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TOKYO STRING QVARTET 
MARTIN BEAVER, VIOLIN 

KIKUEI IKEDA, VIOLIN 

KAZUHIDE IsoMURA, VIOLA 

CLIVE GREENSMITH, CELLO 

Thursday, September 15, 2009 

- PROGRAM-

String Quartet No. 63 in B-flat Major, Op. 76 No. 4 
Allegro con spirito 
Adagio 
Menuetto: Allegro 
Finale: Allegro ma non troppo 

String Quartet No. 3 in D Major, Op. 44 No. 1 
Molto allegro vivace 
Menuetto: Un poco Allegretto 
Andante expressivo ma con moto 
Presto con brio 

- INT E RM I S S ION -

String Quartet No . 7 in F Major, Op. 59 No. 1 
Allegro 
Allegretto vivace sempre scherzando 
Adagio molto e mesto 
Theme Russe: Allegro 

FRANZ JoSEF HAYDN 

(1732- I 809) 

FELIX MENDELSSOHN 

(1809-184 7) 

LUDWIG VAN BEETHOVEN 

(I 770 - 1827) 

The Tokyo String Quartet appears by arrangement with Opus 3 Artists. 
On the World Wide Web : opus3artists.com and tokyoquartet.com 
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FRANZ JOSEF HAYDN (1732-1809) 

String Quartet No. 63 in B-flat Major, Op. 76 No.4 "Sunrise" (1797) 

The year 2009 is the 200th anniversary of Haydn's death. While 
some of the music world claims only now to be waking up to his supreme 
importance (see Gramophone, June 2009 "The Poor Man's Mozart?") the 
Houston Friends of Music has always known it. This season each of the first 
three conceits will include one of his matchless quartets. 

Haydn's output of piano concertos and opera virtually ceased with 
Mozart's arrival on the scene-because, as he reportedly stated, there was 
no point. But a steady stream of quartets (and piano trios and symphonies 
and piano sonatas) continued to flow unabated, including 16 of his most 
commanding quartets in the last years of his long life. After his second 
trip to London, and despite sincere efforts by the King of England and 
his Court to retain him, Haydn returned to Vienna at least in part because 
the grandson of Prince Esterhazy, his late great patron, requested it. Soon 
after, he dedicated a set of six string quartets, the Opus 76, to the Prince's 
daughter-in-law, the Countess Erdody. The fourth of that set is on tonight's 
program. 

The score of Op. 76 No. 4 shows Haydn once more engaging his life
long passion for innovation. The first movement opens with a pair oflanguid, 
rising phrases of unusual length and peaceful contour (giving the work its 
nickname) played by the first violin, as expected. Unexpectedly, it is the 
viola which introduces the next theme-and for the rest of the movement 
one will hear the cello and viola-the lower, more mellow voices-in a 
surprisingly melodic role, thus introducing a practice which came into style 
later but was not customary then. One hardly notices except for a vague 
sense of suspense that Haydn is playing with phrase lengths-six measures 
for the opening, one as long as nine measures, later. Groups of three, of two, 
even single measure statements in unpredictable but smooth sequence create 
a blurring of boundaries which heightens the interest of what is in fact a 
very unpretentious group of themes. The lazy opening is contrasted with an 
energetic, academically correct and old-fashioned rhythmic figure, which 
follows first in the first violin, then in the second and lastly, the viola. Haydn 
writes an obbligato echo of the languid opening phrase, high in the violin, 
to accompany the busy work, creating a sense of "la belle indifference." It 
seems perfectly natural, that next the cello should play the opening theme 
upside down, except that it was not natural at all, and only partly because 
now the melody has been stretched into seven measures. There are more 
quirky details to marvel at in this short movement, which starts, stops and 



flows with the greatest of ease. Perhaps that is why for once he frames it in 
standard sonata form. 

For the Adagio we are treated to a gorgeous hymn-richly albeit 
unpredictably harmonized in flowing counterpoint. Strategically-placed 
accents on the second beat provide a certain urgency to an otherwise serene 
surface. The third movement, marked Menuetto, is a perky country dance 
to replace the stately minuet of earlier works. The Trio section too, with its 
bagpipe drone, recalls the countryside. This was one of dozens of "minuet
trio" movements that Haydn had written by now, yet how sparkling and 
fresh and unboring he makes it! 

Good-natured hiccups and jazzy little syncopations provide some of 
the amusement for the Finale, Allegro ma non troppo. The performers are 
perhaps less amused to find themselves playing in the key of B-flat minor 
(five flats) for the middle section of this quasi rondo. Piu allegro, followed 
shortly by a breathless Piu presto, wakes up the audience, concludes 
the festivities, and provides Haydn a chance to display his wonderful 
musicians. 

Program note © Nora Avins Klein, June 2009. 

