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Schubert Club, a member 
of the Arts Partnership, is 
committed to creating a 
welcoming, safe and inclusive 
environment at all performances 
and programs for people
 from all backgrounds and 
life experiences.

Thank you for treating one 
another with respect, dignity 
and kindness.

You are welcome here.
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A GREETING FROM BARRY KEMPTON AND LAURA MCCARTEN

Laura McCarten
President

Barry Kempton
Artistic & Executive Director

Welcome to the Schubert Club!

After the extraordinary Beethoven string quartet cycle experience provided by the 
Danish String Quartet in 2021, we were enthused to take a deep dive into another 
important body of chamber music works.  Four years on, here we are embarking on 
the exploration of the string quartets of Dmitri  Shostakovich. Written between 1938 and 
1974, we will hear the fifteen quartets in chronological order, allowing us, the audience, 
to experience the creative journey of one of the twentieth century’s most important and 
distinctive musical voices.

Taking us on this journey is the distinguished Jerusalem Quartet, who are celebrating 30 
years as a quartet this season.  It’s hard to believe that these are their first performances 
for Schubert Club and the Music in the Park Series. The Quartet recorded the Shostakovich 
quartets on the Harmonia Mundi label some twenty years ago.  In recent years they have 
been revisiting the Shostakovich quartets and just released a new recording of Quartets 2, 
7 and 10 for BIS.  Of particular interest is the heritage of some of the quartet members, who 
grew up in the former Soviet Union. They are able to connect their musical upbringing to 
Shostakovich himself through their teachers and formal training.  We can think of no better 
string quartet to take us on the journey.

Finally, a warm thank you to the St Anthony Park United Church of Christ and Pastor 
Victoria Wilgocki for allowing us to host all five concerts at our regular Music in the Park 
Series location.  It’s a wonderful, intimate space to enjoy chamber music.

Schubert Club is a proud member of The Arts Partnership with The Saint Paul Chamber Orchestra, 
Minnesota Opera, and Ordway Center for the Performing Arts
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Dmitri Shostakovich began composing string 
quartets much later in his life than symphonies. He had 
already completed five symphonies before composing 
his first quartet at age 32, rather late considering 
how prolific he had been in his youth and how many 
quartets he would go on to write. In his younger years, 
he concentrated more on larger scale works for the 
opera, ballet, and orchestra. Since Shostakovich was 
a pianist, not a string player, string chamber music 
was not a part of his DNA growing up—as it had been 
for composers such as Mozart, Haydn, Beethoven, 
Mendelssohn and Dvořák—so the language of string 
playing was not second nature to him. 

Beginning at age 32, Shostakovich went on 
to compose 15 quartets over a span of 36 years, 
employing the string quartet as a vehicle for his 
deepest and most personal ruminations, more than 
any composer since Beethoven. While his symphonies 
would often address the gravest socio-political issues 
of Russian/Soviet life, such as wars and revolutions, 
he chose the intimacy of the string quartet to express 
his more personal thoughts. Several are dedicated 
to close friends with whom he shared his life. For 
example, quartets number 3 and 5 are dedicated to 
the Beethoven Quartet, the Moscow-based ensemble 
who premiered 13 of his 15 quartets. Quartets  
nos. 11-14 are dedicated to each individual member  
of that ensemble. 

The string quartet, by its very nature, is a highly 
intimate endeavor; just four musicians with four distinct 
voices involved in a private musical conversation, 
almost more for themselves than for any listener 
involved. Shostakovich’s quartets invite you into his 
personal and complicated world, where so many 
emotions reside simultaneously: hope, despair, fear, 
defiance, and sadness all find a way to coexist.

As an emerging composer, Shostakovich was hyped 
as the great musical hope of the young Soviet Union, 
part of the first generation of composers that were 
trained after the revolution of 1917. He was singled out 
as the consummate Soviet composer who glorified 
the ideals of the communist party and was a shining 
example of the superior training and nurturing of its 
artists, compared to the capitalist west.

But even that exalted status did not make him 
immune from the official condemnation he received 
in 1936, aged 30. While attending a performance of 
his opera Lady Macbeth of Mtensk, Josef Stalin was 
so offended by the work that he stalked out in the 
middle. The next day Shostakovich was excoriated in 
the press. Following Stalin’s denouncement and public 
humiliation, Shostakovich’s commissions evaporated, 
and his income fell by 75%. It took several years to 
rehabilitate his reputation and according to his friends, 
he was so traumatized by the Lady Macbeth experience 
that he was not the same man or same composer 

ever again. He obsessed over getting the dreaded 
knock on the door in the middle of the night from 
the secret police and getting hauled off to the gulag 
never to be seen again. This happened to many of his 
friends, relatives, fellow composers, and intellectuals. 
As a result, he always kept a bag packed by the door, 
and never left the house without a toothbrush in his 
pocket, in case he was unexpectedly arrested. 

The biggest consequence of the Lady Macbeth 
debacle was that the regime adopted a new policy 
called Socialist Realism that would become the 
guideline for all Soviet composers and Shostakovich 
for the remainder of his life. The definition of Socialist 
Realism is just 33 words:

The only musical ar t  deemed wor thy of 
the working classes, and thus the only music 
demanded by the Soviet state, is to be defined by 
its accessibility, tunefulness, stylistic traditionalism, 
and folk-inspired qualities.

Those are vague and slippery qualities. What is 
tunefulness? Stylistic traditionalism? Folk-inspired? 
In an art as subjective as music, those words could 
mean just about anything. What was unstated in that 
definition was what music could not be, and you could 
name any trend going on in the west at the time— 
serialism, impressionism, expressionism, futurism, 
anything considered avant-garde, indeed anything 
considered “art-for-art’s-sake” that appealed to the 
elite. Often this was code-named “western formalism,” 
which was strictly forbidden.

If you were guilty of one of those transgressions, 
what would be the consequences? Beginning in 
1936, the same year as the Lady Macbeth incident, 
Stalin’s “Great Purge” of the educated classes began. 
Independent thought was now the enemy of the 
state if it disagreed with communist doctrine. All the 
arts—architecture, literature, drama, and music—
were enlisted to “help the people to love and obey 
the state”, an order that did not sit particularly well 
with the artistic class. In just two years, half a million 
people were exterminated and seven million more 
were banished to labor camps. Anyone who argued, 
anyone who thought, anyone who questioned, would 
disappear, as did many of the composer’s friends and 
relatives. Here is a partial list: 

The 15 Quartets of 
Dmitri Shostakovich
AN INTRODUCTION
by Michael Adams 

AN INTRODUCTIONTHE 15 QUARTETS OF DMITRI SHOSTAKOVICH

• His wealthy patron who commissioned many of his 
works, was shot after his arrest. 

• His brother-in-law, a distinguished physicist, was 
arrested and eventually released, but died before 
he could return home. 

• His close friend, a musicologist, was shot after  
his arrest. 

• His mother-in-law, a famous astronomer, was sent 
to a work camp in Siberia. 

• His friend, a famous Marxist writer, got 20 years in 
the camps. 

• His uncle Maxim died in custody after arrest. 

• Two musician colleagues were executed.
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This constant threat, and the fear it induced, exacted 
a terrible toll on Shostakovich. He was chronically 
depressed, anxious, and in poor health. He chain-
smoked all his life and spoke in a nervous, shaky 
voice. He slept poorly and was often dependent on 
sleeping pills. A polio-like malady struck him as an 
adult and crippled his right hand, ending his days as a 
performing pianist. 

To survive artistically, Shostakovich maintained 
a clever balancing act: he wrote music that on the 
outside had an earthy, visceral appeal to the less 
sophisticated listener, while hidden on the inside—
at great risk to himself and his family—were secret 
codes and mocking anti-communist messages that 
were cleverly embedded in the music to evade Soviet 
censors. It only became clear after his death how much 
he despised the oppression of the Soviet system and 
the people who ran it. With the benefit of hindsight, it’s 
clear that Shostakovich spent his entire life trying to 
serve two masters, without selling his soul. 

How does one hide musical messages in music? One 
method was to quote the melody of a song, even just 
a short snippet, whose lyrics contained a controversial 
political message. In the 8th Quartet for example, 
which was ostensibly about the horrors of war and 
Nazi fascism, Shostakovich embeds a quotation from a 
revolutionary song called “Exhausted by the Hardships 
of Prison” which was a favorite of Lenin and had been 
sung at his funeral. He later admitted that the real 
meaning behind that song was meant in memory of 

the victims of the Bolshevik revolution that had been 
betrayed by Stalin. Shostakovich became adept at 
hiding cryptographic messages within the fabric of his 
pieces, in plain sight, so to speak, that were hard to 
decipher and prove what censors might suspect. 

Another way to embed musical cryptograms was 
to assign pitches to letter names. Like the simplest of 
ciphers that we learned as children that assigns letters 
to numbers (A=1, B=2, C=3 etc.), Shostakovich would 
spell by assigning letters to specific pitches. This is a 
trick used by composers since Bach, who was fond 
of using his own four-note signature motto (B♭, A, C, 
B♮, where the B♮ stands for “H”). Shostakovich uses 
a similar trick to reference himself, using the German 
spelling of his name (Dmitri SCHostakovich) and 
assigning the four letters in bold to pitches (D, E♭, C, 
and B♮) using the German transliteration of the Russian 
Cyrillic letters. This four note motive is ubiquitous in 
Shostakovich, especially in the 8th Quartet:

 

Sometimes, he will use the cryptogram in a 
different order when he sets it in counterpoint against  
other voices. It can appear in reverse (B♮, C, E♭, D); 
inverted, as a mirror image (D, C#, E, E♭), or even in 
retrograde inversion.

All this need for subterfuge came from living 
under constant fear. Most Soviet citizens feared their 
government, feared their local Communist Party, 
indeed feared anyone with authority. They feared their 
friends and neighbors who might betray an overheard 
conversation. Fear warped the Soviet psyche and 
Shostakovich was no exception. It clearly affected his 
health, but I dare say it also drove Shostakovich to 
be a better composer. Despite the fear he felt every 
day after the Lady Macbeth incident of 1936, he felt 
it was his duty to express the sufferings, aspirations 
and fears of his fellow citizens. The themes of his 
music read like a syllabus in modern political and 
social problems: war, revolutionary change, individual 
freedom, antisemitism, the role of women in society, 
dictatorship, and finally disillusionment.

Despite this existential fear, the 15 string quartets 
of Shostakovich highlight one of his core principles: 
he valued truth over beauty. That means that if there 
are sections of a work that are “ugly”, it’s because 
the world itself seemed ugly to him. If there are 
episodes that are unbearable, it corresponds to 
Shostakovich’s feelings too. If there are passages that 
sound depressingly like what has come before it, it’s 
because he felt that was the case in life as well. You 

will hear moments that don’t seem to make sense, 
just as there were days that appeared meaningless 
and senseless to many of his countrymen. This was 
intentional, as it reflected Shostakovich’s worldview, 
as a citizen of an oppressive communist dictatorship.

A few years before his death, Shostakovich 
pondered the following:

You ask if I would have been different without 
Party Guidance? …Yes, almost certainly. No doubt 
the line I was pursuing when I wrote the fourth 
symphony would have been stronger and sharper 
in my work. I would have displayed more brilliance, 
used more sarcasm, I could have revealed my ideas 
more openly instead of resorting to camouflage. I 
would have written more pure music.

This is a rare admission on his part, acknowledging 
how much fear and government interference required 
him to adapt to the political forces that selfishly used 
him for their purposes. Regardless, over the course 
of nearly forty years, Shostakovich always found a 
way to express his truth, producing fifteen remarkable 
string quartets, all from his maturity as a composer.  
Hearing all fifteen in quick succession is a special 
opportunity for us, the listeners, a chance to immerse 
ourselves in both Shostakovich’s musical creativity 
and the psyche of his time.

AN INTRODUCTIONTHE 15 QUARTETS OF DMITRI SHOSTAKOVICH

Shostakovich c. 1955
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Quartet No. 1
The 1st Quartet is markedly different from Dmitri 

Shostakovich’s later quartets. It is a work of refreshing 
neo-classicism, striking for its simple, relaxed style.

Quartet No. 2 
Socialist Realism restrictions in mind, Shostakovich, 

intent on adhering to the rules, chose to include folk 
music, but Jewish folk music in this case. The quartet 
reveals his specific interest in Klezmer, or village 
wedding music.

Quartet No. 3
Shostakovich considered No. 3 his personal favorite. 

The Quartet manages to do an altogether impossible 
thing: it combines playfulness with profound 
seriousness.

Quartet No. 4
As with No. 2 Shostakovich appropriates Jewish folk 

music, but he was persuaded that releasing No. 4 was 
not smart in the current political climate, as it could 
provoke the regime. The quartet was not performed 
publicly until nine months after Stalin died.

Quartet No. 5
No. 5 is a somber work, about 30 minutes long, and 

marks the first time that Shostakovich indicates all 
three movements are to be played without pause, as a 
continuous single entity.

QUICK NOTES
SHORT NOTES WITH THE NEED-TO-KNOW

Quartet No. 6
After a long compositional drought brought on  

by one of the darker periods in his personal life, the 
music of No. 6 is hopeful and optimistic. Like No. 1 it 
begins with an easygoing, untroubled freshness.

Quartet No. 7
Possibly his most personal, No. 7 is the shortest 

of Shostakovich’s quartets (13 min), is dedicated “In 
Memoriam” to his late wife Nina, It was also the first of 
string quartets written in a minor key.

Quartet No. 8
No. 8 is considered one of the most important 

string quartets of the 20th century, and is the most 
frequently performed. Not pretty, nor beautiful in a 
traditional sense, but dramatic, riveting, immensely 
powerful, and profoundly moving, a depiction of pain 
and suffering through music.

Quartet No. 9
No. 9 by comparison to No. 8 is almost exuberant, 

positive and outward looking. The nearly 30-minute 
work is in five movements, played without pause, in a 
general fast-slow-fast-slow-fast layout.

Jerusalem Quartet

...such is the New York Times‘ impression of the 
Jerusalem Quartet. Since the ensemble’s founding 
in 1993 and subsequent 1996 debut, the four Israeli 
musicians have embarked on a journey of growth 
and maturation. This journey has resulted in a wide 
repertoire and stunning depth of expression, which 
carries on the string quartet tradition in a unique 
manner. The ensemble has found its core in a 
warm, full, human sound and an egalitarian balance 
between high and low voices. This approach allows 
the quartet to maintain a healthy relationship between 
individual expression and a transparent and respectful 
presentation of the composer’s work. It is also the 
drive and motivation for the continuing refinement of 
its interpretations of the classical repertoire as well as 
exploration of new epochs.

The Jerusalem Quartet is a regular and beloved 
guest on the world’s great concert stages. Recent 
appearances include a Beethoven quartet cycle at 
Wigmore Hall in London; a Bartók cycle at the Salzburg 
Festival; their third annual String Quartet seminar 
in Crans Montana Switzerland; and since 2022 a 
residency at the Jerusalem Academy of Music.

Since 2005, the Jerusalem Quartet has released 
16 albums for Harmonia Mundi, which have been 
honored with numerous awards such as the Diapason 
d’Or and the BBC Music Magazine Award for chamber 
music. Their latest releases include a unique album 
exploring Jewish music in Central Europe between the 
wars including a collection of Yiddish Cabaret songs 
from Warsaw in the 1920s, featuring Israeli Soprano 
Hila Baggio, and the second (and last) album of their 
complete Bartók cycle.

