
BOSTON SYMPHONY ORCHESTRA

Seiji Ozawa, Music Director

Bernard Haitink, Principal Guest Conductor

One Hundred and Eighteenth Season, 1998-99

CHAMBER MUSIC TEA V
Friday, March 26, at 2:30

PRELUDE CONCERT IV

Saturday, March 27, at 6

BONNIE BEWICK, violin

KELLY BARR, violin

ROBERT BARNES, viola

ANDREW PEARCE, cello

JUDITH GORDON, piano

SCHUBERT

DVOftAK

STRAUSS

Quartettsatz in C minor, D.703

Ms. BEWICK, Ms. BARR, Messrs. BARNES and PEARCE

Terzetto in C for two violins and viola, Opus 74

Introduction: Allegro ma non troppo

Larghetto

Scherzo: Vivace-Poco meno mosso-Vivace

Finale: Theme and Variations

Ms. BEWICK, Ms. BARR, and Mr. BARNES

Quartet in C minor for piano, violin, viola,

and cello, Opus 13

Allegro

Scherzo: Presto

Andante

Finale: Vivace

Ms. GORDON, Ms. BARR, Messrs. BARNES and PEARCE

Baldwin piano

Week 20



Franz Schubert (1797-1828)

Quartettsatz in C minor, D.703

In December 1820, when he wrote the C minor quartet movement ("Quartettsatz" in

German) listed as D.703 in Deutsch's chronological catalogue of his works, Franz

Peter Schubert was not quite twenty-four. Presumably this was intended as the first

movement of a complete string quartet that he ultimately left unfinished following a

vain attempt at a slow movement. Between 1810 and 1816 he had already completed

ten string quartets for home use by his family; he himself played the viola. But upon

his return to the genre four years later, Schubert produced an opening movement of

such extraordinary originality that he could not find a satisfactory continuation, just

as he would much later abandon the Unfinished Symphony following an abortive stab

at a third movement. In both instances Schubert surely faced the problem of bringing

a minor-mode work to a properly convincing conclusion, Beethoven's Fifth Sym-
phony—with its powerful progress from somber C minor to blazing C major—having

provided a noteworthily intimidating model. In this Quartettsatz, Schubert posed still

further difficulties for himself by breaking from "standard" first-movement procedure

in his treatment of tonality and thematic materials, in the balance between minor- and

major-mode elements, and in the weight he gives the different theme-units (the more

relaxed and expansive second theme-group is primarily in major), leading him to

recapitulate his materials in reverse order and finish up with the tensely unsettled

material originally used to open the movement. In performance, repeating the exposi-

tion helps enhance an audience's familiarity with the thematic materials and aid

recognition upon their return. Additional hearings of the Quartettsatz not only make

for easier listening, but further increase one's admiration for Schubert's genius.

—Marc Mandel

Antonin Dvofik (1841-1904)

Terzetto in C for two violins and viola, Opus 74

Antonin Dvorak composed this trio for a relatively uncommon combination of

instruments in just one week of January 1887. It was intended to be a small and

simple work for his private amusement, to be played by a violinist friend whose
pupil was to play second violin, while he took the viola part himself. In the writ-

ing, the music outgrew this original intention. Though it remained brief it became

difficult, so Dvofak wrote another, easier trio for two violins and viola, the

Bagatelles, Opus 75a, and turned this one over to the Prague Society of Artists

for its first public performance, on March 30.

The Terzetto is a collection of charming miniatures that begins with an Introduc-

tion, Allegro ma non troppo, in three parts, the middle one rhythmically more ener-

getic than the others. The lyrical Larghetto that follows without pause is similarly con-

structed. The third movement is a lively scherzo, Vivace, in the manner of the Czech

folk dance called the furiant, with syncopated rhythms and shifting stresses. Its con-

trasting central Trio section moves at a somewhat relaxed pace. The finale begins Poco

adagio, with a theme derived from the first movement, which provides the subject for

a series of ten dramatically contrasting variations.

The designation "terzetto" was generally reserved, in the Classical and Roman-

tic eras, for music for three voices. Mozart's use of it for piano trios was excep-

tional. Dvorak almost certainly intended it as nothing but a diminutive of "trio."

-Steven Ledbetter



Richard Strauss (1864-1949)

Piano Quartet in C minor, Opus 13

Richard Strauss was born into a family of musicians. His father, Franz Joseph

Strauss, was the principal horn player of the Munich Court Orchestra for forty-

nine years; the leader of the orchestra was his father's cousin, Benno Walter, from

whom the younger Strauss received early violin lessons. Franz Joseph Strauss was

adamantly anti-Wagner. He instilled in his son the classical values of Mozart and

the need for clarity of idea; it wasn't until late in his teens that Richard, against his

father's wishes, began to learn and love Wagner's music. (In his memoirs, Richard

recalls a meeting between his father and Hans von Biilow, the Wagnerite conductor,

at which Biilow accused the elder Strauss of having driven him out of Munich

with his opposition.) Richard Strauss's early works, such as the String Quartet

in A (1880), the Violin Concerto (1880-82), and the Serenade in E-flat (1881), all

strongly showed the influence of Mozart and Mendelssohn. Strauss's horizons were

extended by study at the university beginning in 1882 and by a tour to Berlin for the

purpose of broadening his career; his music after this time achieves a greater depth

as consequence of these new experiences.

