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THE ARTISTS

THE PENDERECKI STRING QUARTET
The Penderecki String Quartet, approaching the third decade of 
an extraordinary career, has become one of the most celebrated 
chamber ensembles of their generation.  These four musicians, 
each originating from different countries - Poland, Canada, 
USA and the UK - bring their varied yet collective experience 
to create performances that demonstrate their “remarkable 
range of technical excellence and emotional sweep.”  (Toronto, 
Globe and Mail).

The Quartet’s performing schedule takes them annually to the 
great concert stages of North and South America, Europe and 
the Far East.  Recent appearances include New York, Madrid, 
Amsterdam, Prague, St. Petersburg, Paris, Los Angeles, 
Atlanta, Indiana University, Wieczory Arsenale Festival in 
Poland, Is Arti Festival in Lithuania, Rive-Gauche Concerti 
in Italy, the Festival Internacional de Musica in Venezuela, 
Casalmaggiore Festival and Incontri in Terra di Sienna in 
Italy, Musicarama Festival Hong Kong, and the Shanghai 
International Arts Festival.  The PSQ appears extensively 
in Canada, giving numerous performances in all the major 
concert centers from coast to coast and participating in this 
country’s foremost concert series such as the Ottawa Chamber 
Music Festival, Festival of the Sound, Festival Vancouver and 
Music Toronto.

The Penderecki Quartet collaborates regularly with eminent 
and diverse artists such as Martin Beaver, Atar Arad, Antonio 
Lysy, Luba Dubinsky, Jeremy Menuhin, James Campbell, 
jazz saxophonist Jane Bunnett, pipa virtuoso Ching Wong, 
choreographer David Earle, and actor Colin Fox.



The Penderecki Quartet was founded in Poland in 1986 at the 
urging of the pre-eminent Polish composer Krzystof Penderecki.  
The fruit of their association includes Penderecki’s complete 
works for String Quartet on CD (United Records, England).  To 
this day the Quartet is a devoted champion of the music of our 
time, and has performed a wide range of repertoire from Bach to 
Brahms, Bartók to Ligeti, Frank Zappa to John Oswald, as well 
as premiering over 100 new works from numerous composers 
including Brian Cherney, Linda C. Smith, Randolph Peters, 
Harry Freedman, Glenn Buhr, Alice Ho, Peter Hatch, Omar 
Daniel and Gilles Tremblay with assistance from the Canada 
Council, the Laidlaw Foundation, the CBC, the Ontario Arts 
Council, and the Hong Kong Arts Development Council.

Described by Fanfare Magazine as “an ensemble of formidable 
power and keen musical sensitivity,” the Penderecki Quartet’s 
large discography includes over 20 recordings including the 
chamber music repertoire of Johannes Brahms on both the 
Marquis and Electra labels, as well as a new release of the six 
Béla Bartók quartets under the auspices of Chamber Music 
in Napa Valley.  The Quartet has also recorded discs for CBC, 
CMC, EMI, United, and Artifact labels among others.

The Penderecki String Quartet devotes much of its time to 
Quartetfest, an intensive Spring-term seminar held at Wilfrid 
Laurier University in Waterloo, Ontario where guest faculty 
have included the Tokyo Quartet, the Ying Quartet, and the 
Colorado Quartet.  The Penderecki Quartet’s involvement in 
education is a year-round commitment as they enter their 16th 
year as Quartet-in-Residence at Waterloo’s Wilfrid Laurier 
University.  Under the Quartet’s direction, the string program 
has become one of the top programs in Canada, attracting an 
international body of students.



MIHAI TETEL, CELLO
Mihai Tetel began his musical studies in his native Romania at 
the famed George Enescu Music School.  Settling in Canada in 
1979, he graduated in 1984 from the University of Toronto as 
an honors student of the celebrated virtuoso, Vladamir Orloff.  
He earned a master’s degree from the Juilliard School in 1986, 
and a Professional Studies Diploma from the Mannes School in 
New York in 1988.  His principal cello teachers have included 
Lorne Munroe and Timothy Eddy.

