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ARTIST PROFILES

The Alexander String Quartet is proud to cel-
ebrate its 30th anniversary this season. The
quartet has been an ensemble-in-residence
since 1989 with San Francisco Performances,
the result of a unique partnership between SF
Performances, San Francisco State University
and the May T. Morrison Chamber Music Center.
Starting in 1994, the Quartet joined with SF Per-
formances’ music historian-in-residence, Rob-
ert Greenberg, to present the Saturday Morning
Series exploring string quartet literature.

The Quartet has appeared on SF Perfor-
mances’ mainstage Chamber Series many
times since 1990, collaborating with such
artists as soprano Elly Ameling, clarinetists
Richard Stolzman and Joan Enric Lluna, and
pianists James Tocco, Menahem Pressler and
Jeremy Menuhin. The Alexander String Quar-
tet is also the cornerstone of SF Performances’
educational outreach in public high schools.

Robert Greenberg, in addition to his pro-
grams with the Alexander String Quartet, lec-
tures frequently for SF Performances.

The Alexander String Quartet

The Alexander String Quartet has per-
formed in the major music capitals of five
continents, securing its standing among the
world’s premier ensembles over nearly three
decades. Widely admired for its interpreta-
tions of Beethoven, Mozart and Shostakov-
ich, the quartet has also established itself as
an important advocate of new music through
more than 25 commissions and numerous
premiere performances. The Alexander String
Quartet is a major artistic presence in its
home base of San Francisco, serving there
as directors of the Morrison Chamber Music
Center at the School of Music and Dance in
the College of Creative Arts at San Francisco
State University and Ensemble in Residence
of San Francisco Performances.
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The Alexander Quartet’s annual calendar of
concerts includes engagements at major halls
throughout North America and Europe. The
quartet has appeared at Lincoln Center, the
92nd Street Y and the Metropolitan Museum
in New York City; Jordan Hall in Boston; the
Library of Congress and Dumbarton Oaks in
Washington; and chamber music societies and
universities across the North American conti-
nent. Recent overseas tours have brought them
to the United Kingdom, the Czech Republic,
the Netherlands, Italy, Germany, Spain, Portu-
gal, Switzerland, France, Greece, the Republic
of Georgia, Argentina and the Philippines. The
many distinguished artists to collaborate with
the Alexander String Quartet include pianists
Menahem Pressler, Gary Graffman, Roger
Woodward, Jeremy Menuhin and Joyce Yang;
clarinetists Eli Eban, Charles Neidich, Joan En-
ric Lluna and Richard Stoltzman; cellists Lynn
Harrell, Sadao Harada and David Requiro;
violist Toby Appel; and soprano Elly Ameling.
Among the quartet’s more unusual collabora-
tions have been numerous performances of
Eddie Sauter’s seminal Third Stream work, Fo-
cus, in collaboration with Branford Marsalis,
David Sanchez, and Andrew Speight.

The Alexander Quartet’s twenty-fifth anni-
versary as well as the twentieth anniversary
of its association with New York City’s Baruch
College as Ensemble in Residence was cel-
ebrated through a performance by the ensem-
ble of the Shostakovich string quartet cycle.
Of these performances at the Baruch Perform-
ing Art Center Engelman Recital Hall, The
New York Times wrote, “The intimacy of the
music came through with enhanced power
and poignancy in the Alexander Quartet’s vi-
brant, probing, assured and aptly volatile per-
formances....Seldom have these anguished,
playful, ironic and masterly works seemed
so profoundly personal.” The Alexander was
also awarded Presidential Medals in honor of
their longstanding commitment to the Arts
and Education and in celebration of their two
decades of service to Baruch College.

