamber Music Society of Louisville in 
celebration of its 50th Anniversary and is dedicated to the memory of Nelson Keyes--a fellow 
composer and faculty colleague in the music theory department at the University of Louisville. 
 
-Claude Baker 
 
 
 
 
 
 
 
 



 

 

Quatour à cordes        
Maurice Ravel (1875-1937) 
  
Completed in 1903, Ravel’s only string quartet was warmly received by all his acquaintances 
with the exception of its dedicatee, Gabriel Fauré, who had reservations concerning the last 
movement, which he found “stunted and badly balanced.” On the other hand, Debussy, his more 
experienced colleague and elder by ten years (whose one quartet predated Ravel’s by as much) 
wrote the following advice to him: “Dear Friend, Bardac has informed me of your plan to have 
your Quartet played more softly . . . In the name of all the gods, and mine as well, if I may ask, 
don’t do it. Think of the difference in sound in the auditorium with and without audience . . . 
don’t touch a thing and everything will turn out well.” It’s a pity that the wrangling of partisans 
over the merits of each composer’s quartet, had the eventual effect of creating an unbridgeable 
distance between the two, but comparison of the two works is illuminating, for the similarities 
(between the second movements in particular) are, after all, outweighed by the differences. 
Debussy, for his part, was inclined to be influenced by the ideals of Symbolism, while Ravel 
once stated that his sole aim was to achieve “technical perfection.” Ravel’s music, then, has little 
of the intuitive search or equivocation that is found in Debussy’s. Ravel uses clearer formal 
structures, and consequently his often very complex harmony, tends to follow traditional root 
movements with a tonal direction. Rhythm is generally clearly articulated and varied. He 
modestly sized up his compositional goal in the present work saying, “My Quartet in F answered 
my desire for musical construction, which I have doubtless brought off imperfectly, but which 
appears here far more clearly than in my previous compositions.” His desire was to achieve 
“clarity in the musical construction,” and much later, he mentioned that he would gladly 
exchange the technical mastery he had finally acquired for the “artless strength” of this early 
work. 
 Characteristically, the first movement of the Quartour is not a classical sonata form. Like 
other  neo-classicists who looked for inspiration in the music of the French “musique classique,” 
that is the 17-18th century French masters such as Rameau and Couperin, Ravel was attracted to 
a ternary form that serves variation of substance and color in the melodic ideas, where form and 
expression are interchangeable. His movement is logical and precise: rising lines are answered 
by falling ones, the melodies are straightforwardly diatonic, though they often are treated as 
elements in a nonspecific modality. In the opening segment the bass line moves in smooth 
stepwise motion (rising then falling line in the opening phrases) or by thirds. A move to another 
tonal area does not always entail modulation but it is more often like a brief “sidestep” into 
another key area. In the middle, contrasting section, Ravel calls for a change of mood when he 
brings in a new texture when a long and drifting melody, played très espressif  in the violin high 
in its range, is doubled by the viola two octaves below. Simple though it seems at first, the 
dramatic level begins to rise by the repeat of a triplet figure that gains enough prominence to be 
recalled both in the coda of this movement, and again in the last movement. 
 The vivacious and fleet second movement is an ingenious essay on cross rhythms (6/8 
vying with 3/4). Marvelously exuberant writing for the strings–tremolos, pizzicatos, trills, 
explosive dynamic changes–adds fantastical moments. These features resemble the Scherzo in 
Debussy’s Quartet, but other elements, such as the above-mentioned side-stepping harmonic 
motion, show the influence of his teacher, the French composer Gabriel Fauré.  
 Essential elements in the third movement could perhaps be traced to French 18th-century 
style–not that it sounds at all like early French music–but it speaks to the imaginative pieces of 
Rameau and Couperin with their constant changes of meter, irregular phrase patterns,  non-



 

 

developmental melodic structures, and especially, their imaginative use of instrumental color. 
The movement has no formal shape; rather, it is defined by the flow and exchange of the melodic 
ideas that appear to have their origin in spoken language, and while a fragmentary reference to 
the first movement surfaces unannounced, it serves no apparent formal purpose. Interesting.  
Listening to this scintillating movement is a bit like eaves-dropping on a conversation between 
instruments.    
 The final movement is flush with energy and vigor. In the opening, an aggressive tremolo 
figure is played obsessively, and forceful chords in asymmetrical meters (5/8 and 5/4) dissolve 
when both subjects of the first movement are recalled (in3/4). Ravel’s exceptional understanding 
of string color is crucial for the dramatic impact of the movement, indeed for the whole 
composition. According to the English composer, Ralph Vaughn Williams, who studied briefly 
with Ravel, his motto was “Complexe mais pas compliqué.”  (“Complex but not complicated.”) 
That sounds about right for a description of the Quatour.  
 