FELIX MENDELSSOHN (1809-1847) 

String Quartet No. 3 in D Major, Op. 44 No. 1 (1838) 

Although Felix Mendelssohn lived at a time when Romanticism was 
beginning to flower in Europe, he preferred in his own compositions to 
remain close to the classical forms and traditions. Born into a wealthy and 
cultured Jewish family, Mendelssohn was identified very early as a musical 
prodigy and he quickly developed into an outstanding pianist, violinist, and 
composer. As is generally well known, he composed his famous String 
Octet when he was sixteen years old. The Mendelssohns' home in Berlin 
was a gathering place for the outstanding artists and intellectuals of the 
day. In stark contrast to the sufferings of many composers of his time, 
Mendelssohn lived a life of relative ease. He received a broad and complete 
University education and during his lifetime, a brief thirty-seven years, 
Mendelssohn was known not only for his fine musicianship and outstanding 
compositions, but also for his drawings and paintings, his writings, and his 
mastery of many languages. He was credited with bringing the neglected 
music of J.S. Bach to the forefront of musical life once more. 



The String Quartet in D Major was composed in 1838 during a 
very happy period in Mendelssohn 's life. He had recently married Cecile 
Jeanrenaud and was the proud father of a new son. This quartet was one 
of a set of three that are included in his Opus 44. Though the D Major 
Quartet was the last of the three to be composed, it is listed as number one 
in the series, possibly because it was Mendelssohn's favorite of the three. 
As he wrote to his violinist friend, Ferdinand David, "I have just finished 
my third Quartet, in D Major, and like it much. I hope it may please you as 
well. I rather think it will, since it is more spirited and seems to me likely 
to be more grateful to the players than the others." Being a violinist herself, 
this writer is inclined to agree with his evaluation. The D Major Quartet is 
delightful and exhilarating to play. 

The first movement contains two themes. The first is spirited and 
exuberant, utilizing an ascending arpeggio followed by a descending dotted 
quaiter- and eighth-note pattern. These two motifs recur throughout the 
movement. The second theme is simpler and is played very quietly, or sotto 
voce. 

The second movement is a rather relaxed Menuetto providing a 
beautiful contrast to the energy of the first movement. A middle section 
of flowing eighth notes alternates between major and minor keys until the 
Menuetto returns to complete the movement. 

In the third movement the first violin plays a song-like melody in B 
minor while the second violin accompanies with a gratifying passage of eighth 
notes. The first violinist's melody would lose much of its beauty without the 
second violinist's contribution. Various combinations of instruments continue 
to answer one another using ideas from these two initial ingredients. 

The final movement is announced with a flourish, and rushes headlong 
into triplet runs, followed by a descending dotted rhythmic pattern that is 
reminiscent of the first movement. The second theme of the movement may 
remind the listener very much of Mendelssohn's "Overture to Midsummer 
Nights Dream," composed at the age of seventeen. 

The three Opus 44 quartets, which were published in 1839, were an 
immediate success with Mendelssohn's contemporaries. They have not, 
however, been as interesting to scholars over time as were his Opp. 12 and 
13 written ten years earlier. The quartets of Op. 44 are sometimes viewed as 
lacking in the profundity of the previous quartets, and instead are melodious, 
unruffled, and balanced. The first performance of Op. 44, No. 1 took place on 
February 16, 1839, at a regular quartet matinee given by Ferdinand David. 

Program note © Margaret Bragg, July 2009. 



LUDWIG VAN BEETHOVEN (1770 - 1827) 

String Quartet No. 7 in F Major, Op. 59 No. 1 "Razumovsky"(1806) 

It is difficult to over-estimate the importance of Count Andreas 
Razumovsky to the development of the musical life of Vienna, in the last 
decades of the Eightheenth and beginnings of the Ninteenth centuries. It 
was this generous, talented and music-loving Russian ambassador to the 
Imperial Court at Vienna, himself only two generations removed from his 
illiterate Ukrainian peasant forebears, who engaged a permanent quartet-the 
Schuppanzigh-with a lifetime contract, and placed them at Beethoven's 
disposal. 

The Razumovsky Quartets were written upon Count (now newly 
elevated to Prince) Razumovsky 's return to Vienna in 1805, from an extended 
homecoming visit to Russia from which, for decades, he had been banished. 
He brought back with him a gorgeously bound collection of Russian folk 
songs, freshly published, which he gave to Beethoven with the request that 
certain of them be incorporated into the quartets. Vienna was recovering 
from its first war with Napoleon at the same time as Beethoven struggled 
to overcome deepening deafness, depression, and apparently thoughts of 
suicide; the optimistic days of his first years in Vienna were over, thus it is 
no surprise that the contrast between the works he wrote for Razumovsky 
with those of his Op. 18 six years earlier, could not have been greater. The 
complexity, intensity, and tough-minded spirit of Beethoven's inner world 
are reflected in these works. He forged a new language-assertive, original, 
tempestuously dramatic, fragmented and dissonant, tonally and rhythmically 
experimental and astonishingly grander in scope. The music-going public 
found them as difficult to understand as the performers found them impossible 
to play. Neither group was pleased. Custom has it that upon reading through 
the first of them, a performer said, "Surely you do not consider this music." 
Beethoven is said to have replied, "Not for you, but for a later age." One 
wonders what Prince Razumovsky thought. 

