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Quartet No. 2 in A Minor, Johannes Brahms 
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Tokyo String Quartet 

Since its formation in 1969 under the auspices of founding mem
bers of the Juilliard String Quartet Robert Mann and Raphael 
Hillyer, the Tokyo String Quartet has established itself as one 
of the most respected chamber music ensembles of recent times. 
Pupils then of Hillyer at Juilliard, its members had studied 
at Tokyo's fa111ed Toho Gakuen (Toho Music Acade111y) in their 
native Japan before arriving in the United States. Honored by 
prestigious awards in the first year of its existence, the 
quartet quickly took its place in the world of concertizing 
and recording to the repeated delight and praise of both critics 
and audiences. Today, international touring (more than 100 
performances per season) and a growing catalogue of recordings 
(Deutsche Gra111mophon Gesellschaft-Polydor, Vanguard, CBS Master
works, and RCA Records) only serve to enhance its already 
sterling reputation. 

Since 1974, the Tokyo String Quartet has enjoyed an affiliation 
with Yale University. In 1977, it was appointed "resident 
quartet" of that university, a position it similarly holds at 
~nerican University in Washington, D.C. At the time of its 
tenth anniversary, the quartet commissioned new works by Toru 
Takemitsu, Benjamin Lees, Krzysztof Penderecki, and Todd 
Machover. 

The musicians of the Tokyo String Quartet perform on four price
less, 111atched ~nati instru111ents, which have been loaned to them 
by the Corcoran Gallery of Art in Washington, D.C. These instru
ments were constructed by the famous Italian luthier Nicolo 
Amati between 1656 and 1677. The Cre111onese Amati is also remem
bered as the teacher of both Antonio Stradivari and Andrea 
Guarneri. 

Current members of the quartet are violinists Peter 0undjian 
and Kikuei Ikeda, violist Kazuhide lsomura, and cellist Sadeo 
Harada. The original second violinist Yoshiko Nakura resigned 
in the 1973-1974 season; first violinist Koichiro Harada took 
his leave from the ensemble in the summer of 1981 . 

* * * * * 



The Program 

In spite of childhood display s of genius and marvellous tales of 
inspiration, composers--like other murtals--must acquire the craft 
of their chosen profession and travel the same road to self-dis
covery. It is, of course, the concentration of both native gifts 
and solid craftsmanship that distinguishes the truly great compo
sers from lesser lights. Yet in a sense, because of the organic 
nature of the creative arts, the slate is wiped clean at the onset 
of each new project. Finding a solution to one musical problem 
does not assure its application to a different context; one suc
cessful compositional venture does not guarantee another. The 
composer must prove himself again and again. He has, on the other 
hand, the opportunity to apply time after time what he has learned 
from the example of others and from his own previous efforts. 

The "learning" process is typically most conspicuous in the early 
works of a composer or in those pieces that represent his covering 
new ground. Tonight's program of string quartets by Beethoven, 
Brahms, and Berg provides three striking examples of the "composer 
in training." Each work presented here represents one of the 
early published efforts of its composer to assert his con1nand of 
this important genre and medium. This observation is meant in no 
wa y to minimize the artistic value of the three pieces. Each is 
a testament to the brilliance of its creator and all the more 
as tonishing when aware of its place in its composer's path to 
self-di scovery. 

* * * * * 

In 1792 Ludwig van Beethoven (1770-1827) arrived in Vienna from 
Bonn. In addition to the prominent Viennese patrons of music, for 
whom he carried letters of recoITTnendation and endorsements and for 
whom his skill as a keyboard improviser was, above all else, to 
become a source of amazement, the twenty-two-year-old composer also 
sought out local masters of his art. For two years he studied with 
none other than Haydn . He also received tutoring in counterpoint 
from the academician J. G. Albrechtsberger and in opera composition 
from the influential Court composer Antonio Salieri. The examples 
of Mozart, composers of the revolutionary era in France, and other 
composers active in Vienna were also important to his education. 
Beethoven, to be sure, was an eager and intense student. 

His debt to Haydn and Mozart is clearly acknowledged in his string 
quartets. It is, however, to a relatively minor composer Emanuel 
Aloys Farster (1748-1823) that we owe the genesis of Beethoven's 
first set of string quartets. It is supposed that Beethoven studied 
quartet composition with the older Silesian composer, whose music 
was described as "bizarre, humoristic, and wilful" and "firey, 
powerful and often [with] bold modulations." Such characterizations 
could be applied correctly to the quartets of his alleged pupil! 
In any case, the artistic kinship between the two seems obvious. 
There is no doubt from other evidence that Beethoven held Farster 
in high personal and professional esteem . 

