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UUUPROGRAM 
 
Quartet in C Major, Op. 20, No. 2 (1772)       

 Franz Joseph Haydn 
I. Moderato 
II. Capriccio: Adagio 
III. Minuetto: Allegretto 
IV. Fuga a quattro soggetti.  Allegro 

 
Quartet No. 2 (1911 – 1913) 

Charles Ives 
I. Discussions (Andante moderato-Andante con spirito-  Adagio molto) 
II. Arguments (Allegro con spirito) 
III. The Call of the Mountains (Adagio-Andante-Adagio) 

INTERMISSION 

Quartet in a minor, Op. 41, No. 1 (1842) 
Robert Schumann 

I. Andante espressivo – Allegro 
II. Scherzo: Presto 
III. Adagio 
IV. Presto 

 



 
Notes on the Program 

 
Franz Joseph Haydn  (1732 – 1809) 
Quartet in C Major, Op. 20, No. 2 (1772) 

(~21minutes) 
 

Like taking a stroll at the Louvre, pondering the staggering amount of great 
repertoire available to chamber musicians leaves one a bit overwhelmed. 
There is no way one can play it all, and, inevitably, certain pieces are 
played over and over again, often because they represent the best of the 
repertoire in their genre or simply because they always bring down the 
house. But when we hear music composed so many years ago, it is easy 
for us to forget how startling some of these pieces must have sounded to 
their original audiences. There is a first time for everything, and when a 
composer struck out to write in a new genre of chamber music, he was re-
writing rules and taking risks. 

 
The string quartet is to this day the dominant form of chamber music composition and 
performance, so it seems strange to think of it in its original context: a substitution of convenience. 
Rather confusingly named, the trio sonata—the dominant chamber music genre of Baroque 
composition—actually requires four players: two treble instruments (usually violins), a continuo 
instrument playing the bass line (usually a cello), and a harpsichord to fill in the harmonies in the 
middle. A harpsichord, however, is not the most easily portable instrument, and when carried from 
one place to another had to be completely (and arduously) re-tuned. Simply having a viola fill in 
those missing harmonies seemed an easy, convenient alternative, and thus the string quartet was 
born. 
 
At the very beginning of his career, Franz Joseph Haydn (1732 – 1809) almost certainly was the 
first to write in this genre with his Op. 1, a set of six string quartets. The sixteen string quartets 
that comprise Haydn’s Opp. 1, 2, and 9, however, can hardly stand with Haydn’s great works in 
the genre (he wrote 68 altogether). They are works meant for a party—background music at best 
(albeit very good background music), with almost total emphasis placed on the first violin. It is 
not until the Op. 17 and especially the Op. 20 string quartets that we see Haydn fully exploring the 
possibilities the string quartet medium offered, creating works that reflect both a mature 
compositional development, democracy of parts, and complete seriousness of approach. The 
famous music historian Sir Donald Francis Tovey claimed: “Every page of the six quartets of Op. 
20 is of historic and aesthetic importance... there is perhaps no single or sextuple opus in the history 
of instrumental music which has achieved so much.” Haydn’s String Quartet No. 25, Op. 20 no. 2 
(1772) is a perfect reflection of his straddling Baroque aesthetics and Classical ideals, finally 
bringing this important genre into its own. 
 
Op. 20 no. 2 actually begins without the first violinist playing at all, with the cellist taking the 
melody and the violist playing the bass line. With such a radical opening for a quartet written in 
1772, Haydn sets the tone for the other unconventional features of this piece. The second 
movement, entitled Capriccio, begins with a stark unison passage in all four voices, quickly giving 



way to a short aria-like texture in the cello, then into an extended recitative which finally settles 
into a more developed aria passage, this time in the first violin. The somewhat schizophrenic 
character of this stormy slow movement is balanced by a transition without pause into a minuet of 
striking calm and purity. The most grand and complex of the three fugal movements in Haydn’s 
six Opus 20 Quartets, the finale is both a nod to the Baroque roots of the string quartet and a 
culmination of Haydn’s skill in counterpoint. 
 
The unprecedented contrasts and writing techniques Haydn pioneered in this work and the other 
Op. 20 string quartets led Ron Drummond to write: “The six string quartets of Opus 20 are as 
important in the history of music, and had as radically a transforming effect on the very field of 
musical possibility itself, as Beethoven's “Eroica” Symphony would 33 years later.” 
 

