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AMERICAN STRING QUARTET 

-PROGRAM-

WOLFGANG AMADEUS MOZART (1756-1791) 

Quartet in E-flat Major, K. 42 8 

Allegro non troppo 

Andante con moto 

Menuetto: Allegro 

Allegro vivace 

DMITRI SHOSTAKOVICH (1906-1975) 

Quartet No. 3 in F Major, Op. 73 (1946) 

Allegretto 

Moderato con moto 

Allegro non troppo 

Adagio 

Moderato 

- INTERMISSIO -

MAURICE RAVEL (1875-1937) 

String Quartet in F Major 

Allegro moderato: Tres doux 

Assez vif: Tres rhythme 

Tres lent 

Vif et agite 
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WOLFGANG AMADEUS MOZART (1756-1791) 

Quartet in E-flat Major, K. 428 

Until the great quartets of Haydn and Mozart, eighteenth century 

chamber music had been written primarily for the private use of ama

teurs. As the century progressed, the dominance of complex, Baroque 

compositional methods had diminished and the style of writing had been 

simplified, making it easier for an amateur to master. Yet, at the same 

time in Vienna, the public performance of larger-scale, symphonic music 

came into vogue. And as this was written for professionals, the composer 

could explore greater complexity, even bringing back some of the intricate 

devices of baroque music such as fugues. Furthermore, in the last decades 

of the century, a full-time, professional quartet was maintained in Vienna 

by Count Razumovsky for performances at the great houses. It was at 

the point where symphonic complexity found its way into the writing of 

string quartets that the great classical repertoire for this medium was 

born. Its father was Haydn, but Mozart was close on his heels. At the 

time of his move to Vienna in 1781, Mozart took the unusual step of 

projecting a series of six string quartets without commission - inspired 

by and dedicated to Haydn - which, when Haydn got to hear ( and play) 

them, caused him to pronounce his ecstatic opinion of Mozart's genius. 

The third quartet of that set ( which as a group are confusingly known 

as "The Haydn Quartets") is heard this evening. It is written in the awkward 

key of E-Flat major which, by blocking the use of open strings, makes string 

> crossing more difficult and damps the ring of overtones, giving rise to a 

l 
I 

more cautious approach and a more muted sound. Of the six in the set, this 

., ~ quartet is the most unusual. It is the least melodic in the operatic sense, 

.. the most thematically constrained, and the most subdued in tone, overall. 

. . 
The first movement starts with all four instruments playing in unison 

an oddly contoured, rather awkward theme. There is a static quality to 

this theme - Mozart repeats it immediately with slight harmonic variation. 

~ . 
Rhythmic patterns, harmonic inventiveness and an exceptional degree 

of sharing of thematic material by the four strings further characterize 

this movement. 



The slow second movement continues the introspective timbre of the 

work. Almost melancholy, it is richly colored with dramatic dissonance 

in its central section, which is additionally distinguished by being a 

development of the first section, rather than a contrast to it. 

The third movement is a gentle Minuet-Trio. The middle trio section 

starts out a little forlorn, but soon moves into more cheerful territory. 

The Finale is almost surely a deep bow to Haydn. It is the only final 

movement of the six quartets cast in rondo form - a favorite of Haydn's. 

Its jaunty, short, witty themes, humorously accented notes, sharp dynamic 

contrasts and moments of silence are highly suggestive of Haydn's methods. 

Thus does one genius honor another. 

© Nora Avins Klein, September, 2002 

DMITRI SHOSTAKOVICH (1906-1975) 

Quartet No. 3 in F Major, Op. 7 3 (1946) 

Shostakovich wrote most of his Third Quartet in the summer of 

1946, finishing it on August 2. The work is dedicated to the members of 

the Beethoven Quartet, with whom the composer had a long and fruitful 

association. Although performances of the Third Quartet were soon to be 

banned by the government, Shostakovich remained pleased with this 

work and considered it one of his finest compositions. 