Highlights of the 2023/2024 Season include tours of 
Sweden, Great Britain, Germany, Italy, and Switzerland; 
and appearances in the quartet Biennales in Paris, 
Lisbon, and Amsterdam. Alongside the quartet’s 
regular programs, they will bring back the “Yiddish 
Cabaret”, and will perform a Bartók Cycle in the 
Elbphilharmonie in Hamburg, October and April will 
feature return tours to the North America, with visits 
to New York, Miami, Denver, Montreal, Pittsburgh, 
Ann Arbor, Houston, and Portland, among others. 
In June, the quartet toured China, South Korea, and 
Japan appearing in important venues such as Tokyo’s 
Suntory Hall, Seoul Arts Center.

“Passion, precision, warmth, a gold blend: 
these are the trademarks of this excellent 

Israeli string quartet.“
- New York Times

Remaining Quick Notes on Page 25

JERUSALEM QUARTET QUICK NOTES: QUARTETS NOS 1-9
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SHOSTAKOVICH QUARTET CYCLE  •  CONCERT I

Sunday, March 23, 2025  •  4:00 PM
Saint Anthony Park United Church of Christ

PLEASE SILENCE ALL ELECTRONIC DEVICES

JERUSALEM QUARTET

Pre-concert conversation one hour before the performance

String Quartet No. 1 in C major, Op. 49  (1938)	  

Moderato
Moderato
Allegro molto
Allegro

String Quartet No. 2 in A major, Op. 68  (1944)	  

Overture: Moderato con moto
Recitative and Romance: Adagio
Valse: Allegro
Theme with Variations: Adagio

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

Allegretto
Moderato con moto
Allegro non troppo
Adagio (attacca)
Moderato

Intermission

String Quartet No. 1 in C major, Op. 49  (1938)

By the t ime he began his Quar tet No 1 , 
Shostakovich was nearly 32, fairly late for a first 
quartet considering how prolific he had been in his 
youth and how many quartets he would go on to 
compose. Behind him was the public condemnation 
over his scandalous opera Lady Macbeth of Mtensk 
and his subsequent redemption, with the success 
of his monumental fifth symphony.

Shostakovich, who realized that the 1st quartet 
would be compared with the f if th symphony,  
wrote this:

“Don’t expect to find special depth in this, my 
first quartet opus. In mood it is joyful, merry, lyrical. 
I would call it ‘spring-like.’ I visualized childhood 
scenes, somewhat naïve and bright moods 
associated with spring. I began to write it without 
any particular idea or feeling in mind, and thought 
nothing would come of it. After all, the quartet is 
one of the most difficult musical genres. I wrote 
the first page as a sort of original exercise in the 
quartet form, without any thought of completing it. 
But then the piece took hold of me and I completed 
it very quickly.”  

The 1st Quartet is markedly dif ferent from 
Shostakovich’s later quartets. It is a work of 
refreshing neo-classicism, striking for its simple, 
relaxed style. It was begun in the early summer of 
1938, immediately after the birth of his son Maxim, 
a time of personal happiness which must have 
been welcome in the wake of the turbulent events 
of the preceding two years. 

Shostakovich described the work as being in “four 
small sections,” indeed, these concise movements 
combine to form a string quartet that lasts only about 
fifteen minutes. Curiously, during its composition, 
Shostakovich decided to swap the outer movements—
the first movement became the last, and the last, the 
first—providing the quartet with a genial first movement 
in the affirming, positive key of C major.

The happy mood of the opening movement is 
contrasted by the slow second movement, a set of 
eight variations on a folk tune introduced by the viola. 
(The melody is not actually a Russian folk tune, but 
one crafted by Shostakovich to pass as such.) The 
third movement, a brief, whispered scherzo, clocks in 
at just two minutes, and is muted throughout. The last 
movement reverts back to the home key of C major 
and brings the spring-like mood back full force, in the 
form of an energetic finale.

It was premiered in 1938 by the Glazunov Quartet, 
colleagues of Shostakovich at the Leningrad 
Conservatory. Several months later, the Moscow 
premiere was presented by the Beethoven Quartet 
and was so well received by the audience that they 
were obliged to repeat it in its entirety as an encore. 
This began a long and fortuitous relationship with the 
Beethoven Quartet who were afforded the privilege of 
premiering all but the first and last of his 15 quartets. 
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Dmitri Shostakovich
(b. Saint Petersburg, Russia, 1906; d. Moscow, Russia, 1975)

Shostakovich 
before 1941

Schubert Club is grateful to Dennis Stanton for his support of these concerts
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String Quartet No. 2 in A major, Op. 68  (1944)

By the time Shostakovich wrote his 2nd quartet 
in 1944, the easygoing quality of his first quartet is 
but a memory, as the Soviet Union had endured 
nearly four years of a horrific war with Germany 
following Hitler’s invasion in 1941. 

He had relocated his family from Leningrad to 
Moscow, where he felt it would be easier for him to 
live and work, and the government had provided 
him with space at a country retreat center for 
writers and composers called the “House of Rest 
and Creativity.” 

It was there that he produced a quartet of 
symphonic breadth in only nineteen days. Along 
with the 15th Quartet, the 2nd Quartet is the longest 
in the cycle, at about 35 minutes. Paradoxically, it 
makes no direct reference to the war. 

At this point in his creative life, Shostakovich—
and all Soviet composers—were struggling to 
adhere to the guidelines of a state policy called 
Socialist Realism that called for art works to glorify 
the state, its heroes, and its accomplishments. 

With those restrictions in mind, Shostakovich, 
intent on adhering to Socialist Realism in his 2nd 
Quartet, chose to include folk music, but Jewish 
folk music in this case. They were an ethnic group 
historically oppressed in Russia and Eastern 
Europe and Shostakovich was notably repelled 
by anti-Semitism. It is possible he was expressing 
his opposition to the growing anti-Jewish feeling 
within the USSR. 

The 2nd Quartet reveals his specific interest 
in Klezmer, or village wedding music. The first 
movement suggests the kind of material that 
Klezmer musicians, led by a solo violinist, would 
play to welcome guests to the party. It is a dense 
movement full of robust energy that Shostakovich 
maps out in classic Sonata Form (ABA basically), 
indicating that the exposition (A) be repeated 
twice. In the development section that follows, the 
first theme gets a brief waltz treatment, before the 

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

Of his 15 string quartets, Shostakovich considered 
Quartet No. 3 his personal favorite. In a letter to his 
friend Vasiliy Shirinsky after its completion, he wrote:

“It seems to me that I have never been so pleased 
with one of my works as with this quartet. Probably 
I am mistaken, but for the time being, that is exactly 
how I feel.”

Years after the premiere, Shostakovich attended a 
rehearsal of the 3rd quartet by the Beethoven Quartet 
and their cellist recalled this anecdote:

“Only once did we see Shostakovich visibly 
moved by his own music. We were rehearsing his 
3rd Quartet. He’d promised to stop us when he had 
any remarks to make. He sat in an armchair with 
the score open. But after each movement ended, 
he just waved us on, saying, ‘Keep playing!’ So we 
performed the whole quartet. When we finished 
playing, he sat quite still in silence, with his mouth 
open, like a wounded bird, tears streaming down his 
face. This was the only time that I saw Shostakovich 
so open and defenseless.”

There is also a bit of intrigue surrounding the 3rd 
Quartet, as it was the only piece of music that he 
published in 1946, a very unusual thing for someone 
as prolific as Shostakovich. This was an intentional 
defensive tactic, because he knew that there was 
about to be more political trouble for composers like 
himself. Stalin’s minister for culture went on a rampage 
among artists and the intelligentsia—a purge—to 
instill “ideological uniformity” on Soviet intellectuals. 
Consequently, to be safe, Shostakovich withdrew 
the quartet from public performances right after its 
première and published nothing else that year, to stay 
out of trouble.

During his lifetime, Shostakovich was regarded as 
a loyal, patriotic, quintessentially Soviet composer. 
After his death, it was revealed that he was a secret 
dissident who hated the oppression of the Soviet 
system and despised the Communist party. In the 
years since, the music world has been obsessed with 
deciphering the hidden meanings inside his music, 
mocking anti-communist messages that Shostakovich 
would cleverly imbed in the music to evade the Soviet 
censors, at great risk to himself and his family. 

In the case of the 3rd Quartet, the idea of hidden 
meanings may well have some basis. For the premiere 
only, probably to avoid being accused of “formalism” 
or “elitism,” Shostakovich named the movements in 
the manner of a war story—this being the year 1946—
but he retracted them immediately after the premiere 
with no explanation. They are more than a historical 
footnote and worth listing here if you are curious:

I.	 Blithe ignorance of the future cataclysm
II.	 Rumblings of unrest and anticipation
III.	 Forces of war unleashed
IV.	 In memory of the dead
V.	 The eternal question: Why? And for what?

SHOSTAKOVICH QUARTET CYCLE  •  CONCERT ISHOSTAKOVICH QUARTET CYCLE  •  CONCERT I

sonata’s recapitulation restates the material in an 
abbreviated, concise manner.

The second movement—“Recitative and 
Romance”—is serious and thoughtful, centered 
around a lengthy monologue sung by the first 
violin, accompanied by spare, sustained chords 
from the other instruments. One could see 
parallels with klezmer models in which a solo 
violinist might improvise an extensive cadenza 
before launching into a more familiar melody. The 
Romance itself is set in slow ¾ time.

This is followed by a sinister-sounding waltz that 
Shostakovich described as a “valse macabre.” 
All four instruments are muted throughout (even 
when asked to play “fortissimo!”), adding to the 
shadowy, ghostly atmosphere, that at times, bares 
its teeth with menace.  It ends on a mysterious 
E-flat minor chord, that gives the impression of a 
wry ironic smile, harmonically unresolved.

The final movement is a theme and 13 variations 
based on a beautiful folk-like theme borrowed 
from his 2nd Piano Trio (Op. 67), written just prior 
to this quartet. (Full disclosure: the very Russian-
sounding theme is actually not one, but fashioned 
by Shostakovich to pass as such, probably to 
conform with the demands of Socialist Realism.) 
After a brief, somber introduction, the theme is 
presented by the viola, before passing to the 
second violin, accompanied by a very klezmer-
sounding ‘oompah’ bass line by the cello. This is 
followed by turns for the first violin and cello with 
the theme.

Throughout all 13 variations in the last movement, 
as in much of Shostakovich’s music, there is an 
inscrutable quality to the music’s character: you’re 
never quite sure if he is being serious, sarcastic, 
tragic, irreverent, or just plain cheeky.  

When Shostakovich wrote his 2nd String 
Quartet, he had already completed eight of his 
fifteen symphonies, and he was half-way through 
his life. Another thirteen quartets remained, and 
they would come in quick succession.

Shostakovich circa 1943
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These descriptions, which are barely adequate to 
describe the moods of each movement, might have 
been perceived as too provocative by the censors 
(especially the last one), so he removed them, allowing 
the listener the space to interpret each one on their 
own terms. 

It is worth noting here that Shostakovich, after 
enduring the unspeakable hardships of life in the 
Soviet Union through World War II, was a nervous, 
bitter, afraid, and depressed man. Yet he found his 
most profound outlet in the privacy and intimacy 
of chamber music—not in a large symphony or an 
opera—but in the four voices of a string quartet. 
The Quartet No. 3 also manages to do an altogether 
impossible thing: it combines playfulness with 
profound seriousness, a strange mix, yet here I think 
you will find it quite convincing. 

The first movement is centered around a sweet 
theme of almost Haydnesque innocence that sounds 
playful. There is a formal structure, a modified Sonata 
Form in this case, that includes a lengthy fugue in 
the development section. In a letter to his friend, the 
composer and teacher Edison Denisov, Shostakovich 
indicated that the first movement be played “not 
forcefully, but with tenderness.”

The second movement, originally titled “Rumblings 
of unrest and anticipation,” begins with a stubborn, 
repeated viola rhythm, an ostinato that continues 
through much of the movement. Near the end, the 
mood changes, as all four players are muted and the 
movement fades to black, in a sigh of sadness. 

 The third movement begins with brusque chords that 
alternate between measures of 2/4 and 3/4, giving the 
music an unsteady gait. The first violin wails with the 
intensity one might expect in this battle music scene, 
analogous to the battle movement of Shostakovich’s 
wartime 8th Symphony. 

The expressive Adagio is a funeral march set as a 
passacaglia, a musical form that features a continuously 
repeated bass line, over which variations unfold in the 
other lines. Shostakovich spins out long spans of 
intense and moving melodies in this movement, that 
has reminded many of the sound world of Beethoven’s 
late quartets. The movement proceeds without pause 
into the finale. 

Knowing the original subtitle of the finale (“The 
eternal question: Why? And for what?”) makes it difficult 
to see it through any other lens, although any implied 
messages here are ambiguous at best. Shostakovich 
mixes duple and triple meters as he weaves in and 
out of pompous marches and creepy dances, with 
equal parts parody and caricature in this, the longest 
and most episodic of the five movements. Various 
themes from before are brought back until the music 
finally fades into a peaceful, if painful, conclusion, and 
the quartet fades enigmatically into silence after three 
gentle pizzicato chords from the violin. 
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SHOSTAKOVICH QUARTET CYCLE  •  CONCERT II

Monday, March 24, 2025  •  7:30 PM
Saint Anthony Park United Church of Christ

PLEASE SILENCE ALL ELECTRONIC DEVICES

JERUSALEM QUARTET

String Quartet No. 4 in D major, Op. 83  (1949)	  

Allegretto
Andantino
Allegretto (attacca)
Allegretto

String Quartet No. 5 in B-flat major, Op. 92  (1952)	  

Allegro non troppo —
Andante — Andantino — Andante — Andantino — Andante —
Moderato — Allegretto — Andante

String Quartet No. 6 in G major, Op. 101  (1956)	

Allegretto
Moderato con moto
Lento (attacca)
Lento — Allegretto

Intermission

String Quartet No. 4 in D major, Op. 83  (1949)

Between his 3rd and 4th Quartets, trouble 
found Shostakovich again. He was the target of a 
government crack-down on ideological correctness 
and he had been denounced, resulting in a virtual 
ban on performances of his works and his dismissal 
as a professor at the Moscow and Leningrad 
Conservatories. Shostakovich’s financial situation 
was dire, and he took commissions to compose film 
music, looking for any opportunity to demonstrate 
his commitment to the dictates of Socialist Realism. 

S e l f - p rese r v a t io n  shou l d  have  gu id e d 
Shostakovich to keep a low profile, which makes 
his choice of material for Quartet No. 4 even more 
puzzling. To meet the requirements of Socialist 
Realism, he appropriates folk music, but he chose 
Jewish folk music (as he did in Quartet No. 2), 
for its specific ability to project wildly different 
emotions simultaneously. Here is how he described 
his thinking:

“This quality of Jewish folk music is close to 
my idea of what music should be. There should 
always be two layers in music. Jews were 
tormented for so long that they learned to hide 
their despair. They express their despair in dance 
music. All folk music is lovely, but I can say that 
the Jewish folk music is unique.”

At this point in its history, Soviet Jewry had 
assimilated well into communist society and many 
prominent members of the communist party were 
Jewish. Communism appealed to many Jews 
in part because the Soviet Union’s victory over 
Hitler’s Germany saved many of them from the Nazi 
death camps. In fact, Stalin had supported Jewish 
organizations, and on the international stage, the 
USSR had used its new seat at the United Nations 
to advocate for the creation of a new Jewish State 
in the Middle East.

