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Whether a dirge, song without words by Rachmaninoff, or simple lullaby, 
music without words has great powers of communication at times when words 

are inadequate.The story is told that when Eric Leinsdorf, then conductor 
of the Boston Symphony Orchestra, learned in mid-rehearsal that 

President John F. Kennedy was dead, he immediately asked the Orchestra 
to play the familiar Allegretto from Beethoven's Seventh Symphony, 

a movement often called "funeral march" because of the mood it evokes. 
(It is frequently played when an orchestra member dies.) 
And it is not difficult to find other music that expresses 

what words cannot convey. 

Joan Tower's Second String Quartet, "In Memory," (2001) 
was composed in 2001, commissioned by the Tokyo String Quartet. 
The thirteen-minute one-movement piece is about death and loss 

and was written in memory of Margaret Shafer, a close friend 
of the composer who had died the previous summer. 

Almost two months later, on September 11, another tragedy 
of larger dimension occurred. Tower's feeling of personal loss moved 

from the specific death of one to include the thousands who died 
at the World Trade Center, the Pentagon, and in Pennsylvania. 

Tonight's program was originally scheduled for September 13, 2001, 
but the performance was postponed because of the nation's shock, 
sorrow, and deep grief .. The only available time for re-scheduling 
was today's date, April 9th. It is ironic that this is the very date 

chosen shortly after World War II to commemorate the Holocaust 
(Yorn Ha-Shoah) and the deaths of 6 million Jews. Tower's composition 
contains high, sustained melodies, some of which descend very slowly. 

They are paired with more forceful, repetitive musical ideas 
which express the anger and pain resulting from great loss. 

Says Ms. Tower, "I love the string quartet medium-
one of the most creative in the music world-and very much 

look forward to working with such a high-level group." 

When we listen to Joan Tower's music, 
played by the Tokyo String Quartet tonight, we are reminded 
of the composer's dear friend, the victims of September 11th, 

and all human beings whose lives were cruelly cut off. 
May their memories be a blessing, and may we never forget. 

by Jack Mazow, March, 2002 
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TOKYO STRING QUARTET 

-PROGRAM -

FRANZ SCHUBERT (1797-1828) 

Allegro moderato 

Scherzo: Prestissimo 

Adagio 

Allegro 

JOAN TOWER (1938-) 

c?~~Q/Vo.2 
{{~~JJ (2001) 

- INTERMISSION-

JOHANNES BRAHMS (1833 -1897) 

Allegro non troppo 

Andante moderato 

Quasi Minuetto, moderato 

Finale: Allegro non assai 

PIIOTOGRAPIIING AND SOUND RECORDING ARE PROHIBITED. 
\l'E FURTHER REQUEST THAT AUDIBLE PAGING DEVICES NOT BE USED 

DURING PERFORI!ANCES. PAGING ARRANGEMENTS MAY BE MADE WITH THE USHERS . 

MARTIN ~IERRITT- STAGE MANAGER TIM DICKSON - TECIL'HCAL DIRECTOR AND LIGHTING DESIGNER 
PROGRAM DESIGN BY GERI SNIDER CREATIVE SERVICES 

This project is funded in part by the City of Houston and the Texas Commission on the Arts 
through the Cultural Arts Council of Houston/Harris County. 
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FRANZ JOSEPH SCHUBERT (1797-1828) 

Fortunately for us, Schubert began writing quartets when he was a 
youngster away at school, an activity encouraged by his family who made 
it a ritual to try out the young composer's efforts during his holiday visits 
home. I say fortunately, because his death at the appalling age of 31 meant 
that he was writing his last quartets at the age when Beethoven was writing 
his first. 

·-

·-
. .,-

Tonight's quartet, infrequently heard in concert, is from the year he , • 
left school at the age of 16. It is clearly a work of youth-full of cheer and 
energy-but already drawing on experience gained from producing more 
than half a dozen earlier works in the genre. It has several intriguing fea-
tures. First, all the movements are in the same key-a bold conception 
implying confidence he could generate interest by other means-melodic, 
rhythmic or formal. One can speculate that he was trying his hand at a 
Haydn-like experiment in musical economy. Next, we find extreme 

contrasts in tempi between the two middle movements-Adagio and 
Prestissimo-and then there is the absence of any written indication that 
the Trio section of the Scherzo needs to slow down. Finally, it already 
speaks in the recognizable voice of the future master. 

In form this quartet follows the classical outline of Haydn and Mozart, 
movement by movement ( the Prestissimo is often played before the Adagio, 
but the Adagio was intended to precede it). However, the first theme in 
both the first and last movements is repeated almost without making any 
advance, for its own sake rather than as a bridge to a second theme. One 
briefly wonders if he may have gotten stuck in a rut. But then the second 
theme does appear and a lovely lyrical thing it is in each case. In particular, 
the exuberant last movement bubbles like champagne from a popped bot-
tle, leading us into a theme of exceptional and exquisite Viennese charm -
a stupendous achievement for one so young. This is probably the earliest 
Schubert chamber work one is likely to hear in the concert hall. It personi
fies the graceful optimism and high musical achievement of his youth, and 
we should be grateful that it is finally getting its due. 

