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A Brief Survey of Piano Quintets with Bass

Sandra Minkus

Why do piano quintets which feature the bass get | more than they normally would for a concert program
played so rarely. | myself am a bassist and amlista existing only of string quartets. This is becauggsa
relative of the more famous composer Ludwig Minkaist must be engaged and paid. Also there is the ti
and many has been the time | have wondered abouhe quartet must take away from learning stringgqua
this. But actually, the answer to the questiorela+ |tets to learn study the quintet they will be parforg
tively straight forward, and it is not because ¢hare |with the pianist as well as time rehearsing wit loir
so few because there are enough for quite a nuafbdrer. And you never hear an entire program of piano
evening sessions. No, the answer rests with how amyintets. It is always just one, usually sandwichesd
piano quintet comes to be played. tween two string quartets. And sadly the same tbree
four piano quintets are the only ones which evér ge
The standard piano quintet, that is to say a piamo, | presented—-those by Schumann, Dvorak, Brahms and
violins, viola and cello usually comes about, asskein| Shostakovich. Of course, these are all masterpigices
amateur circles, because an existing quartet erlsenthe literature, but still...The only way this woudder
knows a pianist with whom they would like to play | change is if there were a professional touring @ian
piano quintets. As far as professionals go, itighdly | quintet. To my knowledge, there have been none and
more complicated. A chamber music society who | are none now.

wishes to hear a piano quintet often will havpay (Continued on page 7)
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Felix Draeseke (1835-1913) was attracted to mu: |
early in life and wrote his first composition aeag |
He encountered no opposition from his family
when, in his mid-teens, he declared his intention
becoming a professional musician. A few years ¢
the Leipzig conservatory where he studied with J
ius Rietz and Ignaz Moscheles did not seem to
agree with him because he was won overto the composers, mostly
| camp of the New German School centered students of Korsa-
around Franz Liszt at Weimar, where he stayed = kov such as Glazunov and Borodin,
from 1856 to 1861. In 1862 Draeseke left Germard/raade his way who came to be known as the Belaiev
to Switzerland, teaching in Lausanne. Upon hisrreto Germany in= Circle, named after the important Rus-
1876, he relocated to Dresden. However, he wasleim@lobtain a = sian music publisher, M.P. Belaiev.
permanent position and for many years made hisdiais a piano  These composers dedicated themselves
teacher. Finally, in 1884 that he received an agipeént as a Profes- to creating a “Russian School”, (i.e.
sor of Composition at the Dresden Conservatory whiftered him  Russian-sounding). Sokolov eventually
some financial security. became a professor at the Petersburg

Today, if Felix Draeseke is known at all, it issaasadmirer of Conservatory where Alexander
Wagner. Liszt was a champion of many of Draeses@’spositions = Tcherepnin and Dmitri Shostakovich
and helped them gain publication. His music wagqaavith some = were among his many students. He
regularity during his lifetime and up until the eoftthe Second wrote music for the ballet and orchestra
World War, but none of it could be said to haveieebd any lasting as well as chamber music, including
popularity. As Hans von Builow, one of his stauntisepporters three string quartets. Today, if he is
once wrote!Draeseke’s music is a hard nut to crack&nd, indeed, known at all, it is for his contributions
his style does take some listening to get useditochamber music ' to a collection of short pieces for string
consists of three string quartets, a string quianet a quintet which = quartet by the composers of the Belaiev
includes a violetta. Circle. The collection came to be

String Quartet No.1 in ¢ minor, Op.27 was compdeetB80 and  known as Les Vendredis, It commemo-
published in 1885. The opening movement, Allegsolritio, is fresh rated the chamber music concerts and

(Continued on page 3) (Continued on page 5)
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(1859-1922) was
born in St. Peters-
burg and studied at
the conservatory
there under Rimsky
-Korsakov. He be-
came one of several
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The Chamber Music of Felix Draesekginued from page 2

and energetic but soon gives way to a more lyrezttabile second
theme. Of particular note is a delicate questiathamswer dialogue be-
tween the cello and first violin. Next comes a slowvement, Largo,
which is filled with lovely melodic themes. A restls and quicker mid-
dle section provides excellent contrast. A poweitttuiusting Menuetto,
allegro moderato follows. The trio section, entltlatermezzo, is note-
worthy for the transparency of the writing, whiahfurther enhanced by
principally giving the cello the lead. The finaRresto con fuoco, is par-
ticularly effective with its exceptionally fine ctrast between the pas-
sionate, yearning main theme and the almost reigjiohorale-like sec-
ond subject. In my opinion, this is the most apphadole of his quartets
and the most deserving of attention..

String Quartet No.2 in e minor, Op.35 dates fr@386@. The first
movement, Allegro moderato, opens with a very irapikge singing
theme in the cello. A clear, mellow second thenlews. The second
movement, a Scherzo, is lively and genial whilettiee with its fine
melody, is more serious. The slow movement, Adagito espressivo,
impresses by virtue of its excellent use of tonercand its rich embel-
lishments. The finale, Allegro molto vivace, spatbvely theme which
is followed by an inspired lyrical melody. It idacent effort and a work
which can still be recommended to amateurs andapsrto concert au-
diences.