 
The pre-concert lecture will be given by Prof. Jack Ashworth of the Music History Department. 
It will be given in room 130 of the Music School between 2 and 2:45 PM. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 

Chamber Music Society of Louisville 
Sunday, April 21, 2013: Tokyo String Quartet 

Program Notes 
 
 

String Quartet in D Major, K.499 the “Hoffmeister”          
Wolfgang Amadeus Mozart (1756-1791) 
 

The year, 1786, in which he composed the String Quartet in D Major was professionally and 
personally difficult for Mozart, and his response to his dire financial situation was to compose. 
Between the 3rd of June and the 6th of December, he completed  eight works: a piano quartet, 
three piano trios, the duet sonata in F Major, C Major Piano Concerto (K.503), D Major 
Symphony (“The Haffner”), and the D Major String Quartet. Despite its beauty and excellent 
workmanship, K. 499 is seldom referred to in essays or studies of Mozart’s development. For 
one thing, it is a unique work, that is, not one of a set of six, and for another, the high degree of 
thematic economy is unusual even for Mozart, which makes it a challenge to write about. 
 In the first movement, Mozart varies the presentation of the thematic ideas by moving the 
theme throughout the strings’ registers and varying the textures. For instance, the movement 
begins with the passage played by all four instruments in octave unison, which, after the first 
four measures changes slowly into a rich harmonized homophony. Then, just as easily, the 
texture changes to a two-part counterpoint in the upper instruments, which is immediately 
answered by the same in the lower instruments. The resulting series of “questions and answers” 
between the two sets of instruments continues until the transition begins to move out of the tonic 
key. Throughout this opening segment the variety of textures and progressive shortening of 
phrases is striking: the opening 12-measure phrase is followed by two phrases of four-measures 
each, then two phrases of one-measure each, then two phrases, each one of only two counts (or 
one-half measure phrases).  Having reached a goal with an, albeit not very final cadence, Mozart 
begins the above-mentioned transition.  
 This description of the opening provides some help in understanding how this quartet 
“works.” On every level Mozart is able to do two things at the same time, and, these two things 
are often the opposite of each other. In the passage just described, he is regularly shortening the 
phrases while extending the passage; his extended melodic line has no apparent stopping points, 
but is created out of progressively smaller elements; and, the whole passage is a marvel of 
harmonic color, but he does not venture away from his tonic key.  
 Having been quite conservative and structured in his first statment, Mozart now begins 
the 50-measure transition. Taking up the two figures (the falling interval and the dotted figure) 
from the opening, he adds the simple element of the repeated note from the first ten measures. 
Continuing varied phrases and textures, he passes through some very remote key areas. Bringing 
colorful harmonic possibilities into play by mixing minor passages and a variety of deceptive 
cadences, he arrives at the dominant where he introduces a new set of figures: quick turns in 16th 
notes, “Scotch-snaps” (short-long) on both the second and fourth beats of the measure.  With this 
battery of resources and an added ingredient of quickly repeated notes, he drives to the 
exposition’s final cadence. The development that follows is animated and thorough. The use of 
these elements in good measure, brings the end to this lovely but exacting exposition of musical 
thought and display of an exceptional musical skill-set.  
 In this quartet the dance comes next in order, that is, between two movements in sonata 
form, and, they are an ingenious pair! Minuet in the tonic and Trio in tonic minor, they both use 



 