Program note © by Nora Avins Klein, August, 2001 
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JOAN TOWER (1938-) 

Joan Tower's second string quartet, "In Memory," was written in 

2001 and commissioned by the Tokyo String Quartet. The 13-minute, 

one-movement piece is about death and loss, and was written in memory 

of one of the composer's old friends (Margaret Shafer) who had passed 

away the summer the piece was begun. About two months later, the 

September 11th event occurred and this increased the specific loss to 

include a large number of people from around the world that lost their 

lives in the World Trade Center tragedy. 

This "amplified" feeling of so much pain in the world played a major 

role in increasing the intensity of the music. The writing contains high, 

sustained, celestial material, some of which descends very slowly. This is 

paired with more forceful and driving repetitive musical ideas that try to 

express the anger and pain that results from the loss of people in one's life. 

"I am honored to be writing this piece now for the Tokyo Quartet," says 

Ms. Tower. "I love the string quartet medium- one of the most creative in 

the music world- and very much look forward to working with such a high 

level group." 

Joan Tower is Asher Edelman Professor of Music at Bard College, 

where she has taught since 1972. In addition, she is composer-in-residence 

at the Yale/Norfolk Chamber Music Festival, and has been the subject of 

television documentaries on WGBH (Boston), CBS Sunday Morning, and 

MJW Productions, (England). In 1998 she was inducted into the prestigious 

American Academy of Arts and Letters, was the recipient of the 1990 

Grawemeyer Award in Composition, and the Delaware Symphony's 

Alfred I. DuPont Award for Distinguished American Composers . 

Program note by Jack Mazow. 
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JOHANNES BRAHMS (1833-1897) 

No composer had as rigorous and ruthless a sense of self-criticism as 
Johannes Brahms. That is why, despite attempts at writing string quartets 
which began in his teen years, he was forty before he produced any he 
was willing to publish. But once ready, he published two simultaneously, 
which appeared in November 1873, as Op. 51, Nos. 1 and 2. 

The quartet on tonight's program is the second of the set. If the 
first one (in C minor) explores turbulence, drama, and vigor among four 
stringed instruments, tonight's work leans more to the lush and lyric, and 
has always been the most popular and accessible of Brahms's output in 
the genre. Not only do three of the four movements begin by exploiting 
the singing quality of the instruments, the writing can only be called 
transparent in comparison to much of Brahms's other work. 

Both of the Op. 51 quartets were dedicated to Brahms's close friend, 
the renowned surgeon Theodor Billroth (1829-94). "I am about to publish 
my string quartets - not the first, but for the first time," Brahms wrote 
Billroth in July 1873 from his retreat in the foothills of the Bavarian Alps, 
and asked for help in wording the dedication: "You have so many titles that 
I don't know which ones - to leave off." Billroth's distinctions extended to 
more than titles; not only had he an unusually perceptive understanding 
of Brahms's music, set out in dozens of letters to the composer, he was also 
an excellent amateur musician who played the piano well, the violin and 
viola capably. More than likely, however, the quartet on tonight's program 
was originally intended for dedication to Brahms's longtime friend, the 
violinist Joseph Joachim, arguably the greatest exponent of quartet-playing 
in Europe. The opening phrase of the work incorporates an anagram of 
Joachim's motto, "Frei aber einsam," "Free but lonely" (represented by 
three of the first four notes, [A] FAE), and this series of notes appears 
at certain strategic moments throughout the entire quartet, sometimes 
in reverse, sometimes in contrapuntal imitation reminiscent of the counter
point studies the two friends carried on in the 1850's, sometimes even as 
the bass line, where it creates the harmony. But a serious falling out 
marred their friendship just at the beginning of the summer of 1873, 
the likely cause for Brahms's change of mind about the dedication. 
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Nevertheless, it was Joachim who gave the world premiere of the 

piece, playing in Berlin from manuscript before the music was in print. 

The quartet has four movements, of the type and in the order one 

would expect, just the sort of tie to the past which has caused so many 

music historians to call Brahms a conservative. But every movement is 

filled with surprise, and this is one of the pieces Arnold Schoenberg used 

as an example of the progressiveness of Brahms's method of composition. 

The first movement is in sonata-allegro form. It has the requisite two con

trasting themes in the keys one expects-but the real motif of the move

ment is a shape, exemplified by the violin theme right at the beginning -

two rising intervals and then one descending. Throughout the movement, 

the notes and the sizes of the intervals change, but the shape can be found 

everywhere, as theme, as inner texture. The movement is prescient in 

another way: supposedly in A minor, the piece begins in tonal ambiguity. 