String Quartet No.3 in ¢ sharp minor, Op.66 wamposed 1899. The
first movement, Andantino elegiaco, expresses sswaich is at times
interrupted by stormy episodes. The bubbly, spagkéiecond move-
ment, Scherzo, allegro spumante, lives up totlts tivhile the trio, with
its easy tunefulness, provides a soothing contkagery expressive
slow movement, Adagio non tanto, which is tingethvmelancholy
comes next. Before the finale, Draeseke insertaeeful Intermezzo.
The finale, Allegro risoluto, begins in a powerfalmost harsh fashion,
while the second theme is a lovely cantabile meldadybe honest, ama-
teurs should be warned that this quartet requifesvénearings to better
understand the music. Sight reading without domgvgl not likely be
an edifying experience. Nonetheless it deservée toeard and played

His String Quintet in A Major for 2 Violins, Viol&/iolotta and Cello,
Wo0025. dates from 1896. The violotta, not to befesed with the ba-
roque instrument of the same name, was developiéeih890’s by a
instrument maker Alfred Stelzner. Though playee kkviola, it sound-
ed more like a cello in its tenor register. Draesb&came interested in it
and wrote this quintet in 1896. Of course, likeatHer such attempts to
create a new string instrument (g.v. the Arpeggietna.), it went no-
where and this music would never have seen thedibtiay if a second
cello had not been substituted for the violotta4 iImovements: Sehr
méfig bewegt, mit Feuer; Sanft bewegt; Scherzo and Frisch und keck,
this music is composed in a post-Wagnerian idioanally rich and su-
perbly executed, it is a fine work

The String Quintet for 2 Violins, Viola & 2 Cellas F Major, Op.77
dates from 1901. The opening movement Langsam usikd begins
slowly. The yearning tonalities are at times posigiverian. One defi-
nitely feels the influence of Beethoven'’s late deisrand this is true for
all of the movements. The following Scherzo islesst and energetic.
The austerity of the melodic material keeps the dnmoits somber
pitch. The third movement, Langsam und getragete&ply elegiac.
There is a universality to the way the thematicamal is presented.

(Continued on page 4)
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(Continued from page 3)

Titan. It makes great demands on the performens, pa

This is a very impressive movement. The finale,d-articularly in regard to intonation. The gloomy inttoc-

sam und diister; rasch und feurig, begins almost in the

tion (Langsam und duster) is brought into the feal

same mood as the 3rd movement ends but then briginte that twice over. In the same finale (rasch und

ens, becoming rather jovial. it ends rather gemilith-

feurig) there also appears a theme from the firsvea

out question the complexity of the thematic materia ment (twice as quick as the introduction). Bothdbe

sometimes requires careful listening to grasp. The

er movements are stamped with undeniable dramatic

overall whole requires more concentration to h@ae power, cheerfulness and light-heartedness venture but

definitely feels the influence of Beethoven’s lgtear-
tets and this is true for all of the movements. fidte

lowing restless and energetic Scherzo is easigrasp
but once again by comparison to the earlier waris, i
as if Draeseke did not want to allow himself theuity
of writing a truly rich melody. The melodic matdna
fairly austere, though somewhat less remote in the

timidly to raise their heads. The scherzo seemspe
resent a kind of witches sabbath. The hero is caugh
in a wild orgy; then, in the slower trio, he is ap-
proached by pure love, but is past saving. Theisri@
really charming inspiration. The slow movement is
rhythmically interesting, but is, above all, inbueth
the gloomy character of the whole work, which stioul

slower trio. The third movement, Langsam und getrdoe frequently played, though it is true that itlsdior

gen, is deeply elegiac. There is a universalittheo

way the thematic material is presented. Whethenint

great mental efforts on the listeners part.”
It may well be said that Draeseke’s Quintet forrgt

tionally or not, again there is a very strong iefige of Trio, Horn and Piano in B flat Major, Op.48 is fiis-
late Beethoven. The melodic material even souk@s kst chamber music work. It was completed in 1888.
it could have been written by him—a very impressiv&he opening movement, Allegro con brio ma non trop-

movement. The finale, Langsam und diister; rasch und
feurig, begins almost in the same mood as the 3rd

po vivace, begins with a short energetic chordabin
duction, perhaps aimed at gaining the audiencir-at

movement ends but then brightens, becoming rathetion. The lovely main theme theme, first heardhie t

jovial. Surprisingly it ends rather gently. Althduthe

violin, is quite lyrical. We later learn as the \kqro-

thematic material is not always easy to immediatelygresses that the chordal introduction is actuattyodif
grasp. Though there are a few commentators who hatiech makes its appearance again at the beginriing o

called it a masterwork, | rather agree with theeass

the finale as well as at other points in the gquintae

ment by that great chamber music expert and critic opening melody to the second movement, marked An-

Wilhelm Altmann, who writing of this work in Cob-
bett.s Cyclopedic Survey of Chamber Music: “

dante grave, is not particularly tragic but hasiasy
tioning quality. Then comes a heavy march-like,-sub

The string quintet may be considered his most im- ject with a pounding rhythmic foot-step. Throughout
portant chamber work. Truly, Beethoven's Late Quathe movement it is interspersed with sweet andisgg
tets are easy to understand, compared with this. In melodic interludes which provide a strong contrast.

