Elements Quartet
Jeffrey Multer, violin
Evan Mirapaul, violin
Danielle Farina, viola
Peter Seidenberg, cello

7:30 PM, November 17, 2002
Faye Spanos Concert Hall
In cooperation with the Conservatory of Music
University of Pacific
Stockton, California
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Erlkonig Franz Schubert
(Arr. Mirapaul) (1797-1828)
“Snapshot” Previews Various Composets
Excerpts from “The Dead Man” John Zorn
(b. 1953)

Orientale Alexander Glazunov
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(1865-1936)

Serenata alla Spagnola Alexander Borodin
(1833-1887)
Elegy Glazunov
—Intermission—
String Quartet No. 3 in D Major, Op. 44, #1 Felix Mendelssohn
Molto allegro vivace (1809-1847)
Menuetto

Andante expressiva ma con moto
Presto con brio

. K2 ®, 02 o, 2 R0
L %4 0’0 0.0 0.0 0.0 0.0 0.0

o,
0’0
R/
0'0

The ELEMENTS QUARTET is represented by Gurtman and Murtha Associates
450 Seventh Avenue, Suite 603, New York, NY 10123 Voice: 212-967-7350 ext. 209 Fax: 212-967-7341
email: jmurthad57 @aol.com web: www.gurtmanandmurtha.com




Elements Quartet

The Elements Quartet is dedicated to
communicating the excitement of chamber
music to contempotary audiences. Founded
in 1999, the ensemble has won acclaim for
its passionate performances and dynamic
programs. Their repertoire is eclectic and
expansive.

The musicians of the Elements have
studied with the Cleveland, Tokyo, Juilliard,
and Guarneri quartets.

The Elements Quartet has performed at
Rutgers SummetFest, Caramoor Festival,
Norfolk Chamber Music Festival/Yale
School of Music, and the Kent/Blossom
Music Festival. They have received grants
from the Arthur Judson and Koussevitzky
Foundations to commission new string
quartets from David Sampson and Pulitzer
Prize-winner David Del Tredici. The
quartet was awarded the Norfolk/Yale
Debut Prize last year for outstanding new
ensemble and was featured on PBS.

Program Notes
Schubert-Erlkionig

Schubert became the romantic symbol of
the artist’s fate: he suffered poverty, was
neglected in his lifedme, and died young. He
was then enshrined among the immortals.
His beautiful voice as a boy won him a place
in the imperial choir in Vienna, where his
musicality prompted the remark that he was
“straight from heaven”. A friend later
remarked that with Schubert, “everything
turned to song”. His talent for friendship
won him a band of followers from the
growing class of well-to-do young
intellectuals, who spent their evenings
together reading poetry and listening to
Schubert’s songs, sung by one of the group
who was a splendid baritone.

Erlkimyg, a setting of Goethe’s poem, was a

masterpiece of Schubert’s youth, composed

in a few hours in 1815. Schubert successfully

captured the “strangeness and wonder” of
the work, based on the legend that whoever
is touched by the Elf King must die. The
action is a race through the forest on
horseback pursued by the Elf King as a
father strives to reach home with his sick
child. The last verse tells the outcome:

The father shudders, be rides swiftly,

Holding fast the moaning child,

He reaches home with pain and dread;

In his arms the child lay dead.

To set this song for a string quartet from

the piano-voice version is an intriguing
undertaking. Schubert elaborated the vocal

lines of his songs with characteristic piano
accompaniments. Galloping triplets over a
rumbling bass figure sets the atmosphere of
the poem. Characters are differentated
vividly through changes in melody, thythm,
harmony, and type of accompaniment.
Clashing dissonances suggest the child’s
terror. The Erlkonig’s cajoling is given in
suavely melodious phrases. A steady tise in
tension gives way to a dramatic pause
before the last two words. The composing
of such a work by a boy of eighteen is
considered a milestone in the history of
Romanticism.

“Snapshots”—Various composers

An innovation in quartet programs, the
title suggests music that is contemporary
and varied. Prepare to be surptised!

Zorn—Excenpts from ““The Dead Man”

For several decades, performers have
been increasingly expetimental in finding
new ways to play their instruments. Zotn’s
compositions highlight this ambition. He
describes himself as a media-addict with a
passion to absorb music, words, and
images as raw material for his work.