Brahms takes a full 20 bars before touching down solidly in the key to 

reassure us that the title of the piece is no misprint. In the process, he has 

begun on a chord on the fourth degree of the scale and wandered through 

a series of unstable chord progressions into distant keys. In contrast, the 

rest of the key relationships are traditional and the movement concise. 

A very short development section leads to a false return (where the cello 

firmly plays the theme and the other instruments are in rhythmic unison) 

so that one becomes only gradually aware of the real recapitulation, 

19 bars later. It is a mysterious return. 

The second movement is one of Brahms's gorgeous andantes. 

("Herr Brahms, how do you get your slow movements to be so beautiful?" 

a lady admirer once cooed at him. "Madam," Brahms replied, "my publisher 

insists on it.") It is almost, but not quite, the usual ABA form, but here the 

middle section has a second phrase that is related to the A section. When 

A returns, it is as a variant and in the wrong key; the real return is at the 

cello solo, which leads to a wonderfully delicate and richly interwoven coda. 

Brahms was correct to entitle his third movement Quasi Minuetto, 

because what ought to be the contrasting trio section is in 2/4 time 

rather than the traditional 3/4 - highly irregular. As if to make amends, 

this Allegretto section is broken into by a Tempo di Minuetto in 3/4 time, 

making a complex section out of what is traditionally the simplest part of 

the piece. Filled with syncopations which require perfect precision among 



the players, it is also exceedingly difficult to play. Listen for the bridge 

back to the beginning: the five-bar chorale is an anagram of Joachim's 

motto-this time EA F, "Einsam aber frei." 

The vigorous last movement is one Brahms's remarkable sonata-form 

rondo combinations. The rondo has three elements, the second of which 

acts like a second theme. But there is no development section, properly 

speaking; rather, each repetition of the three elements presents them in 

new lights, a kind of continuous development-again pointing the way to 

the future. The movement has an enormous range of texture and contra

puntal effect, making use of all of Brahms's technical skill. Topping it all, 

the first theme is designed to be harmonized by the retrograde of Joachim's 

motto, as one only discovers in a choral section just before the final piu 

vivace. It is one of Brahms's most exciting finales. 

Program note © 1996 by Styra Avins, cellist and author of 

Johannes Brahms, Life and Letters, Oxford University Press (1997), 

the first comprehensive collection of the letters of Brahms in English. 

- NEXT CONCERT -
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(SILVER MEDALIST, VA CLIBURN COMPETITION) 

TUESDAY, APRIL 30, 2002 

8:00 P. M. 
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TOKYO STRING QUARTET 

- BIOGRAPHY-

The Tokyo String Quartet has captivated audiences and critics alike since 

it was founded more than thirty years ago. Regarded as one of the supreme 

chamber ensembles of the world, the Quartet is comprised of violist Kazuhide 

Isomura, a founding member of the group, second violinist Kikuei Ikeda, who 

joined the ensemble in 1974, Mikhail Kopelman, formerly of the Borodin 

Quartet, and Clive Greensmith, formerly Principal Cellist of London's Royal 

Philharmonic Orchestra. 

Officially formed in 1969 at The Juilliard School of Music, the Tokyo 

String Quartet traces its origins to the Toho School of Music in Tokyo, 

where Professor Hideo Saito profoundly influenced the founding members. 

The original members of what would become the Tokyo String Quartet even

tually came to America. 

The members of the Tokyo String Quartet have served on the faculty 

of the Yale School of Music since 1976 as quartet-in-residence. Deeply 

committed to teaching young string quartets, they devote a considerable 

amount of time to Yale during the academic year, and at the prestigious 

Norfolk Chamber Music Festival in the summer. They also will participate 

in masterclasses throughout North America. 

The group's vast repertoire ranges from classic works for string quartet 

by Mozart, Beethoven, Brahms, Schubert and Mendelssohn to works by Shosta

kovich, Webern, Bart6k, Dohnanyi and Ravel. In the 2001-2002 season, the 

Tokyo String Quartet embarks on an ambitious new project which includes per

formances of the complete string quartets and other chamber works of Brahms 

interspersed with four new pieces commissioned by the quartet. The premiere 

of each new piece will take place in the native country of its composer. 

The Quartet performs on "The Paganini Quartet;' a group of renowned 

Stradivarius instruments named for legendary virtuoso Niccolo Paganini who 

acquired and played them during the 19th century. The instruments were 

loaned to the ensemble by the Nippon Music Foundation in 1995 when they 

were purchased from the Corcoran Gallery of Art in Washington, D.C. 

~.. The Tokyo String Quartet has recorded for Angel-EM!, CBS Masterworks, Deutsche Grammophon, Vax 
"-. Cum Laude and BMG Classics/RCA Victor Red Seal. 

Exclusive Representation: Kirshbaum Demler & Associates, Inc. 
711 \Vest End Avenue, Suite SKN New York, NY 10025 
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