Highlights of the 2010—2011 season in-
clude a two multiple concert series for SF
Performances, one presenting the com-
plete quartets of Bartok and Kodaly and the
other music of Dvofak; the conclusion of a
Beethoven cycle for Mondavi Center; and a
continuing annual series at Baruch College
in New York City. The quartet also performs
an all-Beethoven program at the Lied Center
of Kansas, two tours of Spain (including the
inaugural performances of a new festival in
Godella), and a second tour of Argentina.
They also continue their annual residencies
at Allegheny College, Lewis & Clark College
and St. Lawrence University.
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Over the past decade the Alexander String
Quartet has added considerably to its dis-
tinguished and wide-ranging discography.
Currently recording exclusively for the Fog-
hornClassics label, the Quartet’s most recent
release (June 2009) is a complete Beethoven
cycle. Music Web International has described
the performances on this new Beethoven set
as “uncompromising in their power, intensity
and spiritual depth,” while Strings Magazine
described the set as “a landmark journey
through the greatest of all quartet cycles.”
The FoghornClassics label released a three-
CD set (Homage) of the Mozart quartets dedi-
cated to Haydn in 2004. Foghorn released the
a six-CD album (Fragments) of the complete
Shostakovich quartets in 2006 and 2007, and
a recording of the complete quartets of Pulit-
zer prize-winning San Francisco composer,
Wayne Peterson, was released in the spring of
2008. BMG Classics released the quartet’s first
recording of Beethoven cycle on its Arte Nova
label to tremendous critical acclaim in 1999.

In celebration of the Quartet’s forthcom-
ing thirtieth anniversary, San Francisco Per-
formances has commissioned a new work for
string quartet and mezzo-soprano from Jake
Heggie; the work will be premiered in a perfor-
mance in collaboration with Joyce DiDonato in
February 2012 at the Herbst Theater. Other re-
cent Alexander premieres include Rise Chant-
ing by Augusta Read Thomas, commissioned
for the Alexander by the Krannert Center and
premiered there and simulcast by WFMT radio
in Chicago. The quartet has also premiered
String Quartets Nos. 2 and 3 by Wayne Peter-
son and works by Ross Bauer (commissioned
by Stanford University), Richard Festinger, Da-
vid Sheinfeld, Hi Kyung Kim, and a Koussev-
itzky commission by Robert Greenberg.

The Alexander String Quartet was formed
in New York City in 1981 and the following
year became the first string quartet to win the
Concert Artists Guild Competition. In 1985,
the quartet captured international attention
as the first American quartet to win the Lon-
don International String Quartet Competi-
tion, receiving both the jury’s highest award
and the Audience Prize. In May of 1995, Al-
legheny College awarded Honorary Doctor
of Fine Arts degrees to the members of the
quartet in recognition of their unique con-
tribution to the arts. Honorary degrees were
conferred on the ensemble by St. Lawrence
University in May 2000.

Robert Greenberg
Robert Greenberg was born in Brooklyn,

New York in 1954, and has lived in the San
Francisco Bay Area since 1978. He received

a BA in music from Princeton University in
1976 and, in 1984, a Ph.D. in music from Uni-
versity of California at Berkeley, where his
principal teachers were Andrew Imbrie and
Olly Wilson in composition and Richard Fel-
ciano in analysis.

Greenberg has composed more than 45
works for a wide variety of instrumental and
vocal ensembles. Recent performances of his
works have taken place in New York, San Fran-
cisco, Chicago, Los Angeles, England, Ireland,
Greece, Italy and The Netherlands, where his
Child’s Play for String Quartet was performed
at the Concertgebouw of Amsterdam.

Greenberg has received numerous honors,
including three Nicola de Lorenzo Composi-
tion Prizes and three Meet-The-Composer
Grants. Recent commissions include the Kous-
sevitzky Foundation in the Library of Con-
gress, the Alexander String Quartet, the San
Francisco Contemporary Music Players, the
Strata Ensemble, San Francisco Performances
and the XTET ensemble. Greenberg is a board
member and an artistic director of Composers,
Inc., a composers’ collective/production orga-
nization based in San Francisco. His music is
published by Fallen Leaf Press and CPP/Bel-
win, and is recorded on the Innova label.

Greenberg has performed, taught and lec-
tured extensively across North America and
Europe. He is currently music historian-in-resi-
dence with San Francisco Performances, where
he has lectured and performed since 1994, and
is a faculty member of the Advanced Manage-
ment Program at the University of Pennsyl-
vania’s Wharton School of Business. He has
served on the faculties of UC Berkeley, Califor-
nia State University East Bay and the San Fran-
cisco Conservatory of Music, where he chaired
the Department of Music History and Literature
from 1989—2001 and served as director of the
Adult Extension Division from 1991-96.