 

elements from the first movement: the turn from the second theme (heard first in slow notes, then 
immediately after, as an ornament to the dotted figure), and the repeated note, extended drone-
like, in the cello. Again, varied phrase lengths change the rhythmic pulse, for instance, in the 
second section of the minuet, where two two-measure phrases are followed by two four-measure 
phrases, then one eight-measure phrase ends it. Turns and repeated notes in the Trio set off the 
second half of the movement; rich four-part counterpoint obscures the phrase structure and the 
imitations overlap each other at a progressively closer pace until, without a pause, the Trio 
connects back to the Minuet for the repeat.  
 In the Adagio, a sonata movement in the subdominant key of G Major, Mozart employs 
the same figures as in the first two movement: the falling third, dotted rhythms, a turn, and the 
repeated bass note. The change in the style of the movement brings renewal. Long supple lines in 
the first violin dominate, yet they are totally supported by the other instruments; the movement is 
more like a  vocal aria than an instrumental discourse. At the beginning of the second key area, 
large bold chords (like an instrumental interpolation in a vocal solo) momentarily break the flow, 
but then the violin resumes its lithe song.  
 The last movement, fleet and fragile, poses a deliberate challenge to expectations set up 
by the earlier movements. The exposition is dominated by the first violin’s long, loping passages 
that seem to start in mid-air. Turns and dotted figures (both long-short, and short-long) familiar 
from earlier movements are brought in, and the falling interval of the first movement is traded 
for the upward-turning figure from the minuet and tied over the bar. It is as if the whole falling 
figure from the first movement is turned upside down. The development is colored with generous 
doses of chromaticism and fanciful flights to distant keys (like C Major and F Major), but best of 
all, the texture becomes very active as the other instruments leap into imitative challenges of 
each other–racing now upward in answer to another’s downward passage, and vice versa. A fit 
end to a piece only Mozart could have composed.  
 

 

String Quartet No. 2, Opus 10       
Zoltán Kodály  (1882-1953) 
  
When Zoltán Kodály was young, Hungary’s musical world was an outpost of Austria. German 
was the official language in academia and concert programming reflected no interest in  the 
composers or new ideas developing outside of the disintegrating Hapsburg Empire. In the first 
two decades of the twentieth century, progressive ideas began upsetting established conventions. 
For the poets, who already had the language the task was to develop new forms, but for the 
musicians in the movement–Zoltán Kodály and Béla Bartók–it meant uncovering a Hungarian 
musical language to make a foundation for the new forms of contemporary Hungarian music. 
Kodály’s unending quest started at the time of his first excursion around 1905 into remote 
villages to record folk music on wax cylinders.  
 A work of youthful maturity, the Second String Quartet was composed in the war years, 
1916-18, when Kodály was experiencing growing public success in his various endeavors: 
teacher, researcher, composer, and critic. Because of the positions he took at this time in his 
music criticism–partly his support of Bartók, partly his promotion of new French music–
especially Debussy’s, which he discovered in Paris in 1907–he stood at odds with public opinion 
in the heat of World War I. 



 

 

 Creating a personal style, Kodály drew heavily on Hungarian peasant idioms, including a 
whole range of scale systems: pentatonic, overtone, modal (whole-tone), and chromatic. He 
assimilated melodic figures, modes of presentation in vocal and instrumental music from folk 
musicians, and analyzed the unique rhythmic and melodic structures of the Hungarian language. 
His music is tonal, but he avoided tonal systems, subordinated harmony to melody, and made 
complex chord structures by adding 2nds and 4ths,  9ths, 11ths, and 13ths. Everything is 
constantly subject to repetition and variation. While he found great melodic and rhythmic 
reserves in a rich folk music tradition, there remained problem of form. Form in folk music is 
largely a response to the function of the music, often improvised in the moment of performance, 
as such, it is not commensurate with the needs of concert music. Discarding the Austro-
Germanic traditions meant losing a great formal tradition, but in Debussy’s music he found a 
model for the independence he was seeking. He was fascinated by the idea that Debussy’s Latin 
heritage had saved him “from formlessness” in his “intentionally formless music,” and he 
admired the Frenchman’s portrayal unfolding emotion. For him, Debussy was a “poet” who 
captured transitory changes of mood and spirit. 
 The Second String Quartet, a “tough read,” was the outcome of a composer who created a 
personal style by absorbing the native musical dialect to such an extent that he was at home with 
it “as a poet is with his native tongue.” Following the ideas is listening a projection of the 
composer’s thought, understanding them requires taking clues from his biography and putting 
them together with the evidence in the music. It is important to know that Kodály was a 
thoroughly trained musician in full command of the skills necessary to project his musical 
thought to paper; he was a deeply independent person, analytical and inventive.  
 There are three movements indicated by the tempo changes; the third movement follows 
the second, attacca, after a single measure of silence. Each movement has a different formal 
structure, and although there is no key signature, the pitch D is the principal tonal reference. In 
the first movement the reference to D is reflected in the movement of the bass line. It is both a 
point of departure and a point of arrival. The most important factor in establishing the “shape” of 
the movement, it defines the end of the introduction and the beginnings of the several thematic 
segments, the half-way point of the movement, the beginning of the coda, and the final chord. Its 
dominant, A, plays no more important role than other pitches. Occasionally when the D is 
reached, it is deflected downward to C and C♯/D♭ (and never upward) avoiding closure, and 
providing the means for extending the segment.  
 The first movement has six sections, defined formally and by changes in the melodies 
and textures. The extended introduction begins as sound wells up from the bottom of the cello 
and is picked up by the other instruments to form an arresting chordal sonority; it continues with 
short repeated tuneful figures, more like bird calls than songs. Versions of the opening figure 
reoccur at important junctions, but never exactly as in the beginning and Kodály even varies it by 
increasing the speed of the rising line, with fast upward scales. Then in the moment that signals 
the preparation for the coda, he reverses its direction, so that it builds the chord startng with the 
first violin and “falling” to the bottom of the ensemble.      
 In comparison to the first movement, the second is much less demanding. A kind of 
bridge to the third movement, it follows the model of a vocal scena, with an aria-recitative and 
arioso. To begin over a wonderful, rich chord, beautiful long quasi-improvised melodies possibly 
inspired by bird-song, or some elaborate coloratura, are played by the solo violin and then by the 
solo cello. Each solo is followed by a recitative–as static as any found in early Italian monody. 
The movement is concluded with an arioso that, briefly interrupted by a pseudo-folk dance, a 



