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Based in New York City, the Amphion String Quartet has been showcased frequently on New
York’s WQXR radio, including the station’s November 2012 Beethoven String Quartet
Marathon, for which it played two quartets live in The Greene Space, with live webcast and
subsequent airing on the radio. They are featured in the film Speak the Music, a documentary
by Oscar winning director Alan Miller about the legendary first violinist of the Juilliard String
Quartet, Robert Mann.

Violinists Katie Hyun and David Southorn, violist Wei-Yang Andy Lin and cellist Mihai Marica
first joined together for a performance at Sprague Hall at the Yale School of Music in
February 2009. The overwhelmingly positive audience response was the inspiration behind
their mutual desire to pursue a career as the Amphion String Quartet. Unique among
quartets of their generation, but in the tradition of such venerable quartets as the Emerson
and Orion, both violinists share the responsibilities of first violin and second violin equally.

Additional honors include a Salon de Virtuosi Career Grant; First Prize at the Hugo Kauder
String Quartet Competition; and First Prize in the Piano and Strings category as well as the
Audience Choice Award at the Plowman Chamber Music Competition.

The name Amphion derives from a demi-god in ancient Greek mythology. Amphion was a
masterful musician who played a magical golden Lyre, a four-stringed instrument which is
said to have moved stones with its powerful music to form a wall around the city of Thebes.
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Hailed for its ‘gripping intensity’ and ‘suspenseful and virtuoso playing’ (San Francisco
Classical Voice), the Amphion String Quartet is a winner of the 2011 Concert Artists Guild
Victor Elmaleh Competition and joined the roster of the Chamber Music Society of Lincoln
Center’s CMS Two Program in fall 2013. Through the Chamber Music Society of Lincoln
Center, the ensemble made its Alice Tully Hall debut in March 2014, about which the New
York Times praised ‘the focused, forceful young Amphion String Quartet’ for its ‘sharply
detailed performances.’ As one of the leading string quartets of their generation, they have
collaborated with such eminent artists as the Tokyo String Quartet, Ani Kavafian, David
Shifrin, Carter Brey and Edgar Meyer.

Internationally, the Amphion String Quartet has performed in South Korea at the Music Isle
Festival in Jeju and the Seoul Arts Center, and at the Busan International Music Festival. They
have performed extensively across the United States at festivals which include the Chautauqua
Institution, OK Mozart International Festival, Chamber Music Northwest, La Jolla Music
Society’s SummerFest, Music Mountain, SummerStrings@NYU, Princeton University Summer
Chamber Concerts, Cooperstown Chamber Music Festival and Kneisel Hall Chamber Music
Festival. In the summer of 2013 the ensemble gave the world premiere of a new quartet by
Yevgeniy Sharlat at the Caramoor Center for Music and the Arts festival (commissioned by
Caramoor as the culmination of the 2012-13 Stiefel String Quartet-in-Residence program).

Highlights include the Amphion Quartet’s Carnegie Hall debut at Weill Recital Hall as part
of the Concert Artists Guild series with guest David Shifrin, and also at Zankel Hall; multiple
performances in Alice Tully Hall presented by the Chamber Music Society of Lincoln Center;
the Library of Congress and The Phillips Collection in Washington, DC; Caramoor Center
for Music and the Arts; Pepperdine University; New York’s Metropolitan Museum of Art,
National Arts Club and Symphony Space; a Mostly Mozart debut with two pre-concert
recitals at Avery Fisher Hall; The Schneider Concerts at the The New School; Brooklyn’s
Bargemusic; and an extensive tour of Northern California. They have also partnered with the
award-winning dance company BodyVox.
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(1860-1903)

1 1887

(1843-1907)

1878

2 I Un poco andante - Allegro molto ed agitato 12.03
3 II Romanze. Andantino - Allegro agitato 6.50
4 III Intermezzo. Allegro molto marcato  6.30
5 IV Finale. Lento - Presto al saltarello 8.53

(1854-1928)