view of its masterly thematic and contrapuntal trea

The third movement, Presto leggiero, is a livebnce

ment, the quintet arouses some admiration, but not like scherzo. A slower, dreamy trio section progide

much intellectual satisfaction, nor the affectibattis

fine contrast. The finale, Allegro con brio, begimish

born of understanding. The composer would have dsame chordal progression which began the work. How-
well to supply a programme with each movement---fewver, the main subject, a jovial and buoyant melody
here it is clearly a question of programme musiicl D which follows is entirely different. The music rems

he, one wonders, intend to describe his own agtisti
career, or the dissatisfaction that he was bounfikéd
at the little interest shown in his creative workside

bright and sunny throughout, no cloud darkens #te c
ebratory mood. The work comes to end with an elabo-
ration of the final set of notes from the openihgrcis.

Dresden? Or was this quintet designed as a musicall his fine work, one of the very best for this conmdi
expression of gloomy pessimism? Be that as it thaytion,

music gives the idea of the fierce struggles aflies
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The String Quartets of Nikolai Sokolov

banquets which took place most Friday eveningsatue. However the mood does change from wistful to
mansion of the publisher Belaiev. All of the pieaes passionate, in an almost violent frenzy. A bealtifu
the collection were specifically composed for those slow middle section, full of Russian Orthodox flavo
Friday evening concerts. Over the years, there weréollows before the first section is repeated. sk,
literally dozens of such occasional pieces composedssuming Belaiev’s quartet could manage it, must
After Belaiev’'s death, Rimsky Korsakov, Liadov andhave created quite a sensation. None of the pagts a
Glazunov selected what they considered to be the particularly easy when played up to tempo and, by
best and had Belaiev’s publishing firm print them i comparison to the other works in this volume, which
two volumes. There are four contributions by him, make little or no technical demand whatsoever, the
three in the first volume. music here is technically more challenging.

The first piece by Sokolov which appearedhia t The fourth and last piece of his which waduded
first volume of Les Vendredis collection was titled in the collection appears in Volume I, entitled Ma
Canon is a rather stodgy but short adagio, is bégurka. The music very successfully captures the wistfu
the cello. There is some resemblance between the melancholy of this dance form. The tempo indication
opening four note theme and a hymn of glorificationis moderato and playing the work any faster than a
from the opera of Boris Godunov. Sad to say, & is leisurely pace totally destroys the mood and cofor

rather unremarkable effort. this fine miniature. There are basically only twarts
The third piece in Volume | is the perhapsltleet to it, a plaint-like call given out by viola:
known of the lot, it is the Les Vendredis Polk&o& It is his three string quartets which comphse

laborative effort by Nicolai Sokolov, Glazunov and best music in this genre and which surely desarve t
Liadov. The tradition of collaboration in Russian-m be heard in concert and enjoyed by amateursalt is
sic began with Balakirev and the young composersdaa state of affairs when Rimsky Korsakov’s second
gathered around himself as he formed the Mighty Fiate works for string quartet have been recordegemo
with Rimsky-Korsakov, Borodin, Cui and Mussorg- than one and not one of Sokolov’s far superior work
sky. They often collaborated each contributingtao§ehas ever had this privilege.
variations or a section to a work. This traditioasw His String Quartet No.1 in F Major, Op.7 wasn:
continued by Rimsky-Korsakov and the Belaiev comesed in 1890 and was published by Belaiev. The
posers and more than a few pieces were penned bynain theme of the first movement, Allegro moderato,
more than one person. The Les Vendredis Polkawespowerful and richly scored. The second theme is
apparently hurriedly written on the spot in Belasev driving and has even more forward motion. The mood
study while the concert was going on, and thenrgivef the Andante which follows is darkly colored ly i
to him as a surprise present. It is an incredibmm- sad melody. A lively, bright scherzo, Allegro, lighs
plishment. In three sections, the first by Sokofea- things up and is complimented by a lovely contragti
tures the viola, Belaiev’s instrument, to whom the trio. The festive main theme of the finale, Allegi®
main theme is given with a filigree accompaniment undeniably Russian and full of energy while the-sec
the 1st violin against pizzicato in the other veick is ond subject is a kind rustic Russian peasant dance.
perhaps the best part of the polka. Here is a work which is fun to play, sounds good an
The final work in Volume | is also by Sokolenti- makes a good impression.
tled Scherzo. It was, according to the composesedba String Quartet No.2 in A Major, Op.14 datesnir
on a theme from 30 Popular Melodies of Lower Brittiates from 1892 and was published by Belaiev. The
ny. In the first section, two melodies are usece Th first movement, Allegro moderato, after a briefaat
first is given out in a long solo by the cello: Timst  duction, takes off with buoyant melody passed from
violin then responds with what is really a secorel-mvoice to voice and characterized by its triplettiimy.
ody rather than the second part of the first thdme: The second movement, Allegro, is a lively, rustic
Sokolov’s setting, while the melodies may have coraeherzo, constantly moving forward and with some
from Brittany, the music sounds quite Russian. Butvery interesting use of chromaticism. Next comes a
this does not take away from what is a very efiecti lovely, romantic, song-like Adagio. The excitingdr
and, within the context of the Les Vendredis, saibst le, also an Allegro, might almost becalled a mato p
tial work, the longest in Volume I. Although itiis petuo, relentlessly pressing forward.
3/8, at first it sounds too slow for a scherzo.eAf String Quartet No.3 in d minor, Op.20 was com-
while, the tempo appears to quicken, but actuaily i posed in 1894. The quartet is typical of the wgtof
simply a matter of the notes becoming smaller in vahe Rimsky Korsakov school in that one is treated t