Things changed suddenly when Stalin realized 
that the birth of the state of Israel meant it would 
be aligned more with the West, not Soviet interests. 
When Golda Meir visited the USSR in 1948 and 

she was greeted like a rock star, Stalin became 
incensed. Articles began to appear in Pravda that 
had a markedly antisemitic tone. Yiddish schools and 
theatres were shut down, and Yiddish newspapers 
and libraries were closed. Almost overnight, it was not 
safe to be Jewish in the Soviet Union.

It was after a private performance of the 4th Quartet 
for friends and colleagues that Shostakovich was 
persuaded that releasing the 4th Quartet—with all its 
unmistakable Jewish references—was not smart in 
the current political climate, as it could provoke the 
regime. The quartet was retracted, and not performed 
publicly until nine months after Stalin died.

The most controversial par t is in the f inal 
movement—the emotional heart of the 4th Quartet—
where Shostakovich appropriates Jewish themes to 
create a macabre dance. Over a pulsating rhythm, a 
wailing and keening violin veers between elation and 
grotesque horror. Remember, news of the atrocities 
against Jews in Germany and eastern Europe were still 
reaching Moscow after the war. We know in hindsight 
that this macabre dance is the image of death; of Jews 
being forced to dance on their own newly dug graves 
at Treblinka. As musicologist Stephen Harris puts it: 
“This is nightmarish music: music only for those who 
cannot dream at night.” Shostakovich, in his own way, 
was bearing witness.

The opening movement begins peacefully, in the 
usually bright, cheerful key of D major, but chromatic 
alterations to the melody lines quickly create harmonies 
tinged with eastern exoticism. The temperature quickly 
rises in intensity as added “drone” notes—resonant 
open strings—add to the din, suggesting a quartet 
of wailing bagpipes. A short duet between the two 
violins continues to search for a stable key center as all 
manner of accidentals flavor the melodies with “wrong” 
notes, suggesting grief or suffering. The first movement 
ends peacefully, as it began.

The next movement, in ¾ time, is a bit too slow 
to be a waltz, held back by a “woe is me” feeling 
of heavy sadness, reinforced by the persistent two-
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note accompaniment figure. The music finally 
achieves a measure of repose and resolution by 
the final bars.

The third movement begins jauntily, but with 
all four players muted. An unmuted solo viola 
leads the way into the f inale over pizzicato 
accompaniment from the other voices. Here, the 
first violin’s theme has a pronounced “Jewish” 
character, built on tight intervals, sharp accents, 
and fleeting dissonances. This movement, the 
longest in the quartet, rises to an intense climax 
full of tremolos, double-stopped chords, and 
powerful passages played in unison, before 
fading away in a haunting coda as the two violins 
restate the main theme. Over a sustained cello 
harmonic, the upper voices lapse into silence on 
quiet pizzicatos.

The 4th Quartet finally received its première 
on December 3rd, 1953, in Moscow, nine months 
after Stalin’s death and one month after the 5th 
Quartet had first been performed.

It is dedicated to the memory of Pyotr Vilyams, 
a close friend of Shostakovich’s who died in late 
1947 at the relatively young age of forty-five.

String Quartet No. 5 in B-flat major, Op. 92  (1952)

The 5th Quartet is a challenging and complex 
piece, and like the 4th Quartet before it, it was 
not premiered until after Stalin’s death in 1953, 
although written the year before. It is a somber 
work, even by the standard of his own music, 
that is about 30 minutes long and marks the 
first time that Shostakovich indicates that all 
three movements are to be played without 
pause, as a continuous single entity. You can’t 
discern the breaks between them, try as you 
might, but three movements are delineated 
in the score as an Allegro, an Andante in the 
middle, and a final Moderato.

The inspiration for the 5th Quartet came 
indirectly from J.S. Bach, as Shostakovich had 
served on the jury for a piano competition in 
Leipzig to commemorate the bicentenary of Bach’s 
death in 1950. Shostakovich felt a strong kinship 

as an undercurrent of pizzicati in the lower three 
accompanies a lonely, isolated violin line. Further 
adding to the quiet, bottled-up tension is the way 
Shostakovich sets duple against triple: the lower three 
are in 2/4 time while the violin is simultaneously in 3/4.  

A soft, high sustained F by the first violin provides 
the link to the second movement. The first theme is 
presented in octaves by the viola and first violin, a 
melody of painful yearning. Two themes of different 
character alternate with each other throughout this 
nearly nine minute movement, that is played entirely 
with mutes.

The link to the finale is a sustained chord, leading to 
the second violin presenting a plaintive melody whose 
character belongs more to the previous Andante. 
This morphs into a confident waltz theme, but as in 
the opening Allegro, the music gradually piles up into 
an enormously dense and sustained climax in which 
themes from all three movements are pitted against 
each other. At one point, loud pizzicato strumming 
effects mimic the sound of a balalaika band. Like many 
of his most effective finales, Shostakovich ends the 
fifth quartet in resigned, dying silence.

Shostakovich dedicated this complex work to the 
members of the Beethoven Quartet as they celebrated 
their 30th anniversary. 

String Quartet No. 6 in G major, Op. 101  (1956)

The String Quartet No. 6 was composed in August 
1956 after several significant things happened in the 
life of the composer. Joseph Stalin’s death in 1953 saw 
the end of one regime and the beginning of another, 
creating a political thaw and easing of performance 
restrictions on Shostakovich’s music. More importantly 
however was the death of his wife Nina, after a sudden 
operation for cancer which left her in a coma, from 
which she never recovered. This was followed a year 
later by the death of his mother.

Soon af ter, the shy 49-year old composer 
unexpectedly proposed to 32-year old party official 
Margarita Kainova. She just as impulsively accepted, 
and they were married in July 1956, a move that 
surprised even his closest friends. Such marriages 
seem destined to fail, and in fact this one did, just 

three years later. In Shostakovich biographies there is 
scant little written about Margarita, so we don’t know 
much about why they married, or why they divorced. 
Margarita was not popular with Shostakovich’s 
friends, who could not understand what he saw 
in her. One acquaintance cattily described her as 
“unattractive and uncharming, who knew nothing 
about art.” Nevertheless, the beginning was happy, 
and the couple were on their honeymoon when the 
6th Quartet was written. 

It is not surprising then that after a long compositional 
drought, brought on by one of the darker periods in 
his personal life, that we get music in the 6th Quartet 
that is hopeful and optimistic. Like the 1st Quartet, 
it begins with an easygoing, untroubled freshness, 
played confidently by the first and second violins. 
There are even moments of whimsy and humor. For 
the first time since writing his 10th Symphony, in 
1953 Shostakovich declared himself satisfied with 
something he had composed.

A waltz-like Moderato follows; it ambles along, never 
in a hurry to make a point, continuing the genial, 
relaxed feeling that inhabits the entire quartet. This 
movement calls for Shostakovich’s “inside voice;” it 
remains very understated and there is not a forte 
dynamic mark in the entire thing. 

The emotional center of gravity of the quartet lies 
in the third movement, a solemn Passacaglia based 
on the cello’s opening ten-measure bass line. Seven 
poignant variations ensue, which leads directly into the 
finale, that shares the first movement’s cheerfulness 
and optimism.

Many of the 15 quartets are embedded with coded 
messages and musical cryptograms and the 6th 
Quartet is no exception. Each of the four movements 
ends with a cadence that features a “vertical” 
appearance of the motive DSCH that he frequently 
used to reference himself (the notes D, E♭, C, and B♮, 
played at the same time.) The work was premièred in 
October 1956 at the Glinka Concert Hall in Leningrad 
by the Beethoven Quartet.
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to Bach’s music his entire life and had recently 
completed his own set of 24 Preludes and Fugues 
for solo piano, in all 24 major and minor keys, 
modeled after Bach’s 24 Preludes and Fugues. 

Shostakovich’s ever-present feeling of anxious 
melancholy pervades the 5th Quartet. “When I 
listen to my father’s work, it evokes in me some 
kind of nervousness,” said his daughter Galina, 
speaking a half-century after this quartet was 
composed. “I can’t say I picture my father, but I 
can sense his nervousness.”

That nervous anxiety appears immediately in the 
opening bars, beginning with three rising notes in 
the violins, a recurring motive that will appear 
in a variety of forms throughout the movement. 
Immediately after comes a restless motive in the 
viola that keeps repeatedly interjecting itself into 
the action, like a rude party guest. This motive 
remains constant, even as the music changes all 
around it:

The pitches of this motive are a permutation of 
the cryptogram he frequently uses to insert his 
initials, using the German spelling of his name 
(Dmitri SCHostakovich) that assigns letters to 
pitches (D, E♭, C, and B♮). 

This is the first of many quartets in which 
Shostakovich explicitly inserted a code, one of 
two in the 5th Quartet. The other is in the second 
movement, where there is a direct quotation from 
a 1949 trio for clarinet, violin, and piano by Galina 
Ustvolskaya, a student of Shostakovich, who was 
also, at the time he wrote the 5th Quartet, his 
lover. (He proposed to her twice and was rejected 
both times, which might account for the dark 
anxiety of this quartet.)

In the opening movement, Shostakovich 
creates a denser, more massive quartet sound 
than usual. The final section is almost spooky, 
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SHOSTAKOVICH QUARTET CYCLE  •  CONCERT III

Wednesday, March 26, 2025  •  7:30 PM
Saint Anthony Park United Church of Christ

PLEASE SILENCE ALL ELECTRONIC DEVICES

JERUSALEM QUARTET

String Quartet No. 7 in F-sharp minor, Op. 108  (1960)	  

Allegretto
Lento
Allegro — Allegretto

String Quartet No. 8 in C minor, Op. 110  (1960)	  

Largo
Allegro molto
Allegretto
Largo
Largo

String Quartet No. 9 in E-flat major, Op. 117  (1964)	

Moderato con moto
Adagio
Allegretto
Adagio
Allegro

Intermission

String Quartet No. 7 in F-sharp minor, Op. 108  (1960)

Quartet No. 7, the shortest of Shostakovich’s 
quartets at about 13 minutes, is dedicated to his late 
wife Nina, whose sudden death after an emergency 
operation for cancer affected Shostakovich deeply. 
This might be his most personal quartet, and its brief 
length suggests that Shostakovich, who worked 
very fast, might have roughed out this quartet in 
one sitting, as a complete thought. 

It was also the first string quartet written in a 
minor key and it was after writing this quartet that 
he revealed his intention to write 24 string quartets, 
one in each of the 24 keys; just as he had done in 
his 24 preludes for piano, modeled after his beloved 
J.S. Bach, who had written the 24 preludes and 
fugues for keyboard. He never reached this goal, 
but this reveals his affinity for the string quartet as 
a medium for his more personal expression at this 
stage of his musical development. 

It has three linked movements, played without 
pause, and it contains hints of his later, “sparer” 
style of quartet writing where passages for one 
solo instrument are hardly less frequent than those 
in which all four are playing. For example, in the 
Lento, except for six bars, the entire movement 
is written for just two or three parts. In the only 
passage in which all four instruments play, the viola 
and cello are doubled at the octave. 

In Quartet No. 7 there is not much mystery about 
what he was dealing with in his music: grief, pain, 
sorrow and remembrance. His choice of key for the 
work, F-sharp minor, is one that composers often 
associate with pain and suffering. Bach, for example, 
uses it in the St. John Passion when the penitent 
Peter cries out his remorse. It was also Mahler’s 
choice for his tortured, unfinished tenth symphony.

The first movement is a nervous Allegretto, beginning 
with a simple three note descending pattern that ends 
with a three note “knocking” motive. Shostakovich 
plays with these two ideas almost frivolously, until 
the music begins to reveal a darker sensibility as the 
motives undergo metrical transformation. After a brief 
development, the movement ends with a cadence to 
F-sharp major, as if a memory of Nina made him smile.

This leads immediately to the Lento, an icy, ghostly 
lament that calls for all four instruments to be muted. 
Shostakovich later revealed that the opening line 
in the 2nd violin, a continuously arpeggiated figure, 
represents the interminable hours spent in the hospital 
waiting room as the clock ticked by the minutes.

The third movement abruptly interrupts before the 
second movement finishes, with the three note motive 
that began the piece, but ascending this time, with 
the contained energy of a coiled spring that could 
shoot off in any direction. This sets the table perfectly 
for the agitated fugue that follows, introduced by the 
viola. The fugue gradually dissipates its contrapuntal 
energy with recollections of previous motives, and 
the Quartet ends quietly with an odd little waltz, 
again muted, perhaps the ghost of Nina dancing in 
Shostakovich’s memory.

Quartet No. 7 was premièred on May 15th, 1960, 
in Leningrad by the Beethoven Quartet. May was 
a month with special meaning for Shostakovich 
and Nina: their engagement was in May 1929, they 
married on May 13th, 1932, their first child, Galya, 
was born in May 1936, and their son Maxim was born 
in May of 1938. 
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String Quartet No. 8 in C minor, Op. 110  (1960)

While in Dresden in 1960, ostensibly to write 
a film score about the firebombing of the city in 
World War II, Shostakovich wrote his 8th Quartet 
in just three days. The dedication line reads “In 
memory of victims of fascism and war,” and for 
years, everyone assumed it was meant as a 
protest against Nazi fascism and war, triggered 
by the composer’s shock at seeing the ruins of 
Dresden. It is now believed that the 8th Quartet 
was meant as a piece of protest music against the 
Soviet Communist Party, into which Shostakovich 
was about to be forcibly enrolled. 

Sidebar: A close friend, Lev Lebedinsky, 
has even gone so far as to maintain that 
the 8th Quartet was meant to be his final 
work: a musical suicide note. He claims that 
Shostakovich had intended to kill himself 
rather than be misrepresented to the world as 
a Communist. In his unsubstantiated account, 
only the intervention of a friend foiled him, 
surreptitiously removing Shostakovich’s stash 
of sleeping pills. 

While the world believed that Shostakovich was 
a loyal, patriotic Soviet composer, we now know 
that he was a secret dissident whose music is 
full of hidden codes and mocking anti-communist 
messages that Shostakovich cleverly embedded 
to evade Soviet censors, at great risk to himself 
and his family.

Just after its completion, Shostakovich wrote a 
letter to a friend about genesis of the 8th Quartet:

“As hard as I tried to rough out the film scores 
which I am supposed to be doing, I still haven’t 
managed to get anywhere. Instead, I wrote this 
ideologically flawed string quartet which is of no 
use to anybody. I started thinking that if some day 
I die, nobody is likely to write a work in memory 
of me, so I had better write one myself. The title 
page could carry the dedication: To the memory 
of the composer of this quartet.”

Years later, Shostakovich mocked the quartet’s 
official dedication (“In memory of victims of 
fascism and war”):

String Quartet No. 9 in E-flat major, Op. 117  (1964)

The 9th quartet was completed in 1964, but it was 
not the first version of the piece.

While Shostakovich rarely changed or revised his 
works, the 9th Quartet is a singular exception. He 
completed the first version in 1961, then, “in an attack 
of healthy self-criticism, I burnt it in the stove. This is 
the second such case in my creative practice. I once 
did a similar trick of burning my manuscripts, in 1926.” 
It took Shostakovich three years to complete a “new” 
9th Quartet, finishing it in 1964. He dedicated it to 
his third wife Irina Antonovna, a young musicologist 
he married in 1962 because, as he put it: “I needed a 
woman to help me in my life.”

