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PROGRAM 

WEDNESDAY, April 6, 1988 

Quartet in C. Major 
Op . . 76, No. 3 ("Emperor") ........•.•.. FRANZ JOSEPH HAYDN 

(1732-1809) 

Allegro 
Poco adagio cantabile 

Menuett: Allegro 
Finale - Presto 

Quartet in F. Major, Op. 135 ...••....•.. LUDWIG VAN BEETHOVEN 
(1770-1827) 

Allegretto 
Vivace 

Lento assai, cantante e tranquillo 
Der schwer qefasste Entschluss: Grave ma non 

troppo tratto; Allegro 

INTERMISSION 

Quartet in G. Major, D. 887 ...............•....• FRA~Z SCHUBERT 
(1797-1828~ 

Allegro motto moderato 
Andante un poco moto 
Scherzo: Allegro vivace 

Allegro assai 

The Beethoven was last performed on March 15, 1986, by the Muir String Quartet. 
The Schubert was last performed on March 10, 1983 by the American String Quartet. 

The Emerson String Quartet is represented by: 
Melvin Kaplan, Inc. 

115 College Street, Burlington, . Vermont 05401 
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HOUSTON 

PUBLIC 
TELEVISION 

Houston Friends of Music express gratitude 
for the support of Channel 8 

Photographing and sound recording are prohibited. . .1' 

We further request that audible paging devices not be used during performances. 
Paging arrangements may be made with ushers. . . ·: 1 .~· 

If it is anticipated that tickets will not be used, subscribers are encouraged to turn them in for 
resale. This is a tax-deductible donation. Call 527-4933. 
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HOUSTON FRIENDS OF MUSIC is a non-profit organization dedicated 

to the presentation of chamber ensembles with national and international 

reputations and to the development of new audiences. 

BENEFACTORS 
Dr. Edith F. Bondi Dennis & Susan Carlyle Cultural Arts Council of Houston 

Dr. & Mrs. Grady L. Hallman 
Barbara M. Osborne 

The Menil Foundation National Endowment for 
Dr. Meyer L. Proler the Arts 

Vlasta & Ervin Adam 
· Mr. & Mrs. Emory T. Carl 

Alex & Ann Goldstein 
Barbara Kauffman 
W .. H. Mannheimer 

David Parsons 
· Don Thiel 

James & Carolyn Alexander 
Drs. Chester & Jamie Cochran 

Harvey & Sandra Gordon 
H. Blandin Jones 

Daniel & Karol Musher 
Richard & Eva Rosencranz 

Steven J. Tillinger 
Drs. A. J. Werch 

Ralph A. Anderson 
Lawrence & Alice Cowles 

Edward Doughtie 
Lloyd E. Elliott, Jr. 

J. S. Fulton 
Robert D. Hawthorn 
Chris & Dan Krohn 
Stephanie Norman 

Florante & Nora Quiocho 
MaryS. Schoettle 

Irving & Ida Wadler 

Seymour & Shirley Wexler 

PATRONS 
Benno J. Bauer, Jr. 
Kent & Jan Coleman 

Gary L. Hollingsworth 
Marcella & Tomas Klima 

Jack & Julia Mazow 
H. Irving Schweppe, Jr., M.D. 

Margaret Waisman 

SPONSORS 
Francisco Aviles-Roig, M.D. 

John Flynn 
Harlan Hall 

Frances E. Leland 
Mario & Ruth Paglia 

Malcolm & Horty Sher 
C. J. Velzeboer 

CONTRIBUTORS 
J.H.U. Brown 

Doris M. Curtis 
John W. Eagleton 

Milton & Dixie Feiner 
Arthur Ginzbarg 
Robert W. Hill 
Louise Levien 

Joseph Paderewski 
Ann & Hermann Rath 

George Suman 
Dr. & Mrs. Stanley Weitzner 

Ervin Adam 
James Alexander 
Francisco Aviles 

. Ira J . Black 
Kent Coleman 

Carter Crawford 
Elmer Eisner 

Ann Fairbanks 
ArthurS. Ginzbarg 

BOARD OF DIRECTORS 
Harvey L. Gordon 
Michael Hammond 
Constance Holford 
Barbara Kauffman 

Tomas Klima 
Daniel Krohn 

Thomas Littman 
George Mannheimer 

Jack B. Mazow 

Lutz & Mariel Birnbaumer 
Denton A. Cooley Foundation 
Howard & Vicki HuddlestoQ. 