The Piano Quartet in C minor, Opus 13, represents Strauss as he was coming

into his own style. Written during his trip to Berlin in the winter of 1883-84, the

youthful eclecticism of the piece is still apparent, though the influences now are

less Mozart and Mendelssohn than Schumann and Brahms. Particularly Brahmsian

are the harmonically misleading, unison opening and the interplay between

eighth-notes and triplet figures. The piano writing throughout has many passages

of octave doubling and dense harmony reminiscent of Schumann. Strauss's own
musical hallmarks are also present, such as his tendency to proliferate themes or

motifs of different character, and a complementary inclination for using themes

that, while distinct, are musically related (a technique also possibly learned from

Schumann). Added to the knowledge and love for the theater that Strauss gained

in the following few years as a conductor, these techniques would blossom into the

organically structured tone poems of the following decade.

The large-scale first movement is in sonata form, with the two-part first theme

ensuring plenty of material for development. The scherzo contrasts a motif of octave

skips with a stepwise gesture; the Trio is surprisingly short. In an example of Strauss's

thematic connections, the contour and treatment of the Andante theme has a similar-

ity to the first theme of the Allegro. A syncopation touched on in the first movement
dominates the rhythm of the energetic finale. The main theme of the finale is also

related to that of the Allegro, giving the piece a self-contained, satisfying close.

-Robert Kirzinger

Born in Honolulu, Hawaii, violinist Bonnie Bewick joined the Boston Symphony
Orchestra in January 1987. A frequent performer in Boston-area recitals and chamber
music concerts, Ms. Bewick studied at the University of Michigan in Ann Arbor and
received her bachelor's degree in music from the Curtis Institute of Music in Philadel-

phia. Her teachers included Aaron Rosand and David Cerone at Curtis, Ruggiero Ricci

and Paul Makanowitzky in Michigan, and Elizabeth Holborn in California. Ms. Bewick
has made solo appearances with a number of west coast orchestras, and with the Boston

Pops and the Cape Ann Symphony in New England. Her orchestral experience has

included positions with the Colorado Philharmonic, the Lansing Symphony Orchestra,

and the Peninsula Symphony Orchestra. She has appeared as concertmaster and soloist



with theNew England Philharmonic and has abo been a member of the Grand Teton

Music Festival Orchestra and the orchestra of the Spoleto Festival of Two Worlds.

A member of the Boston Symphony Orchestra since February 1996, Kelly Barr received her

master of music degree from the New England Conservatory of Music and her bachelor's

degree from the University of Minnesota. As a soloist, Ms. Barr has performed with the

Plymouth Philharmonic, the Depaul Symphony Orchestra, and in a recital series for the

Jordanian Conservatory. She has also been heard at the Encore Music Festival, in the Musi-

corda Summer String Program, at the Isabella Stewart Gardner Museum, in the Minneapo-

lis radio series "Live From Landmark," and as a guest artist at the Children's Museum in

Washington, D.C As an orchestral player she has also performed with the Boston Pops

Esplanade Orchestra, the St. Louis Symphony, and the American Soviet Youth Orchestra.

Ms. Barr has received awards from the Schubert Club Competition, the Western Illinois

University Orchestra Competition, and the Fox Valley Symphony Orchestra Competition.

Violist Robert Barnes was born in Lexington, Kentucky, and grew up in Detroit, Michi-

gan. He began studying violin at five and gained extensive chamber music experience

from his earliest years, both with his musician-parents and as a student of Michael

Bistritzky. In 1961, while a freshman at Wayne State University, he joined the Detroit

Symphony as a violinist. In 1966, after performing chamber music as a violist, he

decided to take up the viola permanently; he played his last year in the Detroit Sym-
phony as a member of the viola section. A member of the Boston Symphony since 1967,

Mr. Barnes has remained active in chamber music in various ensembles, including the

Copley String Trio, the Cambridge and Francesco string quartets, and Collage New
Music; he has also performed numerous times on WGBH radio. Mr. Barnes has taught

extensively throughout his career. Besides maintaining a class of private students, he

has coached viola students and chamber groups at Lowell State College, Brown Uni-

versity, Wellesley College, and the Boston University Tanglewood Institute.

A member of the Boston Symphony since September 1996, cellist Andrew Pearce has

been soloist with the Los Angeles Philharmonic, the New York Philharmonic, the Utah

Symphony, and the Los Angeles Chamber Orchestra. A graduate of the University of South-

ern California, he studied with Lynn Harrell, Eleonore Schoenfeld, and Ryan Selberg. Head
of the chamber music program and a cello teacher at Vancouver Academy of Music from

1989 until he joined the BSO, Mr. Pearce has also been a cello instructor at the Los Angeles

Conservatory of Music and at the Klinger String Quartet Seminar in Germany He was the

first recipient of the University of Southern California's Hammer-Rostropovich Prize in

1983 and has received several other awards, including the Presidential Scholar in the

Arts Medallion awarded by Ronald Reagan in 1983 and first prize at the Coleman

International Chamber Auditions in 1981 and 1982.

Pianist Judith Gordon gave her New York recital debut in the Metropolitan Museum of

Arfs "Introductions" series. Recent solo appearances with orchestra have included the

Boston Pops with both John Williams and Keith Lockhart conducting, the Pro Arte Cham-
ber Orchestra with Gunther Schuller, and the Civic Symphony of Boston with Max Hobart.

In the 1997-98 season her performances included Schuberfs Schwanengesang and Schu-

mann's Opus 39 Liederkreis with baritone James Maddalena, John Cage's Europera V, and a

Jordan Hall recital as part of the BankBoston Celebrity Series' "Emerging Artists" program.

In chamber music she has worked with a variety of outstanding instrumentalists and

singers, including violinist Rose Mary Harbison, cellists Andres Diaz and Yo-Yo Ma,

mezzo-soprano Lorraine Hunt, the Lydian String Quartet, and many members of the

Boston Symphony Orchestra. A graduate of the New England Conservatory, where she

was a student of Patricia Zander, Judith Gordon was named Musician of the Year in the

Boston Globe's "Best of 19% Classical."