Greenberg has lectured for some of the
most prestigious musical and arts organiza-
tions in the United States, including the San
Francisco Symphony (where for ten years he
was host and lecturer of the nationally ac-
claimed “Discovery Series”), the Chautauqua
Institute, the Ravinia Festival, Lincoln Cen-
ter for the Performing Arts, the Van Cliburn
Foundation, Villa Montalvo, Music @ Menlo
and the University of British Columbia.

In addition, Greenberg is a sought-after lec-
turer and has recently spoken for such diverse
organizations as S.C. Johnson, Canadian Pacif-
ic, Deutsches Bank, the University of Califor-
nia/Haas School of Business Executive Semi-
nar, the University of Chicago Graduate School
of Business, Harvard Business School Pub-
lishing and Kaiser-Permanente. He has been
profiled in the Wall Street Journal, the Times of
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London, Los Angeles Times, Christian Science
Monitor, San Francisco Chronicle, the Universi-
ty of California Alumni Magazine and Princeton
Alumni Weekly. Greenberg is the resident com-
poser and music historian to National Public
Radio’s Weekend All Things Considered.

In February 2003, the Bangor Daily News in
Maine referred to Greenberg as the “Elvis” of
music history and appreciation,” an appraisal
that has given him more pleasure than any other.

In May 1993, Greenberg recorded a 48-lec-
ture course entitled “How to Listen to and
Understand Great Music” for the Teaching
Company/Great Courses Program. Twelve
further courses, including “Concert Master-
works,” “Bach and the High Baroque,” “The
Symphonies of Beethoven,” “How to Listen
to and Understand Opera” and “The Funda-
mentals of Music” have been recorded since,
totaling more than 500 lectures.

His book, How to Listen to Great Music, was
published by Penguin Books in early 2011.

Program Notes

String Quartet in B-flat Major, D.112

FRANZ SCHUBERT
Born January 31, 1797, Vienna
Died November 19, 1828, Vienna

Schubert was the youngest son of a pro-
digiously musical family. Father Franz The-
odor was an amateur cellist of modest gifts,
and the composer’s brothers Ignaz and Fer-
dinand both played the violin. Young Franz
was a fine violinist but preferred to play viola
in string quartets (as did Mozart, Beethoven,
and Dvofak), perhaps because it let him
be right at the center of the harmony. The
Schubert family members formed a string
quartet in 1811, when the composer was four-
teen, and played together for three years,
performing—for themselves only—quartets by
Haydn, Mozart, Beethoven and many others.

One of the “others” was Schubert himself,
for the boy was already composing. Of his
fifteen string quartets, the first eight were
written for the family quartet. The Quartet
in B-flat Major performed on this concert,
sometimes called the Eighth Quartet, was the
last of these, and some scholars feel that it is
the first of Schubert’s quartets to show char-
acteristics of his mature style. He wrote it in
the space of nine days (September 5-13, 1814),
carefully noting the date of completion after
each movement. He was seventeen years old,
and one month later he would write the song
“Gretchen am Spinnrade,” one of his first
masterpieces.

The form of this quartet is quite conven-
tional, though already Schubert shows some
of the harmonic freedom that would mark his
greatest work. The first violin alone immedi-
ately announces the main theme of the Alle-
gro ma non troppo, and this melody quickly
appears in the other voices. The exposition
is unusually long, and Schubert makes ex-
tensive use of triplets in the development;
in the manuscript he proudly noted after
the final bar that he had written this move-
ment in four-and-a-half hours. The Andante
sostenuto caused Schubert more difficulty:
he began the next day, September 6, but this
movement took four days to complete. A duet
of second violin and viola announce the first
subject, in G minor, but Schubert moves to F
major for the second theme, and the develop-
ment takes him through at least three more
keys. The minuet dances sturdily; its gentle
trio section is marked dolce. The concluding
Presto belongs largely to the first violin: low-
er voices provide the shifting harmony while
the first violin dances athletically above
them. Listeners may recognize, both rhyth-
mically and thematically, some pre-echoes
of the scherzo of Schubert’s “Great” C-Major
Symphony, written eleven years later.

Schubert completed this quartet on Sep-
tember 13, 1814, and doubtless it was per-
formed within days by the family quartet.
And there it remained for years. The first pub-
lic performance took place in Vienna on Feb-
ruary 23, 1862, forty-eight years after it was
composed; the quartet was published the fol-
lowing year as Schubert’s Opus 168.