Dr. J.P. Lauzon 
Dr. & Mrs. A. A. Mintz 

Mr. & Mrs. A. 0. Susholtz 
Robert & Edith Zinn 

Barbara & Jim Butler 
Lila-Gene George 

Drs. Fred & Eva Haufrect 
M. A. Models~i 
Walter Pye, Jr. 

Robert & Natalie Thrall 
Macheledt & Arlo W eltge 

Mr. & Mrs. Albert Caselli 
Dr. & Mrs. Joel Cyprus 

Dr. G. Eklfoyan 
Stephen M. Fierros 
Beverly I. Hawkins 

John Kellett 
Mr. & Mrs. D. W. Meyerson 
Mr. & Mrs. Nathan M. Pryzant 

Elizabeth G. Reynolds 
Doug & Marsha Tsuchida 

Daniel Musher 
Roberta W. Newman 

David G. Parsons 
Mary Schoettle 

Steven J. Tillinger 
Marsha Tsuchida 

Irving W adler 
Margaret Waisman 

Seymour Wexler 

FRIEND OF MUSIC OFFICERS 
President ............. .............................................. Jack B. Mazow 

Vice Presidents ............ , . Ann Fairbanks, Marsha Tsuchida, Elmer Eisner, Daniel Krohn 

Secretary .. ......................................................... Francisco Aviles 

Treasurer .......................................................... Steven J. Tillinger 
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The Emerson String Quartet 
In a single decade the Emerson String Quartet has become one of the 

most sought-after ensembles in the world today. It has been the subject of 
two award-winning films: the nationally televised WETA-TV production 
"In Residence at the Renwick" and "Making Music: The Emerson String 
Quartet" by Vineyard Video Productions. Last year also saw the release of 
"The Great Romantic Quartets," Emerson's recordings of quartets by 
Dvorak, Smetana, Brahms, Schumann, Tchaikovsky, Borodin, Debussy, 
and Ravel, available throught Book-of-the-Month Club Records. 

The Emerson Quartet was formed in New York while its members were 
students at The Juilliard School. The ensemble took the name Emerson dur
ing the 1976 American Bicentennial year, in honor of the great philosopher 
Ralph Waldo Emerson. To this day, the quartet continues its original prac
tice of alternating first violinists during each of their concerts. All four 
members of the quartet are active members of Performing Artists for 
Nuclear Disarmament and have presented benefit concerts for the cause of 
global peace and the fight against world hunger. 

The Emerson String Quartet is Resident Quartet of The Chamber 
Music Society of Lincoln Center and Smithsonian Institute, and holds a 
teaching and performance residency at the Hartt School of Music of the 
University of Hartford, and at the Aspen Music School in the summer. The 
Emerson Quartet records exclusively for Deutsche Grammophon. 

EUGENE DRUCKER is a graduate of Columbia University and the 
Juilliard School, where he studied with Oscar Shumsky and was concert
master and soloist with the J uilliard Orchestra. He is the 1st violin in the 
Schubert. 

PHILIP SETZER began studies with his parents, both members of the 
Cleveland Orchestra. After further study with Josef Gingold and Rafael 
Druian, he entered the Juilliard School where he earned both a Bachelor's 
and Master's degree as a pupil of Oscar Shumsky. He plays the 1st violin in 
the Haydn and Beethoven. 

LAWRENCE DUTTON began violin and viola studies with Margaret 
Pardee and continued at the Eastman School with Francis Tursi. He subse
quently earned his Bachelor's and Master's degrees at the Juilliard School 
as a student of Lillian Fuchs. 

DAVID FINCKEL studied the cello with Elsa Hilger, Bernard 
Greenhouse and Mstislav Rostropovich. 

PROGRAM NOTES 
FRANZ JOSEPH HAYDN, String Quartet inC Major, Op. 76, No.3, "Kaiser" ("Emperor") 

Most interest in this quartet focuses on its second movement, the expressive center of the 
work. The theme comes from a hymn Haydn wrote to honor Emperor Franz II, "Gott erhalte 
Franz den Kaiser" ("God Protect Emperor Franz"). In addition to its use in the quartet, the 
universally appealing melody became the national anthems of both Austria and Germany, a 
religious hymn, and a Masonic anthem. 