Following the dark intensity of Quartet No. 8, the 
9th Quartet by comparison is almost exuberant, 
positive and outward looking. The nearly 30 minute 
work is in five movements, played without pause, 
in a general fast-slow-fast-slow-fast layout. The 
movements are symmetrically arranged with the 
two Adagio movements surrounding the central fast 
movement, described as “a mad polka.” (Shostakovich 
maintained a life-long fascination with Rossini’s William 
Tell Overture and its “gallop” theme—think The Lone 
Ranger—which is alluded to here.)

The organization of the 9th Quartet is complex, in that 
its thematic material gets reworked and reintroduced 
continuously throughout the five movements. The first 
four movements are brief—clocking in at about four 
minutes apiece—but the final movement is over twice 
that length. 

The first movement establishes an easygoing, 
relaxed mood (Shostakovich writes “tranquillo” over 
the opening bar), and at times reveals traces of humor. 
The second movement Adagio, a solemn chorale, 
projects an even greater sense of contentment. 
It begins unusually, with the viola stating the first 
theme in a register higher than the violins. The third 
movement — the mad polka — picks up the pace. 
It is in the odd key of F-sharp and couples nervous 
energy with humor. Picture a maniacal Lone Ranger 
galloping backwards to nowhere. This leads directly 
into the second Adagio, constructed in an arch form. 
It opens somberly, led by slowly crawling quarter 
notes, giving way to slashing pizzicato chords at the 
climax, first in the second violin, then the viola, before 
the movement fades to black, interrupted only by the 
ferocity of the finale.

Longer than any previous movement, the final 
Allegro is divided into five parts, each demonstrating 
Shostakovich’s mastery. It is a dark “danse macabre” 
that begins with a torrent of kinetic energy. The central 
section features a fugue, followed by a restatement of 
the quartet’s many themes, including a reprise of the 
slashing pizzicati of the previous movement, this time 
in unison. 

The 9th Quartet had its première on November 
20, 1964, at the Moscow Conservatory, along  
with Quartet No. 10, written just three months later. 
Both were performed by, and dedicated to, the 
Beethoven Quartet.

 Program notes © 2024 by Michael Adams
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To say that this piece was just a denunciation 
of fascism, one would need to be both blind 
and deaf, for in this quartet, I was sounding  
a Russian song to the memory of the victims of 
our revolution. 

“Our” revolution would be of course the 1917 
Bolshevik revolution, and the Russian song is 
“Languishing in Prison,” a 19th-century song that 
is quoted extensively in the 8th Quartet. 

There is an important recurring rhythm in this 
piece—three fast repeated notes, played “down 
bow” by all four players—that was originally 
thought to represent gunfire or bombs falling 
when heard through the lens of World War II. 
In actuality, this three-note “pounding” motive 
represents the secret police knocking on the door 
in the middle of the night, underscoring the state 
of constant fear that pervaded everyday life.

During the cruel era of Stalin, literally millions of 
people disappeared, either executed or sent to 
Soviet prisons. Like so many writers, composers, 
and intellectuals, Shostakovich was terrified of 
being sent to the Gulag, and he always kept a 
suitcase packed with essentials beside the bed 
and never left the house without a toothbrush in 
his pocket. 

The music of the 8th Quartet expresses the 
misery, suffering and fear of the Soviet people. It is 
written in five movements, played without pause, 
opening with a four-note motive that saturates 
the entire work. The four pitches, (D, E♭, C, and 
B♮), represent the composer’s name, using the 
German spelling: Dmitri SCHostakovich.

Today, the 8th Quartet is considered one of the 
most important string quartets of the 20th century 
and is the most frequently performed quartet of 
the 15. It is not pretty, nor beautiful in a traditional 
sense, but it is dramatic, riveting, immensely 
powerful, and profoundly moving, a depiction of 
pain and suffering through music.

Shostakovich playing cards with his family, c. 1965
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Quartet No. 10
Shostakovich immediately followed No. 9 in the 

early summer of 1964 with this 10th, which was 
written in July at an artist’s retreat center in Armenia. 
The piece is dedicated to his close friend, the 
distinguished composer Mieczyslaw Vainberg.

Quartet No. 11
Shostakovich was not a well man when writing 

No. 11, yet the Quartet is paradoxical, in that his dark 
thoughts of mortality are (mostly) set aside, resulting 
in an appealing suite of seven connected miniatures. 
It is dedicated to Vasili Shirinsky, the founding second 
violinist of the Beethoven Quartet, who died suddenly 
at age 65.

Quartet No. 12
Dedicated to the founding first violinist of the 

Beethoven Quartet, Dmitri Tsyganov, Quartet No. 
12 marks the first time that Shostakovich dabbled in 
12-tone serialism, the controversial harmonic system 
invented by Arnold Schoenberg.

QUICK NOTES
SHORT NOTES WITH THE NEED-TO-KNOW

Quartet No. 13
Composed during one of his long hospital stays in 

1970. Shostakovich continued his pattern of dedicating 
works to members of the Beethoven Quartet, this one 
to recently retired violist Vadim Borisovsky as a 70th 
birthday gift. Quartet No. 13 is unusual in two respects: 
it features the viola in a leading role and features a 
jazz-inspired scherzo in the central section of this 
single movement work.

Quartet No. 14
No. 14 is in three movements, each about nine 

minutes long, the second and third are played 
without pause. No. 14 is dedicated to the cellist of the 
Beethoven Quartet, Sergei Shirinsky. The beginning 
is announced by the viola with six repeated notes—a 
musical “Hear ye! Hear ye! The cello shall now begin!”

Quartet No. 15
No. 15 is singular for its unrelenting darkness. 

Comprised of six slow movements, this is the longest 
of all the quartets The composer’s preoccupation 
with his own mortality and death are self-evident, and 
there was no doubt in his contemporary’s minds that 
this was his epitaph, his personal requiem.

QUICK NOTES: QUARTETS NOS 10-15

Our Music Museum on the second floor of Landmark Center in downtown 
Saint Paul was fully redesigned in 2021 to provide even more inspiration, 
learning, fun and interactivity for visitors as they make their way through 
the galleries hearing and playing instruments from around the globe, 
either hands-on or through technology. 

The Museum’s collections come to life through audio and visual recordings 
telling the story of our historical keyboards and manuscripts.

ADMISSION IS FREE!  Visit us today!
Wed–Fri 12–4 PM   |   Sat 10 AM–2 PM   |   Sun  12 PM–4 PM

Learn more at 
schubert.org/museum
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SHOSTAKOVICH QUARTET CYCLE  •  CONCERT IV

Friday, April 25, 2025  •  7:30 PM
Saint Anthony Park United Church of Christ

PLEASE SILENCE ALL ELECTRONIC DEVICES

JERUSALEM QUARTET

String Quartet No. 10 in A-flat major, Op. 118  (1964)	  

Andante
Allegretto furioso
Adagio (attacca)
Allegretto – Andante

String Quartet No. 11 in F minor, Op. 122  (1966)	  

Introduction: Andantino
Scherzo: Allegretto
Recitative: Adagio
Etude: Allegro
Humoresque: Allegro
Elegy: Adagio
Finale: Moderato — Meno mosso — Moderato

String Quartet No. 12 in D-flat major, Op. 133  (1968)	

Moderato — Allegretto — Moderato — Allegretto — Moderato
Allegretto — Adagio — Moderato — Adagio — Moderato — Allegretto

Intermission

String Quartet No. 10 in A-flat major, Op. 118  (1964)

Shos takov ich immediate ly  fo l lowed the 
composition of his 9th Quartet in the early summer 
of 1964 with this 10th, which was written in July 
at an artist ’s retreat center in Armenia. The 
composer dedicated the piece to his close friend, 
the distinguished composer Mieczyslaw Vainberg*. 
“Moisei” Vainberg, like Shostakovich, had written 
nine quartets so far and Shostakovich joked that 
he had won the semi-competitive race to get to 
number ten first.

Sidebar: Mieczyslaw Vainberg (1919–1996) 
was a prolif ic composer who, despite his  
26 symphonies, seven operas, seven concertos, 
17 string quartets, several ballets, and incidental 
music for 65 films, is still little known outside  
of Russia.

The quartet opens with an unassuming tune in the 
first violin alone that sets the tone for this gentle, 
almost whimsical movement. The entire thing is 
soft-spoken, featuring a viola passage played “sul 
ponticello,” the technique of playing with the bow 
hair up against the bridge, resulting in an icy, glassy 
sound color. The movement is harmonically elusive, 
toggling between E minor and A-flat major, two 
distantly related keys (with one section in both keys 
simultaneously), until a final, satisfying cadence in 
A-flat major ends the movement.

A ferocious scherzo follows—it is in fact the 
only time in his quartets that Shostakovich uses 
“furioso” in a title—with motorific ostinatos that 
drive the music forward with a sense of the chase. 
There is a section of buzzing “beehives”, followed 
by a powerful passage when both violins reinforce 
each other, playing in unison. Dissonant, clashing 
double-stops add to the chaos, until the movement 
ends abruptly, as if the entire quartet is spent by 
the effort.

The third movement is written in the Passacaglia 
form, a favorite of Shostakovich in slow movements. 
The nine bar passacaglia theme nearly jumps off 

the page, introduced by a wailing cello, marked 
“fortissimo.” Things take a sweeter turn when the 
f irst violin enters, as Shostakovich develops the 
passacaglia’s theme into eight subtle variations, 
sometimes omitting the ground bass altogether. This 
leads without pause into the fourth movement. 

The viola begins nonchalantly, noodling a jocular 
figure for some time before the others seem inclined 
to join in. Eventually, the second violin hops aboard, 
followed by the other two, who finally get the tune 
as well. Several times Shostakovich expands the 
sonic texture, using “drone” tones—resonating open 
strings—to create a rich, orchestral sound. Themes 
from the preceding movements are brought back, 
a common Shostakovich technique, including the 
passacaglia theme of the third movement, again 
played fortississimo. The energy gradually dissipates, 
and we are left with an uncertain finish: the music 
is marked “morendo” (dying away), as the work’s 
opening theme is stated a final time.

String Quartet No. 11 in F minor, Op. 122  (1966)

The 11th Quartet was written in early 1966 and is 
dedicated to the memory of Vasili Shirinsky, the second 
violinist of the Beethoven Quartet and close friend of 
Shostakovich, who died the previous summer at age 
65. Shirinsky was a founding member of the Beethoven 
Quartet, which had a close working relationship with 
Shostakovich for over 40 years and had premiered all 
but the first and last quartets. This was the first in a 
series of four quartets Shostakovich dedicated to the 
members of the Beethoven Quartet (nos. 11-14), the 
subset known as “The Quartet of Quartets.”

The 11th Quartet premiered in Moscow, along with a 
cycle of his songs, with Shostakovich accompanying 
the singer at the piano. Since the polio attack that had 
affected his right hand, he had not performed in public 
for over two years and was reportedly very nervous. 
The concert was a tremendous success nonetheless, 

C
on

ce
rt

 IV
   

• 
  A

pr
il 

2
5

, 2
0

2
5
	

S
h
o
st

ak
ov

ic
h
 Q

u
ar

te
t 

C
yc

le

Dmitri Shostakovich
(b. Saint Petersburg, Russia, 1906; d. Moscow, Russia, 1975)

Schubert Club is grateful to Dennis Stanton for his support of these concerts
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but at the Leningrad premiere three days later, 
tragedy struck. Surrounded by a crowd of well-
wishers at his hotel, Shostakovich suffered a heart 
attack that took him three months to fully recover 
from. This would be the first of three heart attacks, 
beginning the long, gradual decline in his health 
during his last decade. 

As I noted in the opening essay, Shostakovich 
lived with chronic health problems all his life, 
caused or exacerbated by the constant fear and 
stress that came with being a public figure living 
under oppressive authoritarian rule, particularly 
during the Stalin years. It exacted a terrible toll 
on Shostakovich, who was chronically depressed, 
anxious and in poor health. 

It is clear that while writing the 11th quartet, 
Shostakov ich was not a wel l  man.  The 
preoccupation he had about his own mortality 
likely increased after the shock of losing his 
close friend Vasili. Yet despite all of that, the 11th 
Quartet is a bit paradoxical, in that dark thoughts 
of mortality are (mostly) set aside, resulting in an 
appealing suite of seven connected miniatures, 
as a deeply felt tribute to his friend. The “suite” 
format looks backwards, akin to a Divertimento 
from Joseph Haydn’s era.

The 11th Quartet begins much like the 10th, with 
a plaintive solo violin, leading into a soothing, 
chorale-like hymn of the Introduction. The first 
violin is our guide through the movement, inviting 
us “inside” this music that sounds as if it were 
very private and personal to Shostakovich. The 
connection to the Scherzo is seamless and throws 
around a fugal idea equally, that seems to illustrate 
how the finest string quartet’s function: by having 
intelligent musical conversations amongst 
themselves, as much as good counterpoint allows. 
Shostakovich adds touches of whimsy and humor 
—it is a Scherzo after all, Italian for “joke”—with 
long, sliding glissandi and punchy harmonics. 
The Recitative arrives abruptly, with a dramatic 
outburst and slashing chords from the violin. This 
outburst gets repeated three times, suggestive 
of wailing and grief. There is something cathartic 
about these gestures, what one musicologist has 
called “three heart seizures.”

Shostakovich for the first time ever, dabbled in 12-tone 
serialism, the controversial harmonic system invented 
by Arnold Schoenberg.

During the Stalin years, no composer would have 
dared to use such a “western, formalist” technique, 
but Shostakovich, like several of his younger Soviet 
counterparts—namely Alfred Schnittke (1934-98), Arvo 
Pärt (b. 1935) and Sofia Gubaidulina (b. 1931)—felt freer 
to experiment during the years of the “Khruschev thaw.”

As someone who took delight in numerology in his 
works (see Sidebar), it can’t be a coincidence that 
Shostakovich chose his Quartet No. 12 to delve into 
12-tone serialism. (He included 12-tone rows in the 13th 
Quartet as well as his next two works: the Sonata for 
Violin and Piano and the 14th Symphony.) 

The ostensible aim of Schoenberg’s controversial 
system was to liberate music from the “tyranny” of any 
single pitch or key, allowing for a new, freer mode of 
harmonic expression. While the concept of avoiding 
a tonal center was adhered to by most composers of 
serial music, Shostakovich still labels his 12th Quartet 
as being “in D-flat major,” a seeming contradiction. His 
response was to explain that he used 12-tone rows as 
a point of departure, not as an end in itself, saying:

....everything in good measure. If, let’s say, a 
composer sets himself the obligatory task of writing 
dodecaphonic (12-tone) music, then he artificially 
limits his possibilities, his ideas. The use of elements 
from these complex systems is fully justified if it is 
dictated by the concept of the composition... 

In other words, he combined the rules of harmony, the 
rules of serialism, the expressiveness of Romanticism, 
and the dissonance of modernism, to sound like, well, 
Dmitri Shostakovich at age 62.

The 12-tone row appears immediately in the 
cello—you really can’t miss it—and you will hear it 
pop up at various points throughout the piece, as 
everyone gets a turn. The first violin explores a dark 
melody in a low register, as if carrying the weight 
of the world on its shoulders. For long stretches at 
a time, Shostakovich writes for just two, sometimes 
three voices, emphasizing through the “hollow” sound 
quality a feeling of emptiness and isolation. There is a 

murkiness to this movement; its intentions are guarded 
and inscrutable. 