Tetel was a winner of the 1987 Artists International Competition 
which awarded as its prize a New York recital debut at Weill 
Hall of Carnegie Hall.  Prior competition triumphs include 
First Prize in the Koussevitsky Competition (1984), Montreal 
Symphony Competition (1983), Canadian Music Competition 
(1982), and the Toronto Symphony Concerto Competition 
(1980).

He has appeared as soloist with the Montreal Symphony, 
Toronto Symphony, Calgary Philharmonic, Edmonton 
Symphony, Muncie Symphony, Sao Paolo Symphony (Brazil), 
Thessaloniki Symphony (Greece), and the Odeion Wind 
Ensemble (Holland), collaborating with conductors such as 
Charles Dutoit, Andrew Davis, and Boris Brott.  

As a recitalist, he has toured Canada, Chile, Colombia, 
Hungary, Japan, Romania, and the United States.

Tetel is Associate Professor of Cello at the Hartt School 
(University of Hartford, CT).  Prior to that he was on the faculty 
of Ball State University and the Glenn Gould Professional 
School of the Royal Conservatory in Toronto, and has served 
as Director of the Alberta College Conservatory of Music in 
Edmonton.



He has given master classes at the University of Michigan, 
Southern Methodist University, Oberlin Conservatory, 
University of Arizona, DePaul University, Cleveland Institute 
of Music, Baldwin-Wallace Conservatory, St. Olaf College, 
University of Minnesota, Lawrence University, Indiana 
University String Academy, McGill University, Camp Encore, 
Meadowmount, Royal Academy (Seoul, Korea), and Shuan-Yin 
International Festival (Taiwan).

Tetel is director and founder of the ARIA International Summer 
Academy, a program which offers intensive, professional 
training to young musicians from all over the world.

He has recently released a CD of works by Kreisler, Sibelius, 
Tagell, Brahms, Weber, Handel, Debussy, Rochberg, Catalani, 
Castelnuovo-Tedesco, and Haydn on the Beneficence label, 
entitled LaGitana.  He has also recorded an album of Spanish 
works by Sarasate, Granados, Nin, de Falla, Cassado, and 
Albeniz on the Tristan label, entitled Dance of Terror. Tetel 
has collaborated on several CD’s with cellist Ofra Harnoy for 
the RCA-Red Seal label.

His performances have been broadcast on National Public 
Radio, Indiana Public Radio, and the Canadian Broadcasting 
Corporation.

As chamber musician, Tetel has collaborated with the Orion 
Quartet, violinists James Buswell, Lynn Chang, Ilya Kaler, 
Mikhail Kopelman, Oleh Krysa, Keng-Yuen Tseng, and Peter 
Zazofsky; violists Atar Arad, Victoria Chiang, Patricia McCarty, 
and Marcus Thompson; pianists Edmund Battersby, Robert 
McDonald, Yong-He Moon, Robert Palmer, Antonio Pompa-
Baldi, Daniel Shapiro, and Barry Snyder; flutists Bonita Boyd, 
Carol Wincenc, and Eugenia Zuckerman.



PROGRAM

QUARTET IN C MAJOR, OPUS 76 #3                  Franz Joseph Haydn
“Emperor” (1796-1797)                                                           (1732-1809)
 Allegro
  Poco adagio; cantabile
   Menuetto: Allegro
    Finale: Presto

STRING QUARTET #1                                                       Leos Janacek
“The Kreutzer Sonata” (1923)                                                (1854-1928)
 Adagio; Con moto
  Con Moto
   Con Moto:  Vivace; Andante
    Con Moto; Adagio

INTERMISSION

CELLO QUINTET IN A MAJOR, OPUS 47               Anonymous 1832 transcript

“KREUTZER” (1802-03/1832)                    from Ludwig van Beethoven (1870-1827)

 Adagio sostenuto; Presto
  Andante con variazioni
   Presto

ARKIVMUSIC.COM
CD’s of the music and artists heard today may be purchased through 
this Music Mountain link,  www.musicmountain.org by clicking on the 
ArkivMusic.com link.  CD’s purchased through this link are a way to 
help fund Music Mountain with 10% of the purchase price returned to 
Music Mountain.