Bearing the notable second movement in mind, Haydn probably decided to start with a 
less weighty opening section. The Allegro is essentially monothematic; the melody heard at the 
very beginning dominates throughout. The theme, though, undergoes several especially in
teresting transformations - from a bright, sunny first state~ent, to a murky, low-pitched ap
pearance later in the exposition, to a rough peasant dance in the middle of the development 
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section. The w'riting for an four instruments, especially the first violin, is uniformly brilliant 
and virtuosic. 

·-Haydn subjects ·the simple and dignified, though highly emotional, theme of the second 
, movement to four variations. In a departure from his usual variation technique, he keeps the 
. melody essentially the same throughout, giving it to different instruments and varying the set
_:ting and accompaniment against which it is heard. After the first violin statement, the melody 

: ·passes. to the· second violin, while the first violin embroiders around it a delicate lacery of 
sprightly_ runs and leaps. In the second variation, the cello has the melody and the other in-
struments pursue richly textured contrapuntal lines in the background. The viola is entrusted 
with the lead in Variation Ill, while the violins and cello contribute their rather spare 
countermelodies. The final variation is the apotheosis; the entire quartet plays the theme in a 
.hauntingly beautiful and evocative setting. 

' To avoid competing with the preceding movement, Haydn created a simple, undemanding 
Menuetto. The first section is a heavy-shoed peasant dance, played loudly throughout. The 
contrasting trio is much smoother, quietc;r, and more songlike. It is followed by a shortened 
repeat of the Menuetto. 
The Grave Finale is the counterweight to the serious second movement. The opening measures 
contain three musical gestures that pervade the entire movement: three powerful chords, a 
smooth answering phrase that is rhythmically reminiscent of the first movement, and running 
triplet passages. While Haydn imaginatively transforms and develops these motifs with great 
vigor, the total effect is perhaps more anxious than cheerful. At the end he moves into major, 
presumably a happier key, but the concluding mood is still not entirely joyful. 

LUDWIG VAN BEETHOVEN, Quartet in F Major, Op. 135 
The Quartet in F Major, Op. 135 is Beethoven's last work and was composed mainly dur

ing August and September of 1826 while Beethoven's nephew Karl was reco~ering in the 
hospital from his suicide attempt. It is the shortest and most concise of the late Quartets, and 
takes a decided turn back to the classical style, more than any other work in ten years. The first 
movement, Allegretto, is the most classical, its main theme always interwoven between the in
struments. The texture is bare, and intimacy is achieved through contrapuntal juxtaposition of 
simple motifs. The movement, in fact, has almost no chordal writing, every instrument playing 
either a motif, a fragment of the theme, or nothing at all. 

While the Allegretto carries a noble stability, the Scherzo, marked vivace, is as wild and 
unsettling as anything Beethoven ever wrote. The second violin begins this movement on the 
third beat, immediately throwing into question the proper location of the downbeat for many 
bars. The little tune marked piano is interrupted rudely by pounding, arhythmical E-flats in the 
cello and viola, ;1nd it is not until the trio that a rhythmic steadiness can be depended on. Here 
the first violin takes off on its own, flying up one two octive scale after another over chordal 
accompaniment. At the climax Beethoven introduces the first fortissimo of the piece, the first 
violin playing a wild, dancing tune over a repeated meat-grinding figure in the other in
struments. The key of F Major returns as Beethoven gradually removes accidentals from the A 
Major ostinato, and the movement ends as it began, the downbeats once again in question. 

The third movement, Lento assai, cantabile e tranquillo, is a set of variations, but one 
tends not to think too analytically of this moving utterance, Beethoven's final slow movement. 
Jt is generally peaceful, except for one cry of anguish in the death-like middle variation. At the 
end, the first violin continues after the other instruments have come to rest, like a spirit leaving 
the body. 

The final move111ent, subtitled "Der Schwer Gefasste Entschluss" ("The Very Difficult 
Question"), has its main theme set to words in the score by Beethoven. The motif of the Grave 
introduction, the first three notes played by the viola and cello, carries the words "Muss es 
sein?" (~'Must it be?"). The inversion of this motif at the Allegro gives tHe answer: "Es muss 
seom" C'lt must be"). Beethoven, obligated auhis late point in his life to no one for explana-

5 



point in his life to no one for explanations of his art , leaves us with the very difficult question: 
What does this mean? The circumstances surrounding the composition of this work would sug
gest that this qu_estion and answer exchange relates to the impending end of Beethoven's life. 