The music, which is both strange and
beautiful, is made more accessible by the
composet’s explanations of his motives,
his methods, and the sources of his
inspirations. The Dead Man consists of
thirteen parts, each about a minute long.
The common element is their abstract
character. Zorn’s subtexts to these
miniatures are overt, and he admittedly
considers his miniatures to be soundtracks
for short scenes. Some of the character-
istic elements are use of extremely high
notes on the violins over comments in the
lower registets of the cello, giving a sense
of space (space music) and the percussive
use of the instruments producing
scratching sounds, such as that of a
ratchet. Short chaotic medleys atre heard.
Nothing lasts long.

Glagunov—Orientale

Glazunov was the last in line of the
Russian National School that began with
the famous Ku#chka, a band of five men,
most of whom composed music as an
avocation: Rimsky-Kotsakoff, Borodin,
Moussorgsky, Cui, and Balakiroff.
Balakiroff was the one professional
musician who inspired and held the group
together. Rimsky-Kotsakoff wrote, “he held
us absolutely spellbound by his talents, his
authority, his magnetism”.

Glinka was titled “The Father of
Russian Music” for in 1830 when studying
with Bellini in Italy it dawned on him that
he ought to be composing like a Russian.
He had only his instinct to guide him and
he knew the “doleful Russian songs”
though the term “folk song” had not yet
been invented. He worked these tunes
into his opera, A Lif¢ for the Tsar, the
music of which shocked the aristocrats of
St. Petersburg but brought the Tzar to
tears. The “Five” were the next generation
and brought Glinka’s ideas to fruiton.

Russia had always had music, that of
the peasant population and perhaps the
richest liturgical music in Europe. The
increasingly wealthy middle class of Russia
sent their children to study in Western
Europe and they in turn brought the
highly developed symphonic instruments
home to Russia with them. The “Five”
were determined to create a distinctively
Russian symphonic music. Rimsky-
Korsakoff hoped his pupil, Glazunov,
would follow in his path.

However, Glazunov became the center
of a new circle, the Belaieff Circle, whose
aim was less militant and nationalistic in
character. With Rimsky-Korsakoff, he
attended the rehearsals of a traveling
‘Richard Wagner Theater’ in St.
Petersburg presenting the four cycles of
the Ring. They followed the score and
Wagner’s handling of the orchestra had an
influence on them, though less pervasive
than the influence of Liszt would be. A
number of Rimsky-Korsakoff’s ex-pupils,
including Glazunov, would gather on
Friday evenings to play and hear string
quartets, including their own. Glazunov’s
biographer, Ossovsky, stated that
Glazunov with his compositions had
“effected reconciliation between Russian
music of his time and Western music”.

Among the influences in the national-
istic music was music from the Oriental
melodies played by the caravans on
ancient wind and ptimitive string instru-
ments. Glazunov’s Orientale suggests the
atmospherte of the expanse of the Russian
Steppes, similar to Borodin’s tone poem,
In the Steppes of Central Asia, which won
Borodin acclaim. In Glazunov’s music,
life is suggested by the pulsing pizzicato,
over which is heard a sinuous, repetitive
violin melody. Oriental scales featuring
the haunting use of minor thirds are
disanctive. The use of very high registers
on the violin gives a sense of space. At



intervals, a lively folk dance interrupts the
peace, each time lasting a little longer. The
melody is passed from one instrument to

another, ending with a rascuedo type chord.

Borodin—Serenata alla Spagnola
Borodin was a member of “The Mighty
Five” or “The Mighty Handful” as they were

sometimes called. Though a chemist by
profession, he composed music in-between
his flights to the laboratory to check on his
research. The dtle of this serenade suggests
Spanish influence, though the most prevalent
national idioms used by Borodin were
oriental for he had oriental blood in him.

During the 1870s, Borodin began an
increased involvement with the cello, and
time spent in Germany appears to have
released in him a new lyricism and interest in
formal design. In 1875, Borodin began wotk
on a first string quartet in which he
admirably fused a style of quartet writing
derived from Beethoven and Mendelssohn
with a wholly individual and, at times,
discernibly “Russian” quality.