This composition can be heard as one of several works of the 1940s 

that comment on the ravages of war and inhumanity. During the war 

years, Shostakovich appeared to take advantage of relaxed supervision 

of the arts and the international success of his Seventh Symphony 

to test the limits of Soviet regulation. Many of the works of this period, 

including the Eighth and Ninth Symphonies and the Piano Trio No. 2, 

seem at odds with the Soviet aesthetic of Socialist-Realism. Thus, while 

the government expected heroic, triumphant music, particularly after 

Russia's war victories, Shostakovich's works from this time portray 

violence, horror, grief and the destruction of innocence. Ilis inth 

Symphony, a satirical chamber-like piece, seems to mock his govern

ment's trumpetings of triumph. Each of these works, in one way or 
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another, appears to question the appropriateness of optimism at the 

end of a decade, which had seen the deaths of many of his countrymen, 

both from the war and from the excesses of Stalin's regime. The 

Third Quartet can be heard to address many of the same themes as 

Shostakovich's other works from the early- and mid-1940s. 

The first movement begins innocently, as Shostakovich's earlier 

quartets often do, and is delightfully puckish. Throughout the movement, 

Shostakovich adds little ritardandos, slowing the music down briefly -

for a bit of "schmaltz." At times there is a sudden increase in dynamics, 

seeming to indicate that things will get fiercer, but the fierceness never 

really lasts - it is all in play. At the very end of the movement, when it 

seems that the composer is finally getting serious about the fierceness, 

the movement ends with two silly pizzicato chords. 

In the second movement the mood changes, beginning with resolute 

triads in the viola and a disturbing sense of two simultaneous keys. 

Repeated ostinato accompanying figures throughout the movement 

create a sense of ineluctability, as the intensity of the melody ebbs and 

flows. A contrasting central section is flippant, almost wistful, before 

the resolute viola triads return, and the movement ends with a sigh. 

The third movement is fierceness in earnest, punctuated by a 

repeated series of harsh chords in groups of five. Near the end of the 

movement, the percussive, stamping chords begin again in C major, 

seeming to herald triumph and victory in true Socialist-Realist style. 

However, the movement ends in minor, not major, mode, as if perhaps, 

upon reflection, this "victory" is not so triumphant after all. 

The fourth movement is one of Shostakovich's starkly beautiful 

depictions of the complex faces of grief. The theme is in two parts: a 

dirge-like statement with the lower three voices initially in unison, and 

a contrasting introspective melody that occurs in dialogue with it. 

These can be heard as the private and public faces of grief, or a kind of 

surreal shifting between the two, as one person might experience at a 

funeral. Moving chromatic inner voices that accompany the inward part 

of the theme seem almost unbearably intimate, as if to convey deep 

inner searching. 



An exquisite almost-before-you-know-it transition leads to the last 

movement, one of Shostakovich's bittersweet waltzes, perhaps repre

senting the sweet memory of the person who has been lost. The waltz is 

broken by the entrance of a dance-like second theme. As the movement 

comes to a close, themes from earlier movements begin to crowd in, 

including grieving motives from the fourth movement. The piece ends 

heartbreakingly, with the first violin's halting, lonely and ultimately 

unsuccessful attempts to restate the waltz theme. 

© Judy Kuhn, September, 2002 

Judith J(uhn is a graduate student of the renowned English Shostakovich scholar, 
David Fanning. She is writing a Ph.D thesis on the string quartets of Dmitri Shostakovich. 

MAURICE RAVEL (1875-1937) 

String Quartet in F Major 

The new direction taken by French artists in the aftermath of 

France's defeat in the Franco-Prussian war was the result of a deliberate 

albeit spontaneous impulse to distance themselves from Germanic influ

ences. Thus, post-war France saw the explosive emergence of a distinc

tive voice in literature, poetry, painting and music. Into this environ

ment Ravel was born in 1875, to a Swiss-French father and a Spanish

Basque mother. Ravel's father was an engineer-inventor with a degree 

in music harmony from ·the Geneva Conservatory. He was in Spain 

building railways when he met, and in 187 4 married a young Basque 

woman. Their first child was Maurice Ravel, born in the Basque region 

of France. They soon moved to Paris where Ravel seems to have 

enjoyed a happy and music-filled childhood. At age fourteen Ravel 

entered the Paris Conservatory as a piano student. He was already 

producing compositions admired by his fellow-classmates, if not by his 

teachers. During his early years at the Conservatory he won no prizes, 

and by age twenty, he left. Ravel has acknowledged the influences of 

Eric Satie and, of course, Debussy, during this time, while at the same 

time he was drawn to the individuality of the self-taught composers 

Chabrier and Mussorgsky. Away from the Conservatory, he worked with 
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Stravinsky in Switzerland, while continuing to experiment with compo