The String Quartets of Nikolai Sokolov

many fine Russian melodies within the work. The dramatic climax after which, slowly and just asezar
opening movement, Allegro assai, moderato is alsdully, tension is lessened until the music sofdgés
marked molto rubato and this constant tempo changeay in a meditative mode. The finale, Allegro non
creates added interest to what is already a vemgst troppo, is full of life and nervous energy. Therhwi
pheric musical canvas. The second movement, Allesut warning, Sokolov inserts a fugue which begins

gretto grazioso, is a typical Korsakovian scherzo,

slowly and softly but, this serves as only a bcieff-

light, charming and full of forward movement and nérasting interlude before things are brought touss

without lovely lyricism, all topped off with a woed
fully contrasting trio section. Next comes a slow

movement, Sostenuto assai, perhaps the most grikin
of all. Brick by brick, as it were, Sokolov, cartiju
builds tension, almost imperceptively, to a powkrfu

ing fini. A first rate work deserving of concertrfi-
manc and warmly recommended to amateurs.
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Alexander Mosolov (1900-1973)
Nikolai Myaskovsky (1881-1950)
Eduard Napravnik (1839-1916)

Pietro Nardini (1722-1793)

Karl Nawratil (1836-1914)
Joachim de Neergaard (1877-1920
Alberto Nepomuceno (1864-1920)

Carl Nielsen (1865-1931)

Ludolf Nielsen (1876-1939)

Ludvig Norman (1831-1885)
Zygmunt Noskowski (1846-1909)
Ottokar Novéek (1866-1900)
Vitézslav Novak (1870-1949)
George Onslow (1784-1853)
Frederick Ouseley (1825-1889)
Niccolo Paganini (1782-1840)
Richard Perger (1854-1911
Lorenzo Perosi (1872-1956)
Johann Persiany (1879-197?)
Guido Peters (1866-1937)
Hans Pfitzner (1869-1949)
Riccardo Pick-Mangiagalli (1882-194¢
Wiladimir Pogojeff (1851-1935)
David Popper (1843-1913)
Ignaz Pleyel (1757-1831)
Sergei Rachmaninov (1873-1943)

Joachim Raff (1822-1885)
Georg Rauchenecker (1844-1906)

Antonin Razek (1852-1929)

Max Reger (1873-1916)

Carl Reinecke (1824-1910)

Carl Gottlieb Reissiger (1798-1859)
Ottorino Respighi (1879-1936)
Heinrich Prince Reuss (1855-1910)

Emil Reznicek (1860-1945)