In 1886, in spite of a difficult year marked
by the illness of his wife who became an
invalid, he contributed the Serenata alla
Spagnola to a string quartet, on the theme
“B-la-F” with the other movements written
by Rimsky-Korsakoff, Glazunov and
Lyadov. It was a name day present for M. P.
Belayev, an extremely wealthy timber
merchant, who had recently founded his
publishing house, and the seties of Russian
Symphony Concerts, mainly for the sake of
their works.

Glazunov—Elegy

An elegy is a poem expressing sotrow,
and the musical form is melancholic in
nature. Elegies were popular Romantic
short compositions for solo instruments or
ensembles. The romantic spirit was
characterized by yearning for what had
been lost or what had never been found.
The arch-Romantic, Liszt, was an
enthusiastic admirer of the work of the
Group of Five, having told Borodin, “With
you there exists a vitalizing stream”.
Although Wagnet’s music was supposed to
represent the music of the future, Liszt
stated, a little heretcally, that he saw
“nothing but lifeless stagnation all about”.
Belayev, who arranged the publication of
Glazunov’s works, took him to Weimar
where he met Liszt, and from that time, he
composed assiduously in all genres, along
with his work as professor and Director of
the Conservatory in St. Petersburg. In his

compositions, the influence of Liszt is
heard in the flow of rhapsodic eloquence
that places Glazunov in the Romantic
School. If today’s Egy is not a tribute to
Liszt, it is a genre attributable to him.

Mendelssohn—Quartet in D, Op. 44, #1
Mendelssohn was termed an “aristocrat”
in his biograph by Werner. He was taught
to be conscious of the highest ideals and to
live up to them through an education in the
arts and sciences and through contact with
the best minds of the ages on a personal
level. As a youth Mendelssohn translated
from Greek and Latin, wrote prose and
verse, sketched and painted, played the
piano with brilliant virtuosity, composed
and conducted the works of the masters.
His father insisted he exercise the severest
self-criticism. From his youth, Mendelssohn
was a perfect gentleman, conscious of his
responsibility for his manners and acts.
This aristocratic upbringing colored his
musical style, but was both a blessing and
a handicap. The severe censorship he
exercised on his works did limit the
musical matenial of emotional content in
his larger works. His biographer believes
that the happiness of his childhood and
the characteristics of his life style withheld
from him “those sources of deep and
intense emotion, the expression of which
makes the music of the great masters
(Mozart, Beethoven, Schubert) so dramati-
cally moving, alternatively discordant and
conciliatory, restive and resigned.” Be that
as it may concerning the nature of
Mendelssohn’s symphonies, his chamber
music profited from the refinement of his
forms and clarity of thematic treatment.
Mendelssohn wrote two quartets when
he was 18 and 20 years old, and some find
them more musically satisfying than the
three later quartets, Op. 44 of 1839, of
which No. 1 in D Major was really the
latest composed. The two outer
movements have enough polyphony,
length, bulk and musical content to suggest
successful orchestral treatment. The
Minuer, far from being a mincing court
dance, would be even more suggestive of a
lively round dance with the addition of
woodwinds. The Andante is not really a
slow movement but is full of lyrical
sentiment. The fnale is boisterous using an
elfin perpetunm mobile and resembling 2
Neapolitan dance mixed with fugatos and a

double fugue.
—Notes by Dr. Catherine Roche

FORTY-SEVENTH SEASON
2002-2003

Presented in Cooperation with University
of the Pacific and the UOP Conservatory
of Music; Stephen Anderson, Dean

Los Angeles Piano Quartet
2:30 PM Sunday, September 15, 2002

Faye Spanos Concert Hall
RECEPITON FOLLOWING

Ariel Winds
2:30 PM Sunday, October 27, 2002

Faye Spanos Concert Hall
RECEPITON FOLLOWING

Elements Quartet
7:30 PM Sunday, November 17, 2002

Faye Spanos Concert Hall
RECEPITON FOLLOWING

Pacifica Quartet
2:30 PM Sunday, February 9, 2003

Faye Spanos Concert Hall
RECIPITON FOLLOWING

The Vega String Quartet
2:30 PM Sunday, March 23, 2003

Faye Spanos Concert Hall
DINNER FOLLOIFING

Turtle Island String Quartet

2:00 & 4:00 PM Sunday, April 13, 2003
AT 'THE HAGGIN MUSEUM, STOCKTON

TO OUR AUDIENCE

®  The use of cameras and recording
devices of any kind is forbidden.