PROGRAM NOTES

Today’s concert demonstrates this season’s theme of “Borrowed Melodies” 
in each piece three perfect examples:

The Haydn “Emperor” Quartet with the Austrian, and later, the German, 
National anthem, written by Haydn, re-used as the central theme of 
the slow movement.

The Janacek Quartet, “The Kreutzer Sonata” inspired by Tolstoy’s story 
and which, in one part, even presents a hint of one of the Beethoven 
themes from the “Kreutzer” Sonata.

And finally, the really fascinating arrangement of the Beethoven Violin/
Piano Sonata, Opus 47 “Kreutzer” for cello quintet, which is almost note 
for note the same as the original.

STRING QUARTET IN C MAJOR, 
OPUS 76 #3 “EMPEROR” (1796-1797)
by Franz Joseph Haydn

Though commissioned by Count Joseph Erdödy as part of a set of six 
quartets comprising the Op. 76, the C Major Quartet is nicknamed 
the “Emperor” since the second movement of the quartet consists of 
four variations on Haydn’s hymn “Gott erhalte Franz der Kaiser” (God 
protect the Emperor Franz).  The Op. 76 quartets were composed upon 
Haydn’s return to Vienna from his second triumphant concert tour of 
London.  Haydn was deeply impressed by the effect upon the British 
people when the anthem “God Save the King” was played.  Haydn 
wished to provide Austria with an equally moving anthem especially at 
this time of the Napoleonic Wars.  Haydn succeeded grandly when he 
presented his anthem for the Emperor’s birthday in 1897, for which the 
anthem was sung in all theaters in Vienna and the provinces.  Though 
Haydn composed weightier works at the time such as the oratorio “The 
Creation”, two large Masses, some of his finest quartets, the popular 
Trumpet Concerto, and a vocal arrangement of “The Seven Last Words 
of Christ”, the Emperor hymn remained a favorite of Haydn’s and 
established his wide popularity.  In fact, the hymn then became Austria’s 
first national anthem- for a time.  The Austrians vacillated with a 
number of other tunes before landing on their current anthem in 1946, 
when the Austrian cabinet decided on a tune by their beloved Mozart; 
with a newly commissioned text.  As it turns out, the tune wasn’t by 
Mozart at all; but one Johann Holzer.  However, Haydn’s hymn tune 



is probably better known in its guise as the German national anthem 
“Deutchland, Deutchland über alles”, adopted by Germany in 1922.  
However, following the Second World War, in 1952 the Federal Republic 
adopted the third verse “Unity, Right and Freedom for the German 
Fatherland” as the official words.

The Emperor hymn is presented in the slow movement as theme and 
variations.  There are only four variations, and in each a different member 
of the quartet is entrusted with the melody.  It is a composition of great 
simplicity and dignity.  Haydn chose to surround this movement with 
music of similar lean elegance so as not to overshadow the variations.  
The first movement is constructed of a 5-note motif, contrasted with a 
skittering dotted rhythm.  In one episode we are treated to a folk dance 
complete with drone accompaniment.  The third movement menuet is 
also a spare and simple dance, more country than courtly.  A bit of drama 
is however introduced in the finale, where three chords announce the 
key of C minor.  Rapid passages in triplets figure prominently before 
the movement is brought to a close in C major.

-adapted notes from Joseph Way

STRING QUARTET #1, 
“THE KREUTZER SONATA” (1923)
by Leos Janácek 

Tolstoy’s short novel The Kreutzer Sonata provided the Czech composer 
Leos Janácek  with inspiration for the first of his two string quartets.  
Its tale of passion and jealousy was, in turn, written under the impact of 
the Beethoven violin sonata we know as the Kreutzer Sonata.  Janácek 
wrote his quartet in a little more than a week, in 1923, adapting music 
from a piano trio he wrote over a decade earlier, also based on the same 
literary source.  “The quartet arose out of several ideas taken from this 
work,” he said.  At the time he wrote the piano trio, Janácek had also 
made sketches for an operatic setting of Anna Karenina.  Later, but 
before he completed the First Quartet, in his opera Kát’a Kabanová, 
Janácek explored a similar theme of the unhappily married woman who, 
in seeking happiness, finds an unworthy lover, only to die tragically.  
With the First Quartet, this theme was to find its expression in chamber 
music.  Here, Janácek was consumed by Tolstoy’s story of a jealous and 
domineering husband, Pozdnyshev, who, suspecting that his wife was 
having a love affair rather than a musical partnership with a violinist, 
brutally murdered her.  Janácek’s sympathies clearly lay with the victim.  
“I had in mind a poor woman, tormented, beaten, battered to death,” 
he wrote.  (Pozdnyshev’s assault was actually with what Tolstoy calls 