In the much longer second movement, the initial 12-
tone row gets more extensively developed. It opens 
with trills that compete with an insistent melodic idea 
that begins with repeated notes. A couple episodes 
appear to aim for scripted chaos, as if half the players 
missed page turns yet obstinately carry on. A long 
passage for solo cello leads into a dark introspective 
section. The 12-tone sequence even makes an “all-
pizzicato” appearance in the first violin. This is the signal 
that we are coming to the final section of the work, 
a collage that revisits and reconsiders the material 
we heard in the three earlier sections. At one point 
the lower three instruments play enormous pizzicato 
chords which contain all twelve chromatic pitches 
simultaneously — the densest sonority imaginable. 

Although Shostakovich never shied away from 
dissonance in his writing, in the 12th Quartet, he seems 
to embrace dissonance at a new level. Perhaps this 
was his grand strategy all along, as we find out, only 
at the end (spoiler alert), when he delivers the ultimate 
surprise: an unambiguous, optimistic cadence in D-flat 
major, an ironic (or cheeky) conclusion to a piece born 
from a 12-tone row.

While he was writing this quartet Shostakovich 
confessed to a friend that every time he wrote a new 
piece he was haunted by fears that he would not live 
to complete it. He was indeed very sick at this stage in 
his life, and it was perfectly true that each new piece 
could have been his last. There remain, however, three 
more quartets to come.

Sidebar: Shostakovich’s light-hearted numerology 
is at play in the opening minutes of this piece as well. 
Notice how the second violinist does not play a note 
for a very long time. In fact, for precisely 34 bars, the 
piece is essentially a trio. This is a silent homage to 
the Beethoven Quartet’s late second violinist Vasili 
Shirinski, who had died in 1965. Shirinski’s tenure 
in the quartet was exactly 34 years. The premiere 
of Quartet No. 12 introduced the ensemble’s new 
second violinist Nikolai Zabavnikov, but only after 
waiting the obligatory 34 bars.

 Program notes © 2024 by Michael Adams
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The mood is interrupted by the cheeky Étude, 
which must be “biographical”—his friend Vasili 
practicing diligently, then handing it off to the 
cellist. The Humoresque begins and ends with the 
second violin alone (name another piece that does 
that!) a gesture to his late friend’s role, here literally 
“playing” the joke. It is the Elegy that gives this 
quartet a sense of gravitas. It is a poignant, touching 
memorial to his friend and reveals Shostakovich at 
his most vulnerable, in a very personal expression 
of grief. As in the previous movement, the Elegy 
ends with the second violin alone, playing a muted 
repetition of the first violin’s beautiful final tune; 
a last goodbye. The Finale is notable for its stark 
simplicity and spare writing. As he commonly does, 
Shostakovich reprises themes from the earlier 
movements for a final appearance, before the 
music dies away, leaving a solitary, stratospheric 
note in the violin, as a soul ascending.

String Quartet No. 12 in D-flat major, Op. 133  (1968)

Dedicated to the Beethoven Quartet’s first 
violinist, Dmitri Tsyganov, on his 65th birthday, 
the Quartet No. 12 is the second in the “Quartet 
of Quartets” (nos. 11-14) that are dedicated to the 
individual members of the Beethoven Quartet. 
Quartet No. 11 had been a tribute to its second 
violinist, Vasili Shirinsky, upon his sudden death. It 
seemed inevitable that Shostakovich would follow 
that with three more quartets, one each in honor 
of the other three members of the ensemble who 
premiered all but two of the composer’s 15 quartets.

Each of the “Quartet of Quartets” has personal 
qualities that reflect the idiosyncrasies of their 
dedicatee, and the 12th Quartet is no exception, as 
first violinist Tsyganov was noted for his vigorous, 
physical style of playing. When Tsyganov inquired 
of Shostakovich how the piece was progressing, 
the composer replied, “It ’s a symphony, a 
symphony!” revealing his grand ambitions for 
the work. The result was a two-movement work 
of about 27 minutes playing time. The second 
movement is more substantial than the first and 
about three times as long, but what most surprised 
the music world about the 12th Quartet is that 
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SHOSTAKOVICH QUARTET CYCLE  •  CONCERT V

Sunday, April 27, 2025  •  4:00 PM
Saint Anthony Park United Church of Christ

PLEASE SILENCE ALL ELECTRONIC DEVICES

JERUSALEM QUARTET

String Quartet No. 13 in B-flat minor, Op. 138  (1970)	  

Adagio — Doppio movimento — Tempo primo

String Quartet No. 14 in F-sharp major, Op. 142  (1972–1973)	  

Allegretto
Adagio (attacca)
Allegretto

String Quartet No. 15 in E-flat minor, Op. 144  (1974)	

Elegy: Adagio
Serenade: Adagio
Intermezzo: Adagio
Nocturne: Adagio
Funeral march: Adagio molto
Epilogue: Adagio

Intermission

String Quartet No. 13 in B-flat minor, Op. 138  (1970)

The last decade of the composer’s life was marked 
with increasingly worsening health problems that 
interfered with his ability to compose regularly.  Yet 
somehow, he did, despite months-long, arduous 
therapies for a polio-like affliction, worsening heart 
disease, and finally, lung cancer treatments that 
kept Shostakovich increasingly in hospitals during 
the time he wrote his final three quartets. 

The 13th Quartet was finished during one of his 
long stays at a neurological hospital in 1970. He 
continued his pattern of dedicating recent quartets 
to individual members of the Beethoven Quartet 
by offering this one to violist Vadim Borisovsky, 
recently retired, as a belated 70th birthday gift. It is 
unusual in two respects: it is composed in a single 
movement and features the more reticent viola in 
a leading role. The single movement structure falls 
into a loose three-part division: the outer sections 
are led by the viola and are quite rhapsodic, the 
middle part, is a jazzy scherzo.

The quartet begins and ends with viola solos. 
The opening presents a strangely beautiful theme 
that happens to be a 12-Tone row that guides much 
of the quartet’s inner architecture; and the last is 
an impressive climb to heights not often reached 
by the third member of the quartet (at least not 
without a net.) At the very center of this arch-
form movement is an extraordinary jazz section 
(Sidebar 1), that calls upon the players to become 
percussionists, tapping their bows on the bodies of 
their instruments. (Sidebar 2).

There is something intensely bleak and austere 
about the 13th Quartet. The writing is of ten 
simple and spare, a “less is more” approach that 
Shostakovich favored in his last years, yet it is still 
densely packed with emotions and ideas.

Sidebar 1: Soviet Premier Nikita Khrushchev had 
been complaining about the unpleasant sounds he 
had heard at a recent jazz performance in 1963: “…it 
is impossible to understand some jazz music which 
is repugnant to the ear. It is the kind of music that 
makes one feel like vomiting, and causes colic in 
one’s stomach…” Shostakovich must have been out 
to prove the many redeeming qualities of jazz as he 
knew it.

Sidebar 2: The noted Soviet pianist Galina 
Shirinskaya said that she heard Shostakovich say 
that the passage marked “col legno” (“with the 
wood”), was meant to imitate the lash of a whip in 
a concentration camp. There is also the notion that 
it is the knocking on the door by, or the tapping of 
nails into a coffin. All bleak imagery regardless.C
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Dmitri Shostakovich
(b. Saint Petersburg, Russia, 1906; d. Moscow, Russia, 1975)

Shostakovich reading a newspaper, c. 1975

Pre-concert conversation one hour before the performance

Schubert Club is grateful to Dennis Stanton for his support of these concerts
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String Quartet No. 14 in F-sharp major, 
Op. 142  (1972–1973)

The 14th Quartet was written at the end of a 
long fallow period that had caused Shostakovich 
a lot of anxiety. He’d spent most of it in hospitals, 
dealing with his full menu of crises: a weakening 
heart, lung cancer, and a polio-like neurological 
condition that caused chronic pain. He complained 
about his situation in a letter:

“For two years, I haven’t written a single 
note…Well, I’m not drinking, lying the whole time 
in hospitals. I want to start drinking again!” 

His doctors did relent to a daily vodka, and when 
he returned to Moscow a month later, an ebullient 
Shostakovich was toasting the return of his muse 
with sketches for the 14th Quartet. During a state 
sponsored visit to England several months later 
he worked on it further while visiting the home of 
his friend Benjamin Britten, a composer he greatly 
admired. The 14th Quartet was finally completed 
the following April (1973) while in Copenhagen to 
receive the Danish Sonning prize.

Sidebar 1: Given the composer’s frail health, 
these foreign trips were risky—he had no desire 
to travel abroad and his doctors advised against 
it—but he confessed that he’d been forced 
to go to the U.K. due to political pressure. 
Shostakovich had often been paraded abroad 
for propaganda purposes and despite his failing 
health, he was “invited” to go. It was during this 
trip that Shostakovich traveled to York to assist 
the members of the young Fitzwilliam Quartet 
with their preparation of his 13th Quartet. He 
entrusted them with the Western premieres of 
his last three quartets, and they became the 
first ensemble to perform and record all fifteen. 
These recordings won international awards.

Quartet No. 14 is dedicated to the cellist of the 
Beethoven Quartet, Sergei Shirinsky. It is the last 
of four quartets that Shostakovich dedicated to the 
individual members of the ensemble that premiered 
every one of the composer’s 15 quartets, except for 
numbers 1 and 15. 

Sidebar2: Cellist Sergei Shirinsky, the half-
brother of founding second violinist Vasily 
Shirinsky (now deceased), was still playing at 

Also listen for the remarkable passage in the third 
movement where the material splinters apart into 
smaller and smaller shards that pass rapidly from player 
to player as it disintegrates, an especially dizzying 
thing to watch in real time. (You will know when it 
happens.) As the energy dissipates, the cello leads 
the way into the beautiful coda, in the sunny, radiant 
key of F# major, with the cello soaring high above his 
colleagues as the movement fades peacefully to black.

Shostakovich was awarded the Glinka Prize (the 
State Prize of the Russian Federation) for the 14th 
Quartet. Only the 15th Quartet and a viola sonata—
Shostakovich’s f inal completed work—would be 
composed after String Quartet No. 14.

String Quartet No. 15 in E-flat minor, Op. 144  (1974)

Shostakovich’s 15th and final statement in the string 
quartet genre, completed while in the hospital in 1974, 
is singular for its unrelenting darkness. Comprised of 
six slow movements all marked “adagio” and played 
without pause, this longest of all the Shostakovich 
quartets contains rich rewards for the listener, despite 
its continuum of profound gloom. 

The composer’s preoccupation with his own mortality 
and death are self-evident, with such movement titles 
as Elegy and Funeral March. Interestingly, this quartet 
bears no dedication (only two others are likewise), 
although there was no doubt in his contemporary’s 
minds that this was his epitaph, his personal requiem. 
From the music, one can sense that these are the 
composer’s final words on the subject, that his entire 
cycle of quartets is finished. 

The first movement Elegy is more than twice as long 
as the other five movements and begins unexpectedly, 
with a fugue. This fugue is in slow motion however, 
beginning with a solitary-sounding violin. The fugue 
subject is heavy with resignation, plodding ahead 
step by step, until the fugue peters out before it is 
fully developed. (A metaphor for unfinished business?) 
The bleak feeling of resignation persists, exactly as 
Shostakovich intended as it turns out. Here are his 
instructions to the players of the Beethoven Quartet:  

“Play the first movement so that flies drop dead 
in mid-air and the audience leaves the hall out of 
sheer boredom.” 

The second movement, a chilling Serenade, begins 
with a series of “shouts” from each player; the score 
indicates a sudden crescendo on a single pitch. The 
players start at the tip of the bow and rapidly surge 
the bow towards the “frog,” in string player parlance. 
These shouts overlap, each beginning where the other 
left off. Are they cries of agony? Wails of grief? You will 
hear them again in this movement, as they frame a 
fragmented waltz melody. 

The Intermezzo begins abruptly with a dramatic 
violin cadenza. The cello however, remains unaffected 
and stoic throughout, regardless of the music’s 
intensity. In this movement Shostakovich continues 
his tradition of embedding messages in his music, this 
time concealing a tune from the opera The Nose which 
had been revived in the Soviet Union for the first time 
in 45 years, around the time of the quartet’s premiere.

The Nocturne begins with an icy viola solo, 
accompanied by graceful, limpid arpeggios in the 
violin and cello. All the voices are muted, making the 
music sound murky and unfocused, as if underwater. 
Here is where our protagonist faces old age, and 
finally, death, when the cello lets the music die away 
in resigned defeat.

The Funeral March is defined by a recurrent dotted 
rhythm, one that Shostakovich appropriated from the 
Funeral March of Beethoven’s Eroica Symphony. The 
march rhythm is the glue that keeps the Funeral March 
intact, joining together a series of solos, beginning 
with a doleful viola. Each solo is punctuated like a 
refrain by the recurring march rhythm.

What comes after death? With Shostakovich it 
is unclear. He was not a religious man, and never 
spoke of an afterlife, but the Epilogue might seem to 
suggest otherwise. A searing violin solo begins this 
movement of vivid, indescribable effects: energetic 
bursts dominated by icy trills and slashing pizzicato 
chords. Are these hallucinations or spectral visions 
of the hereafter? Perhaps, but the Epilogue serves 
as a musical retrospective as well, quoting themes 
from previous movements, as well as a quote from his 
recent viola sonata, (which in turn quotes Beethoven’s 
Moonlight Sonata.) The music drains away its energy 
in that final, bleak viola solo, and ends in repose.

 Program notes © 2024 by Michael Adams

SHOSTAKOVICH QUARTET CYCLE  •  CONCERT VSHOSTAKOVICH QUARTET CYCLE  •  CONCERT V

age 70 when the 14th Quartet was written. 
Described as a genial and enthusiastic man, he 
had known Shostakovich for nearly fifty years. 
After he had received this quartet, he quipped 
“Well I can die now.”

The work is in three movements, each about 
nine minutes long, the second and third of 
which are played without pause. The beginning 
is announced by the viola with six repeated 
notes—a musical “Hear ye! Hear ye! The cello 
shall now begin!”—as the cello jauntily sets off 
with a droll melody that almost sounds carefree, 
but for its jagged, angular profile, accompanied 
by a viola drone. The music gradually grows in 
intensity as the rest of the group enters, but the 
focus repeatedly goes back to the cello part. For 
example, when the viola gets the idea to play a 
solo cadenza, it is soon one-upped by the cellist, 
who riffs on the same material. During this nearly 
nine minute movement, notice how many times 
Shostakovich uses less than the full foursome 
in the music. He is very intentional about the 
“voicings” in his quartets, often writing lengthy 
episodes for just two or three players for long 
stretches of time. Long soliloquies for a single 
instrument are not uncommon and occur several 
times in this quartet. 

The Adagio is suggestive of the sound world 
of Beethoven’s late quartets. It is equal parts 
sweet serenity and sad lament. There are lengthy 
duets between the cello and first violin in this 
movement, meant to highlight the two members 
of the Beethoven Quartet who were 50-year 
veterans of the group at the time of the work’s 
premiere. Shostakovich gives them both extended 
solo passages of intense expressivity.

The third movement Allegretto arrives with an 
odd pizzicato melody in the first violin, which 
is actually a motto, in the form of a musical 
cryptogram:  C#– E♭–E–D–E–G–A. Using German 
note transliterations, that spells “Serezha,” the 
affectionate diminutive for Sergei. It is one of two 
cryptic references to cellist Shirinsky, the other 
is a quote from his fateful opera Lady Macbeth 
of Mtsensk, when Katerina sings “Serezha, my 
darling” in her beautiful aria. 
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Schubert Club Annual Contributors
Thank you for your generosity and support

Contributors from fiscal year 2024 through 
February 26, 2025 of fiscal year 2025.

Please inform us of any errors or omissions so we 
can make corrections in subsequent listings.