Joseph Rheinberger (1839-1901)
Franz Xaver Richter (1709-1789)
Hugo Riemann (1849-1919)
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(Continued from page 2) Bach
If the situation is grim as to the presentatiomhef Dussek'®iano Quintet in f minor, Op.41dates
standard piano quintet on concert programs by profieom 1799. Dussek probably had few if any examples
sionals, it is geometrically more grim when onesget at hand when he wrote a work for this combinatibn o
piano quintets with bass, that is to say, a quicwet instruments. Neither, Haydn, Mozart or Beethoven
sisting of violin, viola, cello, bass and piano.dAnis had written anything for piano quintet. It is hre¢e
applies to amateurs and professionals. movements, opening with an Allegro moderato ma
con fuoco. The writing here, specifically the meésj
You will notice that in a piano quintet with basse in many ways anticipates the early romantic compos-
of the violins drops out. So a preexisting amateur ers such as Carl Maria von Weber and Johann Nepo-
guartet group has to uninvite one of its violindeith muc Hummel. What is particularly striking is that
could be awkward, but if it is not a permanent grou Dussek on occasion integrates all of the parterath
it is less of a problem. And, of course, if one hagsg- than massing the strings against the piano. Thaeljlov
ular string trio going, then all that needs to be@lis middle movement, Adagio espressivo, is a theme and
invite the pianist and bassist. But when it contes t set of variations. The finale, Allegretto ma espres
professionals, the situation is almost insuperdfilst e moderato, begins with an appealing melody first p
off, there are few if any permanent string triogring. sented by piano. The music races along effortlessly
So an existing quartet would have to ask one ofiits
oinists to sit out as well as paying for two ousg] Louise Farrenc (1804-1875 born
the pianist and bassist. The result is that youwiu- = Jean-Louise Dumont) enjoyed a
ally never hear a piano quintet performed in coincer considerable reputation during her
by professional string quartet. | know | haven’c N own lifetime as both a performer
the only way one will get to hear such a quintet pe and a teacher. Her parents were
formed live is at a music festival where random mu i well-to-do— and recognizing her
cians can be assembled to create various ensembl¢ talent on the piano, were able to
And then, odds are 99.9 out of 100, it will alwdngs engage the best artists of the day
the same one—the only one your probably ever he such as Ignaz Moscheles and Jo-
of==that by Franz Schubert, the famous Trout Qtini&* ~ hann Nepomuk Hummel to teach
her piano. Because she also showed great promese as
As disheartening as this is, | am writing this@eiin composer, her parents decided to enroll her when sh
the off chance,, small though it may be, thatwils turned 15, at the Paris Conservatory where shéestud
encourage readers to explore the literature farqia composition with Anton Reicha. She married Aristide
violin, viola, cello and bass. Proceeding thenlpha- Farrenc, one of France’s leading music publishers
betical order, let us begin, keeping in mind thé ts 1821. While the great bulk of Farrenc’s compos#ion
not an exhaustive list of such work but rather lfirgy were for the piano alone, chamber music was also of
of what | consider those most worthy of your atten-great interest to her. Her reputation as a piartaaso
tion. was such, that in 1842 she was appointed to the per
manent position of Professor of Piano at the Paris
mamm Jan Dussek(Dusek in the Czech  Conservatory, a position she held for thirty yesard
& form 1760-1812) was one of the one which was among the most prestigious in Europe.
s first great touring piano virtuosi durNo woman in the 19th century held a comparable. post
g ing the last quarter of the 18th cen- Upon the publication of h&iano Quintet No.1 in
= tury. He concertized throughout Eua minor, Op.30 later day commentators have won-
rope and served as Pianist to the dered why she did not choose to write a work fer th
likes of Catherine the Great, whomso-called “standard” instrumentation of piano and
he was later accused, probably spestring quartet. But in 1839-40, the time she was-co
ciously, of trying to assassinate. Hg@osing this work, there was no such standard instru
also served as pianist for the King ofentation. Schumann, whose own piano quintet did so
Prussia, Marie Antoinette and later Talleyrand. M/himuch to bring about this “standard” instrumentation
in England, he collaborated with the famous piano had not yet composed his work. There were earlier
maker John Broadwood and encouraged him to exixmmples of both instrumentations. Schubert and
the piano's range and power. Broadwood’s piano willammel had written piano quintets with Bass during
Dussek’s improvements was eventually sent to Beghe 1820’s, while her own teacher Reicha had com-
thoven and became his favorite instrument. Not &slgposed a Grande Quintet for Piano and String Quartet
known with whom Dussek studied, however, itis in 1826. The most likely explanation for her choide
thought he may have studied composition with C.P.E. (Continued on page 8)
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(Continued from page 7) est movement has a short, pregnant Andante sostento
instrumentation is that Schubert’s Trout Quintegtf introduction which slowly builds to a climax not-en
premiered in Paris in 1838, had become very populaely suggestive of the relaxed and somewhat ldnpi
The second possible explanation was her friendshipheme of the following Allegro grazioso presentgd b
with the great bassist of the Paris opera, Achille- the strings. When the piano joins in, one heaas th
Victor Gouffé. But judging from the Bass part whichH-arrenc has not entirely learned her lesson. ttsas
is rather simple, (far more simple than Schubert’s) serious an offense as she committed in the opening
think it more likely that she perferred the addegttt movement to the First Quintet, nonetheless, themia
of sound which the bass provides and the facttti®at writing is really too florid. This does not occunrihg
the cello is then freed up to sing its tenor aebler  the piano’s limited and tasteful solos but duritsg i
registers. The main theme of the opening movememlt;companiment sections. It is a sin Mendelssohn and
Allegro, is full of possibilities. Farrenc undemstis  countless other virtuoso pianists have committe ti
how to write well for strings and the developmeht oand again when writing chamber music. The problem
this theme, which takes place primarily in thergjs  here is that all these notes given the piano iomapa-
is the most attractive part of this rather long mov  niment are rather too noticeable because the themat
ment. One must admit that she gives the piano akveraterial, unlike the finale of the First Quinteannot
lengthy solo passages of concerto virtuosity that s withstand such writing. It is neither heavy enougin
pass any-thing Mendelssohn ever put into his chantlmamatic enough to sustain such an assault. Thistis
works. The fact is these passages could be eligdnaa problem in the slow movement, here a Grave. The
altogether with no loss to the quality of the music main theme is backward looking, almost baroque-
Happily, there is none of this in the lovely the@ed sounding. Though it is not pedestrian or threadbare
movement, Adagio non troppo. The difference is-reakither is it very original sounding or particularl
ly astonishing. It is as if her teacher had takenth memorable. A very fine Vivace, though not marked as
task and pointed out what she had done. In thissmasuch, is obviously a scherzo. The thematic matevial
ment, the piano is perfectly integrated into theeen- far stronger and fresher than the preceding twoenov
ble for the entire movement. A beautiful, dreamy ments. The opening theme is full of forward motion.
Schumannesque opening theme is entrusted to thelte strings minus the Bass give forth the openouy f
lo, high in its tenor register. The developmerguge bars and the piano finishes the rest of whataditist
deftly handled with seamless interplay between thetheme. The finale, Allegro, is a very engaging move
parts. The second theme, which appears but one,igent though at first, a little bombastic. Laterrthare
the minor. The presentation of it by the violag(se echoes of Schubert, especially in the longer ancemo
right) though dampening the dramatic affect, inkendyrical lines given to the strings. But there alsa
fies the aura of unrest which disturbs this otheewi Schubertian Trout-like touches in some of the p&no
peaceful Idyll. Next comes a marvellous breathtgkimccompanying parts, particularly in certain triges-
Scherzo: Presto. The piano and the violin preserst reages. Of course, it is unlikely that Schubert \aoul
of the thematic material chasing after each other a have written a piano part in the fashion Farrere. H
breakneck speed. The theme of the scherzo is bottvas no virtuoso and his chamber music piano parts
effective and appropriate to the moto perpetucceffealways serve the music rather than showcase tech-
Farrenc is trying to create. The buoyant trio odale nique.
section is every bit as good as the excellent gcher
which precedes it. Anyone who hears this littlertou
d’force, of less than four minutes duration, withcur
that it has come from the hand of a real mastercom
poser. In the convincing finale, Farrenc allows phier
anistic exuberance to run away with her at timeb an
the piano is given a part more or less comparable t
that which it has in Mendelssohn’s Piano Trio in d
minor Op.49. It is a part which is busy but whiated
not harm the beauty or effect of the music and tvhic well as Hans von Bulow and
it must be admitted, generally adds to the overall Hugo Ulrich. In 1862, he suc-
citement. ceeded Theodor Kirchner as organist at the church i
The critical success of the First Quintet'srprere Winterthur. The lush and brooding opening measures
at a private concert encouraged Farrenc to write arof the Andante sostenuto introduction to Qigintet
other for the same instrumentatiéhano Quintet in ¢ minor, Op.16, in which the piano is tacit, at once
No.2 in E Major, Op.31bears certain other outwardannounces a masterpiece and for nearly four move-
resemblances to her first effort. The opening amgd4 (Continued on page 9)

Hermann Goetz(1840-1876)
studied theology and mathe-
matics in Konigsberg where
he was born. Eventually he
switched to music and attend-
ed the Stern Conservatory in
Berlin where he studied with
the founder Julius Stern, as

pie
]



(Continued from page 8) bridge period between it and Romanticism.

ments, Goetz is able to keep the thematic writihnga  Hummel composed his Piano Quintet in E flat ma
this high level. The part writing is throughout yer  jor, Op.87 in 1802, almost 20 years before Schubert
fine. The piano is never allowed to dominate and fowrote the rout in 1819. It was not published until
long stretches it is so well integrated into thentet, 1822. The first movement, Allegro e risoluto asaéi,
one is unaware of it as a separate entity from the once captivates and impresses the hearer witlowts p
strings. The conclusion to the introduction givesyw er and passion. The peculiar principal theme & of
attacca to the main movement, Allegro con fuoco. somewhat martial character. The second movement,
Dramatic and powerful, this movement need fear ndinuetto, Allegro con fuoco, isa mixture of aninati
comparison with anything written for piano quintiét. and exuberance but also with a melancholy stra@.Th
is followed by a lovely Andante con moto in which finale, Allegro agitato, is full of light-heartedenri-

the Bass is given an opportunity to shine. A mdikeh ment and ends with a brilliant and effective close.
Allegro moderato, quasi menutetto is also firsera

the trio, only the cello has the melody which i$ no A
strong enough. It is in the finale, Allegro vivacee |
feels a let down, as Goetz, whose music sits styua
between Schumann and Brahms, seems to have
out of thematic inspiration. While what followsnst
necessarily a bad movement, it is very average an:
sticks out like a sore thumb after such fine wgtin

@ Josef Labor (1842-1924), who

was born in the Bohemian town of
Horowitz and blinded by smallpox
at the age of three, was, as a result,
sent to Vienna to study at the In-
stitute for the Blind. His preco-
cious musical talent resulted in his
being sent to study at the Conserv-
Johann Nepomuk Hummel ¢ W atory of the Gesellschaft der Mus-
(1778-1837) was not only cori- “ikfreunde. For several years he
sidered one of the most im- had a career as a concert pianist and then |aigiest
portant composers of his timeorgan and today is mostly remembered for his compo-
but was also widely regarded sitions for that instrument. Labor knew and was on
as the greatest piano virtuosofriendly terms with virtually every musician of im-

of his era. We owe the trans- portance in Vienna as well as many others livirsgel
mission of Mozart's pianistic where, including Brahms, Richard Strauss, Bruckner,
style and technique to him.  Clara Schumann, Gustav Mahler and Bruno Walter.
From early on, Hummel was Labor'sPiano Quintet in e minor, Op.3dates
recognlzed as a prodigy and not just on the piano. from 1886 The impetus for composing a quintet for
Brought to Vienna from his native Pressburg (todaythis instrumentation no doubt, was Labor’s frierigdsh
Bratislava) at the age of 4, Hummel auditioned to with Frantisek [Franz] Simandl, a fellow Czech who
study with Mozart and became the only full-time-stuvas a virtuoso bassist whom most considered thde t
dent Mozart ever had. After his studies with Mézarequal of Dragonetti. Simandl was solo bassist tith

in 1788 Hummel spent the next four years concertiz/ienna Philharmonic for over 30 years. Labor dedica
ing throughout Germany, Holland and England anded the work to Simand| as a tribute and it is oihnine
was considered the greatest prodigy ever seen afteiew such works where the bass has an extremely im-
Mozart. After returning to Vienna in 1792, he spentportant part with many solo passages and chances to
the next decade studying with Vienna's leading contead the group. The four movement work begins with
posers, taking lessons from Albrechtsberger, Saliera powerful and sweeping Allegro. The parts are-inte
and Haydn. As he reached maturity, Hummel optedgrated seamlessly and the melodies are compelling.
for a more conventional life rather than the vagabo Next comes a playful, light-hearted Scherzo, Alkegr
existence of a touring virtuoso. Instead, he spaodt vivace, with two highly contrasting trios. The sedo

of his adult life serving as a music director atimas trio is marked “Mit humor, basso buffo” and here th
German courts. His last and longest appointment waass leads the entire way. For vitually the fiegf bf

at the ducal court in Weimar. Surprisingly, in ligh  the third movement, Andante, the cello alone, \thti
the small amount of touring he did, some years raarupport of only the piano and very occasionally the
all, and never more than a month or 6 weeks, Hummelin, sings the gorgeous and highly romantic main
was widely regarded as Europe's leading pianist fotheme, surely one of the longest solos in theditee.
more than two decades and most of the next generbr the middle section, the bass takes over withra-s
tion's leading pianists at one point or anothedisti ber and plodding, march-like melody which is then
with him. Stylistically, Hummel's music generalp- heightened with help from the viola. The movement
resents the end of the Viennese Classical Eratend t (Continued on page 10)




(Continued from page 9) Russia and King of Congress Poland. It was puldishe
ends with the bass taking the lead again. Thedjnal in 1841 and by 1900 was considered lost. Howenwer, i
Allegro ma non troppo, after a short thrustingadinc- 2003 the parts were discovered in the Staatshitaiot
tion, begins with a hard driving and exciting theme of Berlin. In four movements, the work opens with a
which breaks loose with great forward motion. The lilting Allegro vivace in which the strings havenig-
bass is given powerful short solos bursting witergy lined melodies against moving passages in the piano
as the moods alternate between dramatic and gentl&lext comes an exciting scherzo, Presto vivace, avith
romanticism. The works ends with a hyper dramaticsoft meditative trio section. The lovely third meve
and masterful coda. ment, Andante, is subtitled Romance. The upbeat fin
le, Rondo, allegro, is a bouncing horse ride actloss
Franz Limmer (1808-1857) was born in Vienna. He countryside.
attended the Vienna Conservatory where he studied

cello, clarinet and composition, the latter witle tom- Perhaps no composer, more than
poser Ignaz Ritter von Seyfried. Several of Limmaer’ George Onslow(1784-1853), illus-
early composition attracted considerable atterdiath trates the fickleness of fame.

led to him eventually obtaining the post of conduct - ’J Onslow was born and lived his en-
of the German Theater in the then Hungarian Halgshb tire life in France, the son of an
city of Temesvar (today’s Timisoara in Romania), English father and French mother.
which at the time had a substantial German popmriati His chamber music, during his own
He eventually became music director of the citgpat lifetime and up to the end of the
he held until his death. 19th century, was held in the high-
ThePiano Quintet in d minor, Op.13dates from est regard, particularly in Germany,
1834 and is dedicated to Raimund Hartel, his phbtisAustria and England where he was regularly planed i
and owner of Breitkopf & Hartel. The main theme tothe front rank of composers. His work was admirgd b
the opening movement, Allegro con energico, is onlpoth Beethoven and Schubert, while Schumann, per-
four bars in length begun tutti but then enlarggdhe haps the foremost music critic during the firstt mdr
piano alone. The second subject has a distincti&ehuhe 19th century, regarded Onslow’s chamber music o
tian flavor. The dramatic second movement, Allegroa par with that of Mozart. Haydn and Beethoven. Men
vivace assai, is a scherzo. It is characterizeddayy delssohn was also of this opinion.
syncopation and a continuous thrusting and parrying HisPiano Quintet No.1 in b minor, Op.70dates
between the strings and the piano. In the triosect from 1846. Onslow would almost certainly have been
we can hear that Limmer had been a composer of familiar with it as well as a similar work by Jotman
waltzes and the music is not at all unlike thahisf Nepomuk Hummel which though not so famous was
better known contemporary, Johann Strauss Sr. Theuite popular. The treatment of the piano is woidhk
lovely third movement, Adagio, has a dreamy qualiting, especially as the quintet is dedicated to Siguin
complete with short cadenzas and telling dialodwees Thalberg, the great piano virtuoso, who was widely
tween the various voices. An exciting finale, Aleg considered the equal to Liszt. It is significardtth
con fuoco, is full of appealing melodies and rhyitim shortly before composing the work, Onslow had been
surprises, tops off this fine work. spending time with his friend Mendelssohn. Both he
and Mendelssohn preferred Thalberg to Liszt, wige re
Jozef Nowakowski(1800-1865) ularly, in their opinion, engaged in tasteless pgecb-
was born in the Polish town of  nics for no other reason than to show off. Thallzkdy
Mniszek located about 60 miles not. In fact, Liszt admitted that Thalberg was oimty
south of Warsaw. He initially studpianist who could play the violin on the pianogéer-
" ied with his uncle before attendingence to the amazing singing quality of his playing.
the Warsaw Conservatory where Onslow’s treatment of the piano takes this intcoact
his main teacher was Jozef Elsneand is quite similar to the way Mendelssohn handles
'He pursued a career as composethe piano in his trios, both as to the way it iegrated
teacher and touring piano soloist.into the whole as well as the difficulty of the parhe
A good friend of Chopin, he visit- opening movement, Allegro energico, with is strgdin
ed Paris during his travels but mostly stayed irmr\Wa rich modulations is a thrusting and powerful afféi
saw. He was, during his lifetime, considered one of of excitement. The middle movement, Andantino can-
Poland's leading musicians and his compositiong wéabile e simplice, features gorgeous melodies awd r

often played. ishing harmonies produced by the cello with thehel
HisPiano Quintet in E flat Major, Op.17 dates  of the bass and viola. The finale, Allegretto molto
from 1833 and was dedicated to Nicholas I, Tsar of (Continued on page 11)



(Continued from page 10)

and dramatic scenes in th

e silent movies.

Today,Ferdinand Ries(1784-1838)
is primarily remembered as a friendo minor, Op.74 himself while he was living in London
and student of Beethoven, as well akiring 1817. The first movement opens with a long,
his first biographer. However, duringlow, ominous introduction, Grave which then letds
his lifetime and for much of the 19 an exciting Allegro con brio. The second movement,
century Ries was remembered as d.arghetto, opens with a beautiful cello solo. Thenp
fine composer and virtuoso pianist.follows up and other instruments are given cadenza
He showed musical promise from alike passages. The brilliant and dramatic finalené,
early age, studying both violin and begins without a pause from the Larghetto. Thedian
piano with his father, and the cello Quintet bears the influence of Ries's teacher Beeth

certized throughout Europe for a number of years be
moderato, begins in a genial, jovial mood but d-su fore settling in London and then finally retiring i
denly interrupted by turbulent, chromatic passages Frankfurt. He wrote a considerable amount of music
which bring to mind the music used during frightful including several piano concertos and a large gtyant
of chamber music which was for many years often per
formed and well thought of.

Ries performed and published #iano Quintet in

with Bernhard Romberg. In 1801, he went to Viermaren, but also was clearly composed with himself in
study with Beethoven. He studied piano and composiind as the pianist.
tion with him for nearly 5 years. Thereafter Ries€
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Piano Quintet in e minor, Op.3

Franz Lachner (1803-1890)
Quintet No.2 in a minor, Op.145

Franz Limmer (1808-1857)
Quintet: Pno, Str Trio & Kb) in d, Op.1

Alessandro Longo (1864-1945)
Piano Quintet:in E Major, Op.3
Louis Ferdinand Prince of Prussia
(1772-1806)
Piano Quintet in ¢ minor, Op.1
Adela Maddison (1862-1929)
Piano Quintet in G Major, Op.40

Quintet for Piano & Strings (1916)
Giuseppe Martucci (1856-1909)
Piano Quintet in C Major, Op.45

Darius Milhaud (1892-1974)
La Creation du Monde, Op.81b
Hermann Mohr (1830-1896)
Sextet for Pno, Str Qt & Cln, Op.36
Vitezslav Novak (1870-1949)
Piano Quintet in a minor, Op.12
Jozef Nowakowski (1800-1865)
Quintet in E flat Major, Op.17
Henrique Oswald (1852-1931))
Quintet in C Major, Op.18
George Onslow (1784-1853)
Piano Quintet No.1 in b minor, Op.7
Piano Sextet in a minor, Op.77bis
Joachim Raff (1822-1882)
Piano Quintet in a minor, Op.107
Carl Reinecke (1824-1910)
Piano Quintet in A Major, Op.83
Joseph Rheinberger (1839-1901)
Piano Quintet in C Major, Op.114
Julius Rontgen (1855-1932)
Quintet No.2 in a minor, Op.100
Ludomir R6 zycki (1883-1953)
Piano Quintet in ¢ minor, Op.35
Anton Rubinstein (1829-1894)
Piano Quintet in g minor, Op.99
Camille Saint Saéns (1835-1921)
Piano Quintet in A Major, Op.14
Dirk Schéfer (1873-1931)
Piano Quintet in D flat Major, Op.5
Franz Schmidt (1874-1939)
Piano Quintet in G Major (1926)
Giovanni Sgambati (1841-1914)
Piano Quintet No.1, Op.4
Piano Quintet No.2, Op.5
Jean Sibelius (1865-1957)
Piano Quintet in g minor (1890)
Christian Sinding (1856-1941)
Piano Quintet in e minor, Op.5
Charles Villiers Stanford (1853-1924
Piano Quintet in d minor, Op.25
Petar Stojanovic (1877-1957)
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Otto Malling (1848-1915)

Piano Quintet in ¢ minor, Op.9