sition on his own. He returned to the Paris Conservatory as a student of 

Gabriel Faure with whom he would study until age twenty-nine. This 

second apprenticeship at the Conservatory was characterized by disap

pointment and frustrations which resulted from dealing with a rigid aca

demic hierachy uninterested in contemporary ideas. 

Ravel four times failed to win a Prix de Rome even when he already 

had attained a reputation outside the school. Faure remained generally 

supportive, but when, at age twenty-eight, Ravel showed him the mostly 

finished score of his String Quartet, Faure criticized it severely. A week 

later Faure asked to see the revisions. Ravel replied, "I'd rather put it 

away. You thought it so bad." "Bring it with you next time. I may have 

been mistaken," was Faure's response. In the end Faure could not give his 

approval, objecting particularly to the last movement as "unbalanced." 

Ravel then sent it to Debussy, whose own String Quartet was already a 

success of ten years' standing. Debussy's response: "In the name of the 

gods of music and for my sake personally, do not lay another finger on 

your String Quartet." At publication it was dedicated to Faure. 

The String Quartet is in four movements, characterized by brilliant 

use of color and motion. The first movement, marked "tres doux," starts 

out with the supreme simplicity of an ascending diatonic scale under

pinning a child-like melody. Although the movement's tonality is never 

in doubt, the music is filled with the parallel chord progressions which 

are the trademark of the modern French School. 

The second movement is rhythmically evoking the vigorous cross 

accents of music of the Iberian Peninsula. Ravel makes extensive use of 

plucked strings in this movement, alternating with the muffled sound of 

muted strings in the slow middle section. The slow third movement 

introduces thematic material from the first while making use of various 

meters and a lush display of colors. The Finale is rhythmically bold, 

opening with a meter of 5;8 , then changing to 5;4 and 3;4 . A rambunctious 

Spanish dance influence is as unmistakable as is its debt to the sounds 

of the twentieth century. 



A French recording of the String Quartet on the Polydor label was 

made in Paris by the Galimir Quartet before the Second World War, 

under the direct supervision of Ravel. 

© Nora Avins Klein, July, 2002 

THE AMERICAN STRING QUARTET 

Praised as "the finest quartet based in New York" in the December 

2001 issue of Strad magazine, the American String Quartet has achieved 

a position of rare esteem in the__ world of chamber music. On annual tours 

that have included virtually every important concert hall in ten European 

countries and across North America, the Quartet has won critical acclaim 

for its presentations of the complete quartets of Beethoven, Schubert, 

Schoenberg, Bart6k and Mozart, and for collaborations with a host of dis

tinguished artists. In the 1998-1999 season, the quartet celebrated its 

twenty-fifth anniversary with a tour that included concerts in all fifty 

states, a performance at the Kennedy Center in Washington, and two 

European tours. 

This year the quartet begins a new four-year cycle at Princeton 

University where they will perform the complete quintets and sextets of 

Mozart and Brahms, joined in each concert by a renowned guest. Its 

1998 recordings of all the Mozart string quartets for Musical Heritage on 

a set of matched Stradivarius instruments are widely con-sidered to have 

set the standard for this repertoire. 

As champions of new music, the American String Quartet has given 

the premiere of many new works, most recently including Richard 

Danielpour's Quartet No. 4 (2001), commissioned by Kansas City Friends 

of Chamber Music and Curt Cacioppo's "a distant voice calling" (2002), 

commissio~ed by Arizona Friends of Chamber Music. The American's 

recording of three recent quartets by Kenneth Fuchs was released by 

Albany Records in 2001. 