AMBASSADOR
$20,000 AND ABOVE 
Patrick and Aimee Butler 
    Family Foundation
The estate of James Callahan 
Joy Lee Belknap Davis †

Mary Ann Feldman † 
Richard Geyerman †

Rosemary and David Good
    Family Foundation
Ruth and John Huss
Elizabeth J. Indihar Trust
Lucy R. Jones 
   and James E. Johnson
Art and Martha Kaemmer Fund 
   of HRK Foundation
Minnesota State Arts Board
National Endowment for the Arts
Gilman † and Marge Ordway
Terry and Chris Schopfer
Dennis Stanton
Margaret V.B. Wurtele

SCHUBERT CIRCLE
$10,000–$19,999
Nina Archabal 
City of Saint Paul 
    Cultural STAR Program
Anna M. Heilmaier
    Charitable Foundation
Dorothy J. Horns, M.D. 
   and James P. Richardson
Paddock Foundation
The Estate of 
   Beatrice Ohanessian
The Estate of 
   Sita Ohanessian

PATRON
$5,000–$9,999
Anonymous
Mary Arneson
Paul Aslanian
Lynne and Bruce Beck
Best Buy Foundation 
Boss Foundation
John Michel and Barbara Brown
Cecil and Penny Chally 
Dee Ann and Kent Crossley
Fleetwood Foundation
Diane and Mark Gorder
Hardenbergh Foundation
Anne and Stephen † Hunter 
Ann Juergens and Jay Weiner
Phyllis Kahn
Barry and Cheryl Kempton
Marjorie and Ted Kolderie
Laura McCarten 
Alfred P. and Ann M. Moore
Elizabeth B. Myers †

Gayle and Tim Ober
Robert M. Olafson
Securian Financial Foundation
John Seltz and Catherine Furry
Katherine and Douglas Skor
William and Marcelyn Smale
Kay Savik and Joe Tashjian
Trillium Family Foundation
Betsy and Paul von Kuster
Nancy and Ted Weyerhaeuser

BENEFACTOR
$2,500–$4,999
Suzanne Ammerman
Mary A. Arneson
James and Karen Ashe
Charles Burnham
Kurt Bjorklund
David and Catherine Cooper
Joan R. Duddingston
Anna Marie Ettel
Foster Klima & Co. Inc.
Michael and Dawn Georgieff
William and Nancy Jones
Lyndel and Blaine King
Kyle Kossol and Tom Becker
Lehmann Family Fund of 
   The Saint Paul and 
   Minnesota Foundation
Mark Lystig 
James and Jane Matson
The Alice Greene McKinney 
   and E. Kirk McKinney Jr. 
   Fund of Central Indiana 
   Community Foundation
Peter and Karla Myers
Ford and Catherine Nicholson
Nancy and Richard Nicholson
Nancy C. Orr
Barbara and John Rice
Saint Anthony Park 
   Community Foundation
Michael and Shirley Santoro
Kim Severson and Philip Jemielita
Sewell Family
Laura Sewell and Peter Freeman 
  of the Sewell Family Foundation 
Jill and John Thompson
Travelers Foundation
Eric Won
Xcel Energy Foundation

GUARANTOR
$1,000–$2,499
The Estate of Dorothy Alshouse
Suzanna and Bryan Altman
Anonymous 
Suzanne Asher 
   and Thomas Ducker
J. Michael Barone 
   and Lise Schmidt 
Bank of America

Thomas and Jill Barland
Fred and Sylvia Berndt
Aaron Brown 
Jeffrey Busch 
Gretchen Carlson  
John and Birgitte Christianson
Citizens Charitable Foundation
Paula and Cy DeCosse
Dellwood Foundation
Marybeth Dorn
John and Maureen Drewitz
Patricia Durst 
Richard and Adele Evidon
Joan and William Gacki
Judith Garcia Galiana 
   and Alberto Castillo
Gayle Gaskill 
Rosemary and David Good
Pamela Fletcher-Bush
Greystone Foundation
Jonathan Guyton
Braxton and Dianne Haulcy
Julie and Anders Himmelstrup 
Richard King 
William Klein 
   and Hildy Bowbeer
Gloria Kumagai 
   and Dr. Steven Savitt
Andy and Kathyrn Lang
Frederick Langendorf 
   and Marian Rubenfeld
Libby Larsen and Jim Reece 
Eric and Mary Lind
Michael Litman 
Timothy and Susanna Lodge
Michael and Cynthia Manns 
Lisa McLean 
   and Michael Dennis Browne  
The McMillan Family 
    Endowment Fund
Microsoft 
Fayneese Miller
David and Leni Moore 
   Family Foundation
Thomas Murtha 
   and Stefanie Ann Lenway
John Nuechterlein
Rod and Debra Presser
John and Lois Rogers
Sarah Lutman and Rob Rudolph 
Vaughn Ormseth 
Kay Phillips and 
    Jill Mortensen Fund of
    The Minneapolis Foundation
Walter Pickhardt 
   and Sandra Resnick
Christine Podas-Larson 
   and Kent Larson
August Rivera, Jr.
Ken Rothchild 
Chris Sagstetter
Mary E. Schaffner 

   and Robert L. Lee †

Mary and Mark Sigmond 
SIT Investments 
   Associates Foundation
Linda Schloff
Dan and Emily Shapiro 
Arturo Steely
Jerry Swenson
Target Foundation in honor of 
   Anne Vars Board Service
Tim Thorson 
Thrivent Financial
Charles Ullery and Elsa Nilsson 
Kathleen van Bergen
Carl Voss 
Kathleen S. Walsh
David L. Ward 
Ann K. White
Timothy Wicker 
   and Carolyn Deters
Michael and Catharine Wright 
Family Fund of the Yamba Valley 
   Community Foundation
Dennis Wu and Jeff Anderson 
Donna Zimmerman 
   and Philip Ditmanson
  
SPONSOR
$500–$999
Marlene Kay Adams
Richard C. Allendorf 
   and Paul W. Markwardt
Mark Anema and Kate Ritger
Anita Anderson 
Scott Appelwick 
   and Edward Sootsman 
Julie Ayer and Carl Nashan
Karen Bachman
Mary and Bill Bakeman
James Bartsch
Cheryl Brown 
Richard Brownlee
Ellen † and Philip Bruner
Elizabeth Buschor
Deanna L. Carlson
Citizens Financial Group/
   Charitable Foundation
Joanna and Richard Cortright
Sheldon Damberg
Maryse and David Fan  
Catherine Fischer
Doug and Karen Flink
John Floberg and Martha Hickner
Timothy Grady 
   and Catherine Allan
Bob and Janet Lunder Hanafin
Melissa Harl 
Lorraine Hart 
Beverly L. Hlavac
Brian Horrigan and Amy Levine
Nancy Huart
Bruce Jacobson 

   and Ann Morrissey 
Isabelle and Daniel Johnson 
Manuel Kaplan 
Ed and Martha Karels
Robert Kieft
Anne Kruger
Robert and Barbara Kueppers
Dawn Kuzma
Jane Lanctot
Alan and Kirsten Langohr
Seth Levin and Mia Nosanow 
Jon and Lisa Lewis
Doug and Mary Logeland
Rhoda and Don Mains 
Robert G. Mairs 
James McCarthy
   and Gloria Peterson
Dorothy McClung 
   and Chris Zickrick
Donn and Bonnie McLellan
Mary Trina McNeely 
   and Garth Morrisette
Medtronic Foundation 
David Miller and Mary Dew †

Bradley H. Momsen
The Nash Foundation 
Lowell and Sonja Noteboom
Rosanne Nathanson
Patricia O’Gorman
Amaria and Patrick O’Leary 
Heather J. Palmer
Mary and Terry Patton
Chris and Maria Troje Poitras
Sara Reed 
Juliana Rupert
Rebecca and John Shockley
Mort Schlesinger 
   and Joan Oliver Goldsmith 
Bill and Susan Scott
Gary Seim and Lee Pfannmuller
Althea M. Sell 
Renate Sharp
Nan C. Shepard 
Daryl Skobba 
   and Kathleen McLaughlin 
Ron Spiegel
Conrad Soderholm 
   and Mary Tingerthal 
Jon and Lea Theobald 
Jean Thomson
Stephanie Van D’Elden
Anne Vars
Daniel Vogel 
Mary K. Volk 
Sarah Wanderschneider 
Wells Fargo 
   Foundation Minnesota
Dr. Deborah Wexler 
   and Michael Mann
Ann White
Beverly and David Wickstrom 
Douglas Winn and Susan Moore
Nancy Wiggers and Frank Zebot  

PARTNER
$250–$499
Craig and Elizabeth Aase  

Anonymous
Association of Professional 
   Piano Instructors
Adrienne Banks
John and Inez Bergquist 
Kit Bingham 
Lisa and Rolf Bjornson
Ken Bonneville 
Ted Bowman
Carol and Michael Bromer
Carl Brookins
Barbara Ann Brown
Dorthea J. Burns  
Janet and James Carlson 
Ruth Carp
Peter Eisenberg 
   and Mary Cajacob
David and Michelle Christianson
Katie Condon
Gisela Corbett and Peter Hyman 
Cynthia Crist
Maureen Curran 
Nancy Mairs Daly
Virginia Dudley 
   and William Myers 
George Ehrenberg 
Sara and Karl Fiegenschuh
John Flynn and Deborah Pile
Gerald Foley
Brigitte and Richard Frase 
Patricia Gaarder
Katherine Goodrich 
Richard and Marsha Gould 
Anne and George Green
David Griffin and Margie Hogan
Lonnie and Stefan Helgeson
Mary Kay Hicks
David W. Hunter 
Veronica Ivans
Mary A. Jones 
Naomi Karstad 
Anthony L. Kiorpes
Marek Kokoszka
David and Jane Kostik 
Sara Stephens Kotrba
Don and Sherry Ladig
Holly MacDonald 
   and John Orbison
Roderick and Susan MacPherson
Kathryn Madson
Franck and Amy Marret
Christopher and Cheryl McHugh
Deborah McKnight 
   and James Alt
James Miner and John Easton
Amy and Marek Mino
Jim and Carol Moller
Ingrid Nelson
Paul D. Olson 
   and Mark L. Baumgartner
Sook Jin Ong 
   and John Mathews
Sally O’Reilly 
Elizabeth Parker 
Donald Pastor
William and Suzanne Payne
Rick and Suzanne Pepin
James and Kirsten Peterson

Kristin Rasmussen 
Karl Reichert and Reynaldo Diaz 
Gladys and Roger Reiling
Diane Rosenwald
Mary E. Savina
Sylvia J. Schwendiman
J. Shipley and Helen Newlin
Richard Schmitter 
Paul L. Schroeder 
Christine Schwab 
   and Mike Klevay 
Darryl Smith 
Harvey Smith
Alexander Sperry
Cynthia Stokes
Glenn Strand
Tom Swain
Anthony Thein
Karen and David Trudeau
Osmo Vänskä
Paul and Amy Vargo 
Voya Financial 
Leslie Watkins 
   and Douglas Larson
David Wheaton 
   and Michele Moylan
C. Neil and Julie M. Williams 
Ron Zweber and Peter Scott 

CONTRIBUTOR
$100–$249
Arlene G. Alm 
Renner and Martha Anderson
Anonymous
Dan Avchen 
   and David Johnson
Baird Foundation 
Robert Baker
Megan Balda and Jon Kjarum
Carol E. Barnett 
Donald and Keri Beck 
Carline Bengtsson
Paul and Barbara Benn
Jerry and Caroline Benser
Bara Berg
Emily and John Betinis
Frank Bevsek 
Robert Bowman 
David Brookbank 
Philip and Carolyn Brunelle
Ann Buran
Roger F. Burg
Nicholas Canellakis 
Mark and Denise Carter 
CGDS Family Foundation
Carol Chomsky and Steven Liss 
William † and Mary Cunningham
Annette Conklin 
Richard and Dixie Cornell 
Marilyn and John Dan
Pamela Desnick 
Karyn and John Diehl
Janet and Kevin Duggins
Justin Dux 
Jayne and James Early
Thomas and Nancy Feinthel
Judie Flahavan 
John Floberg 

   and Martha Hickner
Timothy and Teresa Foster
Salvatore Silvestri Franco 
Patricia Freeburg
Jayne Funk and Roger Battreall 
Cléa Galhano
Leland and Beverly Gehrke 
Cynthia Gillet and Daniel Sadoff 
Graciela Gonzalez
Betsy and Mike Halvorson
Mark Hamre 
George and Christina Hart 
Sandra and Richard Haines
Jeanne K. Haro
David and Karen Haugen 
Peter Mansfield 
   and Naomi Haugen 
William Hauser
Dorothy Heinz
Alan J. Heider
Timothy and Julia Heidmann
Mary Beth Henderson
Curt and Helen Hillstrom 
Elizabeth Hinz
Bonnie Marron 
   and Bert Hollinshead 
Lynne Holt
John and Patty Hren-Rowan 
Pam Isaacson
Bernard Jacob
Katherine Jacobson
Charles Kampen
Kristine and John Kaplan
Richard Kain 
   and Katherine Frank
Judy Karon 
Bruce Karstadt
Gerald A. Kazmierczak Family
Nancy Kehmeier
Suzanne Kennedy
Robin and Gwenn Kirby
Katheren Koehn
Karen Koepp
Dave and Linnea Krahn
Judith and Brian Krasnow
Kenyon S. Latham, Jr.
Elizabeth Lamin 
Karla Larsen
Tryg and Helen Larsen 
Dave Larson 
David Larson
Scott LeGere
Edith Leyasmeyer 
Jeff Lin and Sarah Bronson
Eric and Mary Lind
Katy Lindblad 
Rebecca Lindholm
Nancie Litin
Hinda Litman 
Sharon Lovo
Karen Lundholm 
Suzanne Mahmoodi 
Stephen Manuszak 
Carol K. March
Ron and Mary Mattson
Keith McCarten
Tamara McConkey 
Katherine McGill
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Nancy McKinley
Anne McKinsey
Steven Meacham 
Ralph and Barbara Menk
Dr. Stephen and Leah Menya
Jane Mercier and Mark Taylor
John Miller
Elizabeth Mills 
Patricia Mitchell
Carrie Moore
Elizabeth A. Murray
David and Judy Myers
Janis and Michael A. Nash
Eva Neubeck
Kathleen Newell
Diane Nixa and Kurt Hochfeld 
Sarah Nordstrom 
Tuyet Nguyen
Julia O’Brien 
Margaret Olson
Alan Oppenheimer 
Vivian Orey
Thomas Otto
Jonathan Palmer
Jean Parilla 
Kathy and Don Park
Drs. Patricia Penovich 
   and Gerald Moriarty
Janet V. Peterson
Joan Piorkowski 
Ann Piotrowski 
Jerome Quinn 
Marcia Raley 
David and Judy Ranheim 
Mindy Ratner 
Tanya Remenikova 
   and Alex Braginsky 
Karen Robinson
Drs. W.P. and Nancy W. Rodman
Mary and Richard Rogers
Peter Romig
Michael and Tamara Root  
Marilyn Rose
Vanessa Rose
Jane Rosemarin 
Lee and Roberta Rosenberg 
Barbara Roy
Steven Savre
Saint Anthony Park Home 
Larry and Rozlynn Schack 
Robert Schauinger 
   and Linda King 
Mariana and Craig Shulstad
Marguerite 
   and Edward Senninger 
Elizabeth Sharpe
Gale Sharpe
Brian and Stella Sick
Elaine Sime
Robert Simonds
Marie and Darroll Skilling
Nance Skoglund
Darryl L. Smith
Robert Solotaroff
Rosemary Soltis
Donna Stephenson 
Cynthia Stokes
Dameun Strange 
   and Corina Serrano

