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IN COMMEMORATION OF THE BICENTENNIAL OF THE DEATH OF 
WOLFGANG AMADEUS MOZART 

Houston 
Friends 
of Music 
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School 
of Music 

PRESENT 

THE TOKYO STRING QUARTET 
IN TWO 

ALL-MOZART CONCERTS 

PROGRAM #1 
February 19, 1991 

Quartet in F, K. 158 
Allegro 

Andante un poco allegretto 
Tempo di menuetto 

Quartet #21 in D, K. 575 "First Prussian " 
Allegretto 
Andante 

Menuetto: Allegretto 
Allegretto 

INTERMISSION 

Quartet in C, K. 465 "Dissonant" 
Adagio; Allegro 

Andante cantabile 
Menuetto 
Allegro 

PROGRAM #2 
February 20, 1991 

Quartet #20 in D, K. 499 "Hoffmeister" 
Allegretto 

Menuetto: Allegretto; Trio 
Adagio 
Allegro 

Quartet in G, K. 387 
Allegro vivace assai 

Menuetto--Trio: Allegreuo 
Andante cantabile 

Motto allegro 

INTERMISSI ON 

Quintet in G, K. 516 
Allegro 

Menuetto: Allegro-Trio-Allegretto 
Adagio rna non troppo 

Adagio--Allegro 

with Mr . Wheeler 

The Tokyo Quartet is represented exclusively by ICM Artists, Ltd . 
The Tokyo Quartet has recorded for Angel-EM!, CBS Masterworks, Deutche Grammophon, RCA Vanguard , and Vox Cum Laude. 

They now record exclusively for RCA Red Seal. 
The Quartet is in residence at Yale University and College-Conservatory of Music, University o f Cincinnat i. 

Photographing and sound recording are prohibi ted . 
We further request that audible paging devices not be used during performances. Paging arrangements may be made "i th ushers . 

If it is anticipated that tickets will not be used, subscribers are encouraged to turn them in fo r resale. 
This is a tax-deduct ib le do nat ion. Call 527-493 3. 

KUHF88:7FM 
The radio voice of Houston Friends of Music 



PROGRAM NOTES 
WOLFGANG AMADEUS MOZART (1756-1791) 

CONCERT #1 -TUESDAY, FEBRUARY 19, 1991 

QUARTET IN F, K. 158 

Beginning in 1763, when Wolfer! was only seven, he lived 
the arduous life of the travelling virtuoso . 

From 1769 to 1773, the Mozans - father and son -devoted 
their energies to Italy in three annual exc.ursions. The boy 
was well-received wherever they went, including at the 
august and exclusive Academia di Santa Cecilia, where he 
was examined and granted membership, and the Vatican, 
where he was knighted by the Pope. 

More important, from our vantage, he was exposed to the 
Italian masters firsthand and encouraged to compose. For 
the Teatro Ducale in Milan he created the opera 
Mitridate, re di Ponto on his first trip and Lucia Silla on 
the third . 

Also on that third trip he wrote his first true string 
quartets, earlier attempts being more like string 
symphonies and divertimenti. 

The set of six, of which K. 158 is the fourth, are modelled 
on the Italian style set by Giovanni Batista Sammartini, 
with whom Mozart "consulted" in Milan in 1772. 
Unusually for Mozart, the set is in a cyclical key scheme 
-D, G, C, F, B-flat, and E-flat. 

This quartet's most notable feature is the ltalianate 
minuet with which the work ends. The incorporation of 
the "little dance" into so-called art music was still fairly 
novel and distinctions among regional varieties was 
discussed at length between composers. In a letter to his 
sister Nanerl from Milan in 1770, Mozart differentiates 
among the Viennese minuet, the theatrical minuet, and the 
Milanese minuets which "have many notes and move 
slowly with many bars," citing a three-part minuet of 16, 
20 and "even 24" bars. 

QUARTET IN D, K. 575 "FIRST PRUSS/AN" 

The high hopes for preferment on those early trips were 
ironically paralleled toward the end of Mozart's life. 

In 1789, he was invited to accompany Prince Lichnowsky 
(a prominent patronal figure in Beethoven's life) to the 
Prussian royal court at Potsdam. He impressed King 
Friedrich Wilhelm II and his daughter enough to be 
offered the post as Hofkapellmeister. Characteristically, 
Mozart turned the victory into a defeat by demurring, in 
favor of returning to his subsistence working for the 
Austrian Emperor who "treats me kindly." In any event, 
that potentate died shortly thereafter, leaving Mozart in 
even direr straits than before. 

Nonetheless, on the coach home, Mozart began working 
on a set of quartets and keyboard sonatas for the 
Prussian king and his daughter, in hopes of profiting 
from a dedication or future commissions. The work came 
to naught. 

Only three of the projected six quartets were completed 
and sold for quick cash. Only one sonata was completed, 
the composer's last in the genre, as are the three quartets 
in theirs . 

The quartets posed a special problem for the composer
how to highlight the cello, the King's favorite instrumem, 
without shirking stylistic matters of symmetry and 
balance? He found the solution in the concertante form, 
in which each instrument has equivalent solo melodic 
duties. As Charles Rosen describes Mozart ' s resolution of 
brill iance with balance, 

"Throughout Mozart's career, the oscillation 
between soloistic elements and ensemble techni
que is a rising spiral; the solo style stimulating 
a richer ensemble form, and then the new 
synthesis in chamber or symphonic style 
becoming still further expanded by virtuosity. " 

QUARTET IN C, K. 465 "DISSONANT" 

I tell you, calling God to witness and speaking 
as a man of honor, that your son is the 
greatest composer I know, either personally or 
by repute! He has taste, and in addition, the 
most complete understanding of composition. 

So Franz Joseph Haydn exclaimed to Leopold Mozart at 
the second of two evenings devoted to the premiere per
formances of six quartets Wolfgang wrote and dedicated 
to his older friend. 

While Haydn is generally credited as having created the 
quartet as we know it, both he and Mozart worked 
simultaneously at that development. As Alan Rich notes, 
Haydn. created "within the quartet texture a true musical 
democracy in which all four parts operated as equals," 
while Mozart "had found ways to make his music sing, to 
impart to the sound of the stringed instruments the urgent 
vibrance of the human voice." [See notes for K. 387 on 
tomorrow evening's program.] 

Nowhere in the set, with the exception of the d-minor 
quartet (K . 421), does Mozart set the stage so dramatically 
than in this, the last of the quartets. 

Beginning, unusually, with an adagio, Mozart establishes 
the C-major key without actually sounding the tonic 
chord, requiring the audience to fill in the missing locus 
of the action. This mysterious, very disquieting 
chromaticism -which has brought confusion and conster
nation to generations of commentators (some of whom 
even tried to correct Mozart's "obvious errors") -gives 
the entire, essentially ebullient work its misleading 
nickname. 

One critic poetically described the second movement as 
belonging "to those artistic creations in which only so 
much terrestrial material is contained as is necessary to 

affect the human senses which elevate us to a region of 
blissful peace, where even the recollection of suffering 
becomes transfigured." 



CONCERT #2 - WEDNESDAY, FEBRUARY 20, 1991 

QUARTET IN D, K. 499 "HOFFMEISTER" 
Between the set of six "Haydn" quartets, completed in 
1785 , and the three "Prussian" quartets of 1789, Mozart 
wrote only a single quartet, in 1786. The work is named 
after his publisher Franz Anton Hoffmeister. If this was 
intended as a dedication it is remarkable in that Hoff
meister , the year before, begged off a contract to publish 
a set of piano quartets because they were too difficult. 

Mozart was in the midst of completing The Marriage of 
Figaro which had its premiere at Vienna's Burgtheater to 
a lukewarm reception . Not until the following year in 
Prague would it strike fire with audiences. Vienna, which 
had never taken to Mozart before, was growing colder -
not merely ignoring him but actively rejecting his efforts. 

Aside from the opera, Mozart 's output in 1786 seems 
rather desultory. There were two piano concerti in the 
spring, one in the autumn, the "Prague" Symphony, a 
single piano quartet (the one-act comedy The Impresario 
(Der Schouspieldirektor) and this quartet which was 
fini shed on August 19 of the year. As always there were 
inumerable letters to noblemen or their privy councillors, 
begging for commissions . 

This quartet , which appears to have no specific purpose 
or inspiration, is all the more significant in that its 
particular strengths and beauties were completely spon
taneous and intended, it would seem, for the composer 
alone. From the jaunty opening Allegro (in which Mozart 
uses little dissonances more playfully than in the preceding 
quartet), through a charmingly awkward minuet and the 
adagio at once poignant and noble, to the finale and a 
return to the high spirits of the opening, Mozart presents 
with a quartet even more personal and extemporaneous 
than almost any other work by a genius whose signature is 
personality and spontaneity. 

QUARTET IN G, K. 387 
A father who had decided to send his sons into 
the great world, thought it his duty to entrust 
them to the protection and guidance of a man 
who was very celebrated at the time and who, 
moreover, happened to be his best friend. 

So Mozart began the dedication of a set of six string 
quartets to his friend and mentor, Franz Joseph Haydn. 
The date was September I, 1785, eight months after 
Haydn heard the premiere performances of the latter three 
quartets [see notes on K. 465 on last evening's program] . 

In 1781 Haydn's thoughts on a chamber idiom for the 
four representative strings coalesced" in an entirely new 
and special manner" - the conversation of four equal 
voices sharing common purpose. 

Mozart too had dabbled in the new genre and already 
written three sets of quartets before he was seventeen . 
Now, in 1782, he was profoundly inspired by Haydn's 
pioneering Op. 33 set to reapproach the genre after an 
absence of nine years. As the great Mozanian Alfred 
Einstein notes, "This time he learned as a master from a 
master; he did not imitate; he yielded nothing of his own 
personality." He spent the next three years creating a set 
of six quartets that not only contains his best thoughts in 
the genre but is the bridge between Haydn's and the 
masterpieces of Beethoven and Schubert yet to come. 

Declaring, most uncharacteristicall y, that these quartets 
are "the fruits of a long and laborious effort," Mozart 
shows us, in the very fir st quartet, his wonderful new
found freedom of expression. 

It is, as English chamber music amateur and benefactor 
W. W. Cobbett described it, "devoid of all purely 
mechanical transitional passages and conventional 
flouri shes." 

It is not, however, devoid of wit and grace - nor hints of 
the harmonic boldness yet to come. Punctuating the 
work's fundamental high spirits are stunning contrasts -
the disordered outburst in the tragic key of g-minor in the 
minuet's middle section and the violin's aria making the 
andante cantabile literally "singable." 

QUINTET IN G-MINOR, K. 516 
The spring of 1787 was far from the best of times for 
Mozart. With the exception of the commission for Don 
Giovanni from his fans in Prague, he had few prospects. 
Neither he nor his wife Constanze were in good health nor 
had the means to better their sit uation . 

The two major string quintet s - the first in C-major 
(K. 515) and its complement in g-minor (K. 516) - as well 
as a st ring quintet arrangement of a wind serenade 
(K. 516b from K.388) were written, as far as can be ascer
tained, for purely monetary reasons. Mozart, as always 
waiting for a stipend, was in need of quick cash and a 
subscription for the publication of three quintets might 
have tided him over. There were no takers. 

Can we hear Mozart's desperation in this quintet? Charles 
Rosen notes that Mozart's "supreme expressions of suf
fering and terror" are always couched in g-minor - the 
Symphony #40, Don Giovanni, Pamina's despairing aria 
in The Magic Flute, and this quintet. 

His circumstances would certainly suggest that this work 
is the musical outpouring of his own dejection. Mozartian 
AJfred Einstein likens the quintet's dramatic action (it is, 
as are all Mozart's maturest creations, supremely 
dramatic) to the Last Supper and its subsequent events . 

Whether we see specific references, either from his life or 
the Passion, or not, the pervading mood of profound 
melancholy is obvious and emotionally immediate. The 
depths of his personal passion strike resounding chords in 
us, however inchoate our grasp of their magnitude. 

Even the attempt at a major-key resolution is infected. As 
Wolfgang Hildesheimer describes it, "The frightening 
triviality of the main theme of the G-major rondo seem to 
be intensified in the secondary themes, reaching a bleak 
gaiety. A despairing major?" 

