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UUPROGRAM 
   

Piano Quartet in G minor, K.478 (1785) 

Wolfgang Amadeus Mozart 

I. Allegro  

II. Andante  

III. Rondo: Allegro moderato 

 

Piano Quartet in A minor, Op. 67 (1931) 

Joaquín Turina 

IV. Lento—Andante mosso 

V. Vivo 

VI. Andante—Allegretto 

 

INTERMISSION 

 

Piano Quartet in B♭, Op. 41 (1875) 

 Camille Saint-Saëns 

I. Allegretto 

II. Andante maestoso ma con moto 

III. Poco allegro più tosto moderato 

IV. Allegro 

 

 

 



Notes on the Program 
 

Wolfgang Amadeus Mozart (1756 – 1791) 
Piano Quartet in G minor, K.478 (1785) 

(~19 minutes) 

 

While there were a few earlier attempts at writing 

for the combination of piano, cello, viola and violin, 

it was Mozart who essentially invented the Piano 

Quartet.  The addition of a viola to the familiar 

piano trio (or put another way, the replacement of 

one violin from a string quartet with the piano) gave 

him richer textures and wider sonorities than either 

of the existing forms could offer, and he exploited these enhancements to 

the fullest. Most significantly, Mozart was the first to strive for a balance 

across all four instruments, especially the lower strings, as opposed to 

simply writing a concertato showcase for the pianist.  Alas, his inspired 

genius would prove to be a liability – the Viennese publisher Franz 

Hoffmeister terminated Mozart’s commission for additional piano quartets 

after a poor reception to the first one in G minor, the work we hear today.  

It seems that the exorbitant demands the work placed on amateur musicians 

significantly dampened its market appeal, prompting Hoffmeister’s 

admonition to his client: “Write more popularly, or else I can neither print 

nor pay for anything of yours!”  Thankfully, the composer was able to 

secure publication elsewhere. 

 

As if to lend weight to the announcement of a new chamber music form, 

Mozart cast the work in his favorite dramatic key, G minor.  From the 

opening bars, it was clear that Mozart had indeed discovered a marvelous 

new vehicle for his ideas. Moreover, he had hit the ground running in this 

new musical territory.  Scholar Steven Scwharz notes that “the technical 

problems of the combination – how to keep instrumental independence, 

how to give the cello or viola something interesting to do not already played 

by the violin or piano – Mozart has solved apparently without breaking a 

sweat.” 



The Allegro, a movement of substantial weight comprising nearly half of 

the entire opus, opens with an immediate statement of the first theme in 

unison by all four instruments, with an answer by the piano.  Motives and 

scales found in the exposition will recur throughout the entire movement.  

To quote Steven Schwarz again: “Rather than treat the development as an 

occasion merely to display his powers of invention, Mozart comes up with 

a dramatic structure, in which ‘we lose ourselves to find ourselves.’ In other 

words, we stray so far from our point of origin, that the matter of our return 

becomes an element of tension. How will he lead us back?” Several times, 

the opening theme intrudes on the development, only to give way to other 

material. 

 

The second movement, marked Andante, is in sonatina form (sonata without 

development).  Mozart manages to maintain the slightly unsettled mood of 

the Allegro, even as the music proceeds in primarily major tonalities.  

Tension is derived through the shifting placement of accents and 

downbeats, a technique which can leave the listener unsure exactly where 

each measure begins. Throughout the movement, Mozart employs his 

endless facility for melodic adornment. 

 

During the final movement, a rondo in G major, the music at last turns 

playful. In the opinion of English musicologist Eric Blom, this movement 

“confronts the listener with the fascinatingly insoluble problem of telling 

which of its melodies ... is the most delicious.” The strings converse a great 

deal with the piano in this movement, with each side finding occasion to 

rest while the other proceeds. Mozart adds variety by dipping into minor 

keys in a few places, but the music doesn't stay there long. The opening 

theme of the movement comes back one last time, and Mozart wraps up the 

quartet with a short coda. 

 

 

 

 

 

 



Joaquín Turina (1882 – 1949) 
Piano Quintet in G minor, Op. 57 (1940) 

(~18 minutes) 

 

Born into a middle class family in Seville, Joaquín 

Turina gained an early reputation as a child prodigy, 

demonstrating improvisational skill on the accordion 

by the age of four.  Although he emerged as a pianist 

of no small acclaim in his native country, it was not 

until Turina moved to Paris in 1905 that he began to 

study composition in earnest.  During his time at 

Schola Cantorum de Paris, Turina absorbed many of 

Cesar Franck’s ideas about chromaticism, far-flung modulations, 

counterpoint, and the principle of a “generative cell” from which various 

themes in a multi-movement work are derived. 

 

Turina’s first published work, a piano quintet in G minor, carried the 

strong imprint of Franck’s musical philosophy.  While the quintet was 

well received at its premiere on April 29, 1907, Turina’s elder compatriot 

Isaac Albéniz was less impressed – indeed, the next evening he extracted a 

promise from Turina to eschew any French influence on his future 

compositions.  Turina would later define this moment as the most 

complete metamorphosis of his life.  Going forward, he would find 

inspiration in the folk songs of Spain and his native Andalucia in 

particular.  In 1914, he returned to Spain, residing in Madrid for the rest of 

his life. 

 

The work we hear today was composed in 1931 during the peak of 

Turina’s creativity.  Like all of his chamber music, the Quartet in A minor, 

Op. 67 reflects the characteristic grace of Spanish folk music, containing 

numerous Gypsy and Andalusian influences.  And yet, compositional 

techniques absorbed during his study in Paris, such as Franck’s cyclic 

formal model, are also evident.  After an opening statement in octaves, a 

rising and descending motive presented by the violin functions as a 

generative cell which will provide the thematic material for much of the 

first movement.   



Hammered chords in the bass and plucked upper strings announce the 

lively Scherzo, in which the Spanish character of the first movement is 

even more pronounced.  The contemplative central Trio balances the 

energy of the movement’s opening and conclusion.  The Finale, marked 

Andante-Allegretto, opens with a Bach-like statement from the first violin 

which soon takes on a distinctly Spanish-Romantic hue.  Initiated by the 

piano and soon followed by the strings, thematic fragments from the 

opening movement impart a cyclic character to the structure.  As the 

Finale draws to a close, the opening movement’s first theme reappears, 

now in the major key, to round off the quartet. 

 

 

 

 

 

Camille Saint-Saëns (1835 – 1921) 

Piano Quartet No. 2 in E♭ major, Op. 87 (1889) 

(~33 minutes) 

 

Camille Saint-Saëns, like the other two composers 

featured on today’s program, exhibited musical 

brilliance from the time he was a toddler.  However, 

Saint-Saëns was to some extent kept from the spotlight 

during his early years and encouraged in his academic 

and social development.  He cultivated a wide range of 

interests, distinguishing himself in the study of French 

literature, Latin and Greek, divinity and mathematics.  

He even had a flair for astronomy, a favorite pastime in his senior years.  

Perhaps the fact that his musicality was allowed to develop at a healthy 

pace, balanced by immersion in varied intellectual pursuits, accounts at 

least in part for what critic Henry Colles described as Saint-Saëns’ “desire 

to maintain ‘the perfect equilibrium’ … Saint-Saëns rarely, if ever, goes 

off the deep end … in preserving his equilibrium, he allows his hearers to 

preserve theirs.”  To be sure, Saint-Saëns will never be regarded as a 

radical or revolutionary composer.  Nonetheless, his pursuit of balance 



between innovation and traditional form yielded works which offer his 

audience a comfortable, and by no means banal, listening experience.  The 

Piano Quartet in B-flat is no exception. 

 

The first movement, marked Allegretto, is structured in traditional sonata 

form. The chief characteristics of this form are the exposition, in which the 

primary thematic material is presented, generally (as is the case here) in 

two groups of contrasting styles and opposing keys; the development, in 

which the harmonic and textural possibilities of the themes are explored; 

and the recapitulation, where the thematic material is restated in the tonic, 

or home key. At the outset, a call and response between the piano and 

strings sets the congenial tone for the entire movement. Nominally in 4/4 

time, this movement relies strongly on the rhythmic triplet, particularly in 

the piano figurations, which imbues the music with a rippling, flowing 

quality. 

 

In an abrupt departure from the first movement’s largely tranquil 

ambience, the Andante maestoso, in G minor, commences with a powerful 

eight-measure statement from the piano whose rhythm will be felt 

throughout this movement, which is written largely in free form. Saint-

Saëns’ expertise in the art of fugue is on prominent display here, as strings 

and piano take turns reworking the opening theme in call-and-response 

fashion. 

 

The Scherzo in D minor maintains the sense of drama and urgency 

established in the Andante.  The principal theme in 6/8 time, colored by 

deft placement of accents, will be heard three times over the course of this 

movement, which is written in what could loosely be described as either 

rondo or five-part song form.  Each time this theme reappears, the tempo 

is increased, from the initial declaration marked Poco allegro piu tosto 

moderato, to the movement’s breathtaking Prestissimo summation.  An 

interlude in 2/4 divides the second and third instances of the principal 

theme, providing further rhythmic contrast. 

 

Rather than reestablishing the home key at the outset, the composer stays 

in D minor for more than half of the Finale, an Allegro in 2/2 time, before 



returning to B-flat.  The bulk of the Finale consists of a principal theme, 

composed largely of a scale and broken chord figures, which is heard three 

times, each followed by a lengthy and highly modulatory developmental 

episode in which various ideas from the preceding movements are 

incorporated with new material.  After the third of these episodes, the 

reappearance of the opening movement’s principal theme highlights the 

return to the home key of B-flat and the commencement of a lengthy coda. 

 

Program Notes by Christopher Hewitt 

  

The author wishes to acknowledge the work of Donald Ian Payne, whose 

1964 doctoral thesis, The Major Chamber Works of Camille Saint-Saëns, 

provided invaluable guidance for my preparation of these notes. 

 

The author would further like to thank Dr. Suzanne Ornstein for her 

encouragement and feedback regarding my notes for this entire program. 

  



ARTISTS 

 

Since 2003 the OMNI PIANO QUARTET has brought extensive and 

diverse experience and expression to three centuries of chamber music 

literature while delighting audiences at the Canaan Chamber Music 

Festival, the Red Bank Chamber Music Society, CUNY/Staten Island, and 

other venues. Drawn from the Metropolitan Opera Orchestra, New York 

Philharmonic, Composers String Quartet and Arden Trio, its members 

explore the wide variety of music in their medium with all its 

combinations and expressive possibilities.  

 

Violinist SUZANNE ORNSTEIN is a graduate of the University of 

Michigan and the Yale School of Music. She is a founding member of the 

Arden Trio, a piano trio that has been performing concerts and residencies 

throughout the United States and Europe ever since its 1981 New York 

debut as a winner of Concert Artists Guild International Competition. Ms 

Ornstein’s many musical interests have led her to tour with a variety of 

artists and ensembles, including as concertmaster of the Coffee Club 

Orchestra for Garrison Keillor’s American Radio Company. This 

ensemble went on to become the resident orchestra for City Center’s 

prestigious Encore Series and has been featured on the PBS series “Great 

Performances”. Ms Ornstein has also served as concertmaster of New 

York City’s Chorale Society, the New York Pops, the American 

Symphony Orchestra and the Little Orchestra Society among many others. 

She has an extensive discography as ensemble leader with Dawn Upshaw, 

Audra MacDonald and Barbara Cook among many others. She has also 

been a long-time substitute with the New York Philharmonic. 

 

Violist RONALD CARBONE enjoys a diverse musical life 

encompassing Chamber music, recording, and solo performances. He is 

principal violist of The American Ballet Theatre Orchestra and an 

associate member of the Metropolitan Opera Orchestra. He was the violist 

in the Portsmouth Chamber Ensemble, recipients of the Martha Baird 

Rockefeller Fund for Music Award, and the Griffes String Quartet and 

Lexington Trio, recipients of the Artists International Award. He was 

violist in the Composers String Quartet and is a frequent guest violist with 



Spectrum Concerts Berlin. He was a member of the Atlanta Symphony 

Orchestra and Barcelona City Orchestra. He is currently on the faculty of 

Smith College and has recordings on Naxos, CRI, Urlicht, Albany, and 

Reference Records. Mr Carbone is also an ensemble member of the New 

York Chamber Music Festival and the Rose Colored Glasses Ensemble.  

 

Cellist DAVID HEISS is a member of the Metropolitan Opera Orchestra 

and principal cellist of The New York Pops at Carnegie Hall, as well as a 

sought-after guest principal for many New York City area ensembles. He 

is a frequent guest artist and teacher at music festivals throughout the 

eastern United Sates. In his career he has performed a number of world 

and American premieres, including concertos by Theodore Antoniou and 

Irving Robbin and a cello sonata dedicated to him by Robert Manno. 

Extending beyond classical boundaries, he has played with such divergent 

groups as Hootie and the Blowfish and the Goo Goo Dolls on The Today 

Show and Late Night with David Letterman, and has been recorded in 

hundreds of sessions for films, albums, and commercials. On Broadway he 

was featured in the Tony-award-winning drama The Elephant Man as the 

onstage solo cellist, performing his own arrangements of incidental music. 

Mr Heiss was a scholarship student of famed cellist Leonard Rose at the 

Juilliard School. He plays a John Betts cello, dated 1789.  

 

Pianist THOMAS SCHMIDT has had a multifaceted career as pianist, 

teacher, organist, conductor and composer. He is a founding member of 

the Arden Trio, which has toured the country and recorded extensively for 

over 30 years. He was professor of music at Concordia College in 

Bronxville, NY, for over twenty years until 1990. Since then he has been 

director of music at Saint Peter’s Lutheran Church in Manhattan where is 

organist, choir director and composer of weekly liturgical music. His 

duties there include directing the annual Good Friday performances of 

Bach’s St. Matthew and St. John Passions and organizing the Tuesday 

Classical Concert Series. He is the conductor of the Long Island 

Symphonic Choral Association and assistant conductor of the Gregg 

Smith Singers. His doctoral degree is from Yale, his master’s from the 

University of Wisconsin.  


