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American String Quartet 

PROGRAM 

Wolfgang Amadeus Mozart (1756-1791) Quartet in B-flat, K. 589 
Allegro 

Paul Hindemith (1895-1963) 

Ludwig van Beethoven ( 1770-1827) 

Larghetto 
Moderato 
Allegro Assai 

Quartet #3, Opus 22 
Fugato. Sehr langsamer Viertel 
Schnelle Achtel. Sehr energisch 
Ruhige Viertel. Stets fliessend 
Massig schnelle Viertel 
Rondo. Gemachlich und mit Grazie 

INTERMISSION 

Quartet in c-sharp, Opus 131 
Adagio, ma non troppo e molto espressivo 
Allegro molto vivace 
Allegro moderato 
Andante ma non troppo e molto cantabile 
Presto 
Adagio quasi un poco andante 
Allegro 

Photographing and sound recording are prohibited. 
We further request that audible paging devices not be used during performances. 

Paging arrangements may be made with ushers. 
If it is anticipated that tickets will not be used, subscribers are encouraged to turn them in for resale. 

This is a tax-deductible donation. Call 285-5400. 

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



PROGRAM NOTES 

WOLFGANG AMADEUS MOZART 
(1756-1791) 

Quartet in B-Flat, K.589 

In 1789, Mozart was invited to accompany Prince 
Lichnowsky (a prominent patronal figure in 
Beethoven's life) to the Prussian royal court at 
Potsdam. He impressed King Friedrich Wilhelm II 
and his daughter enough to be offered the post as 
Hofkapellmeister. Characteristically, Mozart turned 
the victory into a defeat by demurring, in favor of 
returning to his subsistence working for the Austrian 
Emperor who ''treats me kindly. '' In any event, that 
potentate died shortly thereafter, leaving Mozart in 
even direr straights than before. 

Nonetheless, on the coach home, Mozart began 
working on a set of quartets and keyboard sonatas for 

/ 

the Prussian king and his daughter, in hopes of 
pr()fiting from a dedication or future commissions. 
The work came to naught. 

Only three of the projected six quartets were 
completed and sold for quick cash. Only one sonata 
was completed, the composer's last in the genre, as 
are the three quartets in theirs. 

The quartets posed a special problem for the 
composer -- how to highlight the cello, the King's 
favorite instrument, without shirking stylistic matters 
of symmetry and balance? He found the solution in 
the concertante form, in which each instrument has 
equivalent solo melodic duties. 

In his essay in the new Grove ,s Dictionary, 
Stanley Sadie suggests that Mozart abandoned the 
emphasis on the cello in this quartet's latter half 
either because he couldn't resolve that issue of stylistic 
integrity and virtuosity or because his pipe-dream of a 
royal commission had gone up in smoke. 

Though not as inventive as any of the six 
" Haydn" quartets, the last quartets, for all their 
economy of expression, have a certain charm. 

). The quartet begins with a lilting theme in the 
emotionally equivocal key of B-flat, setting the 
atmosphere of the entire work. The second movement 
is built on a lovely song introduced by the viola as the 
cello offers asides to the upper strings' choralelike 
accompaniment. The third movement is rather forth-

right and thick-textured, more solid than graceful for 
a minuet, though the spry trio section does sound like 
the old Mozart. The final movement , originally con
ceived as a theme with variations, is a rondo whose 
general sprightliness presages the fairy music of 
Mendelssohn. 

PAUL HINDEMITH 
(1895-1963) 

Quartet #3, Opus 22 

In the brief eye-blink between Mozart and 
Beethoven the perspective on why composers wrote 
music shifted. While Mozart certainly created music 
because of an inner voice which could not be denied, 
his more effortful task was in finding patrons and 
writing for them -- the prominent cello part in the 
"Prussian Quartets," for example. Hardly any of his 
correspondence addresses inspiration -- most focuses 
on money. Beethoven, on the other hand, obsessed 
about the creative aspect and was notoriously cavalier 
about how he treated benefactors. 

In the unselfconscious pre-Beethoven age, com
posers might not have even understood questions 
about why they wrote music. In the vast age since, 
composers (artists in whatever medium) have been 
self-consciously concerned with that very issue. 

In the early years of this century, German com
poser Paul Hindemith, speaking for a new breed of 
artist, coined the term Gebrauchsmusik or "utility 
music,'' that is, music written with performers, 
audiences and occasions in mind rather than the more 
aesthetically fashionable notion of "art for art's 
sake." 

In 1927 he wrote, "The tenuous connection in 
music between producers [read ''composers''] and 
consumers is to be regretted. The composer today 
should write only if he knows for what purpose he is 
writing. The days of composing for the sake of com
posing are perhaps gone forever." 

Though born before the turn of the century, 
Hindemith didn't "come of age, " so to speak, until 
the waning years of the First World War and reach 
artistic maturity until the heady days of the Weimar 
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Republic. In 1915 he established himself as a per
former by being appointed leader of the Frankfort 
Opera Orchestra and second violin in the quartet 
headed by his teacher Adolph Rebner. 

Having helped support the family before the war 
by playing in cafe orchestras, he discovered that, after 
the war, the most creative artists -- Kurt Weill and 
Bertoit Brecht, for two instances -- were to be found 
in the cafes rather than in the established venues . 
Ironically, the post-Imperial egalitarianism reawaken
ed the notion of the artist as "working stiff" which 
would have been understood by Bach, Haydn and all 
those composers working in the age of autocratic 
patronage. 

The concept of the artist in his society would 

1 crystalize in Hindemith's mind with his opera Mathis 
der Maler in 1934. In 1938, Hindemith wrote to a 
friend, "there are only two things worth aiming for: 
good music and a clear conscience, and both of these 
are now being taken care of." An ardent anti-Nazi, 
Hindemith left Germany in that year for Switzerland, 
finally taking up permanent residence in this country 
two years later. 

From his first public concert in 1917 -- where a 
piano quintet and his first quartet were premiered 
-- Hindemith devoted himself to developing a musical 
voice that both drew from ages and traditions past as 
well as explored his own individual genius. 

In this third string quartet, written in 1922, we 
find Hindemith in a transitional phase. The work, at 
least in its opening sections, is cut in the mold of 
German/Internationalist Expressionism -- nicely 
fitting into the overall post-Romantic context of turn
of-the-century Europe. As it progresses we hear in
timations of Bela Bartok until it arrives at what 
Michael Steinberg described as "a more individual 
style recalling the concertante gestures and disciplined 
yet expressive lyricism of the Baroque.'' 

Instead of building a structure of key relation
ships, Hindemith uses duration as his quartet's 
cement. 

The first movement, "Fugato: very slow 
quarters," is fabricated of pulsing quarter-notes. It is 
moody, with a brief transition to an agitated climax 
which literally winds back down to the original motif, 
now over a plucked cello. The movement concludes 
with a solo violin over a dissonate bass line which 
leads to--

The second movement, "Fast eighths: very 
energetic," where a motif of eighth-notes gives the 
work its scherzo movement, complete with con
trastingly relaxed middle trio. There is a pulsing echo 
of the first movement but in eighths, while the 
agitated sections are more violent yet still resolve to 
the pensive tone of the fuga to. 

The long third movement, "easy quarters: 
always flowing," is the work's centerpiece beginning 
with a plucked chordal introduction overlaid with a 
melody for the second violin . The pulse is maintained 
as the tune is passed among the voices. Though very 
much at one with the throbbing of the other 
movements, the legato thread is a notable, haunting 
contrast. 

The final two movements, like the first two, are 
linked. The "Moderately fast quarters," featuring 
solo fireworks for the cello, leads to the uRondo: 
comfortably and with grace" with brief hints of 
Middle European folk effects in its sonorities and 
genial dancelike motifs. 

LUDWIG VAN BEETHOVEN 
( 1779-1827) 

Quartet in c-sharp minor, Opus 131 

Between 1810 and 1823-4 Beethoven wrote no 
quartets. Then, in his last three years, he devoted 
himself almost single-mindedly to that particular 
genre. 

In 1822 Prince Nikolai Golitzin commissioned a 
set of up to three quartets from the composer for 
himself to play. He was, as were many noblemen of 
his day, an amateur musician -- a cellist, in his 
instance. Due to illnes and other projects -- notably 
the Missa Solemnis (itself several years overdue) and 
the Symphony #9 -- Beethoven didn't begin serious 
work on the project until 1824 and didn't finish the 
first of the set (Op. 127) until the beginning of 1825 . 
The second (Op. 132) was completed six months later 
and the third (Op. 130) closed out the year. 

The Op. 131 quartet was begun immediately 
thereafter but not finished until June 1826. Since it 
had had no commission -- indeed, it was offered to 
four publishers before Schott of Mainz accepted it for 
publication -- we may assume it was the product of 
Beethoven's whole-hearted preoccupation with the 



genre over the preceding two years. He would end his 
career (and life) with one more quartet (Op. 135) and 
a reworking of "The Great Fugue" (Op. 133). 

This work's brooding, at times tragic, tone may 
be due in large part to his deteriorating relationship 
with his nephew Karl. Never on particularly good 
terms, Beethoven nonetheless took his nephew in as a 
foster child and their constant bickering, his constant 
scolding and the boy's constant acts of rebellion 
brought the relationship to its nadir in 1826 when 
Karl bought a pair of pistols and tried to blow his 
brains out. Both shots only gave him flesh wounds 
but the effect on his uncle's health was more pro
found and we can hear its psychological effects in the 
quartet. 