Bee th oven's first string quartets, the six of Opus 18, were writ
ten between- 1798 and 1800. Of them, Quartet No. 4 in C Minor is 
early Beethoven at his most individualistic- -a hint of the future. 
Hi s idiosyncratic treatment of the sonata cycle and its conventions 
is alr·eady present. There is, for example, no real "song movement." 



The serious first movement, with its aggressive (and related) themes 
and its reorchestrated second theme appearing in the parallel major 
key in the recapitulation, is followed by a scherzo (Italian for 
"joke"). The joke certainly deals with the content of the deliberate 
slow movement. Instead of a lyrical study, Beethoven has provided a 
contrapuntal tour de force in ternary design. The music is a series 
of points of imitation, with each member of the quartet playing 
identical themes at staggered points of, entry--a Renaissance proce
dure adapted to the musical language of the late eighteenth century. 
The third movement is the expected stylized dance, but there are 
still surprises: the minuet theme is rather lyrical in spite of un
orthodox third-beat accents; the trio presents a violin obbligato 
over a melody that is repeated exchanged by the seond violin and the 
viola. The finale is a rondo. Its theme is determined and somewhat 
sinister, complete with syncopations and a dramatic pause. The 
piece, which abounds in contrasts both of the kind written into the 
fabric of the music and specified by directions from the composer, 
comes to a conclusion in the parallel major key, just one more 
liberty with the traditions of his teachers. 

* * * * * 

To the displeasure of a certain sector of the modern audience the 
musical ideas of the eighteenth and nineteenth centuries were used 
up. Toward the turn of our century many composers were forced by 
their own sense of artistic integrity to search for new musical 
solutions and to create a music that would speak for their time 
as eilrl ier musics had spoken for their forebears. Of equal influ
ence were evolving concepts and standards of beauty and civiliza
tion. It would be simply unfair to expect creative artists to be 
true to another time, another place, if they cannot or will not. 
The Viennese composer Alban Berg (1885-1935) was one of these 
modern musical explorers. He has long been considered one of the 
masters of our century. 

The Opus 3 quartet for strings (1908-1910, revised 1920) was the 
final work written by Berg during his six-year apprenticeship to 
Arnold Schoenberg, whose music and ideas determined the course for 
a substantial percentage of twentieth-century fine-art music. 
Berg is considered a conservative disciple of his teacher because 
he retained in his music many expressive aspects of the post-Wag
nerian style, which Schoenberg sought to neutralize, and because 
he did not ultimat'ely embrace Schoenberg's twelve-tone method with
out modifying its inflexibility. Berg was, however, greatly moti
vated by his master's quest for fresh organization and integrative 
sys terns: 

His [Berg's] works are full of the most elaborate--often 
arbitrary--number sequences, precise and fearful symmetries 
carried out in every dimension and domain. Berg was the 
kind of "instinctual ist" who placed great faith in elaborate 
n~stical, and arbitrary systems. 

Like his more influential teacher, Berg was a radical rethinker 
of musical procedures. Here he has reduced the sonata cycle to an 
introspective slow movement in sonata form (with two major theme 
groups and subsidiary material) and an agitated moderately fast 
movement resembling rondo design. In spite of the outspoken lyri
cism, dramatic tension, overall expressive character, and even 
loose tonal relationship, there remain-~even after over seventy 



years- - fundamental obstacles for most listeners. These pertain, 
of course, to the departures from the well-loved style: the ab
scence of the comfort of tonal melody, harmony, and cadent i al for
mulae; the generation of new material from tiny (often unheard) 
details of themes; a variation technique that tends to disguise 
the impact of repeated themes; dissonant linear counterpoint; and 
the deliberate confusion of the aspects of music related to time 
(meter, rhythm, and tempo). 

Because of the presence of aspects of both the old and new styles, 
the music of Berg is a fine introduction to the music of "our time." 
Contempo~ary listeners should make the effort to evaluate this 
music more on its own terms and should resist the temptation to 
hear it with nineteenth-century ears! 

