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www.frystreetquartet.com STRING QUARTET IN C MINOR, OP. 18, NO. 4
(c.1798-1800) 00:00
1. 1 Allegro manon tanto 0:00
2. 11 Scherzo: Andante scherzoso quasi allegretto 0:00

3. 11 Menuetto: Allegretto [eHeTe)
4. 1. Allegro—Prestissimo 0:00

STRING QUARTET IN B-FLAT MAJOR, OP. 130,
WITH THE GROSSE FUGE, OP. 133 (1825)
5. 1. Adagio manon troppo—Allegro

. Presto

. Andante con moto ma non troppo

. Alla danza tedesca: Allegro assai

. Cavatina: Adagio molto espressivo

. Grosse Fuge:
Overtura: Allegro—Meno mosso e moderato—Allegro
Fuga: [Allegro]—Meno mosso e moderato—Allegro molto e con brio

BEETHOVEN

STRING QUARTET IN C MINOR, OP.18,NO. 4

STRING QUARTET IN B-FLAT MAJOR, OP. 130,
with the GROSSE FUGE, OP. 133
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Opus 18 is clearly in the realm of Mozart
and (especially) Haydn, and Beethoven
obviously had his great contemporaries
in mind. The first violin takes the
conventional leading role in the sonata
movement, which features a Haydn-esque
balance between related motifs. The
development uses orchestration to signal
change: the cello steps out of its support-
ing role to claim a share of the melodic

material. As the movement goes on the
main motifs are more ornamented, and
the forceful chords that punctuate the
exposition are used more frequently to
heighten the drama.

Beethoven eschews a slow
movement; both the second and third
movements are triple-meter dances. This
creates overarching symmetry: triple
meter dances framed by duple meter
outer movements. The'second movement
scherzo resembles the first movement:

a few simple melodic motifs are deftly
spun out across the entire movement in
canons and imitative duets. Change and
development is subtle: deft pauses where
the melodic flow had been continuous,

tangier harmonies in place of consonance,
lower voices to add weight. Like the scherzo,
the minuet is built up of short repeated
sections. But this symmetrical structure is
countered by offbeat dynamic accents that
give the meter an exaggerated swing.

The finale balances the slight, graceful
dance movements with sawing four-square
meter and robust ‘gypsy’ style. But the dance
character remains, including the elegant
balance among short, repeated sections,
fuelled by the edgy energy of the melody’s
repeated notes. As the movement approaches
the apparent final cadence, the music veers
into a set of fragmented variants on the main
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form. The development is diffident and There is no single singer in this cavatina:
the subtle orchestration unites all four
voices, creating a rich, seamless texture.
The lyricism is interrupted once, towards
the end, when the first violin stammers
|a few anxious, broken phrases over cre-
Lpuscular tremelos, bringing the music up
short. But the other voices soon subsume
the first violin into their embrace.

The Grosse Fugue is a finale like no
other, a third as long as the rest of the
quartet. It shadows a four-movement
quartet within itself: a fast double fugue;
a free-flowing slow section; a second,

dance-like fugue; and a fragmentary coda.
openswith a collage of linked fragments,
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disjunctions, intricate cross-rhythms, and
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by Haydn and Mozart, but just barely: it sounds
like something that Bartok or Stravinsky would
have been proud to have written.

In the relaxed slower section, the melodic
material sounds quite different. The theme
is stated lyrically, surrounded by murmugi

for a second fast fugue
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. The\ch‘maréfthe second fast section
drops into an eho of the slow section, which is
abruptly halted by what sounds like a few mea-
sures from the opening. The rest of the move-
ment jumps restlessly from one reminiscence to
another: a bit of the trill-laden fast fugue here, a
snippet of the first fugue there, then back to the
slow section, all punctuated by the fragments
from the opening. The music seems to wander:
often it sounds as if a final cadence is coming
yet the movement can’t quite end. It is as if
Beethoven wants to consider each important
gesture in turn—yet there is no grand conclu-
sion. Thevast movement ends with a brusque
cadence gesture. Having arrived at the Grosse
Fugue,Beethoven leaves the questions it raises
open for future musicians.

—Mary C. Francis
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