‘a curved Damascus dagger’).  At the same time, Janácek projects his 
own intense- and by all accounts idealized- love for a much younger 
woman, Kamila Stösslová, onto Tolstoy’s heroine.  This love affair, which 
absorbed the composer in the last 11 years of his life, led to a remarkable 
blossoming of his music.  The First String Quartet was one of the first 
fruits of his inspiration.  The 27-year-old Stösslová clearly liberated his 
creative powers:  “You are there in my compositions, wherever there is 
pure emotion, sincerity, truth, ardent love…” he wrote.

Josef Suk, who was second violinist in the Czeck Quartet who gave the 
first performance of the work, was reported as saying:  “Janácek meant 
the work to be a kind of moral protest against men’s despotic attitude 
to women.  Thus, while Tolstoy in The Kreutzer Sonata ascribes to 
music ‘the most immoral effect’ (music being, according to Tolstoy, one 
of the main forces for encouraging adultery in our society), Janácek in 
his quartet uses music to the exactly opposite effect- as the voice of the 
conscience of humanity.”

The poignant, almost pleading opening theme of the quartet seems to 
characterize the heroine (and also, apparently, suggests the Moravian 
folksong “I had a sweet lass” which Janácek admired).  This theme 
recurs like a motto in various guises throughout the quartet.  The first 
movement, however, is dominated by a more assertive theme, doubtless 
representing the overbearing husband.  The scherzo-like second 
movement includes the rhythm of a polka and the introduction of the 
elegant musician, Trukhachevski.  In the third movement there is an 
allusion to Beethoven’s Kreutzer sonata, which was played by the lovers 
in Tolstoy’s novel during a musical soirée.  The finale opens with agitated 
music that seems to represent Pozdynshev’s jealousy.  As references to 
music from earlier movements recur, they seem to be dominated by the 
poignant, pleading theme of the opening.  It is a touching and powerful 
recollection of the wife as she lies dying.

CELLO QUINTET IN A MAJOR, OPUS 47
“KREUTZER” (1802-03/1832)
by Ludwig van Beethoven, Anon

Transcriptions were both a blessing and a curse for Beethoven.  As a 
potential source of revenue they were sometimes welcome.  Clementi 
commissioned him to provide a piano transcription of his Violin Concerto.  
But the practice generally did not interest him.  “The unnatural mania, 
now so prevalent, for transferring even pianoforte compositions to 
string instruments, instruments which are in all respects so different 



from one another, should really be checked,” he thundered in a letter 
to his publisher Breitkopf & Härtel.  At other times his anger at a bad 
transcription could provoke him to do the thing himself.  That’s how we 
have the piano four-hands arrangement of the Grosse Fuge, a score that 
just came to light in Philadelphia last July and which surely provoked 
Beethoven’s incredulity when it sold for more than $2 million.  A dull, 
lifeless piano quartet transcription of his early Piano Trio, Op. 1 No. 
3 also drove Beethoven to put pen to paper.  On its title page he dryly 
scribbled:  “Trio arranged as a three-part quintet by Mr. Goodwill [i.e. 
the original arranger Kaufmann] and from a semblance of five parts 
brought to the light of day as five genuine parts, and at the same time 
raised from the most abject misery to some degree of respectability by 
Mr. Wellwisher [i.e. Beethoven himself], August 14, 1817.”

Beethoven held strong views about the process of transcribing music 
from one medium to another.  “I firmly maintain that only Mozart himself 
could translate his works from the keyboard to other instruments and 
Haydn could do this too,” he wrote to Breitkopf.  “And, without wishing 
to compare myself to these two great men, I claim the same about my 
keyboard sonatas.”  Beethoven had just transcribed his E major Piano 
Sonata, Op. 14 for string quartet, adjusting its sonorities in many places 
and changing the key to F to benefit from the resonance of the open C 
strings of the viola and cello.