String Quartet in E Major, D.353

Schubert composed the String Quartet in
E Major in 1816. He was nineteen years old
and still living at home, but he was matur-
ing rapidly as a composer: that year also saw
the creation of his Fifth Symphony, the three
violin sonatinas, and nearly one hundred and
seventy songs. The quartet was probably in-
tended for performance by the Schubert fam-
ily string quartet, but this music strains the
notion of Hausmusik a little-it is a difficult
and demanding piece, even for professional
performers. One of the most striking things
about the quartet is its key, for while E major
may be a brilliant key, but it can also be an
awkward one for string players (there are very
few string quartets in E major). Beyond this,
much of the writing here is extremely fast: the
first movement is marked Allegro con fuoco,
and both the minuet and finale are marked
Allegro vivace. The Schubert family quartet
may have been very good, but they were prob-
ably pressed by the difficulties of this music.
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A number of observers have felt the influ-
ence of Mozart on the Quartet in E Major. In
his journal entries that year, the teenaged
Schubert had written of his overpowering
admiration for the earlier composer, and the
Fifth Symphony of that same year is invariably
described as Schubert’s most “Mozartean”
symphony. Some have detected the shapes
of themes from Mozart’s symphonies in this
quartet, but the utter freedom of harmonic
modulation is entirely Schubert’s own, even
at this early age.

Mozart would certainly have recognized
the form of Schubert’s Quartet in E Major, for
it duplicates his own. The sonata-form first
movement opens dramatically with the first
violin’s two-octave leap, while the second
subject, announced quietly by the second
violin, has been compared to the opening of
Mozart’s Symphony No. 40. After an extended
development, the quartet’s opening gesture
returns to drive the movement to its ringing
final chords. The Andante, in A major, opens
with a gentle dotted melody that will then
evolve across the span of the movement. The
first violin has a particularly florid part as the
movement develops, and the writing for that
instrument (here and throughout the quar-
tet) is often set unusually high for chamber
music. The vigorous Menuetto returns to the
home key, but the unusual part of this move-
ment is its trio section in C major; rather
than casting this in the expected two-part
form with repeats, Schubert instead makes
it one extended passage that leads—without
repeats—back to the minuet. Schubert titles
the finale Rondo, but it has been pointed out
that the opening theme never returns in the
same key, something expected in standard
rondo form. Here the music ranges far afield
harmonically and finally drives to a cadence
of almost symphonic strength.

Quartettsatz in C minor, D.703

Schubert composed the Quartettsatz—that
title, which did not originate with Schubert,
means simply “quartet movement”-in De-
cember 1820, when he was just a few weeks
short of his 24th birthday. He had apparently
planned to write a standard four-movement
quartet, but completed only the first move-
ment and a 41-measure fragment of what
would have been an Andante second move-
ment. No one knows why he set so promising
a work aside and left it unfinished, but-like
the “Unfinished” Symphony—-the surviving
movement is significant enough by itself to
stand as a satisfying whole.

Curiously, the Allegro assai opening move-

continued on page 6
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Program Notes

String Quartet in A minor, D.804

FRANZ SCHUBERT
Born January 31, 1797, Vienna
Died November 19, 1828, Vienna

The year 1823 was devastating for Schubert.
He had become ill the previous fall (every in-
dication is that he had contracted syphilis),
and by May he had to be hospitalized. Much
weakened (and with his head shaved as part
of the hospital treatment), he required the
rest of the year simply to regain strength
to function, and early in 1824 he turned to
chamber music. His friend Franz von Schober
described him in February: “Schubert now
keeps a fortnight’s fast and confinement. He
looks much better and is very bright, very
comically hungry and writes quartets and
German dances and variations without num-
ber.” But-despite Schober’s hopes—Schubert
had not made a triumphant return to life
and strength. Instead, he entered the new
year with the bittersweet knowledge that al-
though he may have survived that first round
of illness, he would never be fully well again.