However, the mock seriousness of the introduction and subsequent light-hearted character of 
the Allegro suggest otherwise. There does exist a comic canon from early 1826 using the words 
"Muss es sein," and it is thought that Beethoven dashed it off upon hearing that these words 
were the response of a certain nobleman to Beethoven's insistence of payment for the perfor
mance rights of Op. 130. Possibly by the end of 1826 these words had taken on new meaning 
for Beethoven, but the gay pizzacato conclusion of the work dispels all gloominess, and the 
final interpretation of the yery difficult question is left to the individual listener. 

FRANZ SCHUBERT, Quartet in G Major, D. 887 
The last three of Franz Schubert's twenty some string quartets, those he originally con

ceived as his "Op. 29" set, were composed in two short bursts of activity following periods of 

severe illness and depression: the A minor (D. 804) and D minor (D. ~10) in the winter of 1824, 
the G Major (D. 887) in the summer of 1826. While works of transcendent genius, and con
clusive evidence of Schubert's claim to immortality as an instrumental composer, they made 
virtually no impression on the limited public, indifferent press, and patronizing publishers who 

briefly had contact with them. The musical establishment was also unmoved. Schubert, famed 
composer of "Das Erlkonig" (that early masterpiece of his youth), and song writer par ex

cellence was, after all, not Beethoven. And no one felt that fact more acutely than did 
Schubert. Beethoven, the instrumental composer, had the public, the press, and the publishers 

which eluded Schubert throughout his life and well after his death. Yet, both composers, 
within the same place and period of time, were writing string quartets of such an individual and 

complex nature as to be inaccessible to all but a few. Beethoven was recognized, Schubert was 
not. 

Not unlike the composer he openly "worshipped" (the Op. 10 dedication), but under 
whose ·artistic shadow he never fell, Schubert created quartets of a singularly personal cast 

-serious, difficult, idiosyncratic, harmonically bewildering and technically burdensome. Only 
Beethoven's 'own' professional quartet, led by the virtuoso violinist Ignaz Schuppanzigh or his 

colleague Josef Linke, could manage the performance of Schubert's works - the A minor in 
1824, the D minor in 1826, and the opening of the G Major in 1828. 

Quartet playing, once a cultivated pastime ·of the highest order, had fallen on hard times. 

Prevailing t~ste in the 1820s dictated that public concerts feature the single showy professional 

in the setting of the "quatour brillant," or "concertante quartet;" private music making, the 
scene of the domestic quartet party, required works of charm and ease. It is a wonder that 

Beethoven found any reason for encouragement in 1826 when, upon completion of his Op. 
131, he wrote to his publisher, "Quartets are now in demand everywhere, and it really seems 
that our age is taking a step forward." In the same year, a Leipzig critic dismissed quartets of 
Schubert and his contemporary, Onslo_w, in the same breath with the remark that "an ap
pr~ciation for the species still survives in many." By 1842, Schumann writes that "the quartet 
has come to a serious standstill" and, without-mentioning Schubert, states that of the genera
tion after Mozart, Haydn, and Beethoven, "Onslow alone has met with success, and later 
Mendelssohn." 

It was Mendelssohn, in fact, who called Schubert's D minor quartet "bad music"- a stun
ning assessment in any period. With its transporting variations on the song, "DerTod und das 

Madchen," its gripping intensity, structural unity, and overall power, the quartet is among the 
most esteemed in all Schubert's vast oevre. Yet, two years elapsed before it was performed, 
seven before it was published. The A minor quartet, however, reached publication only six 
·months after its completion and first performance. This was something of a wonder, as a mere 
thirty· items had seen print up to that point (the. fall of 1824) and, with the exception of the 
"Wanderer Fantasy," included none of Sc~ubert's large-scale instrumental works' - the sym

phonies, sonatas, incidental music for, the stage, and chamber music. Schuppanzigh, who had 
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expressed reservations about the difficulties of the D minor quartet( was " quite filled with 

enthusiasm'' for the A minor, and Schubert repaid the compliment by dedicating the edition to 

him. Moritz von Schwind, painter, devoted admirer, and "beloved" friend, reported on the 

occasion of its first hearing: 
"Schubert's Quartet has been performed, rather slowly in his opinion, but very 

purely and tenderly. It is written in such a way that the tune remains in one's 

· mind ... a/1 feeling and thoroughly expressive. It got much applause." 

Tunes abound in Schubert's quartets, and in the A minor include references to "Gretchen am 

Spinnrade," the entr'acte from the ill-fated "Rosamunde" (which closed after two perfor

mances), and "Fair world, where are you" from "Die Gotter Grieschenlands." 

The G Major quartet, the most abstract of the three and without the identification of his 

songs, was probably inspired by a performance of Beethoven's Op. 130 and its monumental 

Grosse Fuge (now Op. 133) which Schubert heard in March of 1826. In that month, his illness 

recurring, his circle of friends disintegrating, he wrote, "In a word, I feel myself to be the most 

unhappy and wretched creature in the world." Two months later he claimed, "I am not work

ing at all." But not long thereafter the G Major quartet appeared in fair copy, written over a 

ten day period at the end of June. Only its first movement was performed, opening the famous 

"Invitation Concert" which marked Schubert's first and final appearance before the public. 

Scheduled on the anniversary of Beethoven's death, one of Schubert's circle wrote to a friend 

outside Vienna: 
"Enough of graves and death; I must tell you about fresh and blossoming life, 

which prevailed at a concert given by Schubert on 26 March (1828). Only com

positions by himself were given, and gloriously. Everybody was lost in a frenzy 

of admiration and rapture. " 
Few of the press were among them, lost in their own frenzy over the imminent appearance 

of Paganini; one critic pointedly noted that "the minor stars paled before the radiance of this 

comet in the musical heavens." The quartet movement, one of the most extraordinary musical 

statements of the period, was overlooked. The G Major was not performed complete until 

twenty-five years after it flew off Schubert's pen, and sat on Diabelli's shelves unpublished un

til1851. 
The quartet is remarkable both in its conception and in its writing. Characterized most im

mediately by its wrenching or quicksilver harmonic twists, it has been called "an essay oil the 

instability of the third, the key interval in Schubert's world of tonal ambiguity. It presents a 

picture of that world in summary form, and in a key which emphasises the contrast between·the 

brightness of the major and the poignance of the minor" (John Reed). Outwardly, the form is 

conventional: a Sonata-Allegro in G, an E minor Andante, aD Major scherzo and trio in G, 

and a concluding 6/8 rondo. But the classical outline is so filled with romantic notions that its 

shape is nearly obscured. One of these 'notions' is the actual sound of the work which, in·the 

breadth of its sonority, is orchestral. More than one writer has found comparison with 

Bruckner apt. In the opening Allegro, a "Brucknerian spaciousness" can be heard in the ' 

violin-cello dialogue over the background of a dramatically hushed tremolo, and near the close 

of the movement, a dominant triad can be observed resonating across fifteen of the sixteen 

available strings. 
The Andante is a study in bleak beauty - despair tinged with irony, delight suffused with 

pathos. Both elegiac and declamatory, it~ contradictory nature served Schubert for one of the 

settings of the "Winterreise" texts, and later served Brahms as a model. The Scherzo reminds 

of the breathless 'fairy' movements of Mendelssohn and the capriciousness of Schumann, an

ticipated here. The major-key Trio is a Landler of surpassing innocence, simplicity, and calm 

which serves to-underscore the work's basic dichotomies. The last word on the subject of alter

nating moods is made in the finale, an intense and disturbing Rondo-Allegro "galloping to the 

edge of the abyss" in a series of wild major/minor shifts, disorienting harmonic sequences, 

and rhythmic turns which brakes abruptly, almost unexpectedly, on the tonic major. 

· Sarah Davies 
© 1986 
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HOUSTON'S CLASSIC CHOICE 
KUHF 88o7 FM 

0 0 0 in the car 
o o o at the office 
0 0 oat home 

Radio for your way 
oflifeo 

YOUR KIND OF MUSIC. 
Inspired melodies to compose 
your thoughts. And lift your 
spirits. The classic approach to 
stress management. While you 
work Drive across town. jog in 
the park Relax with a good 
book 

YOUR KIND OF NEWS. 
Explore the complex and fasci
nating world around us. Compre
hensive news reports. Thought
provoking commentaries. Enter-

taining features. National Public 
Radio's award-winning Morning 
Edition and All Things Con
sidered. 

YOUR KIND OF RADIO. 
Tune in to discover KUHF 
88.7FM. Magnificent music. 
Award-winning news. 100,000 . 
watts stereo. Commercial-free 
public radio without interruption 
24 hours a da\'. Radio for \'Our 
way of life. · · 

To receive a complimentary 
copy of KUHF's Monthly Program 
Guide please call 748-KUI IF 

Listener-supported radio from 
the University of Houston. 

KUHF88:7FM 
HOUSTON'S CLASSIC CHOICE 

Mark your calendar now 

for the last concert of the 

Houston Friend of Music 

1987-1988 Season 

TOKYO QUARTET 
Thursday, May 5, 1988 
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HouSEtOICOfi:EE .. BEANs 
. v;in~he Village 

The finest coffee beans from all over the 
world, roasted fresh for you, 

right here in Houston. Come by for a 
fresh-brewed sample, six days a week, 

and take a look at our teas, coffeemakers 
and other goodies. 

2520 Rice Boulevard • 524"0057 
10-6 Monday-Saturday 

ICONOGRAPHY 

·Cards 

2480 Bolsover Houston, Texas 77005 
. 713/529 0 2630 

Specializing in the sale of violins. violas. 
violoncellos and their bows. 
• Professional instrument makers 
• Fine repairs and restorations 
• Appraisals 
• Now handling consignments 

Ainati VIOlin Shop. Inc. 2472 Bolsover. Suite 268 
Houston. Texas 77005 (713) 522-1707 

Downtown
Main at Rusk 

Member FDIC 
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BOOKS ON THE ARTS · 
WE SPECIALIZE IN SERVICE 

520-0061 
1987W. GRAY • HOUSTON 

Wadler 
MusicS 

s«J'J:Ipe~b..Largest 
Music" 

S~~ Us For Unlqu~ Musical Gift lt~ms 

Texas 
Commerce 

Bank 



r ;}~tar 
vallery 

Classical & Accoustical Guitars 
Recorders • Accessories • Strings 
Instructional Videos • Sheet Music 

Private Lessons in All Styles of Guitar 
Jass & Classical Artists 

Available for Hire 

1401 Richmond Avenue 528-5666 

02 & Home Sickroom Equipment 
Fine Pharmaceutical 

Surgical Supplies 

MARTIN 
SURGICAL SUPPLY 

HOUSTON - Ph. 861-7000 
SAN ANTONIO- PH. 271 -0000 

DINNERWARE, CUTLERY, BRIDAL GIFTS 

BOOKS, LINENS, COOKWARE, 

KITCHEN ITEMS, COFFEE/TEA 

RIVER OAKS 
1981 W. GRAY 

HOUSTON. TX 77019 
520-0331 

COMPLIMENTS 

OF 

COLUMBIA, 

COMPANIES 

<Vufa9e. c:lf'ttU.t '~ Clouah 
§affe.'ty .. 

The Custom Frame Shop 
Pleased to feature the 

original art of 

P. Doran Porcynaluk 
2435 University Blvd. 
Houston, Texas 77005 

(713) 523-2763 

,· 

COMPLIMENTS OF 

CoASTAL MEDICAL & SuRGICAL 

SuPPL v CoMPANY, ·INC. 
.; l· '' . I 

l. 
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HOUSTON FRIENDS OF MUSIC 
1987-1988 SEASON 

Tuesday, September 15, 1987 .................. Composers Quartet 
with members of the Dorian Quintet 

Tuesday, October, 6, 1987 ........................ Takacs Quartet 
Wednesday, October 21, 1987 ..................... St. Louis Brass 
Wednesday, December 2, 1987 .................. Fine Arts Quartet 

with Kim Kashkashian, Viola 
Wednesday, January 6, 1988 ............ ~ ...... Franciscan Quartet 
Wednesday, January 27, 1988 .................. Hilliard Ensemble 

''English Baroque Singers'' 
Tuesday, March 1, 1988 ..... Mirecourt Trio- "Piano Trio Evening" 

with Larry Wheeler, Viola 
Wednesday, April6, 1988 ....................... Emerson Quartet 
Thursday, May 5, 1988 ........................... Tokyo Quartet 

N ow that your investments 
require more thought, 

Kidder, Peabody offers a wealth of services and products 
for the wealthy investor. Consider our brokerage account 
that saves you time while earning you money. We 
thought of the Kidder, Peabody Premium Account so you 
could think about other things. 

Or consider our fixed income products such as CATS, 
CIBs and Option Tender Bonds. Some are taxable; others 
are tax free. All provide strong market yields with solid 
security. 

Or even consider our retirement programs that are 
designed to meet your needs by our specialists. 

For more information on how Kidder, Peabody can be 
of service call James N. Manley, VP at (713) 751-7617. 

Kidder, P~!2.9dY & Co. 
Quality people. Quality ideas. 
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We salute those who reach for new heights~-

Official Airline of the Houston Friends of Musk for the 1987-88 Season ;. 

.CONTINENTAL 