1928

6 I Andante 6.23
7 II Adagio 6.21
8 III Moderato 5.23
9 IV Allegro 8.17

    Total playing time 67.03

David Southorn plays first violin for the Wolf Serenade and Grieg Quartet
Katie Hyun plays first violin for the Janáček Quartet
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Born March 13, 1860, Windischgraz, Styria, now Slovenjgradec, Slovenia
Died February 22, 1903, Vienna

Owing to his limited output and a life and career shortened by illness, Austrian composer
Hugo Wolf is inevitably overshadowed in the annals of music history by such names as
Wagner (whom he admired), Mahler (his old chum from their days at the Vienna
Conservatory), and others. But alongside those towering figures, Wolf warrants attention as
one of late Romanticism’s quintessential voices. In seeking an art ‘written with blood’, Wolf
developed a distinct personal style, characterized by a piercingly expressive tonal and
harmonic language.

As much as the art, the artist exhibited a fierce willfulness and independence of spirit. He was
expelled from the Vienna Conservatory for constant resistance to authority—a blessing in
disguise, as it dovetailed with the young composer’s need to find ‘Wölferl’s own howl’
outside of pedagogical instruction. Said howl is ultimately nowhere more evident than in his
lieder. In that signature Romantic tradition, inherited from Schubert and Schumann, Wolf
soared; his most productive creative period—1888, his Wunderjahr of song—was
‘comparable in intensity, volume, and variety’, Eric Sams and Susan Youens have observed,
‘to Schubert’s wellspring of song in 1814–15 and Schumann’s in 1840’. Wolf wrote to a
friend in February of that year

‘I have just put a new song down on paper. A divine song, I tell you! Quite
divinely marvelous!…I feel my cheeks glowing like molten iron with
excitement, and this state of inspiration is more an exquisite torment to me
than pure pleasure…What will the future unfold for me?…Have I a
calling? Am I really one of the chosen?…That would be a pretty kettle of
fish.’

By the end of the century, Wolf had achieved considerable renown. But at the age of 37, he
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later, the violins play soaring melodies above impatient ostinati in the viola and cello. The
pace quickens and the excitement continues to build. The momentum is briefly interrupted
by a declamatory viola solo; the previously excited music returns, now tinged with a hint of
dolor. Again the pace quickens, this time building towards a return of the impassioned motif
of the opening measures. The music continues in this frenetic fashion to the end, constantly
shifting moods. The movement finishes with another return to the opening motif, this time set
in the lower strings, with shimmering tremolando in the violins.

The second movement Adagio depicts Janáček’s first meeting with Stösslová: its mood is
predominantly tender, yet still tinged with strangeness. The music seems to straddle a fine
line between ecstasy and anxiety, felt in equally extreme measures. As with the first movement,
Janáček’s precise state of mind remains elusive from one measure to the next.

Janáček wrote to Stösslová that the third movement expressed his longing that she should
bear his child. Apropos of this idea, the movement begins with a gently rocking rhythmic
figure. The music continues to be marked by unpredictable fluctuations in both tempo and
character, but the rocking rhythmic figure of the opening measures permeates much of what
follows. Through all of its mood swings, this movement remains essentially warm and
sentimental.

The quartet’s rondo-form finale expresses itself, in Janáček’s words, ‘with a great longing—
and as if it were fulfilled’. Near the movement’s start, the viola introduces, and obsessively
repeats, a four-note ‘death’ motif, audibly derived from the ancient Dies irae plainchant
melody: G–F sharp–G–E

The rondo’s tender first episode marks a striking contrast in character from the dance-like
subject, but here, and throughout the finale, the ‘death’ motif remains in the fore. The
movement’s subsequent episodes take the music through moments of euphoric bliss and
grave despair. The work ends with a thrilling ambiguity: neither decisively in triumph nor in
defeat, but nevertheless with a searing expressivity that permeates the entire work.
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achievement, and Janáček likewise considered these to be his most important work. But he
also produced a substantial oeuvre of chamber and orchestral music, and the dramatic
instinct and rhetorical expressivity that infuse his operatic output likewise inform his
instrumental works. Janáček was especially preoccupied with the Czech language and, in his
chamber and orchestral music, attempted to capture its cadence and inflection in his melodic
writing. The result is a brand of expressive immediacy entirely unique to Janáček.