Schober was right, though, that his friend
would return to composing with chamber mu-
sic. He wrote first the Octet, and then in Febru-
ary and March 1824, he composed the two ex-
traordinary quartets heard on this program: the
Quartet in A minor and the Quartet in D minor,
nicknamed “Death and the Maiden”. The Quar-
tet in A minor was first performed on March 14
by a quartet led by the violinist Ignaz Schup-
panzigh, one of Beethoven’s close friends. It
is nearly impossible to define the quality that
makes this quartet-and much of Schubert’s late
music-so moving. His lyricism has now been
transformed by a new emotional maturity, and
a quality of wistfulness, almost sadness, seems
to touch even the music’s happiest moments.
Schubert’s biographer Brian Newbould draws
attention to the fact that this quartet takes some
of its themes from Schubert’s own songs, and
the texts of those songs furnish a clue to the
quartet’s emotional content. This music is also
full of harmonic surprises (keys change sudden-
ly, almost like shifts of light) and is marked by a
complex and assured development of themes.
The Quartet in A minor may lack the dramatic,
hard-edged impact of “Death and the Maiden,”
but many consider it Schubert’s finest quartet.
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From its first instant, the Allegro ma non
troppo shows the hand of a master. The ac-
companiment-a sinuous, winding second
violin line over pulsing viola and cello-is
static, and Newbould points out that this is
precisely the form of the accompaniment of
Schubert’s great song Gretchen am Spinnrade
(1814), which begins with the words Meine
Ruh’ ist hin: “My peace is gone, My Heart is
sore, I shall find it never and nevermore.”
Over this, the first violin’s long-lined main
melody seems to float endlessly, beginning
to develop and change harmonically even
before it has been fully stated. The remark-
able thing about this “lyric” theme is that
it can be developed so effectively as an “in-
strumental” theme: its long flow of melody
is finally interrupted by a fierce trill motto in
the lower strings that will figure importantly
in the development. A second theme, shared
by the two violins, is similar in character to
the opening idea, and this movement-which
arcs over a very long span—finally concludes
with the trill motto.

Listeners will recognize the theme of the
Andante as a Schubert favorite, though this
one is not from a song: he had already used
this poised melody in his incidental music to
Rosamunde and would later use it in one of
the piano Impromptus. This song-like main
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idea remains simple throughout (it devel-
ops by repetition), but the accompaniment
grows more and more complex, and soon
there are swirling voices and off-the-beat ac-
cents beneath the gentle melody.

The Menuetto opens with a three-note
figure from the cello’s deep register, and
that dark, expectant sound gives this
movement its distinct character. New-
bould notes that Schubert took the theme
of the trio section from his 1819 song Die
Gotter Griechenlands, where it sets Schil-
ler’s nostalgic lament Schéne Welt, wo bist
du?: “Beautiful world, where are you?” The
minuet returns, and this movement dances
solemnly to its close.

The A-major tonality of the finale may
comes as a surprise, given the gravity of the
first three movements, but it does make an ef-
fective conclusion. This Allegro moderato is a
rondo in which all three themes have a danc-
ing character, though at moments one feels
the wistfulness of the earlier movements
creeping into the music’s otherwise carefree
progress. Full of energy, this movement is
also marked by Schubert’s careful attention
to detail: in the parts, he notes with unusual
care the phrasing, accents, and dynamic
shadings and contrasts that give this music
its rich variety.

String Quartet in D minor, D. 810
“Death and the Maiden”

The nickname Der Tod und Das Mddchen
(“Death and the Maiden”) for this quartet
comes from Schubert’s use of a theme from
his 1817 song by that name as the basis for
a set of variations in the quartet’s second
movement. In the song, which sets a poem
of Matthias Claudius, death beckons a young
girl; she begs him to pass her over, but he
insists, saying that his embrace is soothing,
like sleep. It is easy to believe that, under
the circumstances, the thought of soothing
death may have held some attraction for the
composer.

The quartet itself is extremely dramatic.
The Allegro rips to life with a five-note figure
spit out by all four instruments. This hardly
feels like chamber music. One can easily
imagine this figure stamped out furiously by
a huge orchestra, and the dramatic nature of
this movement marks it as nearly symphonic
(in fact, Gustav Mahler arranged this quartet
for string orchestra in 1894, and that version
is still performed and recorded today). A gen-
tle second subject brings a measure of relief,
but the hammering triplet of the opening fig-
ure is never far away—it can be heard quietly

continued on page 6
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ASQ 1/14 Notes continued from page 3