 

 

csárdás,” eventually works into a dramatic frenzy (con fuoco marcatissimo) before it ushers in 
the third movement.  
 In the Allegro giocoso about ten different tunes, each with its own ornament (grace notes, 
mordents) and accompaniment (drones and various ostinatos) are woven into a large musical 
tapestry like a village festival. One after another these melodies (all in duple meter) dance by. 
Not all are fast, some change dynamics and tempo suddenly, but they all are part of the drive to a 
climactic moment when Kodály shifts into high gear, and generates even more excitement and 
volume by interweaving individual pieces together in a fiery stretto. And the last gesture? A 
stamping augmented fourth. 
 

String Quartet in C Minor, Op. 51, No. 1     
Johannes Brahms (1883-1897) 
  
Brahms’s  first two quartets of Opus 51 are fully mature works, the products of long 
consideration and many preliminary studies. The finely-wrought character of these quartets 
reflects the composer’s careful and prolonged consideration of every element. Perhaps there is no 
harm in reminding readers that, according to anecdotal evidence, there may have been as many 
as twenty quartets composed before Opus 51, and that even the two in this set that finally came 
to fruition were scrutinized and reworked extensively before Brahms gave them to the publisher. 
The premiere took place in 1873, five years after the first private readings. 
 While the above introduction gives some indication of how seriously Brahms took the 
composition of a work for string quartet, it might seem a bit odd that he would be so reticent for 
he had already composed quite a few works for small chamber ensembles (string sextets and 
works for instruments combined with piano). But then he knew that his first essay for string 
quartet would inevitably be compared with Beethoven’s quartets. As he once wrote, “You don’t 
know what it means to the likes of us when we hear his footsteps behind us.”  
 Brahms knew his predecessors intimately, and these compositions reflect his close study 
of their works; one can find melodic inspiration from Schubert, turn of harmonic movement from 
Schumann, counterpoint from Bach, and, yes, classical formal structure, and mastery of musical 
development and logic from Beethoven. But, of course what matters is what he made of all of 
this, how he developed his resources and composed music that can only be identified as his own. 
On the 100th anniversary of Brahms’s birth in 1933, at a time when his music was considered 
quite old-fashioned, Arnold Schoenberg delivered a lecture entitled “Brahms, the Progressive” in 
which, among many other works, he cited the C Minor Quartet as a model of advanced musical 
thought. He particularly admired its conciseness, that is devoid of anything that could be 
identified as extraneous to the musical development–even when, for example, the harmony 
ventured into remote areas, so remote that Schoenberg found harmonic passages from this 
quartet that were equal to places in Wagner’s Tristan.  
The first and fourth movements in Brahms’s C Minor Quartet are distinguished by their 
intensity, forward drive, bone-hard musical logic and verve. The first movement adheres to the 
classic sonata form but with a true Romantic pallet: shortly following the presentation of the first 
stormy idea (in C Minor), the composer slips into a contrasting segment in F Minor where he 
“floats” a lyrical line (that actually foreshadows the second theme) above a rich harmonic field 
before he slips back into his ferocious main theme.  (It was the seamless “slip” that so impressed 
Schoenberg.) Here is Brahms in a nutshell: lyricism curbs the ferocity and the ferocity keeps the 
lyricism from becoming nostalgic. Lyricism and drama cooperate to temper the excess of each 
other, and better serve the integrity of the form.  