Lillian Tan
Christina Temperante
Bruce and Judith Tennebaum
Adrienne M. Tindall
Sarah and Thomas Voigt
John Vilandre
Louise Viste-Ross
Michael Wagner 
Timothy and Carol Wahl 
Maureen Kucera-Walsh 
   and Mike Walsh
William K. Wangensteen
Susan and Robert Warde
Lani Willis and Joel Spoonheim 
Alex and Marguerite Wilson
Larry Wilson

FRIENDS
$1–$99
James Adams
Mary Adair 
Jay Amundson 
Amazon Smile
Marie Andersen
David Anderson
David and Gretchen Anderson 
Anonymous
Elizabeth Baldwin
Reed and Kimberly Barton 
Angela Benson 
Roger Berg
Rhiannon Bigalke 
Michelle Blaeser
John Bogucki
Scott and Susan Boris 
Richard Buchholz
Frank and Ruth Bures
Timothy Bursch
Brady Carlson
Breanna Cherrey 
Barbara Cohen
Ben Cook-Feltz 
   and Ellen Stanley
Ben and Laura Cooper 
Barbara Cracraft
Jon and Katherine Cranney
Peggy J. Crosby  
Diane Dahl
Elizabeth Davydov
Gregory DeWitt 
John Early and Elizabeth Severn
Tracy Elftmann 
Kevin and Kimberly Erickson
Nate Ertl 
Thomas Finneas
Barbara Fleig
John and Barbara Foss 
Dana Fox 
Michael Freer
Linda Kramer Freeman
Amelia Furman
John and Peggy Ganey
Phyllis Goff
Brian and Joan Gardner-Goodno 
Peg and Liz Glynn
Elly Grace
Peg Guilfoyle
Indra Halvorsone 
Kit Hansen

Katherine Hanson
Rebecca Hanson 
Anthony and Allison Harder 
Joyce Haselmann
Patrick Garay Heelan 
   and Erin Heelan 
Portia Heller 
In memory of Henry Family Fund
Sandralee Henry
Lee Herold
Aliese Hoesel 
   and Ian McClintock
Stuart Holland 
Esther Hope
Bradley Horras
Ashley Humphrey
Yao Jingyuan
Carol A. Johnson
Christopher Johnson 
Jack and Judith Johnson
Kim Johnson
Stephen R. Johnson 
   and Bonnie Johnson
Stephen and Tracy Johnson 
Shirley Kaplan 
Irene and Arthur Kato 
Colleen Kennealy 
Alaina Kelley
Dwayne King
Catherine Ann King 
Catherine Kirkpatrick 
Kurt Krueger
Marit Lee Kucera
Margaret Cords-Lammers 
   and Mark Lammers
Janice Lane
Lois Elizabeth Langholz 
Richard Laybourn 
Ben Law
Noah Lewellen
Carol Lichterman
Gary Lidster
Sarah and Travis Lockwood
Desiree Long
Philip Low
Beatrice and Paul Magee
Finette Magnuson 
Kate Maple
Suzanne Mauer 
Polly McCormack
Patrick McDaniel
Lorene McGrane 
John Michel and Berit Midelfort 
Marjorie Moody 
   and Michael Zaccardi
Patricia Moe 
Val Moeller 
Pamela Mowery
Cynthia Mueller
Lucia Newell
James Niland 
Gerald Nolte †

Christina Ogata
Gail Olszewski
Elisabeth S. Paper
Silvinia Patricelli
Becky Patton  
Rebecca Pedersen
Kathryn Pepple

Judy Pfenning
James L. Phelps
Premaladha Poddutoori
Gaius Poehler
Tom Quinn 
   and Susan Lamoureux 
Melinda and Fredric Quivik
Katie Rein
Dianne and Greg Robinson
Julia Robinson
Karen Roehl
Steven Rosenberg
Martha Rosen 
   and Kenneth Stewart
Kenneth Rubin
John Rupp 
Kurt and Lesley Ann Rusterholz 
Katherine L. Schafer 
Estelle Sell 
John and Michele Stangl
Robert Stanich 
   and Jeanne Schleh 
John Sell 
Kathryn and Jay Severance
Barbara Silberg 
John Sipe 
Susan Sophocleus
Arne and Patricia Sorenson 
Peter Soulen 
Eileen V. Stack
John and Michele Stangl 
Sandee Stenzel
Guy Still
Tom and Liba Stillman
Katy Strub
Ross Sutter and Maria Lofgren
Judy Sweeney
Steven and Mary Swenson 
Jeanne and Steve Tanamachi
Leon and Deanne Tibben
David Evan Thomas
Keith and Mary Thompson
Karen Titrud
Karen L. Volk
Suzanne Walczak
John Ward 
Clifton and Bettye Ware
Rita Warner
Betsy Wattenberg 
   and John Wike 
Tammie Weinfurtner 
Judith Weir 
Lanaya Westpal
Peter and Eva Weyandt 
Robert Williams
David Woodward
Paul and Judy Woodward
Barbara Woshinsky  
Becky Yust

IN KIND
Phyllis Goff
Sarah Lehmann
Nancy Nelson
Joanna and Richard Cortright

† in remembrance

Student Connections/
Free Student Tickets

Kids ages 6–17, as well as students of any age with a valid student ID, can attend 
any Schubert Club concert free of charge! Adult ticket holders may purchase up to 
4 free kids tickets per paid adult ticket.  Students may reserve up to 4 free student 
tickets per order.

Schubert Club is dedicated to cultivating a passion and appreciation for music 
in our community.  We believe that the joy and beauty of music can enrich and 
transform the lives of all people and be a vehicle for strong fellowship, service, and 
partnership with the communities in which we live. With this new initiative, we hope 
to expand access to the arts for young audiences, building on our commitment to 
making everything we do accessible to young people and families. 

In addition, we are excited to announce the launch of Schubert Club Student 
Connections, a new free club for students to deepen their connection with Schubert 
Club beyond the concert experience. Student Connections will offer opportunities 
to gather with peers, and to discover and celebrate music. Students are eligible to 
join starting in 7th grade, up to any age as long as the participant has a current and 
valid student ID. 

All Concerts Free For Kids & Students!

For information about how to reserve free student tickets, 
and how to join Schubert Club  Student Connections, please visit

schubert.org/kids-and-student-tickets
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Memorials and Tributes Schubert Club Endowment and Legacy Society

In honor of Lynne Beck 
John and Maureen Drewitz 

In honor of Abbie Betinis 
Anonymous

In honor of Max Carlson
Clara Osowski 

In honor of Tien Cung 
Christine Podas-Larson and Kent Larson

In honor of Gayle Gaskill 
Jonathan R. Gross

In honor of Anne Hunter
Alice O’Brien Berquist

In honor of Barry Kempton 
Phyllis Goff
David and Judy Myers 
Paul D. Olson and Mark L. Baumgartner
Arturo Steely 

In honor of Lois and Richard King 
Catherine Ann King 

In honor of Libby Larsen 
Dieter Knecht
Kathleen and Steve Holt

In honor of LWB
Robert Baker

In honor of Nancy Orr Board Service
Anonymous 

In honor of Clara Osowski
Steven and Mary Swenson
Kathleen Silverstein

In honor of Clara Oswoski and Casey Rafn
Arturo Steely 

In honor of Staff and Volunteeers
Anne Hunter

In honor of their Wedding Anniversary
Rob Schauinger and Linda King

In honor of Jean Strandess 
Timothy and Susanna Lodge

In honor of Murray Thomas 
and Stephen Davis 
Julia O’Brien

In honor of Volunteers and Staff
Anne Hunter

In honor of Nancy Weyerhaeuser 
Timothy and Julia Heidmann

In memory of Richard 
and Beverly Anderson 
Dennis Wu and Jeff Anderson

In memory of Dr. Lynn L. Ault
Dee Ann and Kent Crossley
Ruth and John Huss
Nancy Kehmeier
Barbara and John Rice

In memory of Donald Betts 
Rebecca and John Shockley

In memory of Jean Brookins 
Julie and Anders Himmelstrup
Carl Brookins 

In memory of David J. Buran 
Ann Buran

In memory Brett Busch 
Jeffrey Busch

In memory of Dr. James Callahan
Gregory DeWitt
Richard and Adele Evidon
Julie and Anders Himmelstrup
Anne Hunter
Barry and Cheryl Kempton
Anthony Thein
Bill and Susan Scott 

In memory of Alan Carp 
Julie and Anders Himmelstrup
Ruth Carp 

In memory of Inger Dahlin 
Marjorie Moody and Michael Zaccardi

In memory of Donald Dahlin
Lynne and Bruce Beck
Julie and Anders Himmelstrup
Marjorie Moody and Michael Zaccardi
Terry and Mary Patton

In memory of Dr. John B. Davis 
August Rivera, Jr.

In memory of Doug Demarest 
Charles Ballentine

In memory of Mary Dew
Jane Mercier and Mark Taylor

In memory of David Docter 
Bruce and Marilyn Thompson
Julie and Anders Himmelstrup

In memory of Manuel P. Guerrero 
August Rivera, Jr.

In memory of Erick and Karin Hakanson
Julie and Anders Himmelstrup

In memory of Patricia Hart
Lynne and Bruce Beck
Josephine Chervenak 
Judith Dufrey 
Julie and Anders Himmelstrup
Marjorie Moody and Michael Zaccardi
Christine Podas-Larson and Kent Larson

In memory of Dale Hammerschmidt 
Mary A. Arneson 

In honor of Julie Himmelstrup
Charles Ullery and Elsa Nilsson

In memory of Lois King
Suzanne Ammerman

In memory of Rebecca Klein 
Kazmierczak Family
Leslie Watkins and Douglas Larson 

In memory of Molly Larson
Diane and Mark Gorder 
Julie and Anders Himmelstrup
Barry and Cheryl Kempton

In memory of Sally Lehmann 
Sara Reed 

In memory of Chris Levy
Thomas and Jill Barland
Timothy and Teresa Foster
Julie and Anders Himmelstrup
Barry and Cheryl Kempton

In memory of Myrna Liepins 
(mother of Ingrid Liepins) 
Ingrid Liepens and Cynthia Frost

In memory of Thelma Johnson
Gretchen Carlson 
Charles Draper
Richard and Adele Evidon
Tim and Renee Farley
Rebecca and John Shockley
Mary Steinbicker
Barbara and John Rice
Clara Ueland and Walter McCarthy

In memory of Thomas G. Mairs
Robert G. Mairs

In memory of Alan Naylor  
Bonita Hammel

In memory of Gerhard and Ruth Neubeck
Eva Neubeck

In memory of Gerald Nolte
Lynne and Bruce Beck
David and Maryse Fan
Julie and Anders Himmelstrup
Ann Juergens and Jay Weiner
Barry and Cheryl Kempton
Mary and Terry Patton
Marjorie Moody and Michael Zaccardi
John Seltz and Catherine Furry
Katherine and Douglas Skor

In memory of Caryl Joanne Olsen 
Margaret Olson

In memory of Scott R. Palm, MD 
Norman and Marcia Anderson

In memory of Jeanette Maxwell Rivera
August Rivera, Jr.

In memory of David “Fuzzy” Rohan
Anonymous
Rosemary Hardy
Kathleen Rohan Robbins

In memory of Nina Rothchild 
Ken Rothchild

In memory of William Dean Sell 
Althea M. Sell

In memory of Nancy T. Shepard
Nan C. Shepard

In memory of Charlotte Straka 
Suzanne Kennedy

In memory of Dr. Valentin R. Zeileis
Valerie and Donn Cunningham

SCHUBERT CLUB ENDOWMENT:

The Schubert Club Endowment was started 
i n  the  1920s .  Toda y,  ou r  end ow ment 
provides more than one-quarter of  our 
annual budget, allowing us to offer free 
and affordable performances, education 
p r o g r a m s ,  a n d  m u s e u m  e x p e r i e n c e s 
for our community. Several endowment 
funds have been established to support 
educat ion and performance programs, 
including the International Artist Series with 
special funding by the family of Maud Moon 
Weyerhaeuser Sanborn in her memory. We 
thank the following donors who have made 
commitments to our endowment funds:

The Eleanor J. Andersen 

    Scholarship and Education Fund

The Rose Anderson 

   Scholarship Fund

Edward Brooks, Jr.

The Eileen Bigelow Memorial

The Helen Blomquist

     Visiting Artist Fund

The Estate of Dr. Lee A. Borah, Jr.

The Clara and Frieda Claussen Fund

Catherine M. Davis

The Arlene Didier Scholarship Fund

The Elizabeth Dorsey Bequest

The Berta C. Eisberg 

    and John F. Eisberg Fund

The Helen Memorial Fund

   “Making melody unto the Lord in her very

    last moment.”  – The MAHADH Fund 

    of HRK Foundation

The Julia Herl Education Fund

Hella and Bill Hueg/Somerset 

    Foundation

Estate of Thelma Hunter

The Daniel and Constance Kunin Fund

The Margaret MacLaren Bequest

Estate of Thomas G. Mairs

The Dorothy Ode Mayeske 

    Scholarship Fund

In memory of Reine H. Myers

    by her children

The John and Elizabeth Musser Fund

To honor Catherine and John Neimeyer

    By Nancy and Ted Weyerhaeuser  

In memory of Charlotte P. Ordway

    By her children

The Gilman Ordway Fund

The I. A. O’Shaughnessy Fund

The Ethelwyn Power Fund

The Felice Crowl Reid Memorial

The Frederick and Margaret L. 

    Weyerhaeuser Foundation 

The Maud Moon Weyerhaeuser

    Sanborn Memorial

The Wurtele Family Fund

MUSIC IN THE PARK SERIES FUND
OF THE SCHUBERT CLUB ENDOWMENT:

Music in the Park Series was established by 
Julie Himmelstrup in 1979. In 2010, Music in the 
Park Series merged into the Schubert Club and 
continues as a highly sought-after chamber 
music series in our community. In celebration 
of the 35th Anniversary of Music in the Park 
Series and its founder Julie Himmelstrup in 
2014, we created the Music in the Park Series 
Fund of the Schubert Club Endowment to help 
ensure long-term stability of the Series. Thank 
you to Dorothy Mattson and all of the generous 
contributors who helped start this new fund:

Meredith Alden

Beverly Anderson

Nina and John Archabal

Lydia Artymiw and David Grayson

Carol E. Barnett

Lynne and Bruce Beck

Harlan Boss Foundation 

Linda L. Boss

Carl Brookins

Mary Carlsen and Peter Dahlen

Penny and Cecil Chally

Donald and Inger Dahlin †

Julie and Anders Himmelstrup

Cynthia and Russell Hobbie

Peg Houck and Philip S. Portoghese

Thelma Hunter†

Lucy R. Jones and James E. Johnson

Ann Juergens and Jay Weiner

Richard Geyerman †

Barry and Cheryl Kempton

Marion and Chris Levy

Estate of Dorothy Mattson

Wendy and Malcolm McLean

Marjorie Moody and Michael Zaccardi

Mary and Terry Patton

Donna and James † Peter

Paul and Betty Quie

Barbara and John Rice

Shirley and Michael Santoro 

Mary Ellen and Carl Schmider

John Seltz and Catherine Furry

Sewell Family Foundation

Katherine and Douglas Skor

Eileen V. Stack

Cynthia Stokes

Ann and Jim Stout

Joyce and John † Tester

Thrivent Financial Matching Gift Program

Clara Ueland and Walter McCarthy

Ruth and Dale Warland

Katherine Wells and Stephen Wilging 

Peggy R. Wolfe

THE LEGACY SOCIETY:

The Legacy Society honors the dedicated 
patrons who have generously chosen to leave 
a gift through a will or estate plan. Add your 
name to the list and leave a lasting legacy of
the musical arts for future generations. 