ment of this quartet is similar to the first
movement of the “Unfinished” Symphony:
both feature the same sort of double-stroked
opening idea in the first violins, both are
built on unusually lyric ideas, and both offer
unexpected key relations between the ma-
jor theme-groups. In fact, the key relation-
ships are one of the most remarkable aspects
of the quartet: it begins in C minor with the
first violin’s racing, nervous theme, and this
quickly gives way to the lyric second idea in
A-flat major, which Schubert marks dolce.
The quiet third theme-a rocking, flowing
melody-arrives in G major. As one expects
in Schubert’s mature music (and the 23-year-
old who wrote this music was a mature com-
poser), keys change with consummate ease,
though one surprise is that the opening idea
does not reappear until the coda, where it re-
turns in the closing instants to hurl the move-
ment to its fierce conclusion.

Listed as the twelfth of Schubert’s fifteen
string quartets, the Quartettsatz is gener-
ally acknowledged as the first of his mature
quartets. The first eleven had been written
as Hausmusik for a quartet made up of mem-
bers of Schubert’s own family: his brothers
played the violins, his father the cello, and
the composer the viola. Because he was writ-
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ing for amateur musicians in those quartets,
Schubert had kept the demands on the play-
ers relatively light-his cellist-father in par-
ticular was given a fairly easy part in those
quartets. But in the Quartettsatz and the
three magnificent final quartets Schubert felt
no such restrictions. The Quartettsatz, which
makes enormous technical demands (includ-
ing virtuoso runs for the first violin that whip
upward over a span of three octaves), was
clearly intended for professional performers.

—Program notes by Eric Bromberger

ASQ 1/28 Notes continued from page 5

in the accompaniment, as part of the main
theme, and as part of the development. The
Allegro, which lasts a full quarter of an hour,
comes to a quiet close with the triplet rhythm
sounding faintly in the distance.

The Andante con moto is deceptively sim-
ple. From the song Der Tod und Das Mcddchen,
Schubert uses only death’s music, which is an
almost static progression of chords; the melody
moves quietly within the chords. But from that
simple progression Schubert writes five varia-
tions that are themselves quite varied—by turns
soaring, achingly lyric, fierce, calm—and the won-
der is that so simple a chordal progression can
yield music of such expressiveness and variety.

After two overpowering movements, the
Scherzo: Allegro molto might seem almost
lightweight, for it is extremely short. But it
returns to the slashing mood of the opening
movement and takes up that same strength.
The trio sings easily in the lower voices as the
first violin flutters and decorates their melodic
line; an unusual feature of the trio is that it has
no repeat-Schubert instead writes an exten-
sion of the trio, almost a form of variation itself.

The final movement, appropriately marked
Presto, races ahead on its 6/8 rhythm. Some
listeners have felt that this movement is death-
haunted, and they point out that its main
theme is a tarantella, the old dance of death,
and that Schubert also quotes quietly from his
own song Erlkonig. Significantly, the phrase he
quotes in that song sets death’s words “Mein li-
ebes Kind, komm geh mit mir” (My dear child,
come go with me), which is precisely the mes-
sage of the song Der Tod und das Mddchen.
What this movement is “about” must be left
to each listener to decide, but it is hard to be-
lieve this music death-haunted. The principal
impression it makes is of overwhelming pow-
er—propulsive rhythms, huge blocks of sound,
sharp dynamic contrasts—and the very ending,
a dazzling rush marked Prestissimo that sud-
denly leaps into D major, blazes with life.

—Program notes by Eric Bromberger
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vanced Management Program at the Uni-
versity of Pennsylvania’s Wharton School of
Business. He has served on the faculties of
UC Berkeley, California State University East
Bay and the San Francisco Conservatory of
Music, where he chaired the Department of
Music History and Literature from 1989—2001
and served as director of the Adult Extension
Division from 1991—96.

Greenberg has lectured for some of the
most prestigious musical and arts organiza-
tions in the United States, including the San
Francisco Symphony (where for ten years he
was host and lecturer of the nationally ac-
claimed “Discovery Series”), the Chautauqua
Institute, the Ravinia Festival, Lincoln Cen-
ter for the Performing Arts, the Van Cliburn
Foundation, Villa Montalvo, Music @ Menlo
and the University of British Columbia.