Program Notes by Luke Flemming  
 
 
 
Charles Ives (1874 - 1954) 
Quartet No. 2 (1911 – 1913)  

(~29 minutes) 
 

 Ives’s First String Quartet was a student work, 
composed at the end of the of nineteenth century. 
When he turned again to the quartet medium in the 
new century, he was adopting a more 
confrontational attitude to certain aspects of 
tradition. “String quartet music got more and more 
trite, weak and effeminate’, he wrote in his 
‘Memos’, written on single sheets of paper and left 
in a haphazard state at his death. “After one of 
those Kneisel Quartet concerts in the old 
Mendelssohn Hall, I started a string quartet score, 
half mad, half in fun, and half to try out, practice, 

and have some fun making those men fiddlers get up and do something like men” 
 
The sexual stereotyping, unfortunately, doesn’t stop there, since at the top of the score he wrote, 
“SQ for 4 men- who converse, discuss, argue, fight, shake hands, shut up- then walk up the 
mountain side to view the firmament!”. Gender politics aside, this is a usefully detailed description 
of the musical narrative. Early sketches for piece date from 1907, but the main work was done 
between 1911 and 1913. Ives considered it “one of the best things I have, but the old ladies (male 
and female) don’t like it anywhere at all. It makes them mad”. 
 
The quartet was not given an official premiere until 1946, by which time it would not have seemed 
quite as challenging. The discourse in the first movement seems fairly civilized but the expression 



becomes more vehement in the second 
movement, where Ives recalls the 
intellectual disputes he had with friends 
when living in shared accommodation. 
Quotations from American folk songs 
and hymns drift in and out, along with 
allusions to the symphonies of Brahms, 
Beethoven, and Tchaikovsky. For some 
reason, the Westminster Chimes are 
woven into the fabric of the third 
movement; in this finale, humanity’s 
differences are put into perspective by 
the majesty of nature, and equanimity is 
restored. 

 
Program Notes by Brook Speltz 

 
 
 
 
Robert Schumann (1820 - 1856) 
Quartet in a minor, Op. 41, No. 1 (1842)  

(~25 minutes) 
 

For Robert Schumann, if 1840 was the year of the song then 
1842 is undoubtedly the year of the quartet. Having 
famously composed near 140 lieder in 1840, Schumann then 
turned his attention to the genre of the string quartet, 
completing his three string quartets over the span of a few 
summer months in 1842 during one of his more difficult 
periods of heartache and turmoil as he dealt with constant 
separation from his wife and love of his life, the great pianist 
and composer Clara Schumann. 
 
Ever the purist, Schumann immersed himself in the study of 
quartets by the great masters that preceded him, most notably 
Haydn, Mozart, Beethoven and Mendelssohn. In fact, some 

years after finishing the set, he wrote to his publisher “My quartets, which you published, have 
taken on a special meaning for me through the death of Mendelssohn I still view them as the 
best works of my earlier period, and Mendelssohn often expressed a similar opinion to me.” 
 
The introduction to the String Quartet in A Minor, Op. 41, No. 1, sets the tone for the whole series 
– introspective, contrapuntal, and serious minded. But as the movement transitions to F major and 
a cheerful Allegro in 6/8 time, Schumann evokes Haydn’s carefree melodies, though reminders of 
the introduction occasionally reappear, particularly in the turbulent development. 

Musical Allusions 
• In the first movement: "Columbia, Gem of 

the Ocean"; "Dixie's Land"; "Marching 
Through Georgia"; "Turkey in the Straw" 

• In the second movement: "Columbia, Gem 
of the Ocean"; "Marching Through 
Georgia"; "Massa in De Cold Ground"; 
Beethoven, Sym. No. 9/iv; Brahms, Sym. 
No. 2/i; Tchaikovsky Sym. No. 6/iii 

• In the third movement: "Bethany"; 
"Nettleton"; "Westminster Chimes" 



 
The exciting Scherzo, invariably described as “galloping,” flies along on its hammering 6/8 
rhythm. Its middle section, which Schumann marks Intermezzo, brings a moment of calm before 
the return of the pounding opening material. 
 
Perhaps the heart of the piece, the devastatingly beautiful Adagio hints most openly at the 
emotional turmoil and discontent Schumann felt at the time of composition. 
 
In the final Presto, imitation and counterpoint dominate the texture, as each instrument takes its 
turn moving the material forward with devilishly difficult arpeggio like passage work, constantly 
interrupting each other. In a shocking twist near the end, a bagpipe like drone emerges out from 
the dominating key of A minor to A major. Following this brief calm, the presto returns with 
renewed enthusiasm, culminating in a most excitable fashion. 
 

Program Notes by Brook Speltz 
 

 
 
 
 

 