On another occasion Beethoven published a disclaimer against string 
quintet arrangements of his First Symphony and the much-transcribed 
Septet, claiming that his honour as a composer has been infringed and 
the public deceived.  As far as the Kreutzer Sonata goes, Beethoven’s 
pupil Carl Czerny first transcribed it for cello and piano, later for piano, 
four-hands.  Another arrangement surfaced for piano quartet.  Tonight’s 
anonymous string quartet version was first published by Simrock in 
1832.

Beethoven wrote the Kreutzer in 1803, when the piano was getting more 
brilliant and its hammers and strings more powerful.  At the same time, 
virtuoso violinists were strengthening their fiddles, restringing them 
and playing with stronger bows.  Performers were beginning to play in 
larger halls and a more robust sound was needed.  Beethoven alerted 
his violinists to these changes by describing the Kreutzer as a “Sonata 
for piano and violin obbligato, written in a decidedly concertante style, 
as though a concerto.”  In the work, Beethoven created a real duo sonata 
that called for considerable technical and musical expertise from both 
instruments.  At the same time Beethoven wrote music that was so 



resonant, heroic and virtuoso that it cried out for performance in the 
concert hall rather than the private salon- up till then the traditional 
venue for the accompanied keyboard sonata.  That’s why it has been 
said that the “Kreutzer” did for the violin sonata what Beethoven’s 
Rasumovsky quartets did for the string quartet and the Waldstein and 
Appassionata sonatas did for the piano sonata.  As an indication of 
the brilliance of the music, both outer movements are marked Presto.  
The opening movement is drawn on a grand scale and includes much 
virtuosity.  The central movement is a set of four elaborate variations 
on a richly resonant melody.  And the Finale is a whirling tarantella.  
The sonata was written quickly in late April 1803 and the improvisatory 
spirit is strong.  The Finale came ready-made, as the rejected movement 
from an earlier Sonata, Op. 30 No. 1.

The sonata very nearly came down to us as the Bridgetower and not the 
Kreutzer.  A handsome young violin virtuoso, George Augustus Polgreen 
Bridgetower, gave the first performance of the work, significantly, given 
the rising public interest in violin sonatas in Vienna, at a public concert 
and not in a private salon.  This was in a hall in the Vienna Augarten 
in 1803 and Beethoven himself played piano.  But they soon had a 
falling-out.  Beethoven then offered the dedication to Rodolphe Kreutzer, 
Napoleon’s chief violinist.  Although he accepted the dedication of the 
sonata, Kreutzer never played it.  Berlioz reports that he viewed the 
music of what has become one of the landmark sonatas of the repertoire 
as “monstrueusement inintelligible.”

Janácek and Beethoven notes ©Keith Horner, 2006.
Comments welcomed:  keith.horner@sympatico.ca

The first performance at Music Mountain of the Kreutzer Sonata as 
written by Beethoven for violin and piano, was here on Sunday, August 7, 
1932 by Jacques Gordon, Music Mountain’s founder, violin, and Martha 
Bard (Rockefeller), piano.



Children 5-11 Admitted at No Charge

SATURDAY, JUNE 28 at 6:30 P.M.
THE HUGO WOLF STRING QUARTET OF VIENNA

ANDREAS KLEIN, PIANO
ALL SCHUBERT PROGRAM

String Quartet #10 in E Flat Major, Opus 125 #1, D. 87
Piano Quartet:  Adagio & Rondo Concertante in F Major, D. 487

String Quartet #15 in G Major, Opus 161, D. 887
Special Encore

Valses Sentimentales, D. 779, Opus 50 in A Major
Arranged for String Quartet

SUNDAY, JUNE 29 at 3 P.M.
AVALON STRING QUARTET
DANIEL EPSTEIN, PIANO

TIMOTHY COBB, BASS
Schubert:  Quartettsatz in C Minor, D. 703

Beethoven:  String Quartet in A Minor, Opus 132
Schubert:  Quintet for Piano & Strings in A Major, Opus 114,

D. 887 “Trout”

NEXT WEEK’S CONCERTS
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