In addition, Greenberg is a sought-after
lecturer and has recently spoken for such di-
verse organizations as S.C. Johnson, Canadian
Pacific, Deutsches Bank, the University of
California/Haas School of Business Executive
Seminar, the University of Chicago Graduate
School of Business, Harvard Business School
Publishing and Kaiser-Permanente. He has
been profiled in the Wall Street Journal, the
Times of London, Los Angeles Times, Chris-
tian Science Monitor, San Francisco Chronicle,
the University of California Alumni Magazine
and Princeton Alumni Weekly. Greenberg is
the resident composer and music historian to
National Public Radio’s Weekend All Things
Considered.

In February 2003, the Bangor Daily News in
Maine referred to Greenberg as the “Elvis” of
music history and appreciation,” an appraisal
that has given him more pleasure than any
other.

In May 1993, Greenberg recorded a forty-
eight-lecture course entitled “How to Lis-
ten to and Understand Great Music” for the
Teaching Company/Great Courses Program.
Twelve further courses, including “Con-
cert Masterworks,” “Bach and the High Ba-
roque,” “The Symphonies of Beethoven,”
“How to Listen to and Understand Opera”
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and “The Fundamentals of Music” have been
recorded since, totaling more than five hun-
dred lectures.

His book, How to Listen to Great Music,
was published by Penguin Books in early
2011.

Program Notes

String Quartet in G Major, D.887

FRANZ SCHUBERT
Born January 31, 1797, Vienna
Died November 19, 1828, Vienna

Schubert wrote his fifteenth and final
string quartet in the unbelievably short span
of eleven days (June 20-30, 1826)—Mozart
himself would have been hard-pressed to
get a work of this breadth done in so brief
a time. The Quartet in G Major is in every
way a striking piece of music: in length (it
stretches out to forty-five minutes even when
some of the most important repeats are omit-
ted); in scope (its huge sonorities, often un-
derpinned by violent tremolos, frequently
suggest orchestral writing); and key rela-
tionships. Schubert was a master of the inge-
nious modulation, and this quartet’s quick-
silvery shifts of tonality mirror the flickering
moods within the music itself. This is mer-
curial music—elusive, haunting, and finally
very moving.

From a near-silent beginning, the Allegro
molto moderato suddenly bursts to life on
great chords, sharply-dotted rhythms and
jagged thematic edges. Within its first in-
stants, the music pitches uneasily between
G major and G minor, and over orchestra-
like tremolos the opening idea (derived from
the jagged edges of the introduction) is an-
nounced pianissimo by first violin and cello.
The gracefully-syncopated second subject
arrives as a chordal melody, and—curiously—
the rest of the exposition consists of a set of
variations on this theme. The development
at first concentrates on the opening idea,

then resumes the variations on the second
subject. The movement drives to a close that
returns to the powerful (and harmonically
unstable) manner of the very beginning.
The Andante un poco molto opens conven-
tionally—the cello tune in the opening mea-
sures is pure Schubert—but suddenly come
great rips of sound, discordant cries from
the first violin over harmonically ambigu-
ous tremolos in the lower voices. Agitated,
dark and almost shrill, these passages break
in throughout the movement, which finally
resolves peacefully.

The Scherzo, in B minor, is reminiscent
of the scherzo of the “Great” C-Major Sym-
phony—it bristles with energy as individ-
ual voices leap out of the general bustle.
In complete contrast, the trio section is a
laendler, and the languorous lilt of its main
idea—introduced by the cello—brings an in-
terlude of calm; the sudden jump back to
the needle-sharp entrances of the scherzo
is dramatic. The finale—Allegro assai—has
been described as a perpetual-motion move-
ment. Actually, it is a tarantella-like rondo
that rides exuberantly along its 6/8 meter.
Schubert supplies contrasting episodes
along the way (smoothly making the 6/8 me-
ter sound like 3/4 in the process), but it is the
dancing opening music that finally takes the
quartet to its energetic close.

Schubert apparently never heard this
quartet. There is speculation that its open-
ing movement might have been performed at
the famous Schubertiad in March 1828, but
even the best evidence is conjectural, and
there is no convincing suggestion of a perfor-
mance during his lifetime. The Quartet in G
Major appears to have been consigned to the
silence of dusty shelves, where it remained
until it was premiered by the Hellmesberger
Quartet in Vienna on December 8, 1850,
twenty-two years after its composer’s death.

—Program notes by Eric Bromberger
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