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Tokyo String Quartet 

PROGRAM 

Franz Joseph Haydn (1739-1802) String Quartet in C, Op. 20 #2 
Moderato 

Benjamin Britten (1913-1976) 

Johannes Brahms (1833-1897) 

Capriccio: Adagio 
Menuet: Allegretto 
Fugal: Allegro 

String Quartet #2 in C, Op. 36 
Allegro calmo senza rigore 
Vivace 
Chacony 

INTERMISSION 

String Quartet inc, Op. 51 #1 
Allegro 
Romanze: Poco adagio 
Allegretto motto moderato e comodo 
Allegro 

-l •• e Tokyo String Quartet has recorded for Angei-EMI, CBS Masterworks, Deutsche Grammophon, RCA 
Vanguard and Vox Cum laude. They ' OW record exclusively for RCA Red Seal. 
The Tokyo String Quartet is managed exclusively by ICM Artists, Ltd., 40 West 57th Street, New York, NY 
10019, a member of the Josephson Talent Agency Group. 
The Quartet is in residence at Yale University and College-Conservatory of Music, University of Cincinnati. 

Photographing and sound recording are prohibited. 
We further request that audible paging devices not be used during performances. 

Paging arrangements may be made with ushers . 
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 285-5400. 

KUHF88JFM 
The radio voice of Houston Friends of Music 



PROGRAM NOTES 

FRANZ JOSEPH HAYDN 
(1739-1802) 

Quartet in C, Op. 20 #2 

As Haydn was the father of the modern symphony, 
not for having created it as such but for having defined 
and refined that orchestral form out of the various 
attempts at orchestral deployment of his time, so he also 
established the string quartet as a genre--the most perfect 
instrumental genre, as some would have it. 

Haydn wrote some eighty-two quartets, beginning 
with the Op. I collection of six in 1760 to his very last 
piece of purely instrumental music, Op. 103 in 1802-3. 
Though he regarded, at least for publicity purposes, his 
Op. 33 collection as new and daring, the Op. 20 set of 
1772 (a decade earlier) Sir Donald Tovey suggests that 
"with op. 20 the historical development of Haydn's 
quartets reaches its goal; . and further progress is not 
progress in any historical sense, but simply the difference 
between one masterpiece and the next. .. No later set of 
six quartets, not even op. 76 is so uniformly weighty and 
so varied in substance." 

The Op. 20 set was the composer's fifth collection
the Op. 3 group actually a forgery by the monk 
Roman us Hoffstetter. Welcomed by the discerning 
musical amateurs, the opus appeared in several pirated 
editions before Haydn's authorized version which has 
come down to us through a set of original manuscripts 
owned by Johannes Brahms and left to Vienna's 
Gesellschaft der Musikfreunde (Friends of Music) which 
was more careful than they had been with Schubert's 
scores. 

Through the 1760's Haydn's music, especially the 
quartets, were condemned for violating the traditional 
rules of composition, notably those of counterpoint. 
Haydn and his Austrian and Italian contemporaries were 
forever raising the hackles of the arch-conservative 
North German critics. The Op. 20 quartets are an 
apparent but imaginative answer to those critics with 
their return to counterpoint, including elaborate fugues 
concluding three of the six quartets. As Charles Rosen 
notes in his assessment of the period, The Classical 
Style. these quartets presage "classical counterpoint" 
rather than a return to the Baroque ideal. Rather than 
attempting equality and independence of the four voices, 
the new style "abandons even the pretense of equality 
[and while affirming] the distinction between melody and 
accompaniment ... then transforms one into the other." 

Though more fully developed in Op. 33, we can already 
hear the technique at work at the beginning of the 
Op. 20 #2 as the cello hands off its theme to the first 
violin. 

The first movement begins with a jaunty tune over a 
pulsating rhythm and is comprised of a tripartite 
thematic group--the main theme begun by the cello, the 
countertheme by the second violin, and the bass line by 
the viola. Haydn deployed the subjects among the voices 
with a geometrical precision. The main subject passes 
from cello to first violin, then to the second, and to the 
viola by the midpoint of the movement, returning by the 
same route to the cello at its close. The other theme-and
instrument combinations are similarly horizontally 
symmetrical . 

The second movement begins with a cello song over 
a rhythmic pulse answered by strident upper strings. The 
"urbane conversationality" which characterizes Haydn's 
quartet writing is here uncharacteristically forceful and 
sharp-edged, the overall mood very unsettling. 

The minuet returns us to familiar ground--the 
amiable, witty Haydn exploring his renegade interest in 
bringing peasant music into the courtly salon with a 
hur4y-gurdy or musette drone figure underlying a gentle 
dance tune. 

The last movement most overtly addresses the critics 
with a fugue on four subjects. The movement begins 
very diffidently, never relinquishing its reticence though 
finally building to a full-blooded finale. The movement's 
almost staccato fleetness explains the second half of the 
rubric Haydn attached to the movement-Laus omnip: 
Deo/Sic fugit amicus amicum (Praise be to Almighty 
God/So flees friend from friend)--as well as wittily 
recognizing the relationship between "fugue" and its 
Latin ancestor. 

BENJAMIN BRI'ITEN 
(1913-1976) 

Quartet #2 in C, Op. 36 

England's greatest composer, Henry Purcell, died in 
1695 and not until the twentieth century was there 
another to do him proper reverence in his own metier. In 
1945, to commemorate the 250th anniversary of his 
death, Benjamin Britten created this quartet. A year 



later Britten wrote his more familiar homage, Variations 
and Fugue on a Theme of Purcell, better known as A 
Young Person's Guide to the Orchestra (intended 
originally as a film score). 

One might speculate on why it took Great Britain 
almost two centuries to find its musical voices. More 
appropriate to this occasion might be to ask what drew 
Purcell and Britten together . Eric White suggests: 

Clarity, brilliance, tenderness, and strangeness-
these were qualities that Britten recognized and 
admired in Purcell's music; and they are 
qualities that also distinguish this particular 
String Quartet of his. 

Britten's interest in the music of an earlier time 
was not unusual, it must be said. With the renascence 
of British music at the end of the last century, there 
was an obligation to explore it from its nascence. 
Vaughan Williams, Holst and their contemporaries 
went back to the Golden Age of Elizabeth and 
James I for their roots . Britten, of a generation once 
removed, looked to the culminator of that first great 
flowering, the Baroque genius Purcell. 

None of this was a slavish regurgitation of the 
past, any more than were the studies in Middle Euro
pean folk music of Bartok. All were forward-seeing 
composers. 

Britten, who had begun composing at the age of 
five, at eleven came under the tutelage of one of 
England's foremost men of music, Frank Bridge, 
from whom he learned discipline and how to listen to 
his own voice. 

This quartet dates from the same period as 
Britten's operatic masterpiece Peter Grimes. Having 
returned to his homeland after a three-year self
imposed exile as a pacifist during WWII, Britten 
threw himself into a national service of benefit 
concerts all over Britain. 

Following the war, he was still preoccupied by 
images of the human destruction and questions of the 
individual's moral imperative. The opera, a study of a 
loner in a hostile milieu, addressed that latter issue. 
The song cycle Holy Sonnets of John Donne, inspired 
specifically by a tour of the Nazi death camps with 
Yehudi Menuhin, addressed the former. 

The quartet, following those two works in 1945, 
while not makinr any reference to those questions, 
still shows the composer's emotional preoccupation 

with mortality and the human spirit in its atmosphere 
and tone--as if Henry Purcell were not the only 
subject of this elegy. 

The first movement, Allegro calmo senza rigore, 
is built on three related themes, all beginning with an 
ascending tenth--the interval which is the composi
tion's most prominent structural feature. The three 
subjects, stated sequentially in the exposition, return 
simultaneously in the recapitulation. The overall tone 
is as eerie and equivocal as the atmosphere on the 
Suffolk Broads, near Aldeburgh where Britten made 
his home and is buried. 

The second movement's mood quickly dispels any 
notion that this vivace is a scherzo. With the 
instruments muted throughout, it is agitated and 
compulsive--like an ltalianate dance without the 
gaiety. 

The last movement is the work's most direct nod 
to Purcell. The chaconne (idiosyncratically spelled and 
pronounced "chacony" in England in Purcell's day 
and resurrected, along with other musico-linguistic 
antiquities, in our century) was a slow dance on a 
ground bass, indistinguishable from the passacagUa. 
This "chacony" is a theme and set of twenty-one 
variations. The theme itself predicts the haunting 
thread which Britten would weave through his opera 
The Turn of the Screw. The variations are organized 
in four groups: the first six are harmonic studies; 
following a cello cadenza, the next six explore 
rhythmic material; a viola cadenza, leads to a set of 
six melodic studies during which a second theme is 
introduced by the second violin (dolcissimo ed in 
relievo-very sweet and in relief); and a cadenza by the 
first violin leads to the last three variations on 
formalism. 

JOHANNES BRAHMS 
(1833-1897) 

Quartet in c, Op. 51 #1 

Music critic Irving Kolodin flatly called Brahms' 
Op. 51 #1 Quartet the greatest first quartet in the 
literature, as the Symphony #1 is the greatest first 
symphony ever written. As the symphony took more 
than twenty years to reach completion, the quartet 
was preceded by twenty other attempts at the genre 
(by the composer's own account) to satisfy Brahms. 

In 1865 the violinist Joseph Joachim asked 
Brahms for a quartet in the particular key of c-minor 



for his ensemble to play. Brahms begged off several 
times before he finally created this work in 1873. To 
this day no one is sure if this is what Joachim had 
originally requested. The work was composed during 
summer vacation at Tulzing on the Starnbergersee 
near Munich, along with a sibling in a-minor. 

The first movement features two themes in jux
taposition. The first is forceful and passionate; the 
second of a more conciliatory nature. Brahms doesn't 
rest with merely placing the themes in opposition but 
allows fragments of the first to invade the second's 
moments in the foreground. 

The second movement is a vaguely chorale-like 

Romanza, its rhythm a vastly reduced version of the 
first movement's introductory beat. 

The Scherzo, marked lusingando--alluring or 
enticing, is a sinuously lush romantic dance, its com
plementary trio over harplike figures reminiscent of 
the Slavic effects Dvorak achieved in his chamber 
music. 

The last movement echoes the drama of the open
ing section. A rondo in form, its principal theme 
appears against an assortment of contrasting 
subsidiary ideas. 

Program notes by Ira J. B/Qck 

TOKYO STRING QUARTET 
Peter Oundjian, violinist 

Kikuei Ikeda, violinist 
Kazuhide Isomura, violist 

Sadao Harada, cellist 

Hailed as one of the greatest quartets in chamber 
music history, the Tokyo String Quartet has received 
extraordinary acclaim since it was founded in 1969. 
Now in its 22nd season, this remarkable ensemble of 
Eastern and Western musicians appears regularly in 
the major music centers of the world. Praised for 
their superb technical command and the commitment 
and intensity they bring to performances and record
ings, the members of the Tokyo String Quartet have 
captivated an entire generation through their continu
ing musical achievements. 

Highlights of their current season ( 1991-92) 
include New York City appearances at Alice Tully 
Hall on the "Great Performers" series at Lincoln 
Center, at the 92nd Street Y and at the Metropolitan 
Museum, where they will present a series of lec
ture/recitals for the first time. Additional North 
American engagements include a series of concerts 
with clarinetist Richard Stoltzman (culminating at 
Avery Fisher Hall in New York City) as well as per
formances for the leading music series, universities 
and festivals in such cities as Boston, Washington, 

D.C., Chicago, Philadelphia, Toronto, Detroit, Van
couver and Houston. Tours abroad will take the 
quartet to Stuttgart, Madrid, Milan, Naples, Rome, 
Vienna, Geneva, Paris, Copenhagen, Hamburg, 
Berlin, Munich, Prague and other music capitals. The 
Quartet continues as Artist-in-Residence at Yale 
University and at the University of Cincinnati College
Conservatory of Music. 

Recording exclusively for BMG Classics/RCA 
Red Seal, the Tokyo Quartet has embarked on a 
milestone series of recordings--the complete quartets 
of two of the world's great composers, Beethoven and 
Schubert. During the summer of 1986 the Tokyo 
Quartet gave its first performances of the Beethoven 
quartets at the Norfolk Chamber Music Festival, a 
Connecticut setting where the ensemble has concertiz
ed and taught for more than thirteen summers. They 
have repeated the cycle at the 92nd Street Y, at the 
Ravinia and Israel festivals and at Yale and Princeton 
universities among others. The Beethoven quartet 
cycle is being recorded at Princeton University's 



Richardson Auditorium. The inaugural release of the composer's middle quartets was issued in 
early 1991 by RCA and will be followed this season by the release of the late quartets. 

The Quartet's Schubert cycle was inaugurated with the Quartets No. 9 in G minor, D. 173 
and No. 13 in A minor, D. 804. Recent releases in that series include the G Major Quartet, D. 
887 and the D minor Quartet, D. 810, "Death and the Maiden." The ensemble has also 
recorded the Mozart Flute Quartets with James Galway, the Mozart Clarinet Quintet with 
Richard Stoltzman and works by Boccherini and Castelnuovo-Tedesco with guitarist Kazuhito 
Yamashita. The quartet's many other recordings of works by Bartok, Brahms, Debussy, 
Dvorak, Haydn, Mozart, Ravel and Schubert have earned the Grand Prix du Disque 
Montreux, "Best Chamber Music Recording of the Year" awards from both Stereo Review 
and Gramophone and four Grammy nominations . 

Although officially formed in 1969 at The J uilliard School of Music, the Tokyo String 
Quartet traces its origins to the Toho School of Music in Tokyo, where several of the founding 
members were profoundly influenced by Professor Hideo Saito. Instilled with a deep commit
ment to chamber music, the original members of what would become the Tokyo Quartet, 
including violist Kazuhide Isomura and cellist Sadao Harada, eventually came to America for 
further study with Robert Mann, Raphael Hillyer and Claus Adam. In 1969 the ensemble was 
officially created and scholarships were awarded by Juilliard. Soon after, the Tokyo Quartet 
won First Prize at the Coleman Auditions in Pasadena, the Munich Competition and the 
Young Concert Artists International Auditions, which captured worldwide attention. Kikuei 
Ikeda, who was also trained at the Toho School, joined the Quartet as second violinist in 1974, 
and Peter Oundjian, who studied with Ivan Galamian, ltzhak Perlman and Dorothy DeLay, 
became first violinist in 1981. 

The Tokyo String Quartet has been featured on major television programs, including 
PBS's "Great Performances," the CBS program "Sunday Morning" and a taped concert from 
the Corcoran Gallery of Art in Washington, DC, broadcast nationally on public television. 