 

 

 The second theme that begins in the key of Eb Minor is as intense as the first one, but less 
direct, and harmonically much more restless. Instead of the energy of the first idea, its succession 
of rising arpeggios driven by jagged dotted rhythms, the second theme begins with a falling, and 
hesitating, off-beat figure. As an insistent eighth-note patter in the viola provides support, the 
melody in the violin rises–a bit at a time–and finally soars. Eventually the first violin takes on the 
insistent eighth-note rhythm from the viola and brings on a contrasting section. Here again, we 
have those interactive elements: dotted rhythms and a succession of falling intervals, an outburst 
and a sigh.  In the closing segment the dense texture gradually gives way to a long, loping solo 
and momentary calm to the exposition.  
 The development is as concise as the exposition, and both it and the recapitulation are 
iconic studies of Brahms’s ability to create on-going interest and forward motion with his 
dramatic use of harmony and rhythm. In addition, there is his penchant for constantly varying his 
materials; he just never says the same thing twice the same way, and the recapitulation is a 
marvel of how he achieves just that.  
  Warm and garcious, the Romanze, a perfect antidote to the drive of the first movement, 
is cast as a ternary form with a coda; its engaging thematic ideas are matched to perfection by 
their accompaniments. Though the character of the movement is virtually opposite that of the 
first movement, many features are actually carried over. To mention only two: in the first part, 
the persistent dotted rhythm which is tempered by the slower tempo; and in both sections, the 
constantly falling intervals in the melodic line. The framing section, and the mid-section–both 
small ternary forms–have contrasting phrase structures in which very  
subtle differences provide on-going variety to the consistent–but different–rhythmic patterns and 
melodic ideas. The exceptionally poignant middle section and the variation of the first theme on 
its return after the middle section are especially gratifying. 
 The Allegretto is a Scherzo and Trio cast in conventional forms. The smooth surface of 
the Scherzo in F Minor, a kind of “shuffling” dance in duple meter, pulses non-stop as the 
regular eight-measure phrases are built up two measures at a time. While the constantly falling 
line–somewhat dark in spirit–is direct, and simple enough, it is actually the falling arpeggio of 
the previous movement in disguise. In the Trio (in triple meter), the cello’s pizzicato and the 
second violin’s drone (cross-string bowing), momentarily dissipates the darkness, and provides a 
rationale for the movement’s final cadence on F Major.   
 The last movement opens with a “call to arms.” With one swoop, the rising minor third 
and falling seventh wipe away the major mode of the Scherzo’s final cadence, and taps into 
one’s memory of the first movement. This is clearly Brahms’s intention, for somewhat like a 
motto, it is repeated at the end of the extended thematic statement, and then twice again: at the 
recapitulation and in the very last cadence to the piece, each time a crowning gesture at the end 
of a rising arpeggiated melody. There is no mistaking its purpose either, though it would be a 
mistake to conclude that it is cyclic in some way; rather, it is Brahms’s way of bringing the 
whole work to a definitive end. The fourth movement completes the structure and body of the 
work; it is a kind of summation, a coda or epilogue, and the final cadence on C Minor is 
definitive. One could imagine that Brahms might have wanted a resolution that, turning the 
minor to major would resonate with a grander vision, but anything other than the finalized minor 
would have betrayed the tight logic of the whole. 
 

The pre-concert presentation will be given by Mr. Allen Gilfert who received his Masters Degree 
in Music History with a thesis based on Eliot Carter’s opera, What’s Next? In 2007. The 
presentation will begin at 2 PM and conclude at 2:45, in room 130. 