* * * * * 

It is rather spell-binding to think that Johannes Brahms (1833-
1897) composed--and then suppressed--about twenty string quartets 
before he allowed his only three to be published. Thus, Quartet 
No. 2 in A Minor, Op. 51, No. 2 (1873), is not an "early" work 
like the examples of Beethoven and Berg in spite of the fact that 
it is only the second quartet of his that we know. Yet, unlike 
most composers, Brahms exhibited a student mentality for the dura
tion of his career. He was constantly honing his compositional 
skills . His professional reticence concerning the Classical genres 
was governed by several menacing factors: Schumann's early pre
diction of his genius, the inevitable comparisons with Beethoven, 
the animosity of the Wagnerites, and his own ruthlessly self-criti
cal nature. To complicate the issue of string quartets further, 
chamber music in general and this instrumentation in specific--
two violins, viola, and cello--were functionally incapable of pro
ducing the timbral variety and luxuriant sonority and effect that 
the Romantics truly sought. This accounts for the experiments 
with various combinations of instruments and the addition of the 
more colorful (clarinet, piano, et al.) to the standard quartet. 
The Romantics, especially Beethoven and Brahms, made lasting con
tributions to the repertory, but substance was added to these 
works by a variety of ingenious devices, many quite esoteric. 

Although Brahms dedicated his second quartet to a talented amateur 
string player, there is good reason to believe that his dear friend 
of many years, the celebrated violinist Joseph Joachim, should be 
associated with the piece. Movement I in sonata design makes promi
nent use of melodic mottoes contrived by the two musicians at the 
height of their friendship: for Joachim, FAE derived from the 
words "Frei aber einsam" (Free, but lonely); for Brahms, FA F, 
from "Frei aber froh" (Free, but happy). The lyrical movement is 
CJst in ternary form with its B section marked by a canon between 
the outer voices to a tremolo accompaniment and with the return of 
A considerably modified. The dance movement shifts between triple 
and duple meter for the alternation of a sober minuet dnd Lhe 
energetic scherzo-like trio. The brisk finale, a freely adapted 
rondo, seems to serve a summarizing function as echoes of the pre
vious movements, including a reworking of the musical symbolism of 
the Brahms-Joachim friendship, appear in both the Gypsy-like rondo 
theme and the episodes. The lack of spontaneity that we perceive 
in the music of Brahms is amply compensated for by the very atten
tion to detail that justifies such an observation. 

Notes by Michael Budds 



March Concert Series Events 

With tonight' s performance by the TOKYO STRING QUARTET and the 
concert earlier thi s week by the DRESDEN STAATSKAPELLE ORCHESTRA, 
an especially active month for Columbia area music lovers has 
begun. The next attraction will be the annual visit to the Univer
sity of Missouri-Columbia of the SAINT LOUIS SYMPHONY ORCHESTRA. 

Under the direction of CATHERINE COMET, the SAINT LOUIS SYMPHONY 
ORCHESTRA will offer an evening devoted to the music of Robert 
Schumann and Johannes Brahms on Friday evening, March 25. Con
sidering the strong personal relationship between these two nine
tennth-century immortals, the programing of Schumann's "Rhenish" 
Symphony and the Variations on a Theme by Haydn and Academic 
Festival Overture should be especially meaningful. lnmediately 
following this performance, the Museum Associates will host a 
recept ion for the musicians and the entire audience at the Museum 
of Art and Archeology (directly north of Jesse Auditorium). 
Please plan to accept their offer of hospitality and to enjoy the 
fellowship in this unique setting. 

A highlight of the 1982-1983 season will occur at 3:00 p.m. on 
Sunday, March 27 , with a presentation of A German Requiem by 
Brahms. This performance wi 11 represent a confluence of several 
important aspects of musical life at the University during the 
current year: first, as the climax of the 7th Annual Chancellor's 
Festival with the theme "Religious Expression through Music"; 
second, as the culmination of a local yearlong celebration of the 
150th anniversary of the birth of Johannes Brahms; third, as the 
Department of Music's scholarship benefit concert; and finally, 
as the second of two appearances by the SAINT LOUIS SYMPHONY 
ORCHESTRA during its special residency in Columbia. The Univer
sity's CHORAL UNION , directed by DUNCAN COUCH, and its guests 
soprano GWENDOLYN BRADLEY, baritone JAY WILLOUGHBY, and conductor 
OTTO-WERNER MUELLER will join this internationally prominent 
orchestra for the gala occasion. 