®»  Smoking in the lobby and
auditorium is prohibited.

=  Please turn off cellular telephones
and disengage audible alarms on
pagers and electronic watches.

s UOP & Delta students are admitted
free on a space-available basis.

®  Concert programs ate subject to
change without notice.

®  Seating is unreserved for the 2002-03
Season.

*  Contributions, including memorials,
are tax deductible to the extent
allowed by law.

Tickets are available at the door.
Adult: Single $20, Season $85
Child 13-17: Single $5, Season $15
Child 12 and younger: Free
Suzuki Family Season: $50

FOCM welcomes children to our concerts.
However, an adult must accompany children
ten years of age & under (no babes in arms,
please). At the request of artists, children are
not to sit in the first four rows.




Friends of Chamber Music

Board of Directors

Officers
Michael Spencer, President
Carole Gilbertson,

Vice President
Carl Nosse, Treasurer
Janet Bonner, Secretary

Members

Susan Carson
Jean McGowan
Marie Medford
Kathe Underwood
Don Walker

Artist Selection
Committee

Ira Lehn
Warren van Bronkhorst

Past Presidents
Janet Bonner

Kathe Underwood
Martha Tipton

Frank Dick

Mary Jensen

Mary Chamberlain
Helen Kessel McCrary
Virginia Short McLaughlin
Wilfred Mitchell, Ph.D.
Tasha Stadtner
Marjorie Williams
Alfred Rageth

Robert Adams, M.D.

Founder
Walter H. Perl, 1956

For motre information:
FOCM

PO Box 4874

Stockton, CA 95204-0874
209-946-0540
209-931-4243

Contributors

Sustainer $2,000+
John & Gayle Perd

Benefactor $1,000-
1,999

Anonymous
Kathe Underwood

Patron $500-999
Michael & Helen Spencer
William Williams

The Radisson Hotel

Sponsor $250-499

Philip & Carole Gilbertson

Dr. & Mrs. Anthony
Guidon

Les & Marie Medford

John Watt

Alder Market

Donor $100-249
Olivia Beck-Bowen
Janet Bonner

Irene Borelli

Mary & Philip Bookman
Margaret Dutschke
Marilyn Malloy
Bernadine Mohorovich
Jean McGowan

Clyde Nielsen

Melinda Meyer Niemi

Donor (continued)
Carl & Dolores Nosse
Vince Perrin

Irva Rageth

John & Cynthia Simley
Ken & Joyce Thorkildson
Jack & Eleanor Vogel
Don & Ellen Walker
Michael Williams

Trader Joe’s

Supporter $50-99

Betty Beckler

Robert & Ann Chargin

Sarah Cortes

Duncan Courvoisier

Fay Goleman

Mary Jensen

Catherine Lewis

William & Madeleine Lynch

Mary Millar

Elaine Mirapaul

Manuel Orellana, MD

Marvin & Bune Primack

Nina Sacks

Louise Saunders

Elizabeth Spelts

June Spencer

Ray & Catherine Tom

Warren & Carol Van
Bronkhorst

Robert & Joan Waugh

Frank & Lynelle Wiens

Jerold & Judith Yecies

Friend $10-49

George & Beverly Blum

Mary Ann Brooks &
Steve Schermerhorn

Violet Buchanan

Jean Dean

William & Melba DuBois

Mary Ganshaw

Dr. & Mrs. Lawrence

Kearney Leeper

Bill & Ann Michaelsen

Joan Schurr

Laura Strantz

Eleanor Tatton

Harold Willis

In Memorial

The Walter & Ilse
Perl Endowment

Lois Courvoisier
Elly Frank
Mary Louise Henry
Walter & Ilse Perl
Alfred Rageth
Alma Shipkey
Shirley Turner
Lucas Underwood
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