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PROGRAM 
Quartet in G Major, Op. 76, No. 1, Hob. 111;75 (1797) .... . ............. . ........ Haydn 

Allegro con spirito 
Adagio sostenuto 
Menuello: Presto 

Finale: Allegro ma non troppo 

Quartet in F Major for oboe, violin, viola and ................. . .. . .......... . .. Mozart 
violoncello, K. 370 ( 1781) 

Allegro 
Adagio 

Rondo: Allegro 

INTERMISSION 

Quintet in G Major, Op. 45 No.1 for oboe and strings (1800) .......... . ....... Boccherini 
Allegrel/o con vivacita 

Allegretto 

Quartet in D Major, Op. 18, No.3 (1801) .......................... . ........ Beethoven 
Allegro 

Andante con moto 
Allegro 
Presto 

The Classical Quartet is represented by Beverly Simmons, Artist Representative 
3285 Enderby Road, Cleveland, Ohio(216) 283-4648 

Photographing and sound recording are prohibited. 
We further request that sudible paging devices not be used during performances. Paging arrangements may be made with ushers . 

If it is anticipated thartickets will not be used, subscribers are encouraged to turn them in for resale. 
This is a tax-deductible donation. Call 527-4933. 

Stage greer.ery by Village Greenery and Flowers. 

Public relations services by Kate Crady Public Relations. 

KUHF88:7FM 
The radio voice of Houston Friends of Music 



PROGRAM NOTES 

Quartet in G Major, Op. 76, No. 1, Hob. 111:75 ..........•.....•.•.•...•.. Franz:. Josef Haydn 
(1732-1809) 

The six quartets of Op. 76 were written in Vienna between 1796 and 1798, dedicated to Count 

Erdoby, and published in 1799. The four movements of this first one have many interesting 

features: the solo cello and solo viola opening of the Allegro con spirito; the modulatory develop

ment within the Adagio sostenuto; the scherzo character of the Menuetto; and the contrast of G 

minor in the finale. 

Quartet in F Major for Oboe, Violin, Viola and Violoncello, K. 370 .. Wolfgang Amadeus Mozart 
(1756-1791) 

Mozart completed this work in 1781 for his friend, Friedrich Ramrn, well-known as a superb 

oboist. Consequently the oboe is given a concerto-like role, with an opportunity in the Adagio for 

a small cadenza, and in the Rondeau, a quite florid passage in 4/4 to play above the strings' dance

like 6/8. 

Quintet in G Major, Op. 45, No.4, for Oboe and Strings .........•...••..•.. . Luigi Boccherini 
(1743-1805) 

This is one of a set of six quintets for flute or oboe and strings which the composer entered in his 

own catalog in 1797. They were published in 1800. Boccherini, Italian by birth and a renowned 

cellist, found royal patronage in Madrid and lived there from 1769 until his death, with the excep

tion of a few years at the court of the Prussian King Frederick William. Despite such patronage, he 

died in poverty. Boccherini was a prolific composer, producing charming, inventive, ingenuous 

music. He is considered the "father" of the string quintet. 

Quartet in D Major, Op. 18, No.3 ..........•.........•............ . Ludwig Van Beethoven 
(1770-1827) 

Beethoven was profoundly impressed when he heard Haydn's late quartets and was inspired to try 

the genre himself. From about 1796, he sketched various ideas and composed the six quartets that 

became Op. 18. By late 1800 he had not only completed them but had thoroughly revised them and 

a year later they were published. No.3 is thought by some historians to have been the first because 

it shows more direct influence of the "classism, of Haydn and Mozart. The four movements 

display a wonderful control of form and balance, and adhere to the traditional conventions of 

form and balance, and adhere to the traditional conventions of tempo and rhythm. Note that the 

third movement is called "All ego,, not Menuet or Scherzo, but does follow the old form of 

minuet and trio. 

"Original" Instruments and "Historical" Performance Practice 

The search for historical performance involves numerous different aspects, each of which has 
become an entire field of study and controversy. The questions of "original, instruments has 

naturally received the most attention. Is any instrument of the 18th century appropriately called 
"original" when performing a Haydn string quartet, or only a Viennese instrument by the very 
maker and from the very decade that Haydn himself used? Does a faithful modern copy of an 18th 
century instrument qualify as "original," or only an actual surviving artifact? It must be kept in 
mind that the artifact is probably worn out and in part unrestorable, and that Haydn performed 

his music on new instruments, not 200-year-old museum pieces. In the case of a violin or cello, 



does an 18th century instrument count if it was modernized in the 19th century (as most of them 
were), and has therefore had to be "Baroqued" in the 20th century? Does the use of "original" in
struments guarantee an authentic performing style or a superior performance; is the use of tradi
tional modern instruments incompatible with artistic truth? There is no end to questions like these; 
no easy or definitive answers. Still, in most cases, the instrument was the medium of the com
poser's thought and expression. To study and use "original'' instruments reveals much about the 
music that we could learn in no other way, and goes far to ensure a new and appropriate sense of 
style and performance. 

Although the differences are not always obvious, stringed instruments underwent profound 
changes during the Classical period. What is now called the "Baroque" violin was more fragile 
than the modern instrument; the neck was shorter and attached to the instrument at a smaller 
angle. During the second half of the century and until about 1830, the neck gradually became 
lengthened and more angled; the body was reinforced on the inside; and the strings were placed 
under increasingly high tension and later changed from gut to steel. All these changes were intend
ed both to accommodate the gradually rising pitch (Mozart's and Haydn's pitch were about a 
quarter-tone lower than ours) and to foster a large, penetrating, room-filling sound to meet the 
expressive and commercial needs of a virtuoso like Paganini, and to be heard in the new large halls 
with large public audiences. These same principles affected the viola and cello. Comparable and 
equally significant changes affected the bow. Hense, an 18th century violin permits unparalled 
lightness, clarity, and subtlety of articulation, greater ease and precision in fast tempi, and less 
need to depend on vibrato for expressive effect. 

But there is more to historical performance than using old instruments. Conscientious artists 
read widely in the theoretical and pedagogical literature of the time, to inform themselves about 
the proper performance of ornaments, questions of tempo, dynamics, articulation, rhythm, and 
balance, and especially the role of improvisation and embellishment. The 18th century had quite 
different ideas from ours about freedom and fantasy in performance. In many contexts, the 
performer was a true co-creator of the composition. 

Still another essential aspect is the need to work from the most authentic musical text. Most of 
the widely distributed editions of Haydn's music are hopelessly corrupt, containing not only 
spurious and inappropriate articulation, but many actual wrong notes. Even a critical edition or a 
so-called Urtext is often insufficiently accurate. Hence, whenever possible, the artists in the 
Classical Quartet have consulted original editions of the composers's time or autograph 
manuscripts; a sense of the style of articulation and of the composer's intentions that can be 
obtained in no other way. 

Finally, the consummate historical performer must attempt to reproduce as far as possible the 
traditions of performance of the time. Obviously there are limits; no performer can turn himself 
into an 18th century person any more than the reader of these notes expects to wear a wig. But one 
can use a small, intimate hall; hear the music in terms of contrasts of phrasing and articulation; 
have the most serious or weighty movement at the beginning rather than at the end; appreciate 
Haydn's tendency to build an entire movement out of a single idea, or Mozart's and Beethoven's 
preference for thematic dualism. 

There can be no such thing as a truly "original" 18th century instrument today, the "authen
tic" historical performance is a fanciful idea. Just as it would be a fallacy to believe that only 
"historical" performance is valid, it is equally wrong to suppose that a concern for historical 
traditions is imcompatible with the highest art in performance. 

Program Notes by James Webster 
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THE CLASSICAL QUARTET 

The Classical Quartet was founded in 1979 to perform the string quartets of Haydn, Mozart, Beethoven and their 

contemporaries on instruments of the period and in a style as close as possible to that which the composers knew. The 

artists came together at Aston Magna, a summer festival founded by Albert Fuller to explore in depth the music of the 

17th and 18th centuries, as well as the relationship of music to the other arts and humanities. In addition to frequent 

performances with Aston Magna, The Classical Quartet gives an annual series of concerts in New York City, as well as 

concert tours from the west to the east coasts. The group has also been featured in national radio broadcasts on both 

the NPR and the APR networks. Notable concert appearances include the Metropolitan Museum of Art in New York, 

the Boston and Houston Museums of Fine Arts and the Smithsonian Institution; they have also performed at the 

Mostly Mozart Festival at Lincoln Center. The members of The Classical Quartet are widely recognized and esteemed 

in the early music field and have all made frequent solo appearances with this country's leadin~ Baroque and Classical 

ensembles. The Classical Quartet's highly acclaimed recording of two of the "Haydn' Quartets by Mozart 

appears on the Titanic and Musical Heritage Society labels. 

LINDA QUAN (violin) was born in Los Angeles and attended The Juilliard School, where she received her 

B.M. and M.M. degrees. She has toured throughout the United States, Canada, Europe, the Far East, and 

Australia, performing both early and contemporary music. A founding member of The Classical Quartet, 

the Aulos Ensemble, and the Atlantic Quartet, Ms. Quan is currently on the faculty of Vassar College. She 

has recorded for CRI, Titanic, Musical Heritage Society, Nonesuch, and Opus One. 

NANCY WILSON (violin) holds degrees from Oberlin College and The Juilliard School. A founding 

member of The Classical Quartet and the Bach Ensemble, she has appeared as concertmaster and soloist 

with America's leading period instrument groups, and recently toured Europe with Amsterdam's 

Orchestra of the Eighteenth Century. Ms. Wilson has recorded for Nonesuch, Decca, Titanic, and Smith

sonian, and is on the faculties of the Mannes College of Music and Queens College. 

DAVID MILLER (viola) is a graduate of Oberlin College and The Juilliard School. In addition to being a 

founding member of The Classical Quartet, the Haydn Baryton Trio, Concert Royal, and the Bach 

Ensemble, he is an Artist-faculty member of Aston Magna. Mr. Miller is also the principal violist for 

numerous Baroque and Classical orchestras. He has recorded for Decca, the Metropolitan Museum of Art, 

Musical Heritage Society, Nonesuch, Pro Arte, the Smithsonian Collection of Recordings, and Titanic. 

LORETTA O'SULLIVAN (cello) received her B.M. degree from Manhattan School of Music and M.M. 

degree from Hartt College of Music. A member of the Haydn Baryton Trio and Aurora, she also performs 

frequently with the Smithsonian Chamber Players, Aston Magna, the Mozartean Players and the Grande 

Bande. Ms. O'Sullivan has recorded for Newport, Vox Cum Laude, Titanic, Musical Heritage Society and 

Smithsonian. She has been on the faculties of the Manhattan School of Music Preparatory Division, the 

Julius Hartt School of Music and the Third Street Music Settlement. 

MARC SCHACHMAN (classical oboe) was born in Berkeley, CA, and attended Stanford University and 

the Juilliard Schol, where he received the B.M., M.M., and D.M.A. degrees. He is a founding member of 

two of America's important original instrument ensembles: the Aulos Ensemble (1973) and the Amadeus 

Winds (1983). As a performer on historical oboes, Mr. Schachman has appeared with virtually all of 

America's early music groups and can be heard on numerous recordings on the Musical Heritage Society, 

L'Oiseau Lyre, Decca and Nonesuch labels. He has given masterclasses throughout the United States, 

Canada and Australia, has served on the faculty of the Aston Magna Academy, and currently teaches oboe 

and chamber music at Vassar College. 