March's process ion of Concert Series events will come to a close 
on Monday, March 28, with the visit of the TOULOUSE CHAMBER ORCHE
STRA, led by GEORGES ARMAND, and the internationally recognized 
flute virtuoso MICHEL DEBOST . Founded in 1953 in Toulouse, France, 
this twelve-member string ensemble specializes in literature 
written immediately before and after the heyday of the large 
orchestra. In Columbia the program wi 11 feature French and German 
music of the mid-eighteenth century, a divertimento by Bartock, 
and the solo playing of flutist DeBost. 

Each of these events will take place in Jesse Auditorium. For 
each concert a Concert Preview will be given one hour before per
formance time in the Recital Hall of the Fine Arts Building, 

* * * * * 



Notes to Season Subscribers 

Season subscribers are asked to consider notifying the Jesse 
Auditorium Box Office (882-3781) concerning those occasions when 
they are unable to use their tickets. In such cases, tickets for 
prime seating may be offered to other concert-goers. 

In addition, season subscribers are requested to notify the Con
cert Series Office (882-3875) of any address changes in the last 
nine months. Current mailings are prepared on the basis of a 
computerized address list compiled in September of 1982. We 
hope to keep this list up-to-date in an effort to serve concert 
patrons better. 

* * * * * 

New Ticket Outlet 

Tickets for Concert Series events may now by purchased at the UMC 
Hospital and Clinics Personnel Department {l West 42) during 
regular hours. Tickets are also available at the Convenience 
Counter of the Missouri Book Store and the Post Office Window of 
the University Book Store-Brady Commons during regular hours. 
The Jesse Auditorium Box Office will be open between 10:00 a.m. 
and 4:00 p.m. on March 24 and 25. 

* * * * * 

Reminders 

Members of the audience are respectfully reminded of the fol lowing: 

Latecomers should wait until the first pause before taking 
their seats. Not only is it dangerous to find one's seat 
in the dark , it is also an act of inconsideration to the 
perfonning artists and the other members of the audience. 
Likewise, should one be forced to leave the concert before 
its conclusion, the departure should be timed to occur 
during a pause in the performance. 

M~nbers of the audience are asked to refrain from coughing 
and making other distracting noises if at all possible. 
Cough drops are available at the Box Office and from the 
ushers. 

The use of cameras and recording devices are espressly pro
hibited during a performance. 

Physicians on call should inform the Box Office of their 
seating in case they need to be paged during a concert. 

Vehicles must not be parked in the loading zone of Jesse 
Auditorium; unattended vehicles will be towed away. 

* * * * * 



7TH ANNUAL CHANCELLOR'S FESTIVAL OF MUSl C 

"Religious Expression through Music'' ' "-

MUSIC SCHOLARSHIP BENEFIT PERFORMANCE 

Johannes Brahms: A German Requiem 

Saint Louis Symphony Orchestra 

University Choral Union 

Gwendolyn Bradley, Soprano 

Jay Willoughby, Baritone 

Otto-Werner Mueller, Conductor 

SUNDAY, MARCH 27 
3:00 p.m., Jesse Auditorium 

A German Requiem {1868) by Brahms is both a landmark of per sonal 
expression in music and one of the masterworks of the oratorio 
tradition. The composer's choice of beatitudes, parables, psalms, 
and verse of consolation from Luther ' s Bible and his setting of 
these texts to music according to the grand gestures of the nine
teenth century make this a timeless and universal work of art. 

Tickets for reserved seating--$6.00 each--are available at the 
UMC Hospital and Clinics Personnel Dept. (1 West 42), the Univer
sity Book Store-Brady C011111ons, and the Missour i Book Store during 
regular hours and at the Jesse Box Office (882-3781) between 10:00 
a.m. and 4:00 p.m. on February 28, March 1-3, and March 24-25. 

Tickets may be purchased by mail prior to March 15 by sending the 
following coupon and a check to: UMC CONCERT SERIES, 135 Fine 
Arts, UMC, Columbia, MO 54211. If you wish your tickets mailed 
to you, please enclose a stamped, self-addressed envelope. 

Name _______________ Phone ____ _ 
Address ____________________ _ 
City _____________ Zip Code _____ _ 

Number of Tickets ___ at $6.00 each = $ _____ _ 

Seating Preference : Main Floor ___ Balcony __ _ 

Please check the appropriate line, if applicable: 

1 Member, Friends of Music, 1982-1983 
i __ Member, University Choral Union l Season Subscriber, 1982-1983 
__ Contributor, Schooling Concert Series 

Fund, 1982- 1983 
Endowment 
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