Janáček composed his Second String Quartet, subtitled Intimate Letters, in the span of a few
weeks between January and February of 1928; he completed the work just six months before
his death. The Quartet was inspired by the composer’s strange infatuation with one Kamila
Stösslová, whom he met in 1917; Janáček was 62, Stösslová was 27, and both were married
at the time. While no affair was ever consummated, the two cultivated one of music history’s
most curious relationships. Though not obviously remarkable in any way, and not even
particularly fond of music, Stösslová nevertheless became the object of Janáček’s obsessive
affection, as attested to by more than 700 impassioned letters he sent her over the following
decade. To these feverishly amorous outpourings, Stösslová might occasionally respond with
no more than a mundane account of her recent activities.

Though aloof to Janáček’s affections, Stösslová nevertheless maintained some degree of
closeness to him, and was with the composer when he died. More significantly, she became
his muse, inspiring not just the letters, but much of the music of Janáček’s later years. The
central characters of the operas Katya Kabanová, The Cunning Little Vixen, and The
Makropulos Affair are modeled on her; likewise, The Diary of One Who Disappeared, the
Glagolitic Mass, the Sinfonietta, and, most wholly and triumphantly, Intimate Letters were
borne of Janáček’s obsession with Stösslová. The Quartet programmatically reflects
Janáček’s imagined romance with Stösslová, as charted in his correspondence with her.

The Quartet’s first movement immediately sets a neurotic tone for the entire work, with its
volatile fluctuations between different tempi and expressive characters. The opening measures
alternate between heated exclamations above insistent trills, and mysterious utterances,
played sul ponticello (bowed near the bridge, producing a thin, glassy sound). A moment

NI 6289 5

suffered a dramatic mental deterioration, stemming from the tertiary syphilis that would
eventually claim him. His delusional behavior played out publicly: a well-documented
incident of the demented composer playing for friends inspired a similar scene in Thomas
Mann’s Doktor Faustus. Wolf committed himself to an asylum in 1898 and died there five
years later.

Beyond his catalog of songs, Wolf’s oeuvre is relatively modest. The small amount of
orchestral music he produced is mostly lost or incomplete; his surviving chamber music
comprises four string quartets. Of these, the Italienische Serenade has enjoyed the most
lasting popularity.

Wolf sketched the delectable single-movement Serenade between May 2 and May 4, 1887.
Contrary to the grave pathos and Sturm und Drang more immediately associated with the
Romantic period, Wolf’s ebullient quartet illustrates another facet of Romanticism: the
Italienische Serenade speaks to an ecstatic love of life, blind to any notion of despair. Known
to be enamored with the vivid beauty of the Italian landscape, Wolf aimed to capture
sonically the refreshing essence of (as he called it) ‘the South’, not only in this work but also
in his Italienisches Liederbuch, a collection of forty-six songs. Fittingly, a spirited humor and
animated joie de vivre charge the Italienische Serenade immediately from its opening
measures. While the lower strings set the stage, the first violinist quietly taps the open strings
of the instrument, as if tuning before the actual performance gets underway. The viola
admonishes with a vulgar dissonance, and the Serenade begins.

Born June 15, 1843, Bergen, Norway. Died September 4, 1907, Bergen

The Norwegian composer, pianist, and conductor Edvard Grieg ranks as the most prominent
Scandinavian composer of the latter half of the nineteenth century and, specifically, as the
foremost champion of the music of Norway. Though the cultural perspective of Grieg’s
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upbringing was primarily Danish—from the language and social customs of cosmopolitan
Bergen, his hometown, to his contact in Copenhagen with Niels Gade and other leading
Danish musicians—he turned his attention unequivocally towards his own heritage in 1864,
after discovering Norwegian peasant music at the hands of the violinist Ole Bull. Also in that
year, Grieg encountered Rikard Nordraak, a Norwegian composer near his age and already
in earnest pursuit of a nationalist musical aesthetic. Under the influence of his compatriots,
Grieg from this point forward dedicated himself to creating, in his words, ‘a national form of
music, which could give the Norwegian people an identity’.