Again we wonder what stimulated this work and give 
Hildesheimer the last thought on the subject: 

Mozart's works in the minor are so rare that 
when we do suddenly come upon them we prick 
up our ears and search for a particular motiva
tion; why here, precisely? .. . Of course, we seek 
in vain. Is it really a decision for the tragic? 
Since we have no definition for a musical 
equivalent of what we call in words 'the tragic,' 
the question cannot be answered. 

Program Notes by Ira J . Black 



THE TOKYO STRING QUARTET 

PETER OUNDJIAN, violin 
KIKUEI IKEDA, violin 

Hailed as one of the greatest quartets in chamber music history, the 
Tokyo String Quartet has received extraordinary acclaim fro m its very 

beginning in 1969. They have been called "masters" (The New York 
Times), "sensational. .. to hear them is to hear the heavens part" 
(Newsday) and "one of the wonders in the chamber music firmament" 

(San Francisco Chronicle). Among the most popular artists now 
performing, the continuing musical achievements of this remarkable 
ensemble of Eastern and Western musicians have captivated an entire 

generation. 

Kiku~l Ikada, Kazuhide Isomura and Sadao Harada were trained at the 

Toho School of Music in Tokyo. Soon after the quartet's formation in 

1969, it won First Prize in the prestigious Coleman Auditions in 
Pasadena, the Munich Competition and the Young Concert Artists Inter

national Audi tions, which brought the ensemble world-wide attention. 

Pet~r Oundjian studied with Ivan Galamian, ltzhak Perlman and 
Dorothy DeLay and was First Prize winner in the 1988 International 

Violin Competit ion in Vina del Mar, Chile . 

For the BMG Classics/RCA Victor Red Seal label, the quartet is current 

ly recording the complete quartet cycles of both Be.:thoven and 
Schubert. The Beethoven middle quartets are scheduled for release in 

early 1991 and join the Tokyo's recordings of Schubert's Quartet's #9, 

13, 14 and IS . The ensemble has recorded the Mozart Flute Quartets 

with James Galway, Mozart Clarinet Quartet with Richard Stoltzman, 

KAZUHIDE ISOMURA, viola 
SADAO HARADA, cello 

and works by Boccherini and Castelnuovo-Tedesco with guitarist 
Kazuhito Yamashita for release in 1991 as well . Previous recordings have 
earned the Grand Prix du Disque du Montreux, Best Chamber Music 

Recording of the Year from both Srereo Review and Gramophone, and 

four Grammy nominations. 

LAWRENCE WHEELER is Associate Professor at the University of 

Houston School of Music . Formerly principal violist of the Pittsburgh 

Symphony, he has been co-principal of the Minnesota Orchestra and 

guest principal of the Houston and Dallas Symphonies . As soloist he has 

appeared, additionally, with the Icelandic National Symphony, Texas 

Chamber Orchestra and UNAM Orchestra Pilarmonia in Mexico City. 

Wheeler has given recitals in New York, London and Stuttgart, including 

concerts at two International Viola Congresses. 

His numerous Houston chamber concerts have included guest 
appearances with the Pro Arts and Tallis Quartets as well as the 

Mirecourt Trio . For many years he was a member of the Lyric Art 

Quartet whose recent compact disc recording "Classical Hollywood" 

was nominated for a Grammy. 

A graduate of the Juilliard School, he has taught at the Meadowmount 

School for Strings and the Texas Music Festival and, for the past three 

years, has conducted the Houston Youth Philharmonia. 

HOUSTON FRIENDS OF MUSIC is a non-profit organization dedicated the the presentation of chamber ensembles 
with national and international reputations, and to the development of new audiences. 
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PIANO • VOCAL • INSTRUMENTAL 
CHAMBER MUSIC 

3907 South Main 529-2676 
See Us For Unique Musical Gift Items 

Vice Presidents ...... Ira J . Black, Walter Mannheimer, 
Mary Schoettle, Marsha Tsuchida 

Listen ing to the Masterworks 
of Chamber Music is great! 

But playing them is even better! 

The Chamber Ensemble Workshop 
invites you to participate in learning 
and performing chamber music. The 
Workshop meets the needs of those 
musicians who have a limited 
amount of time, or who may have 
other occupations. 

Fall workshop beg ins 
Septembe r 27, 1990 

Spring workshop begins 
February 2, 1991 

Call 630·7264 for further information. 