The work is dedicated to Baron Joseph von 
Stutterheim, a rare unmusical nobleman, in gratitude 
for graciously taking Karl into his regiment. 

fhe quartet is in seven movements played without 
pause. their integration made complete in the explicit 
thematic link between the first and last movements 
--the first such use of this technique in Beethoven's 
music. Critic Basil Lam suggests that this work, which 
Beethoven regarded as his greatest, is the sublime 
culmination of the 18th century string divertimento. 

The first movement is a pensive fugue, in the 
manner of the six-part ricercare in Bach's Musical 
Offering, through whose exposition and development 
we are drawn, with barely a pause, to the second 
movement in the "Neapolitan Major" (a half-step 
above the first), whose more developed dramatic 
movements were only hinted at earlier. The third 

movement is less agitated than its immediate 
predecessor, its more prominent melodic line given 
momentum by the pulsing of the slowly plucked cello. 

The fourth movement is the work's keystone -- a 
theme and brace of variations. As Basil Lam puts it: 

When action gives place to contemplation 
a set of variations seems the natural 
resource for a composer who intends a 
'still centre' for a major work, where 
tension and contrast can be banished 
by a single theme that remains in its 
home key, or if it does change key, 
does so with no hint of drama. 

The fifth movement breaks free of the meditative 
spirit of the work. It is a fleet footed Presto with none 
of the sprightliness of either Mozart's K.589 finale or 
Mendelssohn's dreamscape. 

The sixth movement most directly addresses 
Beethoven's inner pathos. With a melody associated 
with either an old French song or Kol Nidre (in its in
choate prayerlike quality), it achieves an air of 
tragedy Lam says is as "true as truth·~ simplicity ." 

The concluding movement returns to the opening 
fugue but it is now insistently resolute with a strong 
dotted rhythmic line that had been alluded to, in 
various guises, in each of the earlier movements. The 
music rises to a typically Beethovenian (Olympian) 
climax to close the work. 

Program notes by Ira J. Black 



AMERICAN STRING QUARTET 

Peter Winograd, Violin 

Laurie Carney, Violin 
Daniel Avshalomov, Viola 

David Gelber, Cello 

Described in the San Francisco Chronicle as "one of the premiere chamber music ensembles 
of the country, the American String Quartet has won praise from critics wherever they play. One 
reviewer took note of the ensemble's "technique, musicality, style, interpretation," while another 
wrote that it was "the essence of music itself that this quartet of players so readily 
communicates.'' 

The American String Quartet's European performances have elicited similar praise: "uncom
monly captivating," "the most talented of this generation's quartets," "a worthy heir to certain 
legendary chamber groups of the past," and "even by European standards, they are perfect." 

During their inaugural season, 1974, the American String Quartet won two of the most 
pretigious and coveted awards in chamber music: the Coleman Chamber Music Award in Los 
Angeles and the Walter W. Naumburg Chamber Music Award in New York. The following year, 
they began a five-year association with the Mannes College of Music, serving as its Quartet-in
Residence. In 1980 the Quartet initiated the chamber music department at America's oldest music 
school, the Peabody Conservatory in Baltimore and in the fall of 1984, accepted an appointment 
at the Manhattan School of Music, where they continue to serve as Quartet-in-Residence. They 
were one of the first chamber groups to be awarded a grant from the National Endowment for 
the Arts in recognition of their educational activities on college campuses and the grant funded 
several concerts throughout the Midwest. Recently, as a result of their desire to "get the word out 
about classical music to inner-city children," the Quartet received an award from Chamber Music 
America with funding from the New York Community Trust that will allow them to 
perform in the New York Public Schools. 

The 1991-1992 season finds the American String Quartet travelling around the world. In the 
fall of 1991, the Quartet went to Japan to tour the Smithsonian Institute's Axelrod Quartet of 
matched, decorated Stradivari instruments and then, with their own instruments, they toured Ger
many and Switzerland. During the winter, they returned to Europe for perfromances in Italy and 
Germany. Their United States concerts take them to such cities as Santa Fe, Houston and 
Princeton, and in New York, the Quartet makes their Carnegie debut at Weill Recital Hall. 
Beginning with this season, the Americans become Quartet-in-Residence at the Lied Center for 
the Performing Arts at the University of Nebraska in Lincoln. 

The Quartet's recording of both Prokofiev String Quartets has recently been released on the 
Music Heritage Society label. Of the First Quartet, Grammophone magazine wrote: "It received a 
far more persuasive performance from the American String Quartet than any earlier account I 
have heard. They communicate conviction and belief in this music." 

The American String Quartet has appeared twice on CBS TV's "Camera Three," performing 
Samuel Barber's String Quartet for the composer's 70th birthday celebration and a program of 
works by Beethoven and Mendelssohn. 


