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T H I Ri T Y - N I N T .H S E A S O N 

STUDE CONCERT HALL * ALICE PRATT BROWN HALL * RICE UNIVERSITY 

THURSDAY, FEBRUARY 18, 1999, 8:00 P.M. 

TOKYO STRING QUARTET 

Mikhail Kopelman, Violin • Kikuei Ikeda, Violin 

Kazuhide Isomura, Viola • Sadao Harada, Cello 

PROGRAM 

FRANZ JOSEF HAYDN (1732-1809) 
Qyartet in E-Flat Major, Op. 64, No. 6 

Allegretto • Andante 

Menuetto: Allegretto • Finale: Presto 

ANTON WEBERN (1883-1945) 
Five Movements far Strin9 Qyartet, Op. 5 (1909) 

Heftig bewegt • Sehr langsam • Sehr bewegt 

Sehr langsam • In zarter Bewegung 

HUGO WOLF (1860-1903) 
Italian Serenade 

... Intermission . .. 

ROBERT SCHUMANN (1810-1856) 
Qyartet in A Minor, Op. 41, No. 1 

Introduzione: Andante espressivo; Allegro 

Scherzo: Presto; Intermezzo 

Adagio • Presto 

Shirley Kirshbaum & Associates, Inc., 711 West End Avenue, New York, NY 10025 

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

during performances. Paging arrangements may be made with the 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 713-285-5400. 

KUHF88.7FM 
HOUSTON'S CLASSIC CHOICE 

The radio voice of Houston Friends of Music. Program Design by Geri Snider Creative 
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PROGRAM , NOTES .1 

QUARTET IN E-FLAT 
MAJOR, OP. 64, NO. 6 

FRANZ JOSEF HAYDN 

The six quartets of Haydn s Opus 64 were 

composed in 1790, the last year of his employ

ment by the Esterhazys. They were published 

with a dedication to Johann Tost, as his Opus 

54 / 55 quartets had been. Tost led the second 

violin section of Haydn s orchestra from 1783 

to 1788, and later became a successful cloth 

manufacturer. H. C. Robbins-Landon speculates 

from the music Haydn dedicated to him that 

he specialized in intricate, ornamented parts. 

The E-flat quartet begins with a lyrical theme 

that provides most of the motific material for 

the whole movement- there is no real second 

subject, just variations on the main theme. 

Triplets in the first violin punctuate each half of 

the exposition. The development moves from 

serious counterpoint to a passage in which upper 

and lower strings exchange a four-note fragment 

of the main theme over steady eighth notes in 

the second violin. Cecil Gray compares this 

section to "Beethoven in full and characteristic 

maturity." A false recapitulation in the wrong 

key leads to the true recapitulation, which never

theless varies significantly from the exposition. 

In the Andante, stately rising arpeggios 

weave through the different instruments along 

with more sustained descending lines, beauti

fully sharing the melodic material among all 

four parts. But in the middle section, the lower 

voices play restlessly repeated sixteenth notes 

while the first violin dominates with dramatic 

leaps and passionate ornaments - here Haydn 

gives Tost a chance to display his skill. 

The first violin theme of the Menuetto begins 

very simply, but the other voices provide move

ment and interest, which is continued in the 

mildly contrapuntal second section. The trio 

features graceful grace notes and a first violin 

part that soars into the ionosphere. 

The final Presto is full of Haydn s lively 

humor. The bouncy main theme reappears among 

rapid unison passages, brief dialogues between 

pairs of voices, and more counterpoint. A comic 

augmentation of the opening motif comes just 

before a final statement of the theme and the 
... \., 

closing chords. I 

::;~ ~:::c::::~ :::,:: n fri,nd, ef Mmic wnce<e , l 
FIVE MOVEMENTS FOR 

STRING QUARTET, OP. S 
ANTON WEBERN 

Webern s Opus 5, composed in 1909, is an 

atonal work, but not a serial one; Schoenberg 

did not develop the serial method until the 

early 1920s, and Webern took it up soon after. 

But the Opus 5 shares the extreme brevity and 

condensation of Webern s later works: the total 

playing time for all five movements is under 

eleven minutes. Although Webern at one time 

rejected repetition, saying that "Once stated, the 

theme expresses all it has to say," there is a bit 

of repetition in some of the Five Movements. 

And in 1932 Webern wrote, ''As we gradually 

gave up tonality, there came the idea: we dont 

want to repeat, something new must come all 

the time! It's obvious that this doesnt work, 

as it destroys comprehensibility." 