This work begins with a serene and noble Allegro, the cello quietly 
singing a spacious and disarmingly innocent tune, which rapidly runs into 
harmonic "error" when Beethoven fails to change the tonal region at the 
expected moment consistent with Classical form. Although to our ears the 
many novelties of this movement sound just right, they were jarring to the 
contemporary audience in a way difficult for us to imagine. There is a pastoral 
feel to this movement-a freedom of melodic form, the presence of dance 
elements, and fleeting shadows-yet for all the variety, also a tremendous 
economy in which each note is telling. In the following Allegretto vivace e 
sempre scherzando, the opening rhythmic tattoo-again featuring the cello-
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sets the stage for a multiplicity of motifs woven by each instrument into an 
intricate web of counterpoint with a distinctly Beethovian flavor. Listen for 
the end-the way in which harmonically important notes are farmed out, one 
at a time, spread out over the whole range of pitch, to individual instruments. 
No wonder Beethoven's contemporaries shook their heads! This motoric 
movement is also notable for its exceptional length-far surpassing that of 
any preceding scherzo movement in the quartet literature. 

The great Adagio mo/to e mesto ("very slow and sad") is one of 
Beethoven's more tragic expressions. Its mournful mood is occasionally 
relieved but never for long. Again, economy of musical idea reigns and 
the movement ends with a first violin cadenza gliding into a long, high
pitched trill which heads without pause into the finale-a cheerful "Theme 
Russe: Allegro" introduced-once more-by the cello. Although the theme 
is Russian, the presentation is unmistakably Beethoven, recognizable by the 
characteristic abrupt changes of tempo, restlessness, and high spirits (did 
Beethoven know that this cheerful-sounding song was in fact the setting for 
an especially heart-wrenching poem describing the tragic life of a soldier in 
the service of his country and mirroring Razumovsky's own experience?). 
The happy tune, evocative of the Ukranian countryside, is in Beethoven's 
hands a.finale replete with good-natured and witty musical devices - a lusty 
finish to the first of the great Romantic string quartets. 

Program note © by Nora Avins Klein, May 2009. 

Special thanks to Jack Mazow for his contribution. 

Tokyo String Quartet 

The Tokyo String Quartet has captivated audiences and critics alike 
since it was founded close to 40 years ago. Regarded as one of the supreme 
chamber ensembles of the world, the Tokyo Quartet-Martin Beaver and 
Kikuei Ikeda (violins), Kazuhide Isomura (viola) and Clive Greensmith 
(cello)- collaborates with a remarkable array of artists and composers, 
has built a comprehensive catalogue of critically acclaimed recordings and 
has established a distinguished teaching record. Performing over a hundred 
concerts worldwide each season, the quartet has an international following 
that includes the major capitals of the world and extends to all four comers, 
from Australia to Estonia to Scandinavia and the Far East. 

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 
the founding members were profoundly influenced by Professor Hideo Saito. 
Instilled with a deep commitment to chamber music, the original members of 
what would become the Tokyo String Quartet eventually came to America 
for further study with Robert Mann, Raphael Hillyer and Claus Adam. Soon 
after its formation, the quartet won First Prize at the Coleman Competition, 
the Munich Competition and the Young Concert Artists International 
Auditions. 

The Tokyo String Quartet has released more than 40 landmark 
recordings on BMG/RCA Victor Red Seal, Angel-EMI, CBS Masterworks, 
Deutsche Grammophon and Vox Cum Laude, including the complete quartets 
of Beethoven, Schubert and Bart6k. The quartet's recordings of Brahms, 
Debussy, Dvorak, Haydn, Mozart, Ravel and Schubert have earned such 
honors as the Grand Prix du Disque Montreux, "Best Chamber Music 
Recording of the Year" awards from both Stereo Review and Gramophone 
magazines and seven Grammy nominations. The ensemble now records on 
the Harmonia Mundi label. 

The ensemble 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 have been 
on loan to the ensemble from the Nippon Music Foundation since 1995, when 
they were purchased from the Corcoran Gallery of Art in Washington, D.C. 

Visit the Tokyo String Quartet on the World Wide Web at tokyoquartet.com. 

BE OUR FRIEND! 
SOME WAYS YOU CAN HELP HOUSTON FRIENDS OF MUSIC: 

• If you know you will be unable to attend a concert. please donate your 
tickets. You will receive a receipt and our thanks. 
• Volunteer to serve on a committee (Development. Marketing, Finance, 
Outreach or Conceit Arrangements), host a post-concert reception for the 
artists, or help in the HFM office. 
• Join our Legacy Society by including a bequest to HFM in your will so future 
generations can enjoy chamber music. Let our Vice President of Development 
know of this bequest so that we may provide approp1iate recognition. 

Call our Administrative Manager (713-348-5400)Jor more information. 