The American String Quartet has served as resident quartet at the 

Aspen Music Festival since 197 4 and the Manhattan School of Music in 

New York since 1984. In 1999 the group was invited to judge the first 

Bordeaux International String Quartet Competition. 
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Formed in 197 4, when its original members were all students at the 

Juilliard School, the American String Quartet won both the Coleman 

Competition and the Naumburg Award that same year. In addition to 

their busy schedule with the Quartet, all members find time for solo 

appearances and recitals. 

PETER WINOGRAD, violin, was born into a gifted musical family and 

began his studies with his parents. His father was the founding cellist 

of the Juilliard Quartet and his mother a professional pianist. Ile gave 

his first solo public performance at the age of eleven and at seventeen 

was accepted as a scholarship student of Dorothy Delay at the Juilliard 

School. A top prize-winner in the 1988 Naumburg International Violin 

Competition, Peter Winograd was recognized as one of the most prom

ising young American artists. Mr. Winograd joined the American String 

Quartet in 1990, and when time allows, he continues to appear as 

soloist in the U.S. and abroad. He is a member of the violin and 

chamber music faculties of the Manhattan School of Music. His 

instrument is by Bussetto, Cremona, 1675. 

LAURIE CARNEY, violin, is a founding member of the American 

String Quartet. She began her studies at home, and, at the age of 

eight was the youngest violinist ever admitted to the Preparatory 

Division of the Juilliard School. At fifteen, she was the youngest to 

be accepted into the college where she received her B.M. and M.M. 

degrees. Currently professor of violin at the Manhattan School of 

Music, she has held teaching positions at the Mannes College of Music, 

Peabody Conservatory, the University of Nebraska and the Shepherd 

School of Music. She regularly performs the duo repertory with her 

husband, cellist William Grubb. Her violin is by Carlo Tononi, 

Venice, 1763 . 

DANIEL AvsnALOMOV, viola, is the son of composer/conductor Jacob 

Avshalomov. He began his training in Oregon, and, after a year's study 

abroad (with Orrea Pernel and members of the Amadeus Quartet), 

took his B.M. and M.M. degrees at Juilliard. Before joining the quartet, 

he was principal violist for the orchestras of the Spoleto, Tanglewood 

and Aspen Festivals as well as for the Brooklyn Philharmonia and the 



American Composers Orchestra. Ile was a founding member of the 
Orpheus Chamber Ensemble. Mr. Avshalomov gave the premiere in 
New York of Giampaolo Bracali's Concerto per viola, which has also 
been broadcast in Europe by RAI. His essays and criticism appear in 
respected musical journals, and he has prepared editions of contem
porary viola works for publication. Ilis instrument is by Andrea Amati, 
Cremona, 1568. 

MARGO TATGENIIORST, cello, joined the quartet in 2002. She has served 
as Assistant Principal Cellist of the Pittsburgh Symphony and as Principal 
Cellist of the Oregon Symphony. In the 2003-2004 season she will give 
the premiere of a cello concerto by David Ludwig with Jaime Laredo and ~ 

the Vermont Symphony Orchestra. Ms. Tatgenhorst studied with David 
Soyer of the Guarneri Quartet at the Curtis Institute and won a top prize 
in the Fischoff Chamber Music Competition. She has recently formed a 
string trio, Divertimento, with Soovin Kim and Michael Tree, and she has 
collaborated with members of the Orion and Guarneri Quartets and the 
Beaux Arts Trio. Her cello is by Vicenzo Postiglione, Naples, 1891. 

The American String Quartet is represented by Melvin Kaplan, Inc. 

115 College Street, Burlington, Vermont 05401 

Recordings: CRI, Musical Heritage Society, Nonesuch, New World, MusicMasters 

- NEXT CONCERT -

Prazak String Quartet 
TUESDAY, NOVEMBER 5, 2002 8:00 P.~1. 

SUJ<-MEDITATION ON THE ST. \VENCESLAS CIIORALE, OP. 35 

HAYDN-QUARTET IN A MAJOR, OP. 20, No. 6 

MARTINU-QUARTET No. 7 

Sr.lETANA-QUARTET No. 1 IN E MINOR, "FROM MY LIFE" 
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