The first movement is in a concentrated 

sonata form. The first subject is a two-note 

motif, a rising minor ninth played by the cello 

and second violin and then pizzicato by the 

viola and first violin, all in one fast bar. After 

some highly colored passagework played with 

the wood of the bow and over the bridge, as 

well as with pizzicato and harmonics, the 

second theme is stated in the cello, and is car-
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ried forward, in consonant parallel thirds and [ 

sixths, by the violins. After more coloristic de- t 
velopment, the recapitulation brings back the 11•

1

. 

recognizable second theme in the first violin .. r 
with the parallel consonances in the viola and J 
cello. The leap

1
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ninbth recurs several • I 
times, especia y in t e ast ars. L 

The thirteen-bar second movement, indi- ..o.r 

cated "very slow," never rises above a piano, and . 
1
L 

the last bar is marked "barely audible." Above 
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the first, and finally back to the second. 

1
, 1c Less than a minute long, the fast third 

- -1 .. movement is a kind of scherzo, characterized 

by pizzicato in one or more of the voices until 

I the end. The loud two-bar phrase at the end is 

-.\'-, a repetition of a wispy phrase first given by the 

first violin in the middle of the movement. 

]

:.. Perhaps the most mysterious movement is 

._ r· ~ .. the next: like the second movement, it has only 

thirteen bars, the instruments are muted, and it 

-U is soft and slow throughout; harmonics and eerie 

l. over-the-bridge effects add to the color. Three ,1 rising figures appear, and the last in the second 

,,.-·1..,, violin seems to float off into the clouds. 

_, ~ .. The last movement continues the feeling 

l
. -of the fourth, though it has more moments of 

agitation and even rises to a forte before end-

. 

ing quietly. It begins with a melody in the cello 

which turns into an accompaniment for the 

J quiet chords in the upper voices. After some 1 ~ fluttering over the bridge in the lower parts, 

I. the first violin brings back the rising interval 

- of the fourth with which the cello began. More l coloristic effects lead to a brief but climactic 

I 
tremelo bar. Following an exchange of arpeg-

"' <-- gios, the movement ends with the violin stating 

, -~ • the rising fourth a last time. 

-t-

± 
This is the fifth peiformance ef this work on a Friends ef Music pro

aram; it was last played in 1995 o/ the Brentano Strina Qyartet. 

Program notes by Edward Doughtie 

ITALIAN SERENADE 
l HUGO WOLF 

J ::!: :t~: ::::;:~ra ::::::n~;:c:::tr:~ 

l sponsible for Wolf's early musical training. In 
' J_ 

~ 
spite of his father's objections to a professional 

~ music career, Wolf entered the Vienna Conser

\ vatory in 1875. His fonnal musical training ended 
one year later when he left the Conservatory; . ....,. _ 

/ whether it was a voluntary decision or not re-

.. -,l), mains uncertain. He earned a living as a teacher; 

__.. an accompanist, and as a music critic for a small 

newspaper in Vienna. After leaving the news

paper; Wolf devoted his energy to composing and 

developed his masterful technique. The 1890s 

finally recognized his reputation as a composer. 

In 1897 Wolf had a mental breakdown which 

was probably the result of the syphilis he con

tracted in his late teens. Confined to an asylum, 

Wolf died hopelessly insane, after a suicide 

attempt, at the age of forty-three. 

Hugo Wolf is known primarily as a composer 

of songs. "Poetry is the true source of my music." 

Wolf's 250-odd Lieder brought the golden era 

of the German art song to its culmination. But 

throughout his career, Wolf was obsessed with 

the desire to compose an instrumental work in 

which he could express his passionate love for 

life and the beautiful Italian landscape ( or "the 

South'' as he called it) as often expressed in his 

songs. In fact, the ltalienische Serenade (Italian 

Serenade) was inspired by the poetry of Joseph 

Freiherr von Eichendorff (1788-1857). 

The Italian Serenade was originally conceived 

in 1892 as a one-movement string quartet. Five 

years later Wolf prepared a transcription for 

string orchestra and letters reveal that he planned 

two more movements for a projected orchestral 

suite; unfortunately, they were left incomplete 

at the time of his death. This Serenade is charac

terized by a certain swiftness and charm. The 

familiar main theme is a very romantic melody, 

reflecting Wolf's penchant for Lieder. The soar

ing voice of the cello sustains the lovely tune 

and the elated rhythm of the cello inspires the 

other strings. The use of the word "serenade" 

was probably a romantic inspiration having little 

connection to the traditional sense of the word. 

Regardless of Wolf's mastery at composing for 

the human voice, the Italian Serenade is his most 

famous non-vocal work and is his only success

ful chamber-music composition. 

With this piece realism and fantasy, narrative 

and imaginative aspects, vitality and a sense 

of dialogue are blended naturally together. This 

"miniature" string quartet is an example of 

musical perfection saturated with emotional 
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intimacy, delicacy, humor and bursts of intense 

passion. An astonishing accomplishment with 

such a short composition. 

This is the third peeformance ef this work on a Friends ef Music pro-

9ram; it was last played ly the Tokyo Strin9 Q}jartet in April 1987 

Program notes © 1999 by Lynne S. Mazza 

Q_,UARTET IN A MINOR, 
OP. 41, NO. 1 

ROBERT SCHUMANN 

Schumann tended to compose works in clusters, 

writing mostly piano music until 1840, the year 

of his marriage to Clara Wieck, which inspired 

a flood of songs. In 1842, he turned to chamber 

music, producing all three of his quartets in June 

and July of that year. He admired the Opus 44 

quartets of Mendelssohn, which had been written 

four years before, and he dedicated his own set 

of quartets to Mendelssohn. But Schumann pre

pared himself for composing by studying the 

quartets of Mozart, Haydn, and Beethoven. He be

gan the A-minor quartet on June 4, and on June 

8 wrote in his day-book that it was "fairly com

plete." He began his second quartet on June 11. 

The contrapuntal Andante espressivo which 

begins the work was composed after the fol

lowing Allegro. Since the Allegro starts in F major, 

the introduction is necessary to establish the 

A-minor tonality. The Allegro begins with a 

flowing melody in six-eight time, which is 

eventually broken by a three-note rhythmic 

motif that punctuates duets between shifting 

pairs of instruments. The development takes 

these motifs through a number of modulations 

before recapitulating the opening material. 

The second movement is a scherzo, a Presto in 

A minor whose light patter at first recalls some 

characteristic passages of Mendelssohn; but the 

theme also gets more forceful treatment. The 

middle section is in a contrasting, smoother vein. 

The Adagio, after some introductory flour

ishes on the cello and violin, settles into a lush, 

romantic song in F major. The rather pianistic 

accompaniment figures in the viola soon take 

on a more important role, leading to a state-

ment of the melody by the cello. The more 

agitated middle section has touches that recall 

Beethoven's quartet writing. 

The finale, another A-minor Presto, is in 

sonata form, but is dominated by the opening 

motif, two short notes followed by a higher and 

longer note and a descending run. Hurried runs 

of broken thirds move the piece along through 

inversions and modulations of the main motif 

until near the end, when the tempo changes un

expectedly, and the broken thirds are transformed 

into a pastoral tune played over a droning pedal. 

Soft whole-note chords lead to a coda which 

brings back the original tempo and theme. 

This is the faurth time this work has appeared on a Friends ef Music 

pro9ram; it was last played ly the To1:J'o Q}jartet in October 1994. 

Program notes by Edward Doughtie. 

TOKYO STRING Q_,UARTET 
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The Tokyo String Quartet is one of the supreme 1· 
chamber ensembles of the world. Praised for 

its exceptional technical command and elegant -.

performance style, the quartet has received ex- ! 1-
traordinary acclaim since its founding in 1969. T 
The ensemble performs over 100 concerts each i. 
year across the United States, Canada, Europe, _ 

South America, and the Far East. In the spring 

of the 1998-99 season the ensemble will give -,1 
the world premiere of Michio Mamiy.i s String ~ -

Quartet No. 3, written especially for the Tokyo j 
Quartet, at Lincoln Center's Alice Tully Hall. -.~Jr. 
The quartet continues to perform on the re-

nowned Stradivarius instruments known as "The 

Paganini Quartet," on loan from the Nippon 1 
Music Foundation. The members of the quar- J 
tet serve on the faculty at the Yale School of · ,-

Music and return as Artists-in-Residence at the "f' 
University of Cincinnati College-Conservatory 

of Music. The ensemble records exclusively ,i i 
for BMG Classics/RCA Victor Red Seal. Their ' t· 
next recording will be a disc of quartets by ~(

Tchaikovsky and Smetana. Recent releases 

include the complete Bartok string quartets, • \ 

coupled with the two Janacek quartets, and "1··' 
the complete Beethoven string quartets. · ~ )' 


