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Each of these three works marks a new beginning: Beethoven reimagined the possibilities of the string quartet; Tom 
Henry is making his first (of many, we hope!) foray into the genre; and Schumann ensured the piano quintet was 
something more than just a ‘poor man’s piano concerto’, creating the romantic piano quintet we know today. 
X 
LUDWIG VAN BEETHOVEN  1770-1827 
String Quartet No. 6 in B flat major, Op. 18, No. 6  (composed 1798-1800) 
X 
I  Allegro con brio 
!II  Adagio ma non troppo 
!III  Scherzo: Allegro 
!IV  La Malinconia: Adagio - Allegretto quasi Allegro 
X 

As a composer, one has to eat and thus, be paid for one’s work. It is important, therefore, to recognise the person 
responsible for certain compositions. In Beethoven’s case, it was Prince Lobkowitz who footed the bill, although 
Count Apponyi had been urging him to write a string quartet and there is evidence of several earlier attempts. 
Funnily enough, Beethoven first turned his hand to string trios rather than quartets and his Op. 9 set is well worth a 
listen.  
X 

The Op. 18 set of six quartets follows the tradition of writing in sets of six. A monumental task, as these works are 
far denser in their treatment of counterpoint than their predecessors. It was not uncommon that sets of quartets 
were reordered by the publishers. Previously, these were works that were meant for the entertainment of amateurs 
and designed to be consumed the same way we might consume a TV series today. The overall flow of the 
installments of episodes was vital. In this case, the ordering was: three, one, two, five, four, six. Of course, 
Beethoven’s writing for string quartet heralded the beginning of professional string quartets as the demands on the 
players were too great for the average amateur. 
X 

There can have been no escape from Haydn and Mozart’s string quartets for Beethoven. They loomed large in front 
of him and there was no pushing them into his periphery. However, after having paid tribute to these two greats in 
the early quartets of the Op. 18 set, he uses this sixth quartet to hint at a new era and to begin to challenge 
compositional conventions. We begin to hear how he was going to totally turn the idea of form on its head and 
deliver a new way of experiencing music. The age of the individual had begun.  
X 

The first movement of this B flat major quartet follows conventional form. The opening theme is immediately 
conversational as it passes through the members of the quartet. Evidence from Beethoven’s sketchbook suggests 
this movement is the precursor to his Op. 22 piano sonata in B flat. Indeed, his writing for string quartet had a little 
way to catch up to his writing for solo piano. With no sustain pedal, four individuals wrestling to find a unified voice, 
and no brass to hide behind, Beethoven was experimenting to find his own voice in the genre. 
X 

The third movement will have you scratching your head about the rhythmic meter; a game Beethoven enjoyed 
playing. The constant use of syncopations to create interest and to ensure his audience remained attentive to the 
music is counteracted by the most charming trio. 
X 

It is the last movement, his La Malinconia, where things begin to take a left turn into unchartered waters. This 
introduction to Allegretto quasi Allegro is monumental in its meaning. The score states that it is to be played with 
the greatest amount of delicacy possible. 
X 

Beethoven’s absolute mastery of counterpoint is matched by his emotive intentions resulting in music that 
prophesies his later years. This introduction gives way to the Allegretto quasi Allegro, which plays with syncopation 
yet again. The Malinconia interrupts this jolly ⅜ romp a number of times before Beethoven marks prestissimo to the 
end; as fast as possible. 



TOM HENRY  1971- 
Scenes from a poet's life, for string quartet (composed 2015) 
X 

In memory of Lawrence Whiffin (1930 - 2012). 
X 

This work was commissioned by the Melbourne Recital Centre and the University of Melbourne with support from Majlis Pty Ltd. 
X 
Twenty-first century Australia is a far cry from eighteenth century Vienna, yet certain elements of music making and 
expression remain the same. The composers of today can’t escape the music of the past any more than Beethoven 
could. These days, anything goes with composition. Performers are wary of stating something as being unplayable, 
lest they be known forevermore as the musician who couldn’t play a particular piece. Indeed, given Stockhausen 
wrote for string quartet members to play in helicopters, one can safely say that the rules of form have been 
sufficiently destroyed. So with this (almost) clean slate, Tom Henry’s first string quartet is one that is truly from the 
heart. One hears two clearly distinctive ideas vying for attention and the constant changing of pace reads like an 
internal monologue. An inner conversation that is wrestling with two competing, yet complimentary, views. 
X 

A note from the members of Flinders Quartet: 
X 

In discussing this piece, we are all in agreement: it has pushed the possibilities of a string quartet. The colours, 
sonorities and timbres that Tom has discovered are totally unique. Technical challenges are almost obligatory in 
contemporary music, but these challenges are more than just playing fast or playing high (or both). What is 
incredibly gratifying with this piece is that the effect is so utterly moving, and we hope listeners can hear the beauty 
in this first string quartet by a composer we know is going to become one of Australia’s finest. 
X 

A note from the composer: 
X 

Lawrence Whiffin, the late Australian composer, was my first composition teacher. He was also a wonderful friend 
of great warmth and humour, a man of strong and frequently acerbic opinions (intellectual, aesthetic and especially 
political), and on the domestic front, a keen follower of football and a lover of cats. He retained an openness and 
curiosity about new ideas and music until he died. 
 X 

Laurie was a pupil of Rene Leibowitz in Paris in the 1950’s, and the luminous figure of Arnold Schoenberg 
(Leibowitz’s own teacher) and the Second Viennese School was always in the background. Laurie’s works reflected 
his 26 years living in Europe, particularly in France and Italy. While driven always by a search for truth and inner 
logic (see ‘Schoenberg’, above), the surface level is often full of mischief and wit (France, Italy). In short, his works 
fully reflected his personality.   
X  

While not directly programmatic in nature, the various atmospheres in this work reflect the following themes in the 
life of ‘the poet’: 
X  

the poet glimpses paradise 
the poet loses sight of paradise 
the poet tries to regain paradise (the poet’s life work) 
the poet enters paradise… 
 
To quote a passage from a favourite poem by Jorge Luis Borges: 
 X 

‘…To transmute the outrage of the years 
Into a music, a murmur of voices, and a symbol, 
X  

To see in death sleep, and in the sunset 
A sad gold - such is poetry, 
Which is immortal and poor. 
X  

…They say that Ulysses, sated with marvels, 
Wept tears of love at the sight of his Ithaca, 
Green and humble. Art is that Ithaca 
Of green eternity, not of marvels…’ 

 X 

From ‘Ars Poetica’, by Jorge Luis Borges. (Translated by W.S. Merwin, in Selected Poems 1923-1967 by Jorge Luis Borges, ed. Norman Thomas Di Giovanni: 
Delacorte Press, 1972) 
X 
For more information on the composer, go to: tomhenry.com.au 
 X 

For more information on the life and work of Lawrence Whiffin, go to: australianmusiccentre.com.au  
 
 
 



ROBERT SCHUMANN  1810-1856 
Piano Quintet in E flat major, Op. 44 (composed 1842) 
X 

I  Allegro brillante 
II  In modo d'una marcia. Un poco largamente 
!III  Scherzo: Molto vivace 
IV  Allegro ma non troppo 
X 

It seems that we always have someone to thank for seminal compositions and on this occasion, the gratitude goes 
to Franz Liszt and Schumann’s wife, Clara. Liszt had written to Schumann on numerous occasions to encourage 
him to write more chamber music, and Clara was a constant inspiration, always encouraging him to further his 
artistic range. Schumann wrote his piano quintet in the September of 1842 on the wave of furious activity, having 
just completed his three string quartets. His diary of 1842 is hard to believe: 
X 
“June 4th: started the Quartet in A minor.  
June 6th: Finished the Adagio of the Quartet.  
June 8th: My Quartet almost finished.  
June 11th: A good day, started a Second Quartet.  
June 18th: The Second Quartet almost finished up to the Variazioni.  
July 5th: Finished my Second Quartet.  
July 8th: Began the Third Quartet.  
July 10th: Worked with application on the Third Quartet.” 
X 

After a brief holiday, he wrote the piano quintet Op. 44 in September and then the piano quartet Op. 47. Clara 
played the piano in the first “house” performance of the work, but fell ill for the second such concert and her place 
was taken by none other than Felix Mendelssohn. After sight reading the part in the house performance, he 
suggested that a second trio be added to the third movement, and that was the version that was heard publicly for 
the first time in January 1843. It was a great success (praised by Hector Berlioz, no less) and that is the version we 
know today. What is so astounding is that this is the first composition written specifically for string quartet and 
piano (excepting Mozart’s piano concertos, which he himself arranged for string quartet and piano). This piece was 
to inspire Brahms, Fauré, Dvořák and others for centuries. Let’s hear it for pushy friends and encouraging wives! 
X 

Schumann has understood the complexities of writing for piano and string quartet even better than some that have 
followed his tradition, with the voicing and distribution of lines being masterfully constructed. From the first 
movement, the piece has a grandeur and a nobility inspired by the addition of a grand piano. With typically romantic 
themes, this movement ends satisfyingly triumphant. Most of the themes are initiated by the piano (there are only 
six bars rest for the piano in the entire composition!). The second movement opens with a march altogether 
reminiscent of a funeral with two different intervening sections. The first is a lilting melody shared between the violin 
and the cello, and the second is a flurry of angry triplets. With the third movement having been described as a being 
“strewn with long lines of ascending and descending notes” we have yet again two contrasting sections marked in 
the music as Trio 1 and Trio 2 (the second being the one suggested by Mendelssohn). The fourth movement is a 
constant struggle between minor and major tonalities. More than that, it traverses nearly every key possible. Just 
when we are feeling safe in a major key, Schumann inserts moments of harmonic doubt and this keeps the music 
compelling right to the very end of the movement, where we return with relief to the majesty of E flat major. 
 

Notes copyright © 2015 Flinders Quartet. All rights reserved. 
 
 

 

 

 

 

 

 



FLINDERS QUARTET 
 
Flinders Quartet is instantly recognisable as one of Australia’s most loved chamber music ensembles. Its dynamic 
and stirring performances of a full spectrum of repertoire have audiences and critics articulating their esteem, and 
the quartet is a highly respected force in Australian chamber music. 
X  

"... the quartet sounded as if they had been playing together for a lifetime: unity of interpretation, tight ensemble, fine 
balance, matched tone, and fluent dialogues between solo and collective lines."  The Australian (May 2014) 

X   
FQ regularly commissions and premieres works by Australian composers. In 2015, the quartet has premiered works 
by Andrew Ford, Tom Henry, and Sweden's Mattias Lysell, while Elena Kats-Chernin and Stuart Greenbaum 
commissions are slated for 2016. In its ongoing mission to further the Australian tradition of chamber music, FQ has 
previously commissioned and premiered works by Peter Sculthorpe, Ian Munro, Calvin Bowman, Richard Mills, 
Ross Edwards, Paul Dean, Paul Grabowsky, and Katy Abbott.   
X 
The quartet is regularly invited to perform and tour for chamber music presenters such as Musica Viva, and is in 
demand at festivals throughout Australia often in association with some of the country’s finest talents, including 
Slava Grigoryan, Kristian Chong, Ian Munro, Paul Dean, Karin Schaupp, Genevieve Lacey and Jayson Gillham. 
International engagements have taken them to the UK, Singapore, Canada, and most recently, Sweden and Finland. 
X 
FQ's first commercial CD release, Reinventions with Genevieve Lacey, was received with great critical acclaim, and 
was re-released on the ABC Classics label in March 2015. Also on the ABC Classics label is FQ's ARIA-nominated 
2011 release, Fandango, with Karin Schaupp, and September 2015 release Intimate Voices: Sibelius String Quartet. 
X 

"... intense clarity and fluid partnership..." The Courier Mail, reviewing Intimate Voices (September 2015) 
X   
FQ's 2015 performance schedule has included their annual Melbourne subscription series, a tour to Europe to 
perform in Sweden and to perform the complete string quartets of Sibelius at the 2015 Sibelius and Korpo Music 
Festival (Finland), a collaboration with pianist Hoang Pham, and recitals and masterclasses in various parts of 
metropolitan and regional Australia. 
 

flindersquartet.com 
 

 
HOANG PHAM 
X 
Featured in Limelight's "30 Brilliant Musicians Under 30", Hoang Pham is one of our country's finest concert 
pianists. He has won top awards in Australia including Best Australian Pianist at the Sydney International Piano 
Competition and was the ABC Symphony Australia Young Performer of the Year in 2013. Hoang has performed 
concertos with Orchestra Victoria, Australian Opera & Ballet Orchestra, and the Tasmanian, Queensland and 
Melbourne Symphony Orchestras. He has studied at Manhattan School of Music, Yale School of Music and Royal 
College of Music in London. 
 

 
 
 

 