As did Smetana, Dvorák, and Janáček in the Czech lands, Grieg integrated the character of
his native folk music into the Romantic tradition, in which he had become well-versed during
his studies at the Leipzig Conservatory (he was particularly under the spell of Schumann). Yet,
also as with his Czech nationalist contemporaries, the finest of Grieg’s work transcends
provincial cultural interest, giving voice more broadly to universal impulses. Though his
singular mastery was in smaller forms—piano miniatures and songs—his Piano Concerto
has become one of the most beloved works of the Romantic repertoire. In the case of his
String Quartet in g minor, completed in 1878, we hear Grieg’s nationalistic tendencies, not
as the defining parameters of his artistic credo, but as just one component of a rich melodic,
harmonic, and rhythmic vocabulary. The Quartet even demonstrates features of
Impressionism, foreshadowing Claude Debussy’s String Quartet of 1894 (also in g minor).

Grieg’s Quartet is a work characterized by intriguing dualities and, for the attentive listener,
remarkable cohesion among its richly varied musical ideas. Witness the dichotomy between
the first movement’s two primary themes: which to even identify as the first theme and which
as the second flouts the listener’s expectations. A powerful, monolithic introduction (which
quotes Grieg’s earlier Spillemaend, the first song of his Opus 25 Six Poems of Henrik Ibsen)
prefaces what appears to be the first proper theme: an agitated statement in the home key
of g minor, introduced pianissimo but quickly erupting in a series of fortissimo outbursts. A
lyrical contrasting theme follows in B-flat major, likewise pianissimo, and tranquillo to
boot—but this is the music of the declamatory introduction, transfigured. Grieg moreover
reveals it to be music of the same substance as the bracing agitato theme, as it soon

ˇ
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escalates to that previous material’s hypercaffeinated energy. The usual dichotomy between
first theme and second theme here is a false one. The subsequent development section
elucidates this subterfuge further, as Grieg reconciles the two themes into one contiguous
musical idea.

The second movement Romanze likewise presents two contrasting musical ideas—as in the
first movement, one lyrical and one disquieted. The Romanze begins with a sentimental waltz,
crooned first by the cello, and answered by the first violin and viola. For all of the superficial
contrasts between this and the music that follows—tempo, texture, melodic character, etc.—
somehow, the Allegro agitato seems to give voice to the same moonstruck longing. As in the
first movement, here, too, seemingly distinct musical ideas eventually unite into one.

The third movement Intermezzo follows a similar strategy, juxtaposing music of feverish
urgency with an effervescent Trio section—Più vivo e scherzando—which seems simply to
express the main section’s anxious energy with a forced smile.

The ear might detect a resemblance between the first movement’s Spillemaend tune and the
melodic materials of the Romanze and Intermezzo. If indeed that theme has been lurking
throughout the Quartet, the Finale restores it to the foreground: first, seemingly disintegrating
in the movement’s Lento introduction, and then reconstituted triumphantly at the work’s
conclusion. These utterances bookend a lively saltarello, a dance form of Italian origin—but
here, we have music whose essence nods to the Norwegian peasant music that had so
captivated Grieg a decade before.

Born July 3, 1854, Hukvaldy, Moravia. Died August 12, 1928, Moravská Ostrava).

In the years since his death in 1928, Leoš Janáček has increasingly become regarded as one
of the most original composers of the twentieth century. His nine operas represent his crowning
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AMPHION STRING QUARTET
Katie Hyun & David Southorn, violins
Wei-Yang Andy Lin, viola  Mihai Marica, cello

(1860-1903)

‘Italienische Serenade’

(1843-1907)

String Quartet in G minor

(1854-1928)

String Quartet No.2

Total playing time 67.03