Anonymous

Frances C. Ames †

Rose Anderson †

Joanne Backer

Margaret Baxtresser †

Mrs. Harvey O. Beek †

Helen T. Blomquist †

Dr. Lee A. Borah, Jr. †

Phyllis Borchert

Raymond J. Bradley †

James Callahan †

Lois Knowles Clark †

Margaret L. Day †

Terry Devitt † and Michael Hoffman

Harry Drake †

James E. Ericksen †

Mary Ann Feldman †

Alfia Fell

John and Hilde Flynn

Salvatore Franco

Richard Geyerman †

Anne and George Green

Marion B. Gutsche †

Michelle Hackett

Dale Hammerschmidt †  and Mary Arneson

Anders and Julie Himmelstrup

Thelma Hunter †

Lois †  and Richard King

Florence Koch †

Judith and Brian Krasnow

Dorothy Mattson †

Thomas G. Mairs †

James and Jane Matson

John McKay †

Mary Bigelow McMillan †

Jane Matteson †

Elizabeth Musser †

Heather J. Palmer

Lee and Roberta Rosenberg

Mary E. Savina

Althea M. Sell

John Seltz and Catherine Furry

Paul Schoeder 

Helen McMeen Smith †

Eileen V. Stack

Dennis Stanton

Anthony Thein

Jean Thomson

Jill and John Thompson

Lee S. and Dorothy N. Whitson †

Timothy Wicker and Carolyn Deters

Leah Yotter

Richard A. Zgodava †

Joseph Zins and Jo Anne Link

† in remembrance 
Become a member of The Legacy Society by making a gift in your will 
or estate plan. For further information, please contact Amy Marret at 
651.292.3270 or amarret@schubert.org

If you are interested in making a memorial or tribute donation, 
contact Amy Marret at amarret@schubert.org or 651.292.3270.
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This activity is made possible by the voters 

of Minnesota through a Minnesota State Arts 

Board Operating Support grant, thanks to a 

legislative appropriation from the arts and 

cultural heritage fund, and a grant from the 

Wells Fargo Foundation Minnesota.

Schubert Club is a proud member 

of The Arts Partnership with The 

Saint Paul Chamber Orchestra, 

Minnesota Opera, and Ordway 

Center for the Performing Arts

Thank you to the following organizations:

Patrick and Aimee Butler Family Foundation
Art and Martha Kaemmer Fund of HRK Foundation

Trillium Family Foundation
Anna M. Heilmaier Charitable Foundation

Boss Foundation
Saint Anthony Park Community Foundation

Artistic and Strategic Opportunities Fund

ARTISTIC AND STRATEGIC OPPORTUNITIES FUND
The Schubert Club Artistic & Strategic Opportunities Fund was established by the Board of Directors at its February 
2017 meeting as an operating fund to support artistic initiatives and program development that are not part of the 
ongoing programming of Schubert Club. Examples include commissions, community partnerships, artistic or ensemble 
residency, purchase of instruments for the Schubert Club Museum, high tech productions, etc. Thank you to our 
generous donors who have given gifts above and beyond their annual giving to help make this fund a reality. New 
opportunities always present themselves, so you are encouraged to consider a special gift to this fund to allow for 
future projects. Contact Amy Marret for more information at 651.292.3270.

Anonymous

Suzanne Asher 

   and Thomas Ducker

Paul Aslanian

Tom and Aimee Richcreek Baxter

Cecil and Penny Chally

Rebecca and Jay Debertin

The Dorsey & Whitney Foundation  

Anna Marie Ettel

Richard and Adele Evidon

John Seltz and Catherine Furry

Michael and Dawn Georgieff

John Holmquist and Alma Marin

Dorothy J. Horns 

   and James P. Richardson

Ruth and John Huss

Lucy R. Jones and James E. Johnson

Ann Juergens and Jay Weiner 

Barry and Cheryl Kempton

Kyle Kossol and Tom Becker

Libby Larsen and Jim Reece

Chris and Marion Levy

Peter and Karla Myers

Kim Severson and Philip Jemielita

Gloria and Fred Sewell

Anthony Thein

Jill and John Thompson

Timothy Wicker and Carolyn Deters

Margaret Wurtele

Schubert Club Legacy Society    

Music changes lives. It speaks to everyone. 

We invite you to join the Schubert Club Legacy Society and our commitment to sustaining 
music that inspires and enhances the quality of our lives...now and in the future.

Legacy Society members are listed on the previous page.

schubert.org  •   651.292.3270

MUSIC FOREVERGive the gift of music

Thank you donors for contributing so generously  
to the 140th Anniversary Endowment Campaign  
for Arts Education and Scholarships. Because of your 
support, we exceeded our goal of $2,000,000 which 
will generate $80,000 annually in scholarship support.
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Music in the Park Series and Accordo Donors:
Schubert Club Officers, Board of Directors, 
Staff, and Advisory Circle

A special thanks to the donors who designated their gift to MUSIC IN THE PARK SERIES:

INSTITUTIONAL
Boss Foundation
Greystone Foundation 
    and Walt McCarthy and Clara Ueland
Minnesota State Arts Board
Saint Anthony Park 
    Community Foundation
Saint Anthony Park Home
Saint Olaf College
Thrivent Financial Matching
    Gift Program
Trillium Family Foundation

INDIVIDUALS
Janet Albers
Arlene Alm
Beverly S. Anderson
Martha and Renner Anderson
Anonymous
Nina Archabal
Adrienne Banks
Carol E. Barnett
Marilyn Benson and Thomas Wulling
Lynne and Bruce Beck
Kit Bingham
Rolf and Lisa Bjornson

Dorothy Boen
Linda L. Boss
Ted Bowman
Carl Brookins
Richard and Judith Brownlee
Ruth and Alan † Carp
Joan and Allen Carrier
Penny and Cecil Chally
Carol Chomsky and Steven Liss
William † and Mary Cunningham 
Rita and David † Docter 
Donald and Inger Dahlin †

John Seltz and Catherine Furry
Nancy and John Garland
Michael and Dawn Georgieff
Richard Geyerman † 
Sue Gibson and Neill Merck
Peg and Liz Glynn
George and Anne Green
Sandra and Richard Haines
Melissa Harl
Joyce Haselmann
Don and Sandy Henry
Curt and Helen Hillstrom 
Anders and Julie Himmelstrup
Mary Abbe Hintz

Warren † and Marian Hoffman
Gladys Howell
Jay and Gloria † Hutchinson
Joan Hershbell and Gary Johnson 
Nancy P. Jones
Ann Juergens and Jay Weiner
Frederick Langendorf and
   Marian Rubenfeld
Chris and Marion Levy
Finette Magnuson 
Deborah McKnight and James Alt
James and Carol Moller
Marjorie Moody and Michael Zaccardi
Jack and Jane Moran
Eva Neubeck
Kathleen Newell
Gerald Nolte †

Vivian Orey
James † and Donna Peter
Marcia Raley
Elizabeth and Roger Ricketts
Richard and Mary Rogers
Peter Romig
Michael and Tamara Root
Juliana Rupert
Michael and Shirley Santoro

Jon Schumacher and Mary Briggs
Sylvia Schwendiman
Dan and Emily Shapiro
Rebecca and John Shockley
Marie and Darroll Skilling
Katherine and Douglas Skor
Harvey Smith
Robert Solotaroff
Eileen V. Stack
Cynthia Stokes
John † and Joyce Tester 
Keith and Mary Thompson
Marilyn and Bruce Thompson    
Linda and Mike Thompson
Mary Tingerthal and Conrad Soderholm
Anthony Thein
Tim Thorson
Elizabeth Villaume
Susan and Robert Warde
Judy and Paul Woodword
Ann Wynia

†  in remembrance 

A special thanks to the donors who designated their gift to ACCORDO

PERFORMANCE SPONSORS
Eileen Baumgartner
Dorothy J. Horns
   and James P. Richardson
Ruth and John Huss
Lucy R. Jones and James E. Johnson
Phyllis Kahn

MUSICIAN SPONSORS
Susan L. Adamek
Richard C. Allendorf 
   and Paul W. Markwardt 
Nina Archabal
Mary and Bill Bakeman, 
  in support of Tony Ross
James Callahan † 
Sheldon Damberg
Marybeth Dorn
Richard and Marsha Gould
Melissa Harl,
  in support of Rebecca Albers
Margot McKinney
Elizabeth B. Myers †

Patricia O’Gorman
Bill and Susan Scott, 
   In support of Erin Keefe
Dan and Emily Shapiro

PATRONS
Barbara Amram
Beverly S. Anderson
Gretchen and David Anderson
Karen Bachman 
Dorothy Boen
Carol and Michael Bromer
Barbara Ann Brown
Barbara Cohen
Phyllis Conlin
Donald and Inger Dahlin † 
Pamela Desnick
George Ehrenberg
Sara and Karl Fiegenschuh 
Gerald Foley
Patricia Gaarder
Nancy and Jack Garland
Peg and Liz Glynn 
Katherine Goodrich
Elly Grace
Linda Grothe
Michelle Hackett
Betsy and Mike Halvorson
Melissa Harl
Naomi Haugen and Peter Mansfield
Mary Beth Henderson
John Floberg and Martha Hickner
Elizabeth Hinz
Beverly Hlavac
David Larson
Leslie Leik

Brian Horrigan and Amy Levine
Carol A. Johnson
Mary A. Jones 
Thomas and Susan Kafka
Edwin Karels
Dwayne King
Marit Lee Kucera
Gloria Kumagai and Dr. Steven Savitt
Dr. Frederick Langendorf 
   and Marian Rubenfeld
Dave Larson 
Ruth Lauritzen
Mary and Doug Logeland
Mark and Becky Lystig 
Suzanne Mahmoodi
Marsha and Thomas L. Mann
Kate Maple
Mary and Ron Mattson
Dorothy McClung
David McClung and Chris Zickrick
Nancy McKinley
Anne McKinsey
Deborah McKnight and James Alt
Barbara Menk 
Jane Mercier and Mark Taylor
John Michel and Berit Midelfort
Kate Hunt and Howard Miller 
David Miller and Mary † Dew
James Miner and John Easton
Alfred P. and Ann M. Moore
Cynthia Mueller

J. Shipley and Helen Newlin 
Lowell and Sonja Noteboom 
Robert O’Hara
Scott and Judy Olsen
Barbara Osadcky
Joseph Osowski
Lois and Stephen Parker
Lowell Prescott and Victoria Wilgocki
Clara Presser
Alberto and Alexandria Ricart
Ann and Joan Richter
Jane Rosemarin
Diane Rosenwald
Mort Schlesinger 
    and Joan Oliver Goldsmith
Christine Schwab and Mike Klevay
Sylvia Schwendiman
Gary Seim and Lee Pfannmuller
Marge and Ed Senninger
Elizabeth Sharpe
Gale Sharpe
Judith and Bruce Tennebaum
Anthony Thein
Charles Ullery and Elsa Nilsson
Timothy and Carol Wahl
Alex and Marguerite Wilson
Becky Yust
Debbie and Max Zarling

†  in remembrance 

OFFICERS

Suzanna Altman

Aaron Brown

Katie Condon

Joanna Cortright

Patricia Durst

Richard Evidon

Pamela Fletcher Bush

BOARD OF DIRECTORS Schubert Club Board members, who serve in a voluntary capacity for three-year terms, 
oversee the activities of the organization on behalf of the community.

Catherine Furry

Cléa Galhano

Reynolds-Anthony 

Harris

Braxton Haulcy

Jacob Heller

Dorothy Horns

Brian Horrigan

Ann Juergens

Laura Krider

Anne Kruger

Andrew Lang

Seth Levin

Nancie Litin

Michael Manns

Laura McCarten

Stephen Menya

John Nuechterlein

Vaughn Ormseth

Jonathan Palmer

Karl Reichert

Christina Temperante

Maria Troje Poitras

Anne Vars

Eric Won

Donna Zimmerman

STAFF
Barry Kempton, Artistic & Executive Director

Maximillian Carlson, Program Manager

Ben Cook-Feltz, Patron Services Manager

Kate Cooper, Director of Education & Museum

Galen Higgins, Graphic Designer

Aliese Hoesel, Executive Assistant

Kristina MacKenzie, Director of Marketing & Communications

Amy Marret, Director of Development

Janet Peterson, Business Manager

Gweni Smith, Education & Museum Associate

Anna Torgerson, Artist & Event Manager

Milan Wilson-Robinson, Communications Manager

Schubert Club Music Museum Interpretive Guides:
Ann Braaten, Natalie Fiedler, Alan Kolderie, Ed Kvarnes, 
Ansel Langmead, Derek Parshall, Jonas Peterson, 
Kirsten Peterson, Allika Polowchak, Muree la Roland, 
Mary Beth Stevens, Susan Thompson

Volunteer Coordinator: 
Kirsten Peterson

Project CHEER Director:
Joanna Kirby 

Project CHEER Instructors:
Joanna Kirby, Jacob Vainio, 
Enzo Mazumdar Stanger, Vanessa McKinney

Kim A. Severson, Chair 
Craig Aase
Mark Anema
Nina Archabal
James Ashe
Suzanne Asher
Paul Aslanian
Aimee Richcreek Baxter
Lynne Beck
Carline Bengtsson
Cecil Chally
Penny Chally
Birgitte Christianson
Carolyn S. Collins
Dee Ann Crossley

Josée Cung
Mary Cunningham
Marilyn Dan
Karyn Diehl
Ruth Donhowe
Anna Marie Ettel
Richard Evidon
Doug Flink
Catherine Furry
Michael Georgieff
Diane Gorder
Julie Himmelstrup
Libby Holden
Dorothy J. Horns
Anne Hunter

Ruth Huss
Lucy Rosenberry Jones
Ann Juergens
Lyndel King
Richard King
Kyle Kossol
Karen Kustritz
Libby Larsen
Jeff Lin
Eric Lind
Dorothy Mayeske
Sylvia McCallister
Fayneese Miller
Peter Myers
Nicholas Nash

Ford Nicholson
Richard Nicholson
Gayle Ober
Sook Jin Ong
Nancy Orr
Christine Podas-Larson
Nathan Pommeranz
David Ranheim
Barbara Rice
Kay Savik
Ann Schulte
Estelle Sell
Gloria Sewell
Laura Sewell
Katherine Skor

Dameun Strange
Tom Swain
Anthony Thein
Jill G. Thompson
John Treacy
Nancy Weyerhaeuser
David Wheaton
Timothy Wicker
Lawrence Wilson
Mike Wright
Alison Young

ADVISORY CIRCLE The Advisory Circle includes individuals from the community who meet occasionally 
throughout the year to provide insight and advice to Schubert Club leadership.

President: Laura McCarten

Vice President Artistic: Richard Evidon

Vice President Audit & Compliance: Michael Manns

Vice President Diversity & Inclusion: Eric Won

Vice President Education: Joanna Cortright

Vice President Finance & Investment: John Nuechterlein

Vice President Marketing & Development: Maria Troje Poitras

Vice President Museum: Anne Kruger

Vice President Nominating & Governance: Ann Juergens

Recording Secretary: Nancie